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ENCYCLOPEDIA OF
CONTEMPORARY CHINESE
CULTURE

‘Made in China’ has become a tag familiar to all Westerners, but China’s shift to a
market economy in the early 1980s released not only the industrial but also the vast
creative energies of China’s citizens to produce a cultural renaissance unique in the
contemporary world. In the last quarter-century, communist ideology has been in rapid
retreat and the cultural resources of China’s pre-socialist past have been rediscovered and
combined with current influences from home and abroad to construct competing
responses to China’s everchanging present.

The Encyclopedia of Contemporary Chinese Culture is the first reference book to
digest this vast cultural output and make it accessible to the English-speaking world. The
Encyclopedia contains nearly 1,200 entries written by an international team of specialists
to enable readers to explore a range of diverse and fascinating cultural subjects from
prisons to rock groups, underground Christian churches to TV talk shows and radio
hotlines. Experimental artists with names such as ‘Big-Tailed Elephant’ and ‘The Pond
Society’ nestle between the covers alongside entries on lotteries, gay cinema, political
jokes, sex shops, theme parks, ‘New Authoritarians’ and ‘little emperors’. These, as well
as more traditional subjects and biographical entries, are indexed under the following
eighteen categories for easy thematic reference:

e architecture and space
e education

e ethnicity and ethnic identity
e fashion and design

e film

e food and drink

e health

e language

e literature

e media

e music

e performing arts

e political culture

e religion

e society

e sports and recreation
e visual arts

e women and gender



While the focus of the Encyclopedia of Contemporary Chinese Culture is on mainland
China since 1980, the Encyclopedia also includes longer, specially commissioned entries
on various aspects of contemporary culture in Hong Kong and Taiwan. Most entries
include full and up-to-date references for further reading, making the Encyclopedia an
indispensable reference tool for all teachers and students of contemporary Chinese
culture. It is also likely to be warmly embraced as an invaluable source of cultural context
by tourists, journalists, business people and others who visit China.

Edward L.Davis is Associate Professor of History at the University of Hawai’i, USA.
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Preface

When asked by Routledge to contribute to its series of reference books with an
Encyclopedia of Contemporary Chinese Culture, two issues surfaced immediately and
have remained in play even as the project has been completed—what should be meant by
‘contemporary’ and what should be meant by ‘Chinese’. The first was the easier to deal
with and to justify. In contrast to other encyclopedias in the series, some which reach
back to WWII and others which even encompass most of the last century, the end of the
Cultural Revolution and death of Mao in 1976 set in motion a series of events and
sociopolitical transformations of such startling contrast to China’s socialist past that the
late 1970s became the natural terminus a quo for a definition of the contemporary. The
Chinese themselves refer to the period since 1979 as the ‘New Period’ or ‘New Era’,
though technically these terms denote only the first decade, and many have suggested that
we adopt ‘post-Tiananmen’ for the years since 4 June 1989. Readers will find that the
contributors to this volume also employ several synonyms for the entire period: the ‘post-
Mao’, ‘post-Cultural Revolution” or, simply, ‘reform’ period. The Encyclopedia,
therefore, covers the years from 1979 to the present and takes the first date seriously—
any important writer, for example, whose work was produced largely in the 1970s or
before, is excluded. The second issue—how to take the word ‘Chinese’—was the more
intractable problem, and even | am willing to admit that my decision to limit this
encyclopedia to cultural developments in the People’s Republic is open to rebuttal, not
least because it has been impossible to live up to. A strong argument has been made over
the last decade for the existence of a ‘Greater China’, a ‘Cultural China’, a ‘China’ that
includes not only the political entities of Hong Kong, Taiwan and Singapore in addition
to the PRC, but the Chinese ‘diasporic’ communities in Europe, North America,
Southeast Asia and Australia as well, 50 million strong. The analysis of this ‘Cultural
China’ largely falls under the purview of the now robust and exciting academic discipline
known as Cultural Studies. Yet the ‘discursive space’ constructed by the notion of a
‘Cultural China’ presents a difficult conundrum for the encyclopedist. On the one hand,
‘Cultural China’ is not ‘Chinese Culture’ and the limited subject matter and urban secular
bias of the former cannot serve as a guide for what should be included under the latter.
On the otherhand, a single-volume encyclopedia cannot possibly do justice to the cultures
of the transnational space designated by ‘Cultural China’ and to try to do so would only
reduce the content of such an encyclopedia to an argument for such a space—a worthy
enterprise, to be sure, but one more efficiently made in a different format. Nonetheless,
the intricate contestations over cultural identity that characterize ‘Cultural China’ are
very much part of the contemporary scene on the mainland, especially since the mid
1990s, and cannot be ignored. The Encyclopedia, therefore, makes a serious nod in this
direction in the content of many of the entries, in the choice of recommended readings, in
the inclusion of long entries on aspects of the culture of Taiwan, Hong Kong and
Singapore and of shorter ones on cultural producers who spent their formative period on



the mainland, but now live in the diaspora. In this encyclopedia, a single, authorial
(editorial) voice has been avoided. Writers were encouraged, beyond a statement of the
‘facts’, to analyze, to make judgments, and even to editorialize in the restricted space
available to them. The reader will therefore find a range of points of view expressed—
from cultural boosterism to weary scepticism to moral indignation. The anthropologist
Liu Xin has recently argued for the development of a sense of the ‘now’ in the PRC and
my editorial policy has been to capture this sense of the today-ness of the contemporary.
This, of course, increases the risk of missing some of the trees in the forest, if not the
forest itself, but this risk is otherwise unavoidable, and as the passing of time highlights
the inadequacies of this volume as a secondary source, it might augment its value as a
primary one. Still, slots that were supposed to be filled, but for one reason or another
were not, weigh heavily on the mind of the editor pressed by publication deadlines. There
are no entries for the Hui and Kazak nationalities, Islam among minorities, Reportage
literature (Baogao wenxue) or calligraphy, among other, less obvious lacunae.

Those who have contributed to this volume are many, but I must first thank my
colleague at the University of Hawai’i, Mingbao Yue, who was first solicited by
Routledge to edit the Encyclopedia and was kind enough to include me as co-editor.
Mingbao wrote the initial proposal, contacted many of the consultants, and made a
significant contribution to the first version of the entry list. Unfortunately, she needed to
withdraw from the project just as it was getting underway, but it is important to note that
without her there would have been no Encyclopedia. All the consultants provided
enthusiastic support, but | must single out Yue Daiyun, who shared the first draft of the
entry list with her colleague at Peking University, Dai Jinhua, and together they provided
a long list of suggestions that were eventually incorporated. As the list evolved, the
intervention of Bérénice Reynaud, Alan Thrasher, Elizabeth Wichmann-Walczak and
Paola Zamperini was decisive, perfecting the lists of film, traditional music, performing
arts and fashion entries, respectively. All four were extremely generous with their time,
secured many superb writers for the volume, and, indeed, wrote many entries themselves.
Isabelle Duchesne, Nancy Guy, Joanna Lee and Jonathan Stock all saved me from some
bad choices, Kirk Denton provided technical help, and the peripatetic Geremie Barmé
responded to all my queries in between lectures and movie premieres and provided some
of the most provocative entries in the volume (this is a good place to thank Reaktion
Books for allowing me to include an adaptation of Barmé’s essay in Peter Wollen and Joe
Kerr (eds), Autopia: Cars and Culture (London: Reaktion, 2003) and the editors of the
IIAS Newsletter 27 (March 2002) for allowing me reprint Sang Tze-lan’s ‘Restless
Longing: Homoerotic Fiction in China’). My ‘handler’ at Routledge, Dominic Shryane,
was a constant source of encouragement and accepted my pleas for more time with
equanimity and understanding. Elizabeth Jones provided sure and efficient copy-editing.
The Chun Fong and Grace Ning Fund of the Center for Chinese Studies at the University
of Hawai’i twice provided generous support for research assistants, and | would like to
thank Meilan Frame and Meishi Huang for their editorial assistance at the beginning and
end of this project, respectively. Indeed, Meilan’s enthusiasm for Beijing was infectious
and proved a great source of inspiration as | pondered what to include in this volume.
When the last entries were submitted and | began to edit the manuscript in the summer of
2003, Ashley Maynard, Kevin Groark and friends at Café Lom Lek in San Cristbal de



Las Casas, Chiapas, provided the ideal environment (Bush es terroristal Vivan los
Simpson!).

Last, but by no means least, I must thank the inimitable Francesca Dal Lago, who
mercifully agreed to make sense of the contemporary art scene for me, and, after re-
fashioning the list of entries, brought together an international group of critics, curators
and historians to write them. All this was accomplished at great cost to her own personal
projects, and not only | but the field are in her debt. Below, | have asked Francesca to
provide an additional preface, in which she explains her choices.

Of course, most of the choices were ultimately my own and | take responsibility for all
of them. Readers are encouraged to email their criticisms and suggestions (including
omissions and errors) to me at edavis@hawaii.edu in the event of a second edition. |
dedicate my portion of this project to the other members of the now extinct Con Brio
Trio—Niels Herold (violin) and Chris Haight (piano)—and to our manager, Bojidar
Yanev, who has made a career of supporting failing structures.

Ned Davis
Honolulu, February 2004






The Visual Art entries

When Ned Davis asked me to compile the Visual Art entries for the Encyclopedia of
Contemporary Chinese Culture, my first reaction was to decline: listing and categorizing
a phenomenon that is still very much in the making appeared to me as a pointless task
and a project inevitably associated with canon formation. | did not wish to be held
responsible for what could only be a very partial selection. And yet here | am now, after
nearly two years, explaining the rationale that has guided me in the accomplishment of
this project. While the most relevant methodological and historical problems have been
pointed out by Ned in his Preface and more could be said to provide a theoretical
justification for the work, | must confess that my acceptance of the project was in large
part inspired by those same motives that will be likely considered to be its main flaw. To
wit, it was my personal investment in the material discussed by these entries that
convinced me to accept Ned’s proposal: relaying ‘subjective’ information on the Chinese
art world during the last twenty years was, more than just ‘historically useful’, a
profoundly personal feat. | was intrigued by the vaguely disruptive idea of infusing a
supposedly ‘scientific’ work with the kind of subjective involvement that derives from
the experience gathered in nine years of residence in China and nearly two decades of
intimate familiarity with most of the people and issues presented in these entries—a
familiarity that has still not liberated me from the perspective of, in the words of art
historian Wu Hong, ‘observers who look from the outside in’.

Aware of the possible usefulness of such an outlook, I first began by heatedly
discussing Ned’s original list of names and trends with Qian Zhijian, a fellow graduate
student at the Institute of Fine Arts and former editor of the magazine Meishu. We
decided that we would include only those individuals or groups of individuals who had
been actively producing ‘new’ forms of art and had been influential in the artistic output
of mainland China during the last twenty years. Important historical figures, while still
very influential in the dynamics of contemporary Chinese art, were thus not considered,
while individual artists were chosen for the larger and continuous influence they have
exerted during the contemporary period and for their critically accepted status in the art-
historical narrative of the post-Mao period.

The most exciting part of the project has been my interaction with the contributors.
Had it not been for the professionalism of this group, and for Ned’s Zen patience in
moving deadlines forward, the meticulous task of editing the entries and compiling the
bibliographic references might have prevailed over my original commitment. It is
therefore mainly to thank these individuals for their enthusiasm and support that | am
writing today. For her availability at the very early stages of the project | would like to
thank Alice Jim—formerly of Montreal, now of Vancouver—who set the scholarly and
critical tone for the entries. 1 would also like to express my gratitude to: Mathieu
Borysevicz in New York, whose work as a photographer and with photographers in
Beijing for a period of five years made him the favourite ‘reporter’ of this new and



exciting genre; Tang Di, a close friend, half-sister, and cultural officer in Beijing, who
dutifully checked most of her information and comments with the artists and critics about
whom she wrote; Eduardo Welsh, in Madeira (Portugal), a pioneering scholar and the
first ever to have received a PhD in contemporary Chinese art (from the School of
African and Oriental Studies), who took painstaking care in compiling most of the 1980s
entries; and Yuting Chou, who contributed on Fang Lijun, the subject of her Master’s
thesis from the University of Leiden. My attempt at providing some ‘first-hand
authenticity’ comes through the contributions of two of the protagonists of the events
discussed in the visual arts entries—Gao Minglu and Li Xianting. Both deserve an entry
under their own name and both wrote for this volume on phenomena and movements that
they were instrumental in launching and/or defining. Gao Minglu, now at SUNY Buffalo,
wrote on the 1989 Avant-Garde Exhibition in Beijing, for which he was main curator,
and on the 1985 [Art] Movement, of which he was one of the main engines. Li Xianting
in Beijing contributed on the two currents that he named and presented to the world,
‘Political Pop’ and ‘Cynical Realism’, as well as on the first avant-garde movement of
the post-Mao period, the Stars, that he bravely introduced to the general public in the
pages of Meishu, the most authoritative art periodical in China. Robert Bernell, a Texan
in Beijing who has connected China’s experimental art scene to the world through his
invaluable website (Chinese-art.com) contributed entries on some of the most important
contemporary critics; Martina Kdppel-Yang wrote on Paris-based artists and critics
whom she has known and worked with for years; Lucie Olivové of Charles University in
Prague offered her help with some of the Zhongguahua entries, a subject on which she
organized an exhibition and wrote a catalogue in 2001; Morgan Perkins, an
anthropologist of art in upstate New York, wrote on artistic institutions, art academies
and displaying practices—the topic of his PhD dissertation from Oxford; Meg Maggio,
director of the Courtyard Gallery in Beijing, offered her expertise on auction houses and
the art market; and finally, Beatrice Leanza of the Chinese Art Archives and Warehouse
in Beijing enthusiastically responded to my last-minute panic by contributing many
entries that had not yet been completed and by checking relevant data in the first-class
archives of her institution and often directly with the artists. In brief, the same principle
of personal connection that led me to accept this task also guided me in the selection of
this dedicated group of people, whose shared asset is their deep involvement in the
subjects that they were asked to write about.

Last but not least, | would like to remember three protagonists who are directly or
indirectly quoted in the entries and who would have certainly contributed to them had
they lived. Critic and art historian Alice Yang, curator and critic Hans van Dijk and artist
Chen Zhen all died before they could complete the major tasks they had set for
themselves. It is to their memory and to the great contributions that they made to this
very young field that I wish to dedicate my efforts and, if I may presume, the efforts of all
the people that have helped me with this project.

Francesca Dal Lago
Montréal, March 2004



Classified entry list

Architecture and space

ancestral halls/lineage temples
architectural criticism and theory
architectural journals
architectural styles
bridges
Buddhist monasteries (Chinese)
Buddhist monasteries (Tibetan)
Children’s Palace
cities
cultural landscapes
cultural zones (urban)
Daoist monasteries/abbeys
department stores
development zones (urban)
domestic space
environment, perceptions of
foreign enclaves (urban)
geography of disease
geography of health care
highways
historical and cultural cities
home refurbishing
hospitals
hotels
housing
hukou
Islamic mosques
migration and settlement patterns
monuments and public sculpture
museums
parks and squares
prisons
public libraries
residential districts (urban)



restoration districts (urban)
retail and business districts (urban)
ring roads

shopping malls
skyscrapers

streets

theme parks

Tiananmen Square

tombs and cremation
towns and townships

train stations

urban planning/renewal
villages

World Heritage sites
Yuanming Yuan

Education

bilingual education
bulletin board systems
Central Academy of Fine Arts
Central Radio and Television University
Central University for Nationalities
China People’s University
Chinese Academy of Sciences
Chinese Academy of Social Sciences
Cultural Revolution (education)
elite schools
examinations for self-paced higher education
foreign students
higher education through self-paced study
HSK
Islamic schools
literacy (and illiteracy)
Lu Xun Literary Institute
memorization
Ministry of Education
Nanjing University
Peking University
physical education
private universities
Project Hope
Project 211



Qinghua University

student movements

study abroad

TOEFL and GRE

university entrance examinations
village schools

Ethnicity and ethnic identity

autonomous regions, prefectures, counties and banners
Bai, culture of
Bouyei (Buyi), culture of
Christianity among national minorities
Daoism among minority nationalities
Dong, culture of
ethnic groups, history of
ethnicity, concepts of
ethnography
Hakka, culture of
Han
Hani, culture of
Koreans, culture of
Li, culture of
Manchus, culture of
Miao, culture of
minority presses
Mongols, culture of
Naxi, culture of
research institutions for minority nationalities
representations of minorities
state policies on minority cultures
Tai (Dai), culture of
Theravada Buddhism among minority groups
Tibetan Buddhism among minority groups
Tibetans, culture of
Tujia, culture of
Uighurs (Weiwu’er), culture of
Yao, culture of
Yi, culture of
Zhuang, culture of



Fashion and design

beauty magazines
cashmere industry
China dolls
clothing industry
cosmetic surgery
ethnic costume
fashion designers
fashion designers—diaspora
fashion designers—Hong Kong
fashion designers—Taiwan
fashion shows and modelling
fur fashion
hair
Mao Zedong and Sun Yatsen suits
gipao, cheongsam
Shanghai Tang
silk industry
Tang dress
urban fashion trends

Film

animation
Beijing Bastards
Beijing Children’s Film Studio
Beijing Film Academy
Chan Fruit
Chan, Jackie
Chan, Peter
Chang, Sylvia
Cheang Shu-lea
Chen, Joan
Chen Kaige
Cheng Jihua
Cheung, Leslie
Cheung, Maggie
Chiao, Peggy
children’s feature film
Chow, Stephen
Chow Yun-fat



cinema in Taiwan
Conjugation

Doyle, Christopher
Duan Jinchuan

Feng Xiaogang

Fifth Generation (film directors)
film criticism

film distribution
Fong, Allen

gay cinema and video
Ge You

Gong Li

He Jianjun

He Ping

He Qun

Hou Hsiao-hsien

Hu Mei

Huang Jianxin

Huang Shugin

Hui, Ann

In the Heat of the Sun
Jia Zhangke

Jiang Wen

Jiang Yue

Kwan, Stanley

Law, Clara

Lee, Ang

Li Hong

Li Shaobai

Lin, Brigitte

Liu Miaomiao

Liu Xiaoging

Lou Ye

Lu Xuechang

Ma Xiaoging

martial arts films
New Documentary Movement
New Year’s movies
Ning Ying

Operators, The

Pan Hong

Parties A and B

Peng Xiaolian
Sacrificed Youth
Saifu (Sai Fu) and Mailisi (Mai Lisi)
Seafood



Sixth Generation (film directors)
Sun Zhou

Tang Danian

Tian Zhuangzhuang
Tiananmen Square (1991)
Transmigration (a.k.a Samsara)
Ts’ai Ming-liang
Tsui Hark

Wang Quan’an
Wang Tong

Wang Xiao-yen
Wong Kar-wai
Woo, John

Wu Nien-chen

Wu Tianming

Wu Wenguang

Wu Ziniu

Xi’an Film Studio
Xia Gang

Xie Jin

Yang, Edward

Yau Ching

Yellow Earth

Yeoh, Michelle
Yim Ho

Zhang Jianya
Zhang Nuanxin
Zhang Yang

Zhang Yimou
Zhang Yuan

Zhang Ziyi

Zhao Wei

Zhou Xiaowen

Food and drink

Beijing Roast Duck
chefs
dim sum
dried-food specialities
dumplings
eggs
ethnic food



etiquette

fast food (Chinese and Western clones)
fast food (Western)
hard liquor

home cooking

hotpots

instant food

Mao restaurants
medical foods

new cookbooks, recipes
night markets

noodles

pancakes

preserved vegetables
teahouses

Health

acupuncture and moxibustion
aphrodisiacs
barefoot doctors
birth control and contraception
culture-bound syndromes
disabilities
geography of disease
geography of health care
herbal medicine
HIV/AIDS and STls
massage
medical doctors
medical insurance
mental health
pharmacies
physical fitness and sports clubs
public health care
Qigong (history)
Qigong (masters)
reproductive health
Western-style Chinese medicine
Yan Xin



Language

baihua/Guoyu
Chinese as a foreign language
curses and maledicta
dialects
dictionaries
foreign language acquisition and teaching
Indo-European language speakers
Institute of Linguistics
neologisms
political slogans
simplified characters
Sino-Tibetan language speakers
State Working Commission on Language
terms of address
translation industry
Tungusic language speakers
Turkic language speakers
urban slang
writing reform movements
writing systems
Xinhua zidian, Xinhua cidian

Literature

Ah Cheng
Alai
Aniwar, Mamat
avant-garde/experimental literature
Bai Hua
Bai Xianyong
Beauties’ Literature
Bei Dao
Bo Yang
Butterfly literature
Can Xue
Chen Pingyuan
Chen Ran
Chi Zijian
children’s literature
Dai Houying



detective fiction
Duoduo

ethnic minority literary collections
Fang Fang

Feng Jicai

Foreign Languages Press
Gao Xingjian

Ge Fei

Gu Cheng

Guo Lusheng
Haizi

Han Shaogong

He Dun

He Jingzhi

Hong Ying

Huang Chunming
Huang Xiang

Ji Xianlin

Jia Pingwa

Jiang He

Jin Yong
journalistic literature
Ke Yunlu

Kong Jiesheng
Leung Ping-kwan
Li Jie

Li Qingxi

Li Rui

Li Yongping

Lin Bai

literary awards
literary periodicals
literature in dialect
literature in Taiwan
Liu Heng

Liu Xinwu

Liu Yichang

Long Yingtai

Lu Xinhua

Ma Lihua

Ma Yuan
Malginhu

martial arts fiction
Mei Shaojing
Misty poetry

Mo Yan



Museum of Modern Chinese Literature
Nie Hualing
Ouyang Zi
poetry

Qian Liqun

Qian Zhongshu
Qiong Yao

Qiu Huadong
Root-seeking school
Rupture writers
Scar literature
serial picture books
Shi Kang

Shi Tiesheng
Shu Ting

Su Tong

Sun Ganlu
Tamen

Tashi Dawa
Third Generation (poets)
Tie Ning

Wang Anyi
Wang Meng
Wang Shuo
Wang Wenxing
Wang Xiaobo
Wang Xiaoming
Wang Zengqi
Wang Zhenhe
web literature
Wu He

Xi Chuan

Xi Xi

Xu Kun

Xu Xing

Yang Jiang
Yang Lian

Ye Zhaoyan

Yu Hua

Yu Jian

Zhai Yongming
Zhang Chengzhi
Zhang Jie

Zhang Kangkang
Zhang Wei
Zhang Xianliang



Zhang Xinxin
Zheng Yi

Zhong Xiaoyang
Zhou Li

Zhou Lunyou
Zhu Tianwen

Media

advertising
Beijingers in New York
bestsellers
book publishing
cable television
Cankao xiaoxi (Reference News) and neibu [internal] publications
CCTV (Chinese Central Television)
cellular phones
children’s television
classics publishing houses
Dai Qing
East Radio
English-language dailies, periodicals and books
Ershiyi shiji
evening newspapers and weekend editions
Foreign Languages Press
Guangming ribao
Hu Shuli
Internet (content)
Internet (history and structure)
Internet portals
Internet shopping
journalism
Kong-Tai style
literary periodicals
Ministry of Information Industry
minority presses
Nanfang Weekend
newspapers
Pearl River Economic Radio
People’s Daily
radio (stations and content)
radio and TV hotlines (rexian) and call-in shows
River Elegy



Sang Ye

satellite dishes

satellite television

Shanghai Oriental Television
shuhao

State Administration for Radio, Film and Television
state control of media

State Press and Publication Administration (State Copyright Bureau)
Stories from an Editorial Office
television celebrities

television formats

television magazines

television programmes
television ratings and surveys
television talk shows

Tianya

Xi Shu

Xinhua News Agency

Xinmin Evening News
Yangcheng Evening News
Yearnings, Aspirations
Zhongshan

Music

New music
Chen Qigang
Chen Yi
China National Symphony Orchestra
China Philharmonic Orchestra
Dong Wenhua
Fourth Generation (composers)
Ge Ganru
Guo Wenjing
He Xuntian
Jin Xiang
Lam Bun-ching
Mo Wuping
modern Chinese orchestra
music conservatories
musicology
national style
New Music



pentatonic romanticism
Qu Xiaosong

Sheng Zongliang

Shi Guangnan

Su Cong

Tan Dun

Third Generation (composers)
Xper.Xr

Xu Shuya

Yang Liging

Ye Xiaogang

Zhang Xiaofu

Zhao Jiping

Zhao Xiaosheng
Zheng Xiaoying

Zhou Long

Zhu Jian’er

Popular music

AilJing

Beyond

Blacklist Studio
Cheung, Leslie

Cobra

Cui Jian

Deng Lijun

Hou Dejian

Hu Mage

‘I Have Nothing’

jazz

Jin Zhaojun

Liu Huan

Liu Suola

Luo Dayou

Mao A’min

minority pop musicians: the new generation
Mui, Anita

music in Taiwan

New Sound Movement, Modern Sky Records
pop music in Hong Kong
rock music, rock bands
Softhard Wizards
Tam, Alan

Tat Ming Pair

Teng Ge’er

Tongue

Wang Lei



Wang Yong

Wei Hua

Wei Wei

Wild Children

Wong Fei

Yang Yi

Yaoshi-Ziyue

Zang Tianshuo

Zhang Guangtian

Zhang Yadong
Traditional music
bayinhui

Beijing yinyue

Buddhist music
Cantonese music
Chaozhou-Hakka sixian
Confucian ritual music
Daoist music

dizi

drumming and blowing
erhu

folksongs (Han Chinese)
Jiangnan sizhu

luogu

Minnan nanyin

pipa

gin

Shandong guchui
Shanxi badatao

Shifan (Shifan gu, Shifan luogu)
Silk and Bamboo

string ensemble
traditional music
traditional music composers
traditional music performers
Wu Zhao

Xi’an guyue

zheng

Performing arts

Alia
acting (drama schools and training)



avant-garde/experimental theatre
Bai Fengxi
Bangzi

Beijing People’s Art Theatre
Bus Stop

Cao Cao and Yang Xiu
Chen Rong
China Dream
Chuanju
Chuanju troupes
dance (ethnic)
dance troupes
Dashan

Du Jinfang

Gao Xingjian
Geju

Gezaixi
Guangdong Modern Dance Company
Guo Qihong
Guo Shixing

He Jiping

Hou Baolin
Huaju
Huangmeixi
Huang Zongluo
Huang Zuolin
Hu Xuehua
Huju

Jiang Weiguo
Jiao Juyin

Jin Xing

Jingju

Kejia daxi
Kungu Xiqu

Lai Shengchuan
Li Longyun

Li Yuru

Lin Zhaohua
Little Theatre
Liu Jingyun
Liushou nishi
Liyuanxi

Luo Huaizhen
Ma Ke

Meng Jinghui
Minju



Mou Sen

Pan Jinlian (1985)
Performance Workshop Theatre
performing arts in Taiwan
Pingju

Power versus Law

quyi

Sha Yexin

ShangYang (1996)

shadow puppet theatre
shadow puppet theatre (troupes and traditions)
Shang Changrong

Shen Xiaomei

Shi Yukun

Stories of Mulberry Village
Su Shuyang

Suzhou pingtan

theatre criticism (journals and periodicals)
Tian Qinxin

Tibetan theatre

Uncle Doggie’s Nirvana
Wang Renjie

Wei Minglun

Wen Hui

Western theatre

Wild Man

WM (W[o]m[en])

Wuju

xiangsheng

xiaopin

Xiqu

Xiqu musical structure
Xiqu on television

Xiqu playwrights

Xiqu role types

Xu Fen

XuYing

Ying Ruocheng

Yu Xiaoyu

Yueju (Guangdong, Guangxi opera)
Yueju (Zhejiang opera)
Zhang Xian

Zuni Icosahedron



Political culture

academic e-journals
Academy of Chinese Culture
Administrative Litigation Law
advertising
arbitration law
Campaign against Bourgeois Liberalization
Central Propaganda Department
Chen Yifei
China Federation of Literary and Arts Circles
Confucius (recent interpretations)
consumerism
corruption
Criminal Procedure Law (and revisions)
Cui Zhiyuan
cultural discussion
cultural purges
Cultural Revolution
culture fever
Dai Jinhua
democracy and elections
Ding Guan’gen
Dushu
economic thought
environmental organizations
4 June [1989] esprit
Gan Yang
goudui
He Qinglian
He Xin
Hong Kong countdown clock
human rights
Humanistic Spirit, ‘Spirit of the Humanities’
intellectual property
intellectuals and academics
iron rice bowl
Ji Xianlin
Jin Guantao
laosanjie
lawyers
legal culture
Lei Feng
Li Shenzhi
Li Tuo



Li Zehou

liberalism

Liu Dong

Liu Wenxi

Liu Xiaobo

Liu Zaifu

Marriage Law of the PRC (1 January 1981) and revisions (2001)
Marxist Humanism

mass movements

Ministry of Culture

minjian

National Studies

nationalism

Neo-Conservatism

Neo-Maoism and Mao Fever

New Authoritarianism

New Confucianism

New Left

1982 Constitution of the PRC

one country, two systems

Party advertising and self-promaotion
Party-building

People’s Mediation Committees

political jokes

political language

political slogans

popular culture, mass culture

poster art and artists

posters and education

postmodernism (houxiandai zhuyi) and ‘post-ism’ (houxue)
Qin Hui

reform (ideological justifications)
Research Institute for National Studies revivals and other ‘re-> words
salon culture

Sange daibiao

shunkouliu

political culture in Shanghai

political culture in Singapore

socialist spiritual civilization
socio-political values

Southern Excursion Talks (Deng Xiaoping, 1992)
Su Xiaokang

Wang Hui

Wang Xiaodong

wenhua shuiping

World Trade Organization (WTO) debate



xiafang, xiaxiang

Xu Jilin

Yu Jie

Zhang Yiwu

Zhongguo keyi shuo bu

Religion

ancestral halls/lineage temples
Buddhism in Inner Mongolia
Buddhist calendar
Buddhist music
calendars and almanacs
Catholic villages
Catholicism
China Christian Council
Christianity (Protestantism)
Christianity among national minorities
cultural Christians
Daoism (Daojiao), recent history of
Daoism (Quanzhen order)
Daoism (Zhengyi tradition)
Daoism among minority nationalities
Daoist monasteries/abbeys
Daoist music
Daoist priests
Ding Guangxun
divination and fortune-telling
Document 19 (1982)
Dragon Boat Festival
fachang
faith healing (Christian)
Falun gong
fengshui
funerals
Ghost Festival
Gongde
Guanyin
house churches
Islam and women
Islam in China
Islamic art (Arabic-Chinese hybrid designs)
Islamic Brotherhood (Yihewani)



Islamic menhuan

Islamic mosques

Islamic orders

Islamic tombs

Islamic worship

itinerant evangelists (Protestant)
Jesus Family

Jiao

Jinling Union Theological Seminary
Lamb, Samuel

Lantern Festival

Little Flock

Local Church (and “‘shouters”)

local religion

Lashan jiao (Sannai jiao)

Mazu

Mid-Autumn Festival

Minsu quyi (Min-su ch’l-i)
Mormons

New Year Festival

patriotic covenants

pilgrimage

processions (religious)

Pu’an jiao

Qingming Festival

religion, recent history of

Religious Affairs Bureau (State Administration for Religious Affairs)
religious policies of the state

sacred mountains

Sanyi jiao

sectarian religion

shuilu zhai

spirit-mediums

temple fairs

Theravada Buddhism among minority groups
Three-Self Patriotic Movement (TSPM)
Tianfeng

Tibetan Buddhism among minority groups
True Jesus Church

vernacular priests (Daoist/Buddhist)
Wang Mingdao

Yiguan Dao

Yijing

Zhao Puchu



Society

adultery
bao ernai
bosom friends
cars and taxis
consumerism
crazes
dakou culture
dating
divorce
domestic violence
drinking games
drugs and drug consumption
empty-nest syndrome
family planning
foreign community
foreign enclaves (urban)
Guanxi
holiday economy
holidays (Western)
homosexuality and tongzhi culture
Internet shopping
leisure culture
little emperors
marriage
morality
non-governmental organizations
nouveaux riches
nligiangren, chiruanfan
one-child policy
pets
gi guanyan
salon culture
sex shops and products
sexual attitudes
sexuality and behaviour
smoking
suicide
T-shirts and their culture
tourism
transportation patterns (urban)
villages (social organization)
virginity and premarital sexuality
weddings (rural)



weddings (urban)

welfare and poverty relief
xiagang

xiahai

xiaomi

Sports and recreation

ballroom dancing
basketball
football (soccer)
gymnastics
lotteries
mahjong
martial arts
Olympics
physical education
physical fitness and sports clubs
recreational associations
sports arenas
State Sports General Administration (Sports Bureau)
swimming and diving
table tennis
volleyball

Visual arts

Institutions
art academies
art exhibitions (experimental, 1980s)
art exhibitions (experimental, 1990s)
art galleries (private, commercial)
auctions (art and antiquities)
Chang Tsong-zung
China Art Gallery
China Avant-Garde
China’s New Art, Post-89 (Hong Kong, 1993) and China Avant-Garde
chinese-art.com
van Dijk, Hans
Themes



Big-Tailed Elephant
Cynical Realism

Dongcun

85 New Wave [Art] Movement
Gaudy Art

Modern Ink-Wash Painting
Native Soil Painting

New Literati Painting
New Measurement Group
Northern Art Group
political icons (and art)
Political Pop

Pond Society

Red Humour

Scar art

Sensationalism, Shock Art
798

Southwest Art Research Group
Stars

Xiamen Dada
Critics/curators/historians
Fei Dawei

Feng Boyi

Gao Minglu

Leng Lin

Li Xianting

Li Xiaoshan

Liao Wen

LU Peng

Wang Nanming

Wu Meichun

Yin Ji’nan

Magazines and journals
Hualang

Jiangsu huakan

Meishu

Meishu sichao

Zhongguo meishubao
Individual artists | (experimental)
Ai Weiweli

Cai Guogiang

Cai Jin

Chen Danging

Chen Haiyan

Chen Zhen

Cheng Conglin



Ding Fang
Ding Yi

Fang Lijun
Feng Jiali

Feng Mengbo
Geng Jianyi
Gu Dexin

Gu Xiong
Huang Yongping
Li Shan

Li Yongbin
Lin Tianmiao
Liu Wei

Liu Xiaodong
LG Shengzhong
Luo Zhongli
Ma Liuming
Mao Lizi

Mao Yan

Qiu Zhijie
Sheng Qi

Shi Hui

Song Dong
Song Yonghong
Su Xinping

Sui Jianguo
Wang Gongxin
Wang Guangyi
Wang Jianwei
Wang Jin
Wang Keping
Wang Xingwei
Wang Youshen
Xiao Lu

Xu Bing

Xu Hong

Xu Zhen

Yang Fudong
Yang Jiechang
Yang Zhengzhong
Yin Xiuzhen
Yu Hong

Yu Youhan
Zeng Fangzhi
Zeng Hao
Zhang Hongtu



Zhang Huan

Zhang Peili

Zhang Wang

Zhang Xiaogang

Zhao Bandi

Zhou Tiehai

Zhu Fadong

Individual artists Il (photography)
An Hong

Hai Bo

Han Lei

Hong Hao

Liu Shuyong

Liu Zheng

Lu Zhirong

Wang Jinsong

Zhang Dali

Zhang Hai’er

Zhuang Hui

Individual artists 111 (traditional)
Chen Ping

Gu Wenda

Jia Youfu

Liu Zijian

Lu Yushun

Pan Ying

Tian Liming

Wang Jinsong

Wu Guanzhong {xe “Wu Guanzhong”}

Women and gender

adoption
All-China Women’s Federation
beauty contests
feminism
gender roles
good wife and mother
language and gender
leshianism in literature
menstruation
parent-child relationships
sexual attitudes



sexuality and behaviour

two studies, two competitions
women (the condition of)
women’s quality

women’s script

women’s studies

women’s work



A Jia

b. 1907, Jiangsu; d. 1994

Theatre director

A Jia was a brilliant director, playwright and theatre theorist who devoted his
impressive fifty-year career to the study and practice of Xiqu (sung-drama/opera). He
made the first major systematic study of Xiqu’s aesthetic principles, and is perhaps most
famous for his work as director and head writer of Red Lantern (Hongdengji), the first of
the model revolutionary modern plays (yangbanxi) of the Cultural Revolution.

A Jia studied poetry and calligraphy in his youth. Before joining Mao in Yan’an in
1938, he spent time as a teacher, reporter, labourer and even briefly as a monk. He also
participated in many amateur Xiqu performances. At Yan’an he entered the Yan’an
Academy of Arts and Literature and joined the Communist Party in 1941, serving as
director and later vice president of the Yan’an Pingju (also known as Jingju, ‘Peking
Opera’) Research Academy, which was established in 1942. Involved in hundreds of
productions, he became one of the area’s most renowned Xiqu performers, wrote and
directed many new plays, and adapted traditional plays to conform with his Communist
ideals. After 1949 he studied at the Central Academy of Drama (Zhongyang xiju
xueyuan) which broadened his understanding of major schools or styles of Xiqu
performance as well as Western theories of performance. These ideas he incorporated
into a prolific body of theoretical writing.

A Jia held numerous leading positions in the arts, including Director of the People’s
Government Research Institute to Reform Xiqu (Zhongyang renmin zhengfu wenhuabu
xiqu gaijinju yishuchu yanjiushi zhuren) and Head Director of the China Jingju Company
(Zhongguo jingju yuanzong daoyan). He is known for his deep practical and theoretical
understanding of traditional Xiqu and for being one of the most successful innovators of
the genre as he discovered ways to portray modern life on the Xiqu stage.

Further reading

A, Jia (1999). ‘Truth in Life and Truth in Art’. In F.Fei (ed.), Chinese Theories of Theater and
Performance from Confucius to the Present. Ann Arbor: University of Michigan Press, 146-53.

Liu, Y. (1988). Trans. D.Hu et al. ‘Ah Jia’s Theory of Xiqu Performance’. Asian Theatre Journal
5.2: 111-31.
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MEGAN EVANS AND ELIZABETH
WICHMANN-WALCZAK

academic e-journals

The late 1990s saw the rapid growth of electronic Chinese-language journals that
published articles on a diverse range of issues in the social sciences and humanities.
China News Digest (Huaxia wenzhai) was one of the earliest (US-based) Chinese e-
journals to feature several scholarly essays among those on popular topics that it
normally carried. Since 2000, PRC-based academic e-journals have become highly
significant in the Chinese intellectual world. In that year alone, websites like Century
China (Shiji Zhongguo), The Realm of lIdeas (Sixiang de jingjie), Cultural China
(Wenhua Zhongguo) and Critical Inquiry (Sixiang pinglun) provided an increasingly
global Chinese-language readership with unprecedentedly up-to-the-minute information
and commentary on topics of both scholarly and public interest.

Unlike academic e-journals in the English language which largely adhere to the format
of their print versions, Chinese-language e-journals, like the influential Century China,
feature both academic articles and informal ‘discussions’ on topical issues and current
affairs. These “discussions’ may include one-sentence opinions, pithy commentaries or
lengthy excurses by both known and pseudonymous authors. The immediacy of cyber-
publication and its relative freedom from official censorship, coupled with the
willingness of most Chinese e-journal editorial boards to accommodate different views
and to accept pseudonymous submissions, have led many Chinese intellectuals to
celebrate the dawning of a virtual public sphere in the Chinese-speaking world. Critics of
the vitriolic exchanges that have appeared in these e-journals, such as the controversy
surrounding the ‘Cheung Kong—Reading Awards’(Changjiang Dushu jiang) in 2000,
fear that the relative ease of cyber-publication may also undermine intellectual
responsibility and academic professionalism.

GLORIA DAVIES

Academy of Chinese Culture

(Zhongguo wenhua shuyuan)

The Academy of Chinese Culture is an independent entity founded in 1984 by a group
of scholars from Peking University (Beijing daxue) including Zhang Dainian, Tang
Yijie, Ji Xianlin and Wang Shouchang, among others. It was also supported by
prominent intellectual figures such as Feng Youlan and Liang Shuming.

The purpose of the Academy is the promotion, beyond the academic world, of the
study of Chinese traditional culture, the understanding of its historical specificity, and the
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fostering of cultural dialogue with the outside world. Activities of the academy include
publications, organization of symposia, and teaching programmes. For two years,
between 1986 and 1988, more than 12,000 people from extremely different backgrounds
(engineers, doctors, military personnel, students) enrolled in its courses, some of which
were broadcast nationwide.

The Academy’s activities had a strong impact on the intellectual debates of the second
half of the 1980s. As it encouraged the rehabilitation of traditional culture, the Academy
was subject to fierce criticism and accusations of conservatism from intellectual circles
that considered tradition to be an obstacle to modernization. Nonetheless, several scholars
linked to the Academy published articles requesting the liberalization of the political
system beyond the economic sphere and also participated in the student movement of
1989. This in turn generated strong criticism from the regime. From 1989 to 1991 the
Academy almost ceased its activities as the authorization to operate was not renewed. It
was reactivated afterwards, yet has since concentrated on academic research.

See also: Research Institute for National Studies

SEBASTIEN BILLIOUD

acting (drama schools and training)

There are two routes to train for acting in the PRC: through professional and state-run
schools or informally. According to official figures, there were 210 educational
institutions for the performing arts in 1989, with 19,674 employees; by 1999 the number
had risen slightly to 238, with 20,432 employees. Among these, most either include
acting and performance skills in their purview or are specifically dedicated to them. In
1999, there were also nearly 300,000 mass art centres, cultural centres and cultural
stations, which among other functions ran classes in acting and other performance skills
like storytelling.

There are three main criteria for accepting students into full-time drama schools.
These are voice, physical features and artistic ability. Potential students must also take an
examination before auditioning. Competition is extremely keen, and acceptance rates
usually well below 10 per cent. In special cases, including exceptional ability or coming
from an acting family, students may enter acting school as young as five years old, but
the great majority must graduate from primary school before applying. Acting schools
run courses on culture and general knowledge, as well as performance skills. This is to
avoid illiteracy in the acting profession, which was once universal.

In classes or schools for traditional forms of drama, boys outnumber girls, reflecting
the male dominance of the casts. However, this is not the case in the more modern theatre
styles. Teaching techniques are traditional for the classical forms of drama. For modern
theatre, they were strongly influenced by Russian methods, but have accepted techniques
from other Western countries. Until the 1980s, acting schools were fully funded by the
state. Although the state still gives substantial subsidies and schools offer scholarships,
fees became more or less universal during the 1990s. These are quite large, especially
since students live on the spot.
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COLIN MACKERRAS

acupuncture and moxibustion

Acupuncture and moxibustion constitute one of the most distinctive branches of Chinese
medicine. Acupuncture refers to the therapeutic manipulation of needles at specific sites
on the body, and moxibustion to the therapeutic warming or cauterizing of these sites
with slow-burning moxa leaves. They are commonly used together in clinical practice,
although acupuncture is the predominant technique. Acupuncture and moxibustion have a
history of 2,500 years of practice in China and continue to be vibrant, evolving medical
practices today.

Acupuncture and moxibustion practice first emerged during the late Warring States
and early Han dynasty eras (c. 475 BC to AD 24). The oldest extant medical text in
China, the Yellow Emperor’s Inner Canon (Huangdi neijing), a collection of some of the
most important medical writings of this period, devotes considerable space to expounding
the basic principles of acupuncture and moxibustion. The innovations of subsequent
generations of scholars have relied heavily on the theoretical foundations laid down in
this classic. In contemporary practice, acupuncture doctors must master the basic theory
of Chinese medicine (see herbal medicine), with a particular emphasis on meridian
theory, acupoint location, and needle and moxa manipulation techniques. Meridian theory
describes the pathways and relationships that link specific organs, tissues and regions of
the body. It constitutes the essential diagnostic and therapeutic guide for acupuncture
practice. Most acupoints, the sites of therapeutic application, lie along meridian
pathways. Therefore skilful needle or moxa manipulation not only produces local
physiological responses, but also operates through the meridian pathways to effect
changes in distant corporeal sites.

Chinese Communist Party (CCP) health care policies have deeply influenced the
contemporary practice of Chinese medicine. Reversing Republican era policies, the CCP
incorporated Chinese medicine into the state health care system, creating medical
schools, hospitals, research institutes, academic journals and administrative bodies
specifically for Chinese medicine. Today acupuncture doctors can be found working both
in Chinese medicine hospitals (in acupuncture and moxibustion departments) and in
general hospitals (in Chinese medicine departments).

One of the greatest challenges confronting Chinese medicine practitioners today is the
global hegemony of biomedicine. Health policy-makers and Chinese medicine
institutions have responded to this challenge by encouraging integration of the two
practices, in spite of the vast epistemological differences that separate them. Chinese
medicine schools provide basic training in biomedicine, in addition to standard Chinese
medicine curriculum. Many acupuncturists reinterpret their knowledge of meridian theory
and modify their acupoint selection according to knowledge of the nervous, circulatory
and lymphatic systems. In addition to traditional adjunct therapies, such as cupping and
scraping, acupuncturists also employ new modern forms of acupuncture that are based in
part on biomedicine, such as ear acupuncture and head acupuncture. Electromagnetic
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energy sources—electrical current, magnetic fields, infrared light, lasers, etc.—are widely
incorporated in clinical practice. But the growing authority of the biomedicine continues
to encroach on Chinese medicine. In spite of their traditionally wide range of use,
acupuncture and moxibustion are increasingly reserved for a narrow range of chronic
illnesses that don’t respond well to biomedical interventions.

ERIC . KARCHMER

Administrative Litigation Law

Law in China has traditionally been viewed as a tool for carrying out the will of the
rulers, not as a vehicle for the exercise of citizen control over them, and this view
remained dominant in the first three decades of the People’s Republic. Rules about the
functioning of government were a method of top-down control designed to ensure that
officials carried out their assigned tasks. Citizens with complaints about an official’s
behaviour could only make complaints to that official’s superiors through an informal
‘letters and visits’ system, and had no legal right to relief.

During the first decade of the post-Mao reform era, however, the idea grew that
bottom-up supervision also had a role to play, and that citizens aggrieved by bureaucratic
arbitrariness and lawlessness ought to have a law-based avenue of relief. A number of
laws and regulations passed in the 1980s made specific provision for the appeal to the
courts of various decisions by government bodies. Finally, 1989 saw the passage of the
Administrative Litigation Law (ALL), which provides that administrative decisions may
be appealed to courts except where the law specifically states otherwise. While the ALL
permits challenges to the application of specific rules and regulations, it does not in
general allow challenges to the propriety or lawfulness of the rules themselves.

While complainants prevail at least in part in over 40 per cent of cases, the overall
impact of the ALL on official behaviour is difficult to measure. On the one hand, the
number of administrative litigation cases brought to courts has risen steadily from 13,000
in 1990 to 86,000 in 2000. On the other hand, these numbers are still quite small relative
both to overall court caseloads and to the number of challengeable administrative acts.

Further reading

Peerenboom, R. (2002). China’s Long March Toward Rule of Law. Cambridge: Cambridge
University Press.
DONALD CLARKE
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adoption

A traditional form of adoption in China is called lisi, literally ‘establishing an heir’,
which usually involves the naming of a child, most likely a boy, as the descendant of
couples who do not have biological children or sons of their own. This practice may or
may not be legally binding, and as its main purpose is to continue the family’s name it is
rendered by the PRC as ‘feudalistic’. By contrast, the PRC has established an Adoption
Law that clearly states that the main purpose of adoption is to enrich the development of
the child. The Law restricts adoption to children under fourteen who are: (1) orphans; (2)
abandoned children whose birth parents are not found; or (3) children of birth parents
who for hardship reasons are unable to raise them. Though abandonment of children is
illegal in China, it is believed to be a major source of children in orphanages, also known
as ‘social welfare institutes’. It is widely known that the one-child policy has accelerated
the abandonment of girl babies. Indeed, the children in orphanages are predominantly
girls.

Official statistics report a total of about 900 orphanages in China caring for
approximately 200,000 children. The Adoption Law applies similarly to domestic and
international adoptive parents—they must be at least 30 years of age, must not have
major illnesses, and must have a demonstrated capacity to raise a child. Single persons,
but not homosexuals, are also eligible to be adoptive parents. As of 2000, there were
roughly 14,000 domestic adoptions in China. It appears that among Chinese a negative
connotation continues to be associated with adoption, which in part explains the
relatively low number of domestic adoptions. Chinese adoptive parents also tend to hide
the adoption from the child, using strategies such as moving to new communities where
neighbours are not aware of the family’s history.

By contrast, the international adoption of Chinese children is the focus of some of the
most colourful and widely read stories about China since the early 1990s. In 2000,
approximately 10,000 Chinese children were adopted by families from other countries.
US families adopted a mere twenty-nine Chinese children in 1990 but by the late 1990s
were adopting approximately 5,000 per year, 95 per cent of them girls. Since 1995, China
has been ranked first or second (to Russia) as the largest source of adopted children in the
USA. Canada and England are among the other prominent countries adopting Chinese
children. Many Western adoptive parents see international adoption as an opportunity to
further expand the family, and in China’s case also as a response to the heavily criticized
one-child policy and allegations of girl infanticide. The China Centre of Adoption Affairs
in Beijing centralizes all international adoptions of Chinese children. Only a small
number of orphanages are included in the international adoption system and their
revenues are abundantly augmented by the ‘donations’, usually a predetermined sum, by
adoptive parents. Children in other orphanages, such as those in remote locations, are
much less likely to be adopted internationally.
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Further reading

Families with Children from China website: http://www.fwcc.org/
Johnson, Kay Ann (2003). Wanting a Daughter, Needing a Son: Abandonment, Adoption, and
Orphanage Care in China. St Paul, MN: Yeong & Yeong.
C.CINDY FAN

adultery

Rejecting the polygamous sexual double standard of pre-socialist China, the Maoist state
sought to prohibit adultery by both sexes. An adulterer might be forced to make a public
self-criticism, or be demoted or even dismissed from a work unit. More rarely adulterers
were imprisoned for hooliganism or rape. With the ‘opening and reform’ in the early
1980s some voices in the Chinese media began to argue for more tolerance, especially in
cases in which the marriage was effectively dead. By the 1990s adultery had come to be
seen as a national social problem contributing to rapidly rising divorce rates. According
to sociologist Xu Angi, more than 40 per cent of divorced couples in Shanghai cited
adultery by one or both of the partners as a direct cause of their divorce. Chinese
surveyed in the 1990s overwhelmingly disapproved of extramarital sex. However, in
various sample surveys, between 10 and 30 per cent of Chinese married men and women
said they had engaged in sex outside marriage. Moreover, in some areas of social life
extramarital relations were tolerated or even condoned. A flood of novels, films and
television serials treated ‘extramarital love’ with considerable sympathy and moral
ambiguity. Popular commercial dance halls allowed both married men and women a
convenient place to begin affairs. Business entertainment often featured hostesses who
were available for further sexual services. A revision of the Marriage Law passed in 2001
(see Marriage Law of the PRC (1 January 1981) and revisions (2001)) explicitly
prohibited cohabitation with a third person, attempting to rein in the practice of rich men
keeping mistresses as secondary wives (bao ernai).

Further reading

Farrer, James (2002). Opening Up: Youth Sex Culture and Market Reform in Shanghai. Chicago:
University of Chicago Press.
Zha, Bo and Geng, Wenxiu (1992). ‘Sexuality in Urban China’. The Australian Journal of Chinese
Affairs 28:1-20.
JAMES FARRER
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advertising

Advertising in the broadest sense of making goods publicly known developed as early as
commodity exchange took shape in human society. In China, as elsewhere, the earliest
medium of advertising was oral and even musical. The Book of Odes recorded an entry in
the “Hymns to Zhou’ which tells anecdotes of street pedlars playing bamboo flutes to sell
candies. Other variations of musical ads such as tinkers’ clappers, waste-collectors’ bells
and the copper gongs of travelling sundriesmen are still heard all over China. Human
voice is another commercial medium that hardly went out of date. Those growing up in
1950s and 1960s Taiwan will recall the melodious voice of soft bean curd vendors
resonating through the night and at dawn. And today, tourists strolling down the bustling
Snack Street at Wangfujing in downtown Beijing are still earnestly saluted by young
shop clerks hawking their culinary specialties.

When the market developed further, the written word overtook the oral medium as a
means of publicity. Signboards inscribed in calligraphy went up as another popular form
of advertising that has persisted since the Song Dynasty (960-1279) and still exists today.
Two of the historic store tablets in Beijing today, ‘Tongren tang’ for Chinese medicine
and ‘Quanjude’ for Beijing Roast Duck, first greeted the consumer public during the
Qing dynasty (1644-1911). Numerous rhymed couplet commercials mounted on scrolls
and hung up at taverns enjoyed their own heyday during the same period. However, the
first Chinese commercial in the genuine modern sense, complete with copywriting and a
logo, is said to be a print ad made by a needle shop of the Liu family in Jinan during the
Northern Song dynasty (960-1127). The ad extolled the fine quality of the Liu needles
and used the visual of a white rabbit holding a medicine pounder as its store insignia.

Modern advertising in China came into being after the Opium War (1840). It departed
from the random endeavours of individual advertisers to evolve into an organized guild
commanding a vast network of commercial information and persuasion depending upon
modern mass media such as radio and the paper. Modern print ads in China first appeared
in foreign-owned papers Shanghai xinbao (Shanghai New Post, c. 1861) and Shen bao
(1872). But in the early twentieth century, the Chinese masses had limited access to radio
and print media. Therefore, foreign advertisers resorted to a different medium, one most
familiar to the common folk. These were Chinese New Year Poster (nianhua) ads, which
remain popular today. They cover a wide range of subjects—scenic spots, portraits,
historical figures, Confucian legends of filial piety, religious rituals, and still lifes of
flowers, fish and animals. In most instances, these early modern poster ads bore little
relationship to the product being sold, which occupied an obscure corner of the canvas. A
notable example was an ad portraying a traditionally dressed young woman breast-
feeding her mother-in-law, while the product advertised was a flashlight. Commodities
featured frequently in those nianhua ads were cigarettes, of both foreign and domestic
brands.

Print ads also appeared in pop magazines and journals during the May Fourth period
(1917-21). Notable examples include Dongfang Magazine and Good Companion
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(Liangyou). Even Communist publications (e.g. Li Dazhao and Chen Duxiu’s Weekly
Review (1918) and Mao Zedong’s Xiang River Review (1919)) courted advertisers and
used ads as instruments of a political ideology promoting Chinese goods, progressive
journals and anti-imperialism. In the commercial hub of Shanghai, a booming industry of
advertising design and nianhua art rose to meet the demands of commercial clients. Most
famous among those designer artists were Zhang Guangyu, Liang Dingming and Zheng
Mantuo. But the Cultural Revolution (1966-76) brought an abrupt end to commercial
advertising. A small handful of advertising agencies that flourished in Shanghai and other
cities in the 1930s were also nipped in the bud. It was not until the early 1980s that the
agency would re-emerge as a dominant player of commercial communications.

The first TV commercial of post-Mao China—for a domestic tonic wine—was aired
by Shanghai Television Station in January 1979. Later that year, the municipal
government of Beijing moved the Democracy Wall at Xidan to Yuetan Park and turned
the original site into an advertising wall. Outdoor billboards began to mushroom.
Shanghai, Guangzhou and Beijing soon became the three pillars of advertising. The
Association of Chinese Advertising (Zhongguangxie) was founded in 1983, mediating
between agencies and the official regulator of the sector—the State Administration of
Industry and Commerce. The Advertising Law came into effect in 1995. Regulation was
focused on deceitful advertisements. Comparative advertising is banned. So are tobacco
ads. But, with the exception of medicine, the law is not considered cumbersome for most
product categories. More important were rules governing the entry of transnational
agencies in the mid 1980s, whose presence—328 companies at the end of 2000—has had
a beneficial impact on local talent training. Increasingly, however, as local agencies
became more seasoned practitioners, a discursive contestation between local and
transnational practice developed. The year 2001 marked the height of the controversy
over the American model of the 4A (Association of Accredited Advertising Agency) and
the publication of other critical literature challenging Western marketing concepts. But
the industry’s craving for foreign models and methodologies has also given birth to
several trade magazines that are instrumental to the shaping of the guild consciousness of
Chinese ad men and women—Chinese Advertising (1981), International Advertising
(1985) and Modern Advertising (1994). By early 2000, China had more than 64,800
advertising units with a total billing expected to rise up to US$ 11 billion. The top five
categories of highest advertising business volume are household appliances, food and
beverages, medicines, cosmetics and real estate.

Media in post-Mao China have also grown in parallel. Besides tier 1 cities, radio
coverage is relatively low. Online advertising is still young. Television is the most
popular medium for advertisers. In Guangzhou and Shenzhen, however, the newspaper
has upstaged TV as the most advantageous medium of advertising. The national TV
audience amounts to 1 billion, with an average viewing time for adults stretched to 175
minutes daily. The 2001 state policy of consolidating cable and terrestrial network will
shrink China’s astounding number of 3,280 TV stations into a more controllable pool.
This decree, however, has weakened significantly the bargaining power of ad agencies to
negotiate with provincial media vendors. In China, where media are state owned,
changing media policies impacts advertising in a way unprecedented in world advertising
history.
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Post-socialist media policy is a double-edged sword. In fact, a decisive momentum
that helped jump-start the advertising industry also came from a historic policy change. In
1993, Beijing gave freer rein to news media to run their operations as businesses rather
than public institutional units. With decreasing state subsidies, the media had to court
advertisers for new sources of revenue. CCTV (Chinese Central Television), for
instance, held public auctions between 1994 and 2000 to crown an annual ‘champion
bidder’ who paid world record-breaking prices for prime-time spots. The most publicized
scandal was the bid made by Qinchi Liquor Distillery in 1996-320 million RMB
(approximately $40 million) for a five-second spot. For more than a decade, the agency-
media relationship was tilted in the latter’s favour. Toward the end of the 1990s,
however, proliferating media outlets turned the media market from a seller’s to a buyer’s
market. The old scenario of ‘weak agency, strong media’ is now in flux. Since early
2001, the media landscape has been framed in new terms of competition. It was CCTV
and its emerging rival—a united front of elite provincial stations—who were busy vying
for clients who now enjoy the luxury of making media choices strategically. The old
relationship between media and agency was further adjusted because of the rise of
powerful media-buying networks in the mid 1990s. Primarily subsidiaries belonging to
joint-venture agencies (e.g. Ogilvy, J.P.Thompson, Saatchi and Saatchi, and Grey, etc.),
these networks have the advantage of buying advertising spots in bulk, thus offsetting to
a certain degree the weak negotiating power of transnational agencies in their dealings
with traditionally Guanxi-based Chinese media. MindShare, Zenith Media and
Mediacom are a few examples. They gain an edge over local media brokers because they
provide media planning strategies based on quantitative media research and analysis.
Increasingly, clients are keen on understanding brand relationships and the media
consumption patterns of consumer segments through those research tools.

The media, of course, were not the lone determining factor for the swift development
of post-Mao advertising. Another momentum came from the industrial/commercial
sector. In the late 1980s, Apollo (Taiyang shen), a health-drink company in Guangdong,
imported a new management system, CIS (Corporate Identity System), from Japan. Its
investment on the sub-system VI (visual identity) brought about a huge success. The
company logo was turned into a household image overnight. Corporate China has been
fascinated with the cash value of the VI ever since. Commercial logos abound in all
mediums. Together with the notion of brand names, they fed the imagination of the
commercial sector for a ‘corporate culture’ (giye wenhua) that is rooted in the concept of
‘culture as capital’.

Increasingly, Chinese advertisers were coached to comprehend the links between
branding and a corporate culture that sells. To better serve and communicate the brand
value, transnational agencies in China have been busy making a transition from ad
agencies into communications companies since the mid 1990s. The 360-degree brand
stewardship of Ogilvy is a notable example. The integration of various disciplines within
an agency—account service, planning, creative, accounting, public relations and
direct/interactive marketing—is now the going model for full-service agencies of the
future. Although local clients are slow to buy the trend, China’s entry into the World
Trade Organization (2002) will move advertising in the direction of brand-building rather
than simple ad production.

See also: Party advertising and self-promotion
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Further reading

Wang, Jing (2001). ‘Introduction’. In idem (ed.), Chinese Popular Culture and the State. Special
issue of positions: east asia cultures critique 9.1.

——(2001). “‘Culture as Leisure, Culture as Capital’. positions: east asia cultures critique 9.1: 69—
104.

Yu, Hong and Zhenggiang, Deng (2000). Zhongguo dangdai guanggaoshi [The History of
Contemporary Chinese Advertising]. Changsha: Hunan kexue jishu chubanshe.

Zhao, Shen (2001). Zhongguo jindai guanggao wenhua [The Culture of Modern Chinese
Advertising]. Changchun: Jilin kexue jishu chubanshe.

WANG JING

Ah Cheng

(né Zhong Acheng)

b. 1949, Beijing

Writer

During the Cultural Revolution, Ah Cheng spent some time in Inner Mongolia
before going to the Xishuangbanna region of Yunnan in the tropical southwest. He
returned to Beijing in 1979. In 1984 he wrote ‘The King of Chess’ (Qiwang), an award-
winning short story that earned him universal acclaim. In the following year, he wrote
two more ‘King’ stories as well as a series of sketches entitled Romances of the
Landscape (Biandi fengliu) which describe the scenery and customs of border areas far
from ‘civilization’. In 1986, Ah Cheng emigrated to the USA, where he continued to
write, though never attracting the attention that the ‘King” stories received.

The most striking feature of both the ‘King’ stories and his ‘landscape romances’ is
Ah Cheng’s use of language and narrative, which borrow heavily from traditional
storytelling techniques. Closely related is the skilful introduction of ideas drawn from
Confucianism and Daoism, philosophies that had been attacked vehemently in the
previous three decades. His descriptions of life in the countryside are also remarkable,
avoiding both the self-pity of Scar literature and the idealized images of orthodox and
pastoral writers. Because of his debt to traditional Chinese culture, Ah Cheng is usually
included among the Root-seeking school of writers (xungenpai). However, in the ‘King’
stories, he avoids their excessive emphasis on violence and brutality.

Further reading

Ah, Cheng (1990). Three Kings. Three Stories from Today’s China. Trans. Bonnie McDougall.
London: Collins Harvill.

Ah, Cheng (1992). ‘The First Half of My Life: A Boy from the City Struggling for Survival in Far-
Away Yunnan’. Trans. Linette Lee. In Helmut Martin (ed.), Modern Chinese Writers: Self-
portrayals. Armonk, NY: M.E.Sharpe, 107-17.

KAM LOUIE
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Ai Jing

b. 1969, Shenyang, Dongbei

Pop singer, actress

Ai Jing was one of the first in a series of music stars packaged by the Chinese
recording industry. Ai Jing’s musical style is influenced by her parents who were able to
play many kinds of traditional instruments, especially her mother who was also an actress
of Peking opera. After receiving music training in Shenyang Special School of Art, she
entered the Shenyang Performance Troupe in 1985 and became a contracted singer for
the Oriental Performance Troupe (Dongfang gewutuan) in 1987.

Since 1992, Ai Jing (http://www.aijing.com/) has recorded more than seven albums,
including My 1997 (Wo de 1997, 1992), Once Upon a Time in Yanfen Street (Yanfenjie
de gushi, 1995) and Made in China (1998). In addition, Ai Jing has also acted in films
such as Five Girls and a Rope (Yeh Hung-Wei, dir., 1991), Beijing Bastards (Zhang
Yuan, dir., 1993) and From the Queen to the Chief Executive (Herman Yao Lai-to, dir.,
2000).

Her songs exude the light-heartedness of an ordinary girl. Her tunes are plain, a little
understated, with a touch of humour on political issues. Her simple autobiographical
rhetoric is very popular with Chinese audiences. The famous song ‘My 1997’ was issued
four times between 1992 and 1997, both in China and in Hong Kong and Japan. It tells
the story of a young mainland-born woman who anxiously waits for the return of Hong
Kong to China in 1997 so that she can visit her boyfriend in Hong Kong.

Further reading

Baranovitch, Nimrod (2003). China’s New Voices: Popular Music, Ethnicity, Gender, and Politics.
Berkeley: University of California Press, 161-73.
REN HAI

Al Welweli

b. 1957, Beijing

Exhibition organizer, artist

Not long after his graduation from the Beijing Film Academy, in 1981 Ai Weiwei
moved to New York City where he lived until 1993. Through exposure to art museums
and contemporary exhibition practices in New York, he formed the idea of establishing
his own art gallery and art magazine in Beijing. He then became the publisher and chief
editor of Heipi shu (Black-cover Book, 1994), Baipi shu (White-cover Book, 1995) and
Huipi shu (Grey-cover Book, 1997), a series of privately published journals focusing on
emerging installation and performance artists, who would not get a chance otherwise to
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be exposed in the Chinese media. The three ‘books’ included translations of modernist
and contemporary art documents. Since the late 1990s, Ai has been one of the directors of
China Art Archives and Warehouse, a contemporary art exhibition space in Beijing (see
van Dijk, Hans). In 2000, he co-organized with Feng Boyi the exhibition Bu hezuo
fangshi (Uncooperative Method) for which the English translation of ‘Fuck Off’ was
used. With about fifty artists, including Ai Weiwei himself, the show tried to expose
current trends of contemporary art in China of the 1990s, from performance to
installation, from painting to video and photography.

As an artist, Ai Weiwei’s work is often related to his antique collecting. The major
theme in many of his works deals with issues of authenticity, displacement of meaning of
reproduction of a traditional object in a changed form of existence. This is the case of his
porcelain- and furniture-related works such as Blue and White after Kangxi, Qianlong
and Yongzhen (1997) which are replicas of the finest crafts in China’s porcelain tradition,
as well as the Table series (1996) where traditional furniture styles and shapes are
subverted and reassembled. Ai Weiwei has exhibited extensively worldwide featuring in
shows such as ‘The Star: Ten Years’ (Hanart Gallery, Hong Kong, 1989), ‘Configura 2-
Dialog der Kultur’ (Germany, 1995), the 48th Biennale of Venice (Italy, 1999) and ‘New
Zone—Chinese Art’ at the Zecheta National Gallery of Art (Warsaw, 2003).

Further reading

Chang, Tsong-zung et al. (1989). The Stars: Ten Years. Hong Kong: Hanart 2 Gallery.

De Matté, Monica (1999). ‘Ai Weiwei’. In La Biennale di Venezia, 48a Esposizione d’Arte,
d’Apertutto, Aperto Over All. Marsilio: La Biennale di Venezia, 122-23.

Hua, Yianxue et al. (eds), (2000). Fuck Off (exhibition catalogue). N.p.

Merewether, Charles (ed.) (2003). Ai Weiwei, Works: Beijing 1993-2003. Beijing: Timezone 8.

Pachnicke, Peter and Mensch, Bernhard (2002). CHINA Tradition und Moderne. Oberhausen:
Ludwig Galerie-Schloss Oberhausen.

Zeng, Xiaojun, Ai, Weiwei and Xu, Bing (1994). The Red Flag—the Black Cover Book, 43-51.

QIAN ZHIJIAN

Alali

b. 1959, Maerkang, Sichuan

Writer

Alai is a Tibetan writer publishing in Chinese. He was born into a peasant family and
taught both primary and middle school after graduating from college in 1980. He began
to publish in 1982 and became a professional writer in 1984. He later moved to Chengdu
and has since worked as an editor for a science fiction magazine. His first collection of
short stories was published in 1989, and his first volume of poetry in 1990. Red Poppies
(Chen’ai luoding), his first novel, appeared in 1998 and won the Mao Dun prize (see
literary awards). He has also published volumes of essays and interviews and produced
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television scripts. His works have been translated into several foreign languages. The
2002 publication of the English translation of his novel was a landmark event for Tibetan
writers in the PRC.

Alai’s writings are set mostly in his homeland, the Tibetan region of Kham,
historically beyond the rule of Lhasa. They exhibit a deep love of the land and its
independent folk spirit combined with soul-searching reflections on the environmental
degradation, social decay and cultural displacement in modern times. Red Poppies
describes the turbulence and collapse of a traditional chiefdom prior to 1949. It is
narrated by an idiot, born to a Tibetan father and a Han Chinese mother, and highlights
the hybrid culture of the border region. Epical in historical scope yet poetic in prose, this
novel of ‘idiocy’ evokes a similar experience to reading Faulkner or Marquez.

See also: Tibetans, culture of; Ma Yuan

Further reading

Alai (2003). Red Poppies: A Novel of Tibet. Trans. Howard Goldblatt and Sylvia Li-chun Li.
Boston: Mariner Books.
YUE GANG

All-China Women’s Federation

Established in March 1949 as the All-China Democratic Women’s Federation, it was
renamed Women’s Federation of the People’s Republic of China in 1957. The current
name was first used in 1978. All-China Women’s Federation is a non-governmental
organization (under CCP leadership) of women from all walks of life and ethnic
backgrounds. Its mission is to strive for women’s equal opportunities and to encourage
them to participate in the nation’s economic and social development. It also teaches
women to become self-respectful, self-confident, self-reliant and self-aspiring. It engages
them in the process of decision-making in national affairs. It also works to strengthen the
unity of Chinese women from all circles and ethnic groups, from various regions and
foreign soils for the purpose of China’s reunification and world peace.

The highest decision-making body of the federation is the National Women’s
Congress, with branches at all levels throughout China, governed with the principle of
democratic centralism: Women’s Committees in governmental departments and non-
profit organizations, and Trade Union Women Workers’ Councils in factories and mines.
Branches in cities usually take the city’s name, such as Beijing Women’s Federation and
Shanghai Women’s Federation. On the one hand, branches report to the national
federation, fulfilling its mission; on the other, they initiate activities and events befitting
their local circumstances. Beijing Women’s Federation, for example, has organized
‘Women Establishing Themselves’, reading parties and training classes for unemployed
women. Projects on research into women’s issues by the Shanghai branch are marked
with that city’s characteristics.
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Further reading

Hsiung, Ping-chun, Jaschok, Maria and Milwertz, Cecilia (eds) (2002). Chinese Women
Organizing. Oxford: Berg.

Judd, Ellen (2002). The Chinese Women’s Movement between State and Market. Stanford: Stanford
University Press.

HU MINGRONG

An Hong

b. 1963, Beijing

Photographer

An Hong studied graphic design at the Central Academy of Arts and Design in
Beijing, graduating in 1985. From 1985 to 1994 his modern, highly stylized calligraphy
and ink paintings caught the attention of both national and international audiences. From
1992 to 1994 he went to the Lahti Academy of Design in Finland to lecture on Chinese
calligraphy, and travelled around Europe.

An Hong’s most indelible mark on the Chinese art scene is to be found in his Buddha
performance pieces and photographs, also known as JG2 or Jingang, a reference to a
class of indestructible divine warriors who protect the Buddha and his doctrine. In these
works, An Hong cloaks his own gold-painted body in an elaborate costume of his own
design and construction and takes on the persona of a modern-day living Buddha, often
appearing in sexually provocative poses. The series is formed from an eclectic mix of
Buddhism, Chinese opera, popular culture and kitsch iconography. An Hong’s ‘living
Buddha’ provides cures for modern-day ailments such as stress, AIDS or a lack of love.
Messages of this nature are incorporated into his performances or photographic images
through actual propaganda signs and absurd humour. During performances he often gives
massage therapy or distributes concoctions of Coca-Cola and Chinese medicine to
audience volunteers.

An Hong has performed his living Buddha in ‘Fortune Cookies’ at the Institute of
Contemporary Art, London, and exhibited his photographs in the 1999 Biennale de Lyon
(France) and in ‘Portraits, Figures, Couples and Groups from the Mcaf Foundation’
(BizArt, Shanghai, 2000). He teaches Graphic Design at the Beijing Arts and Design
Academy.

Further reading

Schmid, Andreas (1997). Zeitgendssische Fotokunst aus der Volksrepublic China. Heidelberg:
Edition Braus, 32—7.
Spada, Clayton (1999). Hsin: A Visible Spirit—Contemporary Photography from the People’s
Republic of China (exhibition catalogue). Cypress, CA: Cypress College.
MATHIEU BORYSEVICZ
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ancestral halls/lineage temples

Ancestral halls are often the largest and most elaborate buildings in a Chinese village.
With the initiation of economic liberalization in the early 1980s, ancestral halls began
reclaiming their prerevolutionary significance as community centres, ritual sites and focal
points of lineage authority. Although most ancestral halls were either destroyed or
secularized to function as village schools or granaries during the land reform of the 1950s
and the Cultural Revolution of the 1960s, norms and networks of lineage unity have
remained resilient. In most reconstruction projects the majority of households make
voluntary donations. The rebuilding of community ancestral halls is especially prevalent
in southeastern China, where lineage organizations were historically more developed and
where more communities enjoy donations from relations overseas.

The revival of lineage activities and ancestral halls has occurred despite the opposition
of local officials in some areas and with their implicit or active support and participation
in others. In the more liberalized areas, the committees formed to oversee ancestral hall
reconstruction projects often evolve into permanent lineage councils that organize
religious, social and philanthropic activities, though none preside over collective land as
in the past. The local governments in these areas reason that such non-official (minjian
(popular space)) social institutions help finance public services such as road building and
village education as well as promote social stability by keeping the behaviour of its
members within prescribed bounds. In other areas, lineages may promote norms of unity
through organized activities and rituals but lack a formal association.

Lineage halls serve as sites for collective rituals and festivals in which people make
obeisance to their ancestors with offerings of food and other material items. Weddings,
betrothals, funerals, lineage feasts and meetings of lineage elders may also take place at
lineage halls, which are now also used as polling booths for village elections (see
democracy and elections) and recreational centres for children and the elderly.

Lineage halls vary immensely in their level of grandeur, necessarily depending on the
wealth and ritual needs of lineage members. But they all have certain elements in
common, such as furniture and ritual objects and their placement. Smaller halls consist of
a main room flanked by two smaller rooms. Larger lineage halls are recessed more
deeply behind one or more rectangular courtyards that may also be lined with side halls.
Inside the lineage hall, altars take the form of either a shelf accessible by a short ladder or
a high narrow table placed against the back wall and facing the entryway. Ancestral
tablets embodying the ancestral spirits are organized by seniority, and ritual items such as
incense censers, divination blocks, statues and souvenirs from visits to related-lineage
halls typically clutter one or more square tables placed in front of the altar and various
rectangular tables to the sides. Brightly painted lineage halls may have ornate carvings,
paintings and hangings which adorn the pillars and walls. As community centres,
contemporary lineage halls may also display group photographs of lineage members at
festivals or on sightseeing trips, awards and banners won by village sports teams or
performance groups, and government plaques bestowed on the village for model
behaviour.

See also: Ghost Festival; Qingming Festival; villages; weddings (rural)
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Further reading

Faure, David (1986). The Structure of Chinese Rural Society. Hong Kong: Oxford University Press.

Knapp, Ronald G. (1989). Chinese Vernacular Architecture: House Form and Culture. Honolulu:
University of Hawai’i Press.

——(1999). China’s Living Houses: Folk Beliefs, Symbols, and Household Ornamentation.
Honolulu: University of Hawai’i Press.

Tsai, Lily (2002). ‘Cadres, Temple and Lineage Organizations, and Governance in Rural China’.
The China Journal 48:1-33.

L.L.TSAI

animation

(donghuapian)

The Shanghai Animation Studio (Shanghai meishu dianying) is probably the best-
known animation studio in China. Founded in the northeast in 1947, the studio was
renamed and moved to Shanghai in 1950. It has excelled in both puppet animation
(mu’ou pian) and drawn animation, with a particular expertise in adapting popular visual
styles (paper cuts, soft ink-wash brush painting, New Year style wood-cuts or nianhua
and so on) for animated film. The soft ink-wash style (shuimo donghua) is exemplified in
Little Tadpoles Look for Mummy (Xiao kedou zhao mama, 1960/1). This story of little
creatures unable to recognize their mother (a frog, of course!) is an entirely familiar
narrative to children the world over, and marks a moment of classic storytelling in the
Chinese animation tradition.

Puppet animation was famously exploited by the Little Wooden Head or Little Ding
Dong series (Xiao Ling Dang, Beijing Film Studio, 1964). This film, directed by Xie
Tian, the revered actor and director of ‘small children’s films’, takes two children into the
streets of Beijing for an adventure with a living boy-puppet. They end up in the
Children’s Palace (Shaoniangong) in the centre of the city, before finally going home.
The significance of the film may lie in its portrait of a safe, publicly oriented and child-
friendly city, bringing together the romance of the puppet character with the naiveté of
childhood. Recently, animation has undergone a crisis in the face of imports from Disney
and Japan (including the Pokémon phenomenon), the pressure of more sophisticated
audiences, and the need to digitize production. The crisis has led the State
Administration for Radio, Film and Television, beginning in 2000, to reserve a ten-
minute time-slot on televisions across China for domestic animation. The huge cost of
this requirement has encouraged co-productions with foreign content providers, but also
some excellent work, including an all-new Journey to the West (Xiyouji, 2000), and an
increasingly strong profile for animation-based storytelling on television and in film. The
Lotus Lantern (Bao lian deng, 1999), a feature-length animation and recent hit, marked a
watershed in the commercial expression of this national art. It continues the narrative of
child heroism explored earlier in such films as Nezha Calms the Sea (Wang Shuchen,
Shanghai, 1979) and Hailibu (Huang Wei, Shanghai, 1985), but there is also a distinct
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sense of Disneyfication. Some of the characters display an anachronistic, self-deprecating
irony, which smacks of the Eddie Murphy funny-guy gags in Mulan and Shrek. At one
point a Qin tomb soldier falls back into place in Xi’an and—almost—raises an eyebrow
at his own bad luck. Furthermore, the depiction of ‘indigeneity’ and ‘primitivism’ has
become sleek and somewhat removed from the more clearly naive romanticism of earlier
films. The heroine strongly resembles the faux innocence of Disney’s Pocahontas.

Further reading

Donald, Stephanie (2000). Public Secrets, Public Spaces: Cinema and Civility in China. Lanham,
MD: Rowman and Littlefield.

——(2001). “‘History, Entertainment, Education and Jiaoyu: A Western Australian Perspective on
Australian Children’s Media, and Some Chinese Alternatives’. International Journal of Cultural
Studies 4.3: 279-99.

Gao, Fang (1999-2000). ‘Minzu fengge de tansuo—zhongguo donghua dianying’ [The Pursuit of a
National Style in Chinese Animation Film]. In Gao Fang, ‘Xuni de shijie: donghua dianying
lilun tansuo’ [A Fictitious World: Looking for Theory in Animation] (unpubl. ms).

Internal documents (2000). Handbook of Directors (1900-1999), Shanghai Animation Studio.

——(nd, 2000-1?). Handbook of Films. Shanghai Animation Studio.

Lent, John (2000). ‘Animation in Asia: Appropriation, Reinterpretation, and Adoption or
Adaption’. Screening the Past 11. Online journal, available at
http://mwww.screen@latrobe.edu.au/

Lent, John and Xu, Ying (2001). ‘Animation in China Yesterday and Today—The Pioneers Speak
Out’. Asian Cinema 12.2 (Fall/Winter): 34-49.

Xu, Ying (2000). ‘Animation Film Production in Beijing’. Asian Cinema 11.2 (Fall/Winter) : 60-6.

STEPHANIE HEMELRYK DONALD

Aniwar, Mamat

b. 1962, Kashgar

Painter

Mamat Aniwar is an independent Uighur painter living in Beijing, best known for his
large and mainly abstract oil paintings that incorporate motifs of Uighur culture (see
Uighurs (Weiwu’er), culture of). He has also painted a large number of paintings with
ink and watercolour on Korean paper and worked with more figurative and universal
motifs related mainly to sexuality and life, such as sperms, sex organs and female bodies.
Aniwar is hailed as one of China’s most innovative and bold artists and his work has been
presented in numerous exhibitions in China and abroad. Since the late 1990s, he has been
affiliated with the famous Courtyard Gallery in Beijing (see art galleries (private,
commercial))

After a short period of study in 1980 at the Tianjin Institute of Art and Design, he
worked between 1981 and 1984 as a carpet designer in the Xinjiang Woven Carpet
Design Centre. Between 1985 and 1987 he studied oil painting at the Central University
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for Nationalities in Beijing, and he is currently teaching at the School of Arts and Design
in the capital. Aniwar’s oil paintings combine modern Western techniques and styles with
patterns, forms, colours and textures that draw upon traditional Central Asian and Islamic
architecture, carpets and textiles. Another source of inspiration evident in his work is the
landscape, fauna, and flora of the deserts of Xinjiang. In this unique combination Aniwar
offers an important alternative to the dominant visual representation of Uighur culture in
China, which either sticks to the revolutionary socialist realist style, or tends to paint it
with orientalistic, exotic colours.

NIMROD BARANOVITCH

aphrodisiacs

The reform era in China has been marked by a growing interest in aphrodisiacs, which
has often been misunderstood by foreign observers in terms of a purely instrumentalist
notion of sexual stimulation. ‘Adult health shops’, selling birth control supplies, sexual
aids and a variety of sexual stimulants, are now common in urban areas. Restaurants,
featuring deer antler wine, animal male genitalia or other dishes to stimulate (usually
male) sexual desire are not hard to find. And a new discipline of Chinese medicine,
Nanke or Men’s Medicine, that explicitly treats male sexual disorders, was officially
established in the 1980s. Although there is a decidedly male bias to the current interest in
sexual stimulants, it is also important to recognize its deep historical links with Chinese
conceptions of health. The ancient practitioners of China’s bedchamber arts
(fangzhongshu) were as much interested in prolonging life as they were in exploring
sexual pleasures. Ancient predecessors of today’s Chinese medicine Nanke doctors
treated sexual disorders by redressing imbalances in the body and not by directly
stimulating sexual desire. Pfizer’s revolutionary new drug, Viagra, has yet to shake this
more holistic understanding of sexual function. Chinese medicine Nanke doctors have
incorporated Viagra into their regimen of male impotency treatments. But many
impotency patients see it as merely temporary relief and believe that Chinese herbal
remedies still offer the best hope for achieving a permanent solution to their debilitating
condition.

Further reading

Farquhar, Judith (2002). Appetites: Food and Sex in Post-Socialist China. Durham and London:
Duke University Press.
ERIC . KARCHMER
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arbitration law

Avrbitration of disputes has emerged as a workable alternative to reliance on the judicial
system. Arbitration of disputes involving Chinese domestic enterprises is handled by
various administrative departments with jurisdiction over the subject matter: for example,
labour disputes are handled by the local Labour Administration, while contract disputes
are under the authority of the State Administration for Industry and Commerce. Under
both the revised Economic Contract Law (1993) and the Unified Contract Law (1999),
significant encouragement was given to arbitration of contract disputes. Chinese courts
have actively engaged in arbitration as a more flexible alternative to the litigation process
requirements of the Civil Procedure Law. Maritime disputes are subject to the China
Maritime Arbitration Commission. Under the Arbitration Law of the PRC (1995),
arbitration of domestic commercial disputes has devolved from administrative agencies
such as the State Administration for Industry and Commerce (SAIC) to local chambers of
commerce and other quasi-civil organizations.

Avrbitration and conciliation between Chinese and foreign parties in economic and
trade matters were traditionally under the exclusive jurisdiction of the China International
Economic and Trade Arbitration Commission (CIETAC) under the China Council for the
Promotion of International Trade (CCPIT) in Beijing and its sub-councils in Shanghai
and Shenzhen. The CIETAC Arbitration Rules have been amended several times over the
past few years, to accommodate the concerns of foreign parties and to accord with the
requirements of the PRC Arbitration Law (1995). Unlike the situation at the People’s
Courts, CIETAC permits foreign lawyers to represent their clients directly in arbitration
proceedings. Pursuant to the Arbitration Law, local arbitration committees linked with
local people’s governments are authorized to handle foreign-related disputes. While this
has the potential to expand and diversify the venues available for foreign dispute
settlement, concerns have been raised about the effectiveness and impartiality of the new
provincial arbitration bodies.

CIETAC practices reflect the internationalization of China’s official legal culture. By
virtue of its hearing process in which foreign lawyers can participate and at which foreign
and international law can be pleaded as governing law, and through the inclusion of
foreign specialists on its panel of arbitrators, CIETAC is constantly exposed to
international norms. Moreover CIETAC’s audience includes foreign firms, which have
the opportunity to select or reject CIETAC as an arbitration venue. These factors exercise
a powerful influence, drawing CIETAC increasingly into the ambit of international
norms. CIETAC arbitration decisions reflect an increased willingness to follow
international legal norms in other cases where specific provisions of Chinese law are
either unavailable or unclear. CIETAC’s rules for arbitrators proscribe ex parte contact
and other improprieties. CIETAC arbitral awards are subject to enforcement
internationally pursuant to the New York Convention on the Recognition and
Enforcement of Foreign Arbitral Awards, to which China acceded effective 1987. Also
influential has been the ‘Understanding on Rules and Procedures Governing the
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Settlement of Disputes’ appended to the Marrakech Agreement establishing the World

Trade Organization. While practice in each of these areas remains inconsistent, the

pattern is one of steady internationalization, mediated by norms of local legal culture.
PITMAN POTTER

architectural criticism and theory

Forced to dance to the government’s tune during the Mao era, architectural writing since
the 1979 reform has gained freedom but is also dominated by Western concepts. Pre-
reform China shunned modern Western theory in its struggle against the capitalist world.
The Soviet doctrine of ‘national form with socialist content’ was borrowed in the 1950s
and embraced by most leading Chinese architects, due to their nationalist feeling and
beaux-arts education in the 1920s USA. Liang Sicheng of Qinghua University even
proposed a theory of using traditional forms as vocabularies in any architectural
composition. The doctrine, too expensive to implement, was replaced in 1959 by an
architecturally meaningless principle which stated that buildings should be ‘functional,
economic and aesthetic when conditions permit’. A few lone Modernist voices did exist
in this period, such as Feng Jizhong at Tongji University in Shanghai. Trained in the
Bauhaus system, Feng discussed the four basic space types and their functional
implications in An Outline of Spatial Principles (Kongjian yuanli shuyao, 1964). This
period also saw the completion of several excellent surveys of historical buildings and
gardens under the direction of Liu Dunzhen. After 1979, the state no longer tightly
controlled architectural discussions. However, architects generally lost interest in theory
in an increasingly market-oriented China after the 1990s. Development since the reform
can be outlined in four aspects.

First, Western architectural theory is being translated and published in architectural
journals and books at an unprecedented pace. Chinese scholars, some of whom have
been educated in the West since 1978 (e.g. Wang Tan, Xue Qiuli and Shen Kening), have
also produced competent analyses of new developments in Western architectural thought.
Such were the most popular reading among architecture students until the market
replaced theory as the guiding light in the 1990s.

Second, numerous research monographs on traditional architecture have emerged.
They provide systematic analysis, fresh perspectives and methods, and substantial new
data, especially the work of Chen Congzhou, Guo Husheng and several younger
historians. Many of these projects study vernacular architecture, scenic area planning and
village forms, topics previously ignored by the academy.

Third, in the search for a direction for today’s Chinese architecture, the debate
between traditional and modern styles again dominated the scene until the mid 1990s, at
which time the consensus shifted towards the latter. Using methods borrowed from the
West, Xu Ping and Miao Pu examined the deep structure of traditional architecture rather
than its superficial styles. There are also writings attempting to construct frameworks for
general theories of architecture and for new fields of research. Many of these efforts
could be improved by introducing more original concepts, rigorous methods and updated
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data. Surprisingly, few works have been done in quantitative research on basic functional
and technological issues, much needed in a developing country.

And finally, in a culture which values personal connections and sees academic
criticism as a form of disrespect, architectural criticism is largely eulogistic.
Nevertheless, a few critics, such as Zeng Zhaofen and Chen Zhihua, have broken the
taboo. Their sharp diagnostics, especially Chen’s Notes at the North Window (Beichuang
zaji), attack both the revivalist and market-oriented design approaches and call for a
return to the true Modernist tradition.

MIAO PU

architectural journals

Three periodicals published in Beijing form the core of Chinese architectural journals.
Sponsored by the Architectural Society of China and the state, Architectural Journal
(Jianzhu xuebao) is the only one established before the Reform and available in libraries
all over the world. The Journal provides the only comprehensive coverage of all major
Chinese architectural projects. It publishes designs as well as theory and governmental
policy studies.

The 1979 Reform ushered in a proliferation of architectural journals. The most
important newcomer is Architect (Jianzhushi), issued as a book series. Focusing on
architectural criticism and theory, it single-handedly introduced major Western
theoretical works to Chinese architects and provides the only venue for Chinese scholars
to publish substantial research papers. It also pioneered the promotion of experimental
designs by young Chinese architects.

Since the 1990s, Chinese architects have increasingly relied on fashionable Western
architectural examples to produce quick schemes in a booming economy. This explains
why World Architecture (Shijie jianzhu), established in 1979 and specializing in
architectural designs outside of China, has become the most widely read publication,
even surpassing Architectural Journal. There are several national journals published in
other major cities. Often subsidized by large local design firms, their formats look better
but their editorial policies tend to be swayed by the sponsors and by the popular interest.
These journals frequently devote equal if not more space to the foreign architectural
scene than to the domestic one. Articles are usually shorter and centre around images.

MIAO PU

architectural styles

The majority of buildings erected in China between 1949 and 1979 appeared as simple
boxes: not, however, in a conscious pursuit of Modernism, but as the result of a poor
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economy. As for the small number of public buildings intended as architecture (e.g. the
‘Ten Grand Projects’ in Beijing during the 1950s), Soviet classicism and Chinese
classical revivalism were the official styles, reflecting both government control and the
taste of leading architects. The only exception was Guangzhou’s ‘New Architecture’ in
the 1960s and 1970s which combined Modernist form with traditional Chinese garden
space. Since the 1979 Reform, material prosperity and more artistic freedom have
produced a freewheeling variety of styles which can be described according to the
following three characteristics.

First, ‘imitation’, a trait inherited from the pre-Reform era, remains the chief design
approach. In many designs viewers can easily identify the original building from which
they were copied. Even avant-garde designers cannot do away with replicating Western
avant-garde. The favoured models used to be Chinese classical and vernacular
architecture, causing many high-rise buildings to wear the hats of traditional roofs. But
with an increasingly modernized and younger China, other forms like Western
classicism, Modernism, and high-tech styles have entered the mainstream since the mid
1990s.

Second, architectural design tends to focus on the visual image of a building. This is
because the available construction budget, material, technology and many other factors
often do not match those of the model that is being imitated. To quickly satisfy the
demands of clients, architects produce eye-catching facades with abundant add-ons which
often bear little relationship to internal functions, spatial layouts or actual systems of
construction, such as a brick-bearing wall dressed in glass curtains.

Third, contemporary Chinese architecture emphasizes instant sensations. Popular
design treatments include monumental compositions with grand scales, or dynamic
curvilinear forms with exotic oraaments and bright colours. In some cases, entire
buildings are made into giant symbols to resemble a boat or ancient bronzeware.

These three characteristics can be attributed to the unique contemporary Chinese
culture. Due to the cultural destruction between 1949 and 1979, the majority of the public
are poorly educated. Today’s China also displays uncertainty and cynicism in its cultural
and political beliefs, and in the absence of coherent ideals, the society is absorbed in
immediate material wealth and political power at both the personal and the national level.
What patrons demand most are not artworks exploring lasting cultural values but
billboards to generate a quick commercial or political sale. Such goals can be achieved
most effectively by using well-established skin-deep but eye-catching forms.

The current state of architectural affairs also has to do with the lack of a Modernist
tradition. Architectural education (such as at Qinghua University) is dominated by a
system established by architects who were trained in the beaux-arts tradition in the
United States during the 1920s. When China opened its doors after 1979, postmodern
architecture was at its peak in the West. Both events reinforced the Chinese habit of
revering established things and seeing architecture as decoration.

Further reading

Gandelsonas, Mario (2002). Shanghai Reflections: Architecture, Urbanism, and the Search for an
Alternative Modernity. Princeton: Princeton Architectural Press.
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Liu, Ermin and Yi, Feng (eds) (1997). Chinese Architecture since 1980, 3 vols. Beijing:
Encyclopedia of China Publishing House. [Covers the work of both young and established
Chinese architects and that of foreign firms; in Chinese and English.]

Miao, Pu (1995). ‘In the Absence of Authenticity: An Interpretation of Contemporary Chinese
Avrchitecture’. Nordic Journal of Architectural Research 3: 7-24.

Rowe, Peter G. and Seng, Kuan (2002). Architectural Encounters with Essence and Form in
Modern China. Cambridge, MA: MIT Press.

MIAO PU

art academies

Art academies have played a fundamental role in the development of contemporary
Chinese art, and to this day the majority of contemporary artists are a product of the
academic system of art education. In the early twentieth century, the education reformer
Cai Yuanpei promoted the establishment of art academies and the importance of
‘aesthetic education’ (meigan jiaoyu). During the first half of the century the artists Lin
Fengmian and Xu Beihong, who had both studied in Europe, were particularly influential
in establishing the art education system on European models, and sought a synthesis of
Western and traditional Chinese styles. At the first and second National Congress of
Literature and Art Workers in 1949 and 1953 respectively, educational goals for the
academies were readjusted in accordance with Mao Zedong’s 1942 Yan’an Talks
focusing on the production of art as a political tool. Under the supervision of printmaker
and educator Jiang Feng the academy system was transformed to conform more closely
to Soviet educational models. To this day, late nineteenth-century European and Soviet
models continue to inform most art education at the university level.

Most academies were closed or had a restricted curriculum during the Cultural
Revolution while students and teachers were sent down to the countryside to ‘learn from
the masses’. When most academies re-opened, by 1979, several thousand applicants
competed for admission, contributing greatly to the level and range of work produced
during the 1980s (see 85 New Wave [Art] Movement; art exhibitions (experimental,
1980s)). The academies offered otherwise restricted information on foreign art through
visits from foreign teachers, artists and students as well as publications and travel.
Avrtistic expressive freedom decreased significantly in the academies in the years
following 1989 but became more tolerant later in the 1990s as the boundary between
official and unofficial art became less distinct.

While the range of departments in the academies varies, they normally include
departments of Zhongguohua (Chinese traditional painting), oil painting, printmaking and
sculpture. Some academies also include art history, photography, media art,
environmental art, crafts or design, folk art and ceramics as well as music and drama.
Many cities also have painting academies (huayuan) and painting research academies
(yanjiuyuan) that employ artists and art researchers but do not teach students. All
academies function as a work unit (danwei) and are integrated into the political structure
(the Central Academy of Art in Beijing being under the direct supervision of the Ministry
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of Culture). Academic administration is often responsible for setting restrictions on
artistic production and exhibitions. While academies continue to concentrate on training
artists in officially accepted art forms, there have been significant levels of privatization
in both institutional and personal activities. Many provinces and cities have art education
institutions on a range of levels. The following list includes some of the most influential
academies:

(1) The Central Academy of Fine Arts (Zhongyang meishu xueyuan) was founded in
1918 as the Beijing National School of Fine Arts and acquired its current name in 1950
under the directorship of Xu Beihong. Former students include Fang Lijun, Feng
Mengbo, Liu Wei, Liu Xiaodong, Lu Shenzhong, Xu Bing, Yu Hong, Zhao Bandi,
Zeng Hao and Chen Ping.

(2) The China Academy of Art (Zhongguo meishu xueyuan) was established as the
West Lake National Art Academy in 1928 by Lin Fengmian and acquired its present
name in 1994. Since the founding of the PRC it has been called the Hangzhou National
Art College (1928-50), East China College of Central Academy of Fine Arts (1950-6),
Hangzhou Academy of Fine Arts (1956-8) and Zhejiang Academy of Fine Arts (1958—
93). Former students include Chen Haiyan, Chen Xiangxun, Chen Yanyin, Geng Jianyi,
Gu Wenda, Huang Yongping, Liu Dahong, Ni Haifeng, Shi Hui, Song Yonghong, Qiu
Zhijie, Wang Guangyi, Wang Jinsong, Wu Shanzhuan, Wu Meichun, Zhang Peili,
Wang Qiang and Zhang Huan.

(3) The Academy of Arts and Design, Qinghua University (Qinghua daxue meishu
Xueyuan) was established in 1956 by Pang Xungin and was named the Chinese Central
Academy of Arts and Crafts until 1999. Former students include Yu Youhan and Zhang
Hongtu.

(4) Sichuan Academy of Fine Arts (Sichuan meishu xueyuan) was established in 1953
as the Southwest College of Fine Arts and was given its present name in 1959. Former
students include Guo Wei, Shen Xiaotong, Wang Chuan, Xin Haizhou, Ye Yongging and
Zhang Xiaogang.

(5) Lu Xun Academy of Fine Arts (Lu Xun meishu xueyuan) in Shenyang was
founded as the Northeast Lu Xun Art College in 1953 and was given its present name in
1958. Former students include Ren Jian and Shu Qun.

(6) The Nanjing Art Institute (Nanjing yishu xueyuan) was founded in 1958 and was
given its present name in 1959. Former students include Li Xiaoshan, Ding Fang, Liu
Ming and Ren Rong.

(7) Guangzhou Academy of Fine Arts (Guangzhou meishu xueyuan) was established
in 1953 as the South Central China Fine Arts College and was given its present name in
1959. Former students include Chen Shaoxiong, Fang Tu and Lin Weimin.

(8) Hubei Institute of Fine Arts (Hubei meishu xueyuan) was initially founded as the
Wuchang Fine Arts School in 1920. Former names include Wuchang Fine Arts College,
Wuchang Private Fine Arts College, Art Department of the Hubei Education Institute,
and the Department of Drawing and Cartography of the Central China Normal College.
Former students include Ma Liuming, Shang Yang and Zeng Fangzhi.

(9) Xi’an Academy of Fine Arts (Xi’an meishu xueyuan) was first established in 1948
as the Northwest People’s School of Arts. Former names include the Art College of
Northwest Military and Political University and the Northwest Art Institute.
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Further reading
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MORGAN PERKINS

art exhibitions (experimental, 1980s)

The 1980s saw a surge in exhibitions showing innovative experimental art which fell
outside the accepted political and ideological conventions. This art drew on an ongoing
link with a pre-1949 modernism that had subsequently been discouraged and often
violently suppressed in the three decades after 1949. A wave of modernist-inspired
experimentation began to re-emerge after the downfall of the Gang of Four in 1976 by
means of the underground exhibitions of the Anonymous Painting Society (Wuming
huahui) and other groups, the quasi-official exhibitions of the ‘Beijing Spring’ in 1979,
and the Stars’ open demands for alternative exhibition space later that year. The growth
of self-initiated art groups and the liberalization of cultural institutions led to a new spate
of exhibitions which fell outside the system of state-initiated shows and explored new
and often sensitive styles and subject matters.

Thematically, experimental-art exhibitions began by tackling forbidden areas:
abstraction, self-expression and early modernist styles such as Impressionism, Cubism
and Fauvism. Once stylistic diversity was available, artists turned to explore their social
contexts in a variety of new ways. The Advancing Young Artists Exhibition
(Qianjinzhong de zhongghuo gingnian meizhan, May 1985) was remarkable for the range
of its novel approaches, of which the painting In the New Era, Revelation of Adam and
Eve by Meng Luding and Zhang Qun represented a striking example. In October of 1985,
the Jiangsu Youth Art Week (Jiangsu gingnian yishuzhou) exhibition drew together over
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three hundred works by more than a hundred artists. Statistically, the number of modern
art exhibitions rose from a constant of under fifteen per year prior to 1985, to around 110
in 1986, largely due to the activity of youth groups. This nationwide phenomenon
became known as the 85 New Wave [Art] Movement.

Two broad approaches defined the art of this period. One tendency was to adopt
largely expressive styles and an intense, intuitive or romantic attitude to life, often
expressed in relation to nature and non-Han cultures. This was typical of the Southwest
Art Research Group (Xinan yishu yanjiu qunti) and in particular the vibrant works of
Mao Xuhui, Zhang Xiaogang, Ye Yongging and Zhou Chunya. The other tendency was
a more conceptual and perhaps cynical approach that emphasized ‘rationality’ and
employed crisp, almost sterile modernist styles of painting, such as those of the 1985
New Space Exhibition (1985 nian xinkongjian zhanlan) and of the Northern Art Group
(Beifang yishu qunti). Both currents were disposed to avoid or subvert the narrative,
illustrative and didactic conventions of Socialist art, and required a greater level of
personal interpretation. At times, when works were considered too controversial yet not
altogether unacceptable, exhibitions were closed partially or completely to the general
public and reserved for select audiences only.

The format of exhibitions during this period was also marked by the advent of
performance art. The Southern Artists Salon First Experimental Art Exhibition (Nanfang
yishujia shalong diyihui shiyanzhan, September, 1986) in Guangzhou combined
paintings, music and performance to create a new all-encompassing artistic experience.
Body-bondage, body-painting and performances became popular as a way to experience
and convey an altered state of existence. They allowed for greater spontaneity and
interaction with the audience, while simultaneously circumventing the restrictions
regulating public art exhibitions. Events like the Concept 21 (Guannian 21) action art at
Beijing University in December 1986 had the effect of ‘breaking the ice’. The artists
participating in this *happening’ collaborated in 1988 with the director Wen Pulin on an
experimental, multi-media documentary, The Great Earthquake (Da dizhen).

Further reading

Li, Xianting (1993). “Major Trends in the Development of Contemporary Chinese Art’. In Valerie
C.Doran (ed), China’s New Art, Post-1989, with a Retrospective from 1979 to 1989. Hong
Kong: Hanart T Z Gallery, x-xxii.

L{, Peng and Yi, Dan (1992). Zhongguo xiandai yishushi 1979-1989 [A History of China Modern
Art]. Changsha: Hunan meishu chubanshe.

van Dijk, Hans (1991/1992). ‘Painting in China after the Cultural Revolution: Style Developments
and Theoretical Debates’. China Information 6.3 (Winter): 25-43 and 7.4 (Spring): 1-18.

EDUARDO WELSH
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art exhibitions (experimental, 1990s)

The decade of the 1990s witnessed major socioeconomical transformations as a
consequence of Deng Xiaoping’s reforms, pushing the growth of metropolitan centres
and bringing in flocks of rural migrants. If the 1989 show China Avant-Garde was a
landmark of the new tide of the 1980s, it also framed the context for new experiments
that would increasingly convey social and cultural critiques. The urban mobility typical
of the period after 1989 also affected artistic circles, which had begun to move and
cluster in major urban centres such as Shanghai, Hangzhou, Guangzhou and especially
Beijing, where since the very beginning of the 1990s residential communities of artists
were established. These included the Yuanming Yuan—the Garden of Perfect
Brightness—village (on the outskirts of the Beijing near the ruins of the Old Summer
Palace, active since 1991) and Dongcun [East Village], active between 1992 and 1994.

Departing from the stylistic diversity of the 1980s and nurtured through collective
experiences emerging on a local basis, artistic experimentation shifted to
individualization, the development of personal artistic languages and the voicing of
autonomous ideas. Performance and installation art became more popular, in part as a
response to the growing exposure to the international art scene and as a form of direct
confrontation with Western art practices. In the first half of the decade, shows were often
held in private spaces and studios (so-called Apartment Art/Gong yu yishu) or inside
foreign embassies. The receptiveness to Chinese art from abroad was also attested by a
growing number of exhibitions featuring Chinese art: the first Chinese participation at the
Venice Biennale (1993), the show ‘China Avant-Garde’ at the Haus der Kulturen der
Welt in Berlin (1993) and the 22nd Sao Paolo Biennale (1994). Yet exhibitions and
public performances within China were still suffering under the restricted atmosphere
that followed Tiananmen, which forced the cancellation and/or early termination of many
exhibitions by the authorities and even led to the detention of performance artist Ma
Liuming and the dispersion of the East Village group in 1994. At the same time,
globalization and its psychological impact linked to the expanding and pervasive
consumerism within China itself were questioned, along with the annihilation of the
individual and the loss of ideals, all of which helps explain the emergence of Cynical
Realism (Popi, Wanshi xianshi) and Gaudy Art (Yansu yishu) as signs of the ennui
typical of the early 1990s.

The second half of the 1990s witnessed a deepening interest in the use of new media
and paths of expression, culminating in the artistic outburst known as Sensationalism.
Shock Art in 1999. Video and conceptual photography also began to be pursued by
artists like Hong Lei, Zhuang Hui, Zhu Jia, and Big-Tailed Elephant, among others. In
1995 the Gallery of the National Academy of Fine Arts in Hangzhou hosted ‘Image and
Phenomena’, the first show dedicated to video art; curated by Wu Meichun, it was
accompanied by a series of lectures and conferences on the topic of art and mass culture
in the information age.
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With the beginning of the second half of the decade, attempts were also made to
establish a national market system for contemporary art supported by the growth of a
critical and academic corpus. Curators started to work with semi-official museums and
institutions and formed a new generation of entrepreneurs providing financial assistance
for artistic events. Such attempts began with the 1st Guangzhou Biennale in 1992 and
were later revived in the Guangzhou Art Fair (1994), the 1st Shanghai Biennale (1996),
the 1st Academic Exhibition of Chinese Contemporary Art in Beijing (1996), and ‘A
Chinese Dream’ (1997), the first auction (see auctions (art and antiquities)) held in
Beijing for contemporary Chinese art. In fact, artists in the 1990s began to take control of
their own work as professionals, outside of the art academies and institutional
frameworks. On the one hand, many artists were forced to give up their jobs by their
affiliated institutions because of unorthodox approaches or irregular schedules and
lifestyles; on the other hand, the artists themselves became more aware of the economic
potential of their work and how to realize this potential on their own, especially in view
of the increasing number of foreign curators and collectors attracted by China’s artistic
development.

Further reading

Dreissen, Chris and van Mierlo, Heidi (1997). Another Long March—Chinese Conceptual and
Installation Art in the Nineties (exhibition catalogue). Breda: Fundament Foundation.

Gao, Minglu (1996). ‘From the Local Context to the International Context: An Essay on the
Critique of Art and Culture’. In The First Academic Exhibition of Contemporary Chinese Art:
1996-97. Hong Kong: Hong Kong Arts Centre, 23-9.

——(1998). ‘“Toward a Transnational Modernity: An Overview of “Inside Out: New Chinese Art’”.
In Gao Minglu, Inside Out: New Chinese Art (exhibition catalogue). Berkeley: University of
California Press, 28-33.

L0, Peng (2000). Zhongguo dangdai yishushi 1990-1999/90s Art China. Hunan: Hunan Meishu
Chubanshe (Hunan Fine Arts Ed.).

Sang, Ye (1997). ‘Fringe-Dwellers: Down and Out in the Yuan Ming Yuan Artists’ Village’. Trans.
Geremie R.Barmé. ART AsiaPacific 15 (June).

Wu, Hung (2000). Cancelled: Exhibiting Experimental Art in China, Chicago: The Smart Museum
of Art.

Wu, Hung, Wang, Huangsheng and Feng, Boyi (eds) (2002). The 1st Guangzhou Triennal-
Reinterpretation: A Decade of Chinese Experimental Art. Guangdong: Guangdong Museum of
Art.

BEATRICE LEANZA

art galleries (private, commercial)

Up until the mid 1990s, there were very few private or commercial contemporary art
galleries in China, with the majority of buyers being expatriates from the diplomatic and
journalistic communities, as well as patrons from Hong Kong and Taiwan. Since then,
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with the increase of interest and market value, there has been an explosion of new
galleries for contemporary art opening up in most major Chinese cities, including Beijing
and Shanghai, as well as in Chengdu, Kunming and Guangzhou. In Beijing, the first
privately owned contemporary art gallery was the Red Gate Gallery at the Dongbianmen
Watchtower, founded by Australian Brian Wallace in 1991. On its tenth anniversary, Red
Gate expanded its role within the local art community by hosting foreign artists in China
through its affiliation with the Beijing Art Academy and its recently established artist-in-
residence programme. Located in a traditional 150-year old courtyard house across the
moat from the East Gate of the Forbidden City, the CourtYard Gallery was established in
1996 by Handel Lee, a Chinese-American lawyer, and is currently directed by Meg
Maggio. In 1999, Hans van Dijk joined with collector Frank Uytterhaegen and artist Ai
Weiwei to found China Art Archives and Warehouse, focusing mainly on installation and
media art. In Shanghai, the first private gallery devoted entirely to Chinese avantgarde art
was ShangART, established in 1995 by Swiss gallerist Lorenz Helbling. Since then many
other galleries have opened, including: BizArt founded in 1998 by Huang Yuanging,
Davide Quadrio and Katelijn Verstraete, the first art centre in Shanghai specializing in
media art; and Eastlink Gallery founded by Li Liang in 1999. Many of these galleries
show a broad range of contemporary Chinese art and have been instrumental in providing
more public exposure to local Chinese and international audiences. In the late 1990s,
however, alternative, non-profit (or even semi-commercial) spaces have emerged as
experimental grounds in between galleries and art museums, heightening the competition
for cutting-edge contents. Another recent phenomenon likely to impact the local art
market in the near future has been the establishment of branch galleries with main
operations based outside mainland China, such as the Schoeni Art Gallery of Hong Kong
in Beijing, the Soka (Beijing) Art Centre of Taiwan, the Beijing Tokyo Art Projects
owned by the Tokyo Art Gallery (see 798), and Shanghai Contemporary, Albrecht, Ochs
and Wei, a collaboration between gallerists from Frankfurt, Berlin and Shanghai. These
new overseas galleries are soon likely to profit from the foreseeable relaxation of customs
restrictions and scrutiny by the Ministry of Culture on the sale of foreign artworks into
China.

Further reading

BizArt: http://www.biz-art.com/
China Art Archives and Warehouse: http://www.archivesandwarehouse.com/
CourtYard Gallery: http://www.courtyard-gallery.com/
Red Gate Gallery: http://www.redgategallery.com/
ShangART: http://www.shangart.com/
Shanghai Contemporary, Albrecht, Ochs and Wei: http://www.shanghai-contemporary.com/ Soka
(Beijing)
Art Centre of Taiwan: http://www.soka-art.com.tw/
ALICE MING WAI JIM WITH MEG MAGGIO
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auctions (art and antiquities)

Auctions, no longer rejected as capitalist, were reintroduced in China in the early 1990s.
In May 1991, China’s National Cultural Conference decided that auction markets of
artworks might be established in China in an effort to curb illicit trade and regularize the
market, and the first auction of artworks took place in Xi’an on 8 September 1992.

The establishment of fine art and antiquities auction companies in major Chinese cities
followed shortly thereafter. In Beijing, China Guardian Auctions Co., Ltd., the first state-
level professional auction company in China, obtained approval to operate in 1993, and
since then has held spring and autumn auctions that reportedly sold more than 10,000
pieces of antiques and jewellery, with total earnings of about 700 million yuan
(US$84.34 million) by the year 2000. Guardian’s president is Ms Wang Yannan,
daughter of former Chinese leader Zhao Ziyang.

Today, the four major auction companies in Beijing are China Guardian, Sungari,
Huachen and Hanhai. Hanhai, established shortly after Guardian, is closely linked to the
Beijing Municipal Cultural Relics Bureau, and initially obtained most of its items from
PRC state-run antiquities stores. Rongbaozhai, one of Beijing’s most famous Chinese
traditional painting restorers, collectors and mounters, also runs a Beijing-based fine arts
auction company.

In Shanghai, Duo Yun Xuan Art Auctioneers, founded in 1992, remains the most well
known, and belongs to the 100-year-old Duo Yun Xuan Company located on Nanjing
Dong Lu, which also runs a traditional Chinese art gallery and a store for art supplies. In
Duo Yun Xuan’s first years of auctioneering, most of the items on the block came from
their own in-house collection, and generated intense local interest. Three of the more
active Shanghai auction companies are Guotai Art Auction, Shanghai International
Commodity Auction and Shanghai New Century Auction, all of which have been
operating since the early to mid 1990s. Auction companies have also been established in
many of China’s major cities. Items typically on auction include Chinese ancient and
modern paintings and calligraphy, porcelain items, ancient furniture, Chinese oil
paintings and sculpture, rare books, folk art, jewellery, stamps and coins. Since the late
1990s, auctions have also regularly included works of contemporary art, often
contributing to the rapid increase in the market value of such productions.

Further reading

Dewar, Susan (1994). ‘Report from Beijing’, Orientations 25: 49.
Zhou, Lin (1998). Chinalaw Web—Art Law in China, available at
http://www.qis.net/chinalaw/%20prcartlaw.htm (last modified 25 June 1998).

Auction house websites

Duo Yun Xuan Art Auction: http://www.duoyunxuan-sh.com/  Guardian:
http://www.guardianauctions.com/; on-line auctions portal: http://www.guaweb.com/
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Shanghai International Commodity Auction Co., Ltd: http://www.alltobid.com/
Shanghai New Century Auction Co., Ltd: http://%20mind.sq.sh.cn/xsjpm.htm
MEG MAGGIO

autonomous regions, prefectures, counties
and banners

These are the three main levels of autonomous administrative areas for the PRC’s
minority nationalities. There are five autonomous regions (zizhiqu), which are equivalent
in level to provinces. They are the Inner Mongolian Autonomous Region (set up 1 May
1947), Xinjiang Uygur Autonomous Region (1 October 1955), Guangxi Zhuang
Autonomous Region (15 May 1958), Ningxia Hui Autonomous Region (25 October
1958) and Tibet Autonomous Region (9 September 1965). In 2001, the number of
autonomous prefectures (zizhizhou) was thirty, while autonomous counties (zizhixian;
termed ‘banners’ for Mongolians) numbered 119.

The principle behind these areas is autonomy for minorities living in concentrated
communities. China describes itself as a multinational unitary state. However, there are
also “preferential policies’ (youhui zhengce) for the minorities in education (see bilingual
education, family planning). In May 1984, the PRC adopted its Law on Regional
National Autonomy, amended on 28 February 2001, spelling out precisely what
autonomy means. For instance, it specifies that the government head of an autonomous
area must belong to the minority exercising autonomy there, and requires privileges for
the minorities in training administrative personnel. It also gives autonomous rights in the
framing of the budget and in the management of culture, education and health delivery.

There are, however, great limitations on autonomy, which makes no pretence to
resemble independence, the Law itself (Article 5 of the 2001 version) demanding that the
organs of self-government of autonomous areas ‘must uphold the unity of the country’.
Two examples suffice to illustrate the limitations. First, although an autonomous area’s
government head must belong to the minority exercising autonomy, there is no such rule
for the CCP secretary, and the CCP actually holds far more power than the government.
Second, there is a national curriculum in China, with which no autonomous education
system may conflict. Many ethnic groups have adopted a curriculum covering their own
culture, but it is in addition to the national curriculum, not instead of it. These and other
restrictions have led some scholars to consider this system of autonomy a sham. Yet over
the years it has proved generally beneficial to the minorities. It has contributed to
improving their administrative and professional skills and given them some say in their
economy. It has helped raise the ethnic consciousness of most of the minorities, despite
generally helping integrate them with the Chinese economy and state.

See also: one-child policy; state policies on minority cultures
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Further reading

Gladney, Dru (1991). Muslim Chinese: Ethnic Nationalism in the People’s Republic. Cambridge,
MA, and London: Council on East Asian Studies, Harvard University Press.

Kaup, K.P. (2000). Creating the Zhuang: Ethnic Politics in China. Boulder: Lynne Rienner [covers
the most populous of the minorities, but includes a great deal of material on policy and
autonomy issues].

Mackerras, Colin (1994). China’s Minorities: Integration and Modernization in the Twentieth
Century. Hong Kong: Oxford University Press.

COLIN MACKERRAS

avant-garde/experimental literature

(xianfeng wenxue/shiyan wenxue)

The first examples of avant-garde literature appeared towards the middle of the 1980s
in Shanghai magazines [Harvest (Shouhuo) and Shanghai Literature (Shanghai wenxue)]
with the works of authors such as Ma Yuan, Gan Xue and Mo Yan. However, this
tendency spread between 1987 and 1988 and established its reputation thanks to the
publications of works by writers such as Su Tong, Ge Fei, Yu Hua, Hong Feng and Sun
Ganlu who were born during the 1960s and with whom experimentation took on more
definite connotations and major visibility, thanks also to the increased attention of the
media. However, the emergence of the trend of avant-garde literature dates back to the
thematic exploration and stylistic experimentation launched by the younger generation of
so-called Misty poetry (menglong shi) (Bei Dao, Mang Ke) at the end of the 1970s.

The new narrative was initially defined by the Chinese critics as ‘new-trend literature’
(Xinchao-xiaoshuo). Some years later, when formal experimentation intensified and took
on a more extreme and provoking stance, it was called ‘avant-garde literature’ (xianfeng
wenxue) or ‘experimental literature’ (shiyan wenxue).

Various factors contributed to the emergence of this new narrative: on the one hand
the changing social climate, resulting from the politics of overture and reform starting at
the beginning of the 1980s that permitted the spread, throughout China, of modern
Western theories of philosophy and aesthetics (psychoanalysis, structuralism, formalism,
existentialism) and, above all European, American and Latin American literary works.
On the other hand, the beginning of a cultural renewal process started a few years before
with the previously mentioned Misty poetry, with the Root-seeking school (Xungen pai)
(Han Shaogong, Ah Cheng) and, then with the ‘modernist narrative’ group (Xu Xing,
Liu Suola, Wang Shuo).

The spirit of the avant-garde group expresses itself in strong experimental tension, in
the search for stylistic forms and methods that release new expressive possibilities into
the language, in the fragmentation and diversification of the positions and voices as a
reaction to the unitary and disciplined vision of literature that had dominated the cultural
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scene in the preceding forty years under the so-called Socialist Realism. It is this
diversification of style and expression that the young authors appear to be anxious to
tackle, the element that will give vital birth to and feed all the literature of the period
between 1985 and 1989. The reflection on, and experimentation with language respond to
a dual requirement: the demand to overcome the schematic and standardized language
used in political communication, made up of slogans and formulas, that in itself had, for
decades, informed and saturated every aspect of daily life; and the renewed interest in the
Chinese language and its expressive and suggestive possibilities. The creation of stories
that develop on parallel planes through leaps in time and space (Mo Yan), of stories
lacking a plot, a beginning or an end, where the narration appears fragmented, bordering
between reality and imagination (Ma Yuan), the vision of mirages and enchanted worlds
(Sun Ganlu) and of labyrinths of memories (Ge Fei, Bei Cun) have the challenging task
of presenting works that escape traditional decoding methods, inducing the reader to
think, not merely to accept the text passively but to investigate and discover alternative
perspectives and the numerous possibilities of interpretation.

Unlike the preceding root-searching generation still solidly anchored to positive ideals,
to a literature steeped in history and the vision of literary work as commitment, the avant-
gardists refuse ideals and values they perceive as anachronistic and artificial. They refuse
above all to play the role of social or political guides, a burden that writers have always
taken on. Therefore in the avant-garde literature the great social themes disappear,
attention shifts towards the discovery of individual experience and the emotional world,
ignored for so long. This tendency will be developed to the extreme in the literature
written in the 1990s. If history appears in the works of authors such as Mo Yan, Su Tong
and Yu Hua, it takes on a subversive significance, suggesting a radical change in
perspective, showing the desire to deconstruct the official history and offer new
interpretation of the events, as they were experienced by the common people. In the
avant-garde narrative works lacking a central core or intent appeared, where the
representation and psychology of the characters are fragmented and deepened, thus
overcoming the naive Manichean vision in which the positive hero is to be emulated and
‘villains’ to be condemned. Often the characters and the plot no longer take on a central
position in the story, but recede to the background, giving space to the story make-up,
whereby its form and narrative style become the true basis and expressive values of the
work.

Further reading

Huot, Marie Claire (2000). ‘Literary Experiments: Six Files’. In Marie Claire Huot, China’s New
Cultural Scene: A Handbook of Changes. Durham, NC: Duke University Press, 7-48.

Jones, Andrew F. (2003). ‘Avant-Garde Fiction in China’. In Joshua Mostow (ed.) and Kirk A.
Denton (China section, ed.), Columbia Companion to Modern East Asian Literatures. New
York: Columbia University Press, 554—60.

Lu, Tonglin (1995). Misogyny, Cultural Nihilism, and Oppositional Politics: Contemporary
Chinese Experimental Fiction. Stanford: Stanford University Press.

Wang, Jing (ed.) (1998). China’s Avant-Garde Fiction. Durham, NC: Duke University Press.

Yang, Xiaobin (2002). The Chinese Postmodern: Trauma and Irony in Chinese Avant-Garde
Fiction. Ann Arbor: University of Michigan Press.
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Zhang, Xudong (1997). Chinese Modernism in the Era of Reforms: Culture Fever, Avant-Garde
Fiction, and the New Chinese Cinema. Durham, NC: Duke University Press.
Zhao, Yiheng (1992). ‘The Rise of Metafiction in China’. Bulletin of African and Oriental Studies
55.1.
ROSA LOMBARDI

avant-garde/experimental theatre

(xianfeng xiju/shiyan xiju)

With regard to Huaju (spoken drama), the concepts xianfeng xiju and shiyan xiju are
generally interchangeable, because experimental theatre works are often regarded as
avant-garde theatre works. However, only experimental theatre has been given a
conceptual definition and recognized as an actual theatre movement by Huaju scholars.
This movement arose in the early 1980s and since the mid 1980s has been considered by
many to be a mainstream theatrical genre.

Some proto-experimental theatre plays were created in the late 1970s and the very
early 1980s. For example, A Warm Current Outside the House (Wuwai you reliu) by Ma
Zhongjun and Jia Hongyuan, staged in Shanghai in 1980, was innovative in its use of
dream scenes and stream of consciousness technique. In 1982, Gao Xingjian’s Alarm
Signal (Juedui xinghao), directed by Lin Zhaohua, was able to completely break from
the old-style realism in Huaju. This play was staged in a rehearsal room of the Beijing
People’s Art Theatre (Beijing renmin yishu juyuan), with the audience seated on three
sides of the stage and without any realistic scenery. Furthermore, it broke the fourth wall
by having actors converse with the audience during the performance. Alarm Signal is
regarded as the first influential and mature experimental theatre production, as well as the
beginning of the experimental theatre movement.

The most important traits of experimental theatre are: (1) breaking with the dramatic
forms of realism and the fourth wall, in order to depart from traditional realistic Huaju;
(2) a tendency towards theatricalism in production, generating theatrical effects and
emphasizing artistic techniques so as to urge the audience to see plays as artistic works
rather than as real life; and (3) suppositionality, the tendency to avoid duplicating real life
on stage, and to rely instead on the actor’s ability to present that which is less concrete
visually but more real in feeling, such as an old and feeble heart or an abstract river.
Following these traits, experimental theatre directors usually adopt methods such as
wuchangci (without act or scene breaks) structure, a bare stage, a non-proscenium stage,
the use of a narrator, and the pursuit of communication between the actor and the
audience.

Famous experimental theatre plays include: Bus Stop (Chezhan, 1981), by Gao
Xinjian; Old B Hanging on the Wall (Gua zai giangshang de Lao B, 1984) by Sun
Huizhu; WM (W[o]m[en]) by Wang Peigong and Wang Gui; Uncle Doggie’s Nirvana
(Gou’er ye niepan, 1986) by Jin Yun; Jesus, Confucius, and John Lennon (Yesu, Kongzi,
Yuehan Lannong, 1987) by Sha Yexin; Thinking of Worldly Pleasures (Sifan, 1992) by
Meng Jinghui; and File Zero (Ling dang’an, 1994) by Yu Jian. Important experimental
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theatre directors include Xu Xiaozhong, Lin Zhaohua, Meng Jinghui, Wang Xiaoying and
Mou Sen.
See also: Hu Xuehua; Tian Qinxin; Western theatre

Further reading

Meng, J. (1999). Xianfeng xiju dang’an [Avant-Garde Theatre Files]. Beijing: Zuojia chubanshe.

Wang, X. (2000). Zhongguo dangdai huaju yishu yanbianshi [Evolution of Contemporary Huaju
Art]. Hangzhou: Zhejiang daxue chubanshe.

Zhao, Y. (1999). Jianli yizhong xiandai chanju: Gao Xing jian yu Zhongguo shiyan xiju
[Establishing a Type of Modern Dhyana Play—Gao Xingjian and Experimental Chinese
Theatre]. Taipei: Erya.

LIN WEI-YU AND
ELIZABETH WICHMANN-WALCZAK



A-Z 37

B

Bai, culture of

Bai is the name of a Yunnan ethnic minority, with a population of nearly 1.6 million,
according to the 1990 census. The Bai are focused on the Dali Bai Autonomous
Prefecture (capital, Dali City) in central-western Yunnan. Set up in 1956, the prefecture
had a population of about 3.3 million in 1999, of whom about half belonged to a
minority, the Bai being far the most numerous. There are small Bai populations
elsewhere, notably in other parts of Yunnan, Guizhou and Hunan.

The Bai spoken language belongs to the Yi branch of the Tibeto-Burman family, but
most Bai nowadays also speak Chinese. The Bai people are mainly agricultural, though
urbanization has accelerated in the period of reform. Their main staple crops are rice and
wheat. Their houses are two-storeyed, with the family living on top and livestock below.
The style is characteristic, with mud bricks, graceful eaves and tiled roofs.

The main Bai religion is worship of local tutelary spirits. These include national
heroes and ancestors, and natural phenomena like fish, conches, the sun and moon, rivers
and mountains. Buddhism and Daoism have also penetrated Bai society. The Cultural
Revolution saw widespread destruction of religious buildings, but many temples and
other religious structures have been restored or built in the period of reform. Although
socialism has produced a significant effect on Bai society, traditional religious thinking
remains strong, especially in the country-side. Some people still associate sickness with
offence to tutelary spirits, and, along with modern personnel, religious specialists can
function as doctors. The most important Bai festival is the Third Month Fair, focused at
the foot of a mountain near Dali City. Linked with the religious Guanyin Festival, the
traditional ceremonies are still alive. Nowadays, the festival is most important for
markets, performances, competitions and games.

The most famous remaining art objects among the Bai, and possibly created by them,
are three pagodas outside the town of Dali, the largest of them being 60 metres high and
over 1,000 years old. They are similar in style to the Great Gander Pagoda in Xi’an, built
about the same time. These three pagodas are certainly Dali Prefecture’s main tourist
attraction, and in 1998 contributed to bringing the number of foreign and domestic
tourists to the prefecture past the three million mark for the first time.

There is also a tradition of Bai literature using Chinese characters. The Bai are among
the minority nationalities with their own style of drama. In the period of reform, there
have been attempts to ‘nationalize’ it by adapting it to traditional Bai stories, dances and
song styles. Even when the CCP took control in 1949, the Bai were among the most
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acculturated with the Han of China’s minorities. Although the system of autonomy has
allowed the growth of a distinct Bai identity, the process of acculturation has gathered
momentum, despite the persistence of indigenous cultural characteristics.

Further reading

Mackerras, C. (1988). ‘Aspects of Bai Culture: Change and Continuity in a Yunnan Nationality’.
Modern China 14.1:51-84.
Wu, David H.Y. (1990). ‘Chinese Minority Policy and the Meaning of Minority Culture: The
Example of the Bai in Yunnan, China’. Human Organization 49.1 (March):1-13.
COLIN MACKERRAS

Bai Fengxi

b. 1934, Wen’an, Hebei

Theatre actress, playwright

Bai Fengxi became an actress in the China Youth Art Theatre in 1954 and played
more than forty dramatic characters, such as the title heroines in Liu Hulai (1951) and
Prince Wencheng (Wencheng gongzhu, 1960). She began writing plays after 1976 and
became the first woman playwright in the PRC who focused on the experiences and
uncertain roles of women in real life. The Women Trilogy depicts the concerns of
intellectual women in the transition from the Maoist (1949-76) to post-Maoist (1976—
present) eras. The first play, First Bathed in Moonlight (Mingyue chu zhao ren, 1981),
represents a microcosm of PRC women, relating the lives of three generations of mothers
and daughters who struggle between their official roles as liberated women and their
private search for love, happiness and freedom. It portrays Fang Ruoming, a Party official
in charge of women’s affairs, whose efforts to help rural women with arranged marriages
coincides with her endeavour to understand her own daughters’ fight against social
prejudice and traditional values. Bai’s second play, An Old Friend Comes on a Stormy
Night (Fengyu guren lai, 1983), probes more deeply into women’s protest against a sexist
society. Xia Zhixian finds success in her career as a gynaecologist at the expense of her
family life. She lives alone, having divorced her husband, who proved unable to support
her total devotion to a career. As the play unfolds, her daughter faces a similar dilemma:
when she is ranked first in a graduate school entrance examination to study abroad, her
mother-in-law urges her to give up her plans, since a family with a PhD hushand seems to
be more acceptable than a family with a PhD wife. After much torment, Xia encourages
her daughter to pursue her journey abroad, saying, ‘A woman is not a moon. She does not
need to depend on someone else’s light to glow’. This line was frequently repeated in the
effort to raise public consciousness of women’s issues. Her third play, Where is Longing
in Autumn? (Buzhi giusi zai shui jia, 1986), staged a group of courageous women whose
unconventional decisions shocked their audiences. The mother, Su Zhongyuan, was
puzzled by the choices of her children: her elder daughter left her husband solely to take
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better care of herself; her second daughter remained a spinster to avoid a loveless
marriage; and her son opted for a business career instead of taking college entrance
examinations and was engaged to a fashion model. The play ends with no closure and no
resolution of a mother’s anguish. The seemingly irreconcilable conflicts between mother
and children suggest the moral tribulations of a society in flux, caught between a
problematic tradition and the uncertainties of Westernization and commercialization.

Further reading

Bai, Fengxi (1991). The Women Trilogy. Trans. Guan Yuehua. Beijing: Chinese Literature Press.

——(1994). ‘Friend on a Rainy Day’. Trans. Diana B.Kingsbury. In Diana B.Kingsbury (ed.), |
Wish | Were a Wolf: The New Voice in Chinese Women’s Literature. Beijing: New World Press,
64-122.

Chen, Xiaomei (1997). ‘A Stage of Their Own: The Problematics of Women’s Theatre in Post-Mao
China’. Journal of Asian Studies 56.1:3-25.

CHEN XIAOMEI

Bal Hua

(né Chen Youhua)

b. 1930, Xinyang, Henan

Writer, poet, playright

Labelled a ‘rightist’ during the Anti-Rightist Campaign in 1957, Bai Hua was silenced
for twenty-two years. His work combines poetic sensitivity and a preoccupation with
socio-political criticism. The misfortune of intellectuals, the condemnation of
bureaucratic corruption and dogmatism and the call for individual freedom are among his
key themes.

His best-known film script, Bitter Love (Kulian, 1979) was made into a film entitied
The Sun and the People (Taiyang yi ren, 1980), but was denounced nationwide in 1981,
making him the first Chinese writer to be singled out for criticism after Mao’s death.
Unrequited Love portrays the misfortune of a patriotic painter who returned to China
from the United States with his family after the CCP’s victory, only to be persecuted and
die in misery. His 1980 novella The Mothers (Mama a, mama) is among the early works
critical of the CCP’s alienation from the people. His symbolic novella Death of a
Fisherman (Yige yiibashi zhi si) of 1982 portrays the psychological struggle between a
cormorant and its master, the stubborn and domineering fisherman. His long novel The
Remote Country of Women (Yuanfang you ge nu’er guo, 1988) contrasts the hypocrisy of
Han culture under Mao with the carefree spirit of the Moso minority, which practises
matriarchy. In the 1990s, he continued to show his social concern through fiction
eliminate in the novel River of No Return (Liushui wu guicheng, 1995), which depicts
moral degradation.
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Further reading

Bai, Hua (1992). ‘China’s Contemporary Literature: Reaching Out to the World and to the Future’.
Trans. Howard Goldblatt. In Helmut Martin (ed.), Modern Chinese Writers: Self-Portrayals.
Armonk, NY: M.E.Sharpe, 42-52.

——(1994). The Remote Country of Women. Trans. Wu Qingyun and Thomas O. Beebee.
Honolulu: University of Hawai’i Press.

Spence, Jonathan. ‘Film and Politics: Bai Hua’s Bitter Love’. In Jonathan Spence, Chinese Round-
about: Essays in History and Culture. New York: Norton, 277-92.

LEUNG LAIFONG

Bai Xianyong

(Pai Hsien-yung)

b. 1937, Guilin, Guangxi

Writer, professor

Widely regarded as ‘arguably the most accomplished contemporary writer of fiction in
China’ and ‘a master of portraiture’, Bai Xianyong’s fiction has been appreciated by
readers throughout the Chinese-speaking world. Some of his stories have been made into
films and plays.

The son of Bai Chongxi, a general of the Nationalist Government, Bai moved to
Taiwan with his family in 1952. With classmates from the National Taiwan University,
he founded the magazine Modern Literature (Xiandai wenxue) in 1961 which played an
important role in introducing Western writers and literary trends to Taiwan. Upon
graduation, he went to study at the University of lowa where he obtained an MFA and
taught Chinese language and literature on the Santa Barbara campus of the University of
California until his retirement in 1998.

The uncertainties of life and history are prominent in his fiction. Past glory and present
decline are sensitively embodied in many memorable characters who escaped to Taiwan
after the Communist takeover in 1949, as exemplified in the fourteen short stories
collected in Wandering in the Garden, Waking from a Dream: Tales of Taibei Characters
(Taibei ren, 1971). Old KMT generals, poor professors, unhappy widows and faded
prostitutes are delineated with keen pathos, occasional humour and highly allusive
language. Bai’s novel Crystal Boys (Niezi, 1983) is the first modern Chinese fiction to
focus on homosexuality (see homosexuality and tongzhi culture).

Further reading

Bai, Xianyong (1990). Crystal Boys. San Francisco: Gay Sunshine Press.
——(1999). Taipei People (bilingual edition). Trans. Bai Xianyong and Patia Yasin. Hong Kong:
The Chinese University Press.
LEUNG LAIFONG
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baihua/Guoyu

(semi-colloquial language)

The philosopher Hu Shi employed the term baihua in public exchanges with Qian
Xuantong in 1917 during the movement to adopt a vernacular writing style for educated
discourse. Hu stated that the ‘bai’ (white) signified writing that is vernacular, clear, and
clean (unadorned, aphelia). Hu’s promotion of baihua style included local dialects, such
as the Shanghai dialect represented in the novel Flowers of Shanghai (Hai shang hua
liezhuan, 1897). However, he conceded that since the Song dynasty, Mandarin (guanhua)
had been used in most vernacular texts and constituted the only practical replacement for
the classical literary styles used in educated discourse.

In 1928, following the consolidation of a central government by the Nationalist Party,
Mandarin was standardized by linguists for education and adopted as the ‘National
Language’, or Guoyu. This language also came to dominate the media. However, as a
spoken language Mandarin was divided among several distinct geographical groupings,
and the standardized form that spread through education and the media was a language
spoken by few without the benefit of education. As inherited from classic novels it
contained a great deal of classical language, which newspapers continued to use.
Moreover, as a vehicle for modernizing China, it was saturated with imported loan words
and phrases, many from English by way of Japanese, that were, at the outset, the written
style of a small educated elite. Hence, the distance between baihua as a Mandarin
national language and the many local languages spoken by most Chinese made it a semi-
colloquial language. Although there were proposals for writers to adopt a ‘language of
the masses’ to overcome the linguistic barriers, Guoyu was widely adopted and preserved
as the ‘common language’ (putonghua) by the Communist Party after the founding of the
People’s Republic in 1949. Guoyu or putonghua has remained the style or language of
cultural production orally and in print.

EDWARD GUNN

ballroom dancing

In Mandarin Chinese, ballroom dancing is called ‘social dance’ (jiaoyiwu/hejiaowu) or
‘international dance’ (guoji biaozhunwu/guojiwu), and it has been associated with
Western cosmopolitanism since its introduction into China, particularly Shanghai, in the
early part of the last century. It was largely forbidden during the Cultural Revolution,
but after the era of reform began, it was among the recreational dance forms that replaced
the mass calisthenics of the Maoist era as daily exercise. Commercial ballrooms were
first allowed in Beijing in May 1987, although they appeared in other cities a few years
earlier. In Beijing by the mid 1990s, several hundred dancers, the majority of them
middle-aged or elderly retirees, convened from dawn until about 8.00 a.m. in the large
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parking lot across from the Capitol Gymnasium, and smaller groups occupied parks and
grassy islands around the city.

In the college dances of the mid to late 1980s, students typically danced with same-sex
partners. Starting in the mid 1990s, in classes at colleges and universities, males danced
with females, with the goal of teaching students how to interact with the opposite sex in a
‘civilized” manner, and of preparing them for the newly emerging job market by
developing their social poise and their cosmopolitan refinement. By the new millennium,
ballroom dancing had become a fixture of social life in the dance halls of the multi-
functional recreational clubs, where state officials and private entrepreneurs formed and
cemented their social networks.

See also: leisure culture

SUSAN BROWNELL

Bangzi

(Clapper opera)

regional Xiqu (sung-drama/opera) genre

Bangzi is a major style of opera prominent in northern, western and central China in
several dozen regional genres. Originally designating a pair of woodblock percussion
instruments marking the main beat, the term defines by metonymy genres based on a
modular system of arias known as bangzigiang or ‘melodies for Bangzi’. The arias are
composed in modes both melodic and rhythmic. Melodies are essentially heptatonic with
lyrics structured in parallel distichs of seven or ten characters that often start on the
second part of the main beat. Arias also incorporate extra ornamented and melismatic
phrases like the shisan hai, a series of thirteen vocables which highlight singing skills in
Hebei bangzi. Bangzi music consists also of traditional ‘labelled melodies’ (qupai) and
folk melodies, along with instrumental interludes and percussion patterns. Bangzi operas
share the two-string fiddle (banhu) as the lead melodic instrument and large portions of
repertory.

The characteristically high-pitched, loud and animated ‘sound’ of Bangzi music
conjures up its folk roots and the harsh open spaces of its north-western origins.
Interpretation also thrives in tragic and highly emotional scenes. Individual dialects,
particular artistic idiosyncrasies and repertoire provide for the diversity of genres.
Qingiang from Shaanxi provides an outstanding example of the versatile rhythmic forms
and colours that can be found in Bangzi modes, with its “happy sound’ (huanyin) and ‘sad
sound” (kuyin). Bangzi’s modular system of arias brought a major artistic innovation to
Chinese opera, since its musical/poetic units could easily be rearranged from one play to
the next, allowing for more flexibility than the music of earlier opera genres.

The accessibility, local flavour and emotional impact of Bangzi facilitated its broad
expansion. Its earliest forms, Qingiang and Puzhou bangzi, were born three and half
centuries ago around the Shaanxi and Shanxi areas. Through exposure to other cultures
during their progression, they absorbed local dialects, artistic features and new plays,
thereby creating new genres. The Qing dynasty (1644-1911) marks the years of
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prosperity for Bangzi, during which it penetrated to Sichuan, Henan, Shandong, Hubei,
Anhui, Zhejiang, and even further south, to form separate genres or influence other
operas. By the late eighteenth century, the style reached Beijing, Tianjin and the
surrounding Hebei province. Supported by rich merchants and bankers from Shaanxi and
Shanxi and appreciated by the lower classes, including peasants, what would later
become Hebei bangzi took root successfully in the area.

Bangzi’s traditional repertory, adapted from historical novels, folk stories or oral
literature, exceeds several thousand plays. Qingiang’s ‘Yisu she’, a progressive theatrical
institution created by intellectuals in Xi’an ‘to make changes in customs and traditions’,
as its name indicates, has spearheaded the renewal of Bangzi repertoire since 1912. Their
1977 creation of The Xi’an Incident (Xian shibian), depicting the 1936 kidnapping of
Chang Kai-Shek on a visit to Xi’an by mutinous troops in order to force him to form a
united front with the Communists against Japan, illustrates how new productions can use
a significant moment in China’s recent history to serve a didactic purpose. The standard
repertoire has undergone successive revisions in the 1930s, 1950s or 1980s, and plays
inspired by classic drama in which the heroine achieves retribution, such as The Injustice
to Dou E (Dou E yuan) and Qin Xianglian, have remained popular. Contemporary
adaptations of world classics like Shakespeare or Greek tragedies have toured abroad;
Hebei bangzi’s Medea has been performed in Athens and at La Scala in Milan in the
1990s.

The future prospects of genres like Hebei bangzi is hard to predict. Despite the recent
national and international acclaim of actresses like Pei Yanling (b. 1947), known as the
demon-queller Zhong