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China has increasingly attracted attention from international observers thanks to 

its dazzling economic development and its puzzling ideological complexity.  At the same 

time, none of the preexisting theoretical frameworks can function effectively for its 

current situation.  Socialist and Marxist theory, on which the Chinese new-left school 

relies to criticize the “neoliberalization,” risks falling into a trap of nostalgia  for the 

bygone Mao era. Free market theory, which, according to the Chinese neoliberal school, 

will inevitably gear China toward democracy, remains blind to the negative impact of 

massive privatization.  

 

Not surprisingly, liberal and communist ideologies, represented by these two most 

important contemporary Chinese intellectual schools, have lost their critical edges in a 

country that has recently experienced the radical materializations of both in its past 

communist revolution and in its ongoing economic reform.  Where theorists fail to 

conceptualize, independent filmmakers, such as Jia Zhangke, Li Yang, and Wang Bing, 

succeed in visualizing while challenging both the state-controlled censorship and the 

increasing marketing demand for box office value.  After the crackdown on the student 

demonstration in 1989, a group of young directors began their career outside the state-

controlled studio system in the 1990s, emerging as the first generation of independent 

filmmakers in the PRC in the midst of intensified marketization in China. They have 

gradually replaced their Fifth Generation predecessors as the focus of critical attention in 

the international arena. Thanks to their powerful visual language and their deep roots in 

contemporary Chinese society, a study of this cinema, entangled as it is with a farrago of 

conflicting ideologies, will help us penetrate into the ideological and cultural complexity 

of contemporary China. I will characterize their hyper-realism as “documentary 

aesthetics,” closely associated with their focus on the private aspects of everyday life. To 

paraphrase the 1960s feminist slogan: The private is political in the era of massive 

privatization in China.   
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         近期來中國頗受國際輿論的重視，一方面經濟飛速發展，一方面意識形態矛

盾重重，極為複雜。同時，任何以往的理論框架都無法解釋今天的中國。新左派以

馬克思主義理論為基礎，對今天中國的“新自由主義化”（即全面私有化）的社會

效應展開批判。這種針對今天社會現象的分析雖然有其批判作用，但易於陷入對毛

時期的不切合實際的懷舊。而自由主義派又推崇市場經濟，似乎大力發展市場經

濟，中國就自然而然地走向民主。這種理論深受世界新保守主義的影響，無視大規

模私有化對中國社會深遠的負面影響。 

 

          如果目前中國知識界兩大理論學派都失去了對中國目前的意識形態進行卓有

成效的分析能力，這也並不難理解。中國過去的社會主義革命與今天的經濟改革實

際上是這兩種意識形態的大規模的社會實踐。因此這兩種表面上是對立的意識形態

在中國都屬於主流意識形態的一部分。如果理論家們無法用他們的理論框架來解釋

中國今天的社會現象，某些獨立電影導演，如賈樟柯，李楊，王兵等，卻以他們的

影像把種種矛盾的社會現象強有力地表現出來了。這些導演在 1989年天安門事件

之後開始他們的藝術生涯，由於形勢所迫成為了一九四九年以來第一代社會主義中

國的獨立電影導演。他們正逐漸取代第五代前輩，開始引起國際影壇的重視。他們

以強有力的電影語言，極為現實的記錄美學，描寫中國日常生活的私人空間。通過

這種私人空間的影像，我們可以透視當代中國社會複雜的意識形態現狀。借一句六

十年代女權主義的口號，改一個詞把它放到中國現有的大型私有化的環境之中：

“私人空間既是政治”。 

 


