
Goncepts of

Prior to the 1980s cri t ical writ ings on cinema adopted

common-sense notions of national cinema. The idea of

national cinema has long informed the promotion of

non-Hollywood cinemas. Along with the name o{ the

director-auteur, i t  has served as a means by which non-

Hollywood f i lms-most commonly art f i lms-have

been label led, distr ibuted, and reviewed. As a market-

ing strategy, these national labels have promised varr-

et ies of 'otherness'-of what is cultural ly dif ferent from

both Hol lywood and the f i  lms of other i  m port ing coun-

tr ies. The heyday of art cinema's 'new waves' coincided

wi th  the  r i se  o f  ang lophone f i lm-book  pub l ish ing  in  the

mid-1960s. Later, 1960s radical pol i t ics extended the

range of terr i tor ies covered to those engaged in post-

co lon ia l  s t rugg les .  The ideas  o f  a  na t iona l  c inema

underpinning most of these studies remained largely

unprob lemat ic  un t i l  the  1980s,  s ince  wh ich  t ime they

have grown markedly more complex. Prior to this

period, ideas of national cinema tended to focus onty

national cinema

Stephen Crofts

on fi lm texts produced within the territory concerned
while ideas of the nation-state were conceived Prrmar-
i ly  in  essent ia l is t ,  a lbei t  i f  in  somet imes ant i - imPer ia l is t ,
rerms.

Problematizing the nation-state

Key publications in the rethinking of the natron-

state and national ism have been Anderson (1 983),

Ge l lner  (1983) ,  Hobsbawm (1990) ,  Smi th  (1991) ,

and Hutch inson (1994) .  These have a l l  advanced

non-essential ist conceptions of the nation-state

and national identi ty, arguing for both the con-

structedness of the ' imagined community'  (Anoer-

son) which consti tutes the nation-state, and i ts

historical l imits as a post-Enlightenment organizer

of populat ions, affected part icularly by the huge

migrations and diasporas result ing from Post-
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Second World War processes of decolonization. Such
ideas have informed recent accounts of national
cinemas which seek to resist the homogenizing f ic_
t ions of national ism and to recognize their histor_
ical variabi l i ty and contingency, as well  as tne
cultural hybridity of nation-states (so that US cul_
ture, for example, is seen to be a part of most'national '  

cultures and to interact with them). In
Phil ip Rosen's words, ' identi fying 

the . .  .  coher_
ences [of]  a "national 

cinema,'  [and] of a nation
. .  .  wi l l  always require sensit ivi ty to the counrer_
va i l ing ,  d ispers ive  fo rces  under ly ing  them,  (19g4:
7  1 ) .

Historical ly, the 1980s and 1990s have put further
pressure on the national, with the global spread of
corporate capital,  the victory of f inance over industr ial
capital,  the consolidation of global markets, the speeo
and range o f  e lec t ron ic  communica t ions ,  and the
fur ther  weaken ing  o f  na t iona l  cu l tu ra l  and economic
boundar ies  wh ich  has  fo l lowed the  d is in teqra t ion  o f
Sov ie t  communism and Pax Amer icana.  Ha l f  a  century
after '1 

945 i t  is dif f icult  to imagine a nation-state retain_
ing the congruence of pol i ty, culture, and economy
which characterized most nation-states before then.
Arjun Appadurai 's (1 990) model for accounting for
these developments emphasizes the deterr i tor ial ized
charac ter  o f  the  supranat iona l  imag ined communi t ies
which displace those of the nation-state. He pinooints
the acceleratrng transnational f lows of people (tourrsts,
immigrants, exi les, refugees, guest workers), of tech_
no logy  (mechan ica l  and in fo rmat iona l ) ,  o f  f inance and
media images (al l  moving ever faster through increas_
ingly deregulated markets), and of ideologies (such as
the global spread of Western rhetorics of democracy),
and the disjunctions amongst these f lows: ,peopre,

mach inery  money,  images and ideas  now fo l low
increas ing ly  non- isomorph ic  pa ths  .  .  .  the  sheer
speed, scale and volume of each of these f lows rs
now so great that the disjunctures frather than over_
lapsl have become central to the pol i t ics of global
culture' (199O: 297 -301)

This conceptual izat ion of the post-national ooes,
however, have weaknesses. Shohat and Stam (1994)
note that 'discernible 

patterns of domination channel
the  " f lu id i t ies"  

even o f  a  "mu l t ipo la r , ,wor ld ;  
the  same

hegemony[ies] that unif ies[y] the world through global
networks of circulat ing goods and information also
distr ibutefs] them according to hierarchical structures
of powel even i f  those hegemonies are now more
subtle and dispersed' (1994: 31). Nevertheless, Appa_

durai 's model has many implications for the study of
national cinemas, some taken up later, some now. One
consequence of the disjunctive relat ionships he iden-
t i f ies ' is that the state and the nation are at each other!
throats'  (1 990: 304). The former yugoslavia-with i ts
f ive nations, three rel igions, four languages, and two
alphabets-stands as a grim emblem of the historical
role of the state in suppressing ethnic, rel igious, and
cultural dif ferences. In view of the growing lack of
congruence between nations and states, I  therefore
propose to write of states and nation-state cinemas
ra ther  than na t ions  and na t iona l  c inemas,  wh i le  c lear ly
dif ferentiat ing states within a federal system, and with-
out of course col lapsing al l  into total i tar ian states.

Problematizing nation-state cinema
studies: categories of analysis

Nation-state (or 'national ')  
cinema studies unti l  the

1980s focused almost exclusively on the f i lm texts pro-
duced within the terr i tory, sometimes seeing these-rn
a ref lect ionist manner-as expressions of a outat ive
national spir i t .  Typical ly, a historical survey would con-
struct i ts chosen f i lms as aesthetical ly great works
(usually seen as made by great directors) and as great
moments (the longest f i lm, most expensive f i lm, and so
on). Such studies rarely analysed the rndustr ial factors
enab l ing  the  f i lms  to  be  produced.

Since the 1980s new categories of analysis have
begun to emerge. A number of these are summarized
in  Andrew Higson 's 'The Concept  o f  Nat iona l  C inema
(1989), one of the f irst general considerations of
nation-state cinema, based on general izat ions arouno
the Brit ish case. Higson argues that nation-state crne-
mas should be defined not only in terms of , the f i lms
produced by and within a part icular nation state,, but
also in terms of distr ibution and exhibit ion, audiences,
and c r i t i ca l  and cu l tu ra ld iscourses .  Tex tua land gener ic
questions, however, are strange lacunae in his ( indust-
r ial ly oriented) account; for texts do, after al l ,  mediate
between exhibit ion and audiences. The factors which
analyses of nation-state cinemas involve, therefore,
may be identi f ied as fol lows:

Production. David Bordwell ,  Janet Staiger, and Kris-
tin Thompson's monumental Ihe C/assica I Hollywood
Cinema (1 985) redresses the lack of attention to the
industr ial which has been characterist ic of f i lm studies.
They reject any simple ref lect ionist thesis of text-



context relat ions and argue how the economic, tech-
nological,  and ideological factors affect ing Hollywood
production act as mutual ly interacting determinatrons
which are irreducible to one another (Lapsley and
Westlake 1988: 1 17). Hollywoodt mode of f i lm prac-
t ice, they conclude, 'consists of a set of widely held
styl ist ic norms sustained by and sustaining an integral
mode of f i lm production' (Bordwell  et a/.  1985, p. xiv).
Most su bsequent ana lyses of production have adopted
a similarly post-Althusserian model. Crisp's (1 993)
account of the production of French cinema between
'1930 

and 1960, for example, develops the Americans'
mode of analysis, breaking down the heading of pro-
duction into various components: pol i t ical economy
and industr ial structure, plant and technology, person-
nel and their training, discursive endeavours to form
audiences, authorial control in relat ion to the mode of
production, and work practices and styl ist ic change.

Distribution and exhibition (these two are taken
together because of their virtual interconnectedness).
Higson argues that categories of analysis of nation-
state cinemas should include ' the range of f i lms in
circulat ion within a nation-state' (1989: 44). One of
the few analyses of imported f i lms and their audiences
is Paul Swann's The Hollywood Feature Film in Postwar
Britain (1987), but attention towards ' imported' cine-
mas is becoming more common in nation-state cinema
studies as in Thomas Elsaesser's New German Cinema
(1 989). Given Higson's concern that nation-state cine-
mas should not be defined solely in terms of produc-
t ion, i t  is fair to note that many states actual ly have no
production industry. Poor states, especial ly in Afr ica,
cannot afford i t  unless, l ike Burkina Faso-one of the
world's most impoverished states-foreign funding
sustains an art cinema offering exotic representations
to foreign audiences. Some states principal ly watch
fi lms in a language they share with other states, for
instance Tunisia and Uruguay. Other states, such as in
South Asia and the South Pacif ic, have no audiovisual
production and no cinemas, but do have f lourishing
video distr ibution.

Audiences. This remains an under-researched care-
gory. l t  is arguably to the benefi t  of f i lm studies that i t
has not fol lowed media studies in i ts massive invesr-
ment  in  empi r i ca l  aud ience research .  F i lm s tud ies  has
thus largely avoided the latter 's effect ive col lusion with
g loba l  consumer isms s ince  the  1980s (see Wi l lemen
1 9 87 b). Largely, but not enti  rely: see John H i I  l 's cr i t ique
of Higson's wil l ingness to al low Hollywood's populari ty
in Britain ' to blur the arquments for f i lm oroduction

CONCEPTS OF NATIONAL CINEMA

which is specif ical ly Bri t ish ratherthan North American'
(1992:13-14). Unlike the approach to the audience rn
media studies, however, nation-state cinema studies
has  in  the  main  ana lysed aud iences  in  te rms o f  box-
off ice stat ist ics. Discussion of audiences has been par-
t i cu la r ly  s ign i f i can t  in  s tud ies  ana lys ing  the  prob tems
which local ly produced cinemas experience when
faced with transnational domination by Hollywood
(Hi l l  1994) ,  o r  in  sus ta in ing  an  ind igenous 'a r t  c inema'
as in Elsaesser's (1 989) analysis of the audience despe-
rately sought by the state-funded practi t ioners of the
New German C inema.

Discourses. The discourses in circulat ion aboutf i lm,
as well  as wider cultural discourses in the nation-state,
clearly affect industry and audiences, and also
inform-and are art iculated within-f i lm texts. Given
cultural hybridity, these wil l  of necessity include for-
e ign-or ig ina ted  ideas .  Hence,  s ince  the  1980s na t ron-
state cinema studies have less commonly treated f i lms
as objects for the exercise of aesthetic judgement than
as instances of (national-)cultural discourses. Hi l l
(1986) ,  fo r  example ,  ana lyses  Br i t i sh  c inema's  ideo lo -
gica I art icu lat ions-and repressions-of class, gender,
youth, consumerism, and related categories in f i lms
from the period 1956-63. Marsha Kinde/s (1993)

account of Spanish cinema gives central attention to
' i ts dist inct ive cultural reinscriot ion of the Oedioal nar-
rat ive, that is, the way Oedipal confl icts within the
family were used to speak about pol i t ical issues and
historical events that were repressed from f i lmic repre-
sentation during the Francoist era and the way they
continue to be used with even greater f lamboyance in
the post-Franco period after censorship and repres-
s ion  had been abo l ished '  (1993:  197-B) .  In  a  s imi la r
vein, some scholars have adopted the idea of a
nat iona l  o r  soc ia l  imag inary  (E lsaesser  1980;  Dermody
and Jacka 1 988: 1 5-23).

Textual i ty. Rather than see nation-state cinemas in
terms of 'great works',  wri ters have increasingly identr-
f ied systems of textual conventions, principal ly generic
ones, as characterizing 'national '  cinema. Dermody
and Jacka, for example, employ a quasi-generic tax-
onomy to identi fy the 'aesthetic force-f ield'  of Austra-
l ian  c inema between 197O and 1986.  Genres ,  in  th is
respect, are seen less in industr ial terms than as codi-
f icat ions of socio-cultural tendencies.

N ati on a | -cu ltu ral sp e cif i city. N ati on a | -cu ltu ra I spe-
cif ici ty may be dif ferentiated from both national ism,
and definit ions of national identi ty. As Paul Wil lemen
argues: 'The specif ici ty of a cultural formation ma\/ be

@
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Antonio clas moftes (1969F
Latin Ametican countet-
cinema

::::tm;Alrawr'::
"  . a :,#

marked by the presence but also by the absence of
preoccupations with national identi ty .  .  .  the dis-
courses of national ism and those addressing or com-
prising national specif ici ty are not identical .  .  .  tne
construction of national specif ici ty in fact encompasses
and governs the art iculat ion of both national identi ty
and nationa I ist d iscou rses' (1 99 4: 21 O). Nationa I ly spe-
c i f i c  c inema,  then,  i s  no t  bound to  the  homogen iz ing
myths of national ism and national identi ty. Hi l l  uses
Wil lemen's example of black Brit ish cinema to i l lustrate
the point, arguing how such f i lms display a ,sensit ivi ty

to social dif ferences (of ethnicity, class, gender and
sexual orientat ion) within an identi f iably and specif i-
cal ly Bri t ish context '  (Hi l l  1992: 16) and that this is
str ikingly dif ferent from the national ist ical ly ,successfu I
.  .  .  marketing and packaging [of l  the national l i terary
heritage, the war years, the countryside, the upper
classes and el i te education' noted by Elsaesser
(1984:2OB)  as  charac ter iz ing  dominant  Br i t i sh  c inema.
In contrast, the international co-production can often
be seen to erase cultural specif ici ty: as Geoffrey Now-
el l-Smith observes of Last Tango in paris (Bernardo
Bertolucci,  1972), i t 'had no national i ty in a meaningful
sense a t  a l l '  (1985:  154) .

The cultural specificity of genres and nation-state
crnema 'movements'.  

A nation-state cinema,s capa_
city to produce cultural ly specif ic genres depends on
whether i t  can sustain production in suff icient votume

to support the requisite infrastructures and audience
famil iar i ty; on the power of i ts local cultural tradit ions;
and on how strongly these are art iculated by f i lm rela-
t ive to other art ist ic practices. The generation and/or
survival of local genres has been a gauge of the
strength and dynamism of nation-state cinemas, but
this may be less so in the 1990s as genres diversify,
fragment, and recombine. Local cultural tradit ions and
their art iculat ion through f i lm rather than other art ist ic
practices have l ikewise underpinned the best-known
nation-state cinema 'movements'.  

These have fre-
quent ly  a r isen  a t  h is to r ica l  moments  when na t iona l i sm
connects with genuinely populist movements to pro-
duce spec i f i ca l l y  na t iona l  f i lms  tha t  can  c la im a  cu l tu ra l
authentici ty or rootedness (Crofts 1993). Some of
these-ltal ian Neo-Realism, Latin American Third
Cinema, and Fif th Generation Chinese Cinema-arose
on the crest of waves of national-popular resurgence.
The French Nouve l le  Vague marked a  na t iona l  in te l -
lectual and cultural recovery in the making since the
late '1 

940s. However, cultural hybridity is often a char-
acterist ic as well .  As Kinder (1993:6\ notes, such move-
ments regularly borrow from elsewhere formar
'conventions 

to be adapted to the [ importers' ]  own
cultural specif ici ty ' :  l tal ian Neo-Realism from French
poetic real ism, the Nouvelle Vague from Hollywood
and Rosse l l in i ,  the  F i f th  Genera t ion  f rom Ch inese and
foreign paint ing tradit ions.

* -"73",',..:".;&.'



The role of the state. The idea of nation-state
cinema needs to be conceptual ized in terms not onty
of the categories above, but also of the state! own
involvement. The state retains a pivotal role. For al l
the  much-vaunted 'd is in tegra t ion '  and/or ' superses-
sion' of the state under the forces of global izat ion
and cyber-hype, and alongside the more real ist ic
recognit ion of i ts fragmentation under sub- ano
suprastate pressures, i t  is st i l l  state pol icies and legisla-
t ion (or lack of them) which substantial ly regulate and
control f i lm subsidies, tari f f  constrai nts, industr ial assrs-
tance, copyright and l icensing arrangements, censor-
ship, training inst i tut ions, and so on. Individual states
desir ing to restr ict Hollywood imports, for instance, do
at the least have the power to decide whether or nor
they wantto r isk a trade war, as can be seen in the case
of South Korea in i  990, when i t  batt led with the Motron
Picture Export Associat ion of America to reduce Holly-
wood imports to roughly 5 per cent per year (Lent
1990:122-3\.

The global range of nation-state cinemas. In an
argument also applicable to f i lm, Geoffrey Hartman
argues that every l i terary theory is 'based on experi-
ence of a l imited canon or general ised strongly from a
part icu la r texVmi I ieu' (1 97 9 : 507). I  n a si m i lar fash ion I
have argued previously that ' l f l i lm scholars'  mental
maps of world f i lm production are often less than gro-
bal .  .  .  Sadoul (1962), informed by French colonial ism,
knows more of Afr ican cinema than of Latin American.

TABLE ,1 . EIGHT VARIETIES OF NATION-STATE CINEMA PRODUCTION

CONCEPTS OF NATIONAL CINEMA

while an American scholar; informed by the US imper-
ium and substantial Hispanic immigration, knows more
of Latin American cinema than of Afr ican cinema
(Crofts 1993: 60-1). Such l imited understandings of
the cross-cultural have severe implications for canon
formation as well  as for global pol i t ics. Even in 1962
Sadoul took note that Third World production was
more plenti ful than North American and European
combined (1962:  530-1  ) .  l t  i s  th is  g loba l  range o f
nation-state cinemas that the fol lowinq section arms
to cover.

Varieties of nation-state cinema
production

Table 1 presents a model for differentiating types of
nation-state cinema that takes into account the three
main industr ial categories of production, distr ibution
and exhibit ion, and audiences as well  as those of tex-
tual i ty and national representation (this account dist i ls
and substantial ly reworks Crofts 1993: 50-7). As in
most taxonomies, these variet ies of nation-state
c inema are  h igh ly  permeab le .  Ind iv idua l  f i lms  can be
cross-bred between dif ferent variet ies. And a grven
state may host different varieties by sustaining differ-
ent modes of production, most commonly the indus-
tr ial  and cultural modes. Moreover, the export of a
given text may shif t  i ts variety, as in the common recy-

Mode of production as regulated and controlled by the state

Industr ia l

Cul tural

M i n i m a l
( 'market  economy')

1.  Uni ted States
c rnemas

2. Asian commercia l
successes

5.  Art  c inemas:

American ar t

Mixed economy

3. Other enter ta inment
c r  nemas

Maximal ,  centra l ly  Other or  outs ide
control ledeconomy stateprovis ion

4.  Total i tar ian c inemas

Art

6.  lnternat ional  co-
proouc!ons

Art for socialist export

7.  Third Cinemas

8. Sub-state c inemas

Political (anti-state)

@
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cl ing  o f  f i lms  f rom Th i rd  and to ta l i ta r ian  c inemas as  an
c t n e m a .

The eight variet ies of nation-state cinema shown in
the table can be brief ly summarized as fol lows:

1. United States cinema. This is covered in part 2 of
th is  vo lume.  l t  i s  so  ca l led  to  inc lude the  recent
med ium-budget ' independent '  f i lms  assoc ia ted
with, say, the Sundance Inst i tute as well  as Hollv-
wood. Hollywood's domination of world f i lm
markets  s ince  as  ear ly  as  1919 is  so  we l l  known
(Guback 1976; fhompson 1985) that Western
natron-state cinemas are habitual ly defined
against Hollywood. l t  is hardly ever spoken of
as a national cinema, perhaps because of i ts
transnational reach. This has been further con-
sol idated since the 1980s by i ts increased dom-
ination of West European screens, and the
substantial inroads i t  has made into East Eur-
opean and other new markets.

2. Asian commercial successes. With large domes-
t i c  and re l iab le  expor t  marke ts ,  Ind ian  and Hong
Kong cinemas can afford to ignore Hollywood,
wh i le  Japanese produc t ion  somet imes ou ts t r ips
Hollywood imports at the local box-off ice (Lent
1990: 47).

3. Other entertainment cinemas. These include
European and Th i rd  Wor ld  commerc ia l  c inemas
which  adopt  genres  such as  melodrama,  th r i r re l
and comedy.  They  cus tomar i l y  depend more  on
private than state investment, but mostlv fart to
dominate  the i r  loca l  marke ts  (except  in  ra re
cases  such as  Egypt ,  wh ich  supp l ies  o ther
Arab states). This variety of nation-state cinema
inc ludes  ang lophone (Aus t ra l ian ,  Canad ian)
im i ta t ions  o f  US c inema and Bang ladesh i  im i ta -
t i o n s  o f  I n d i a n  c i n e m a s .

4. Total i tar ian cinemas. These include those of
fasc is t  Germany and l ta ly ,  communis t  Ch ina ,
and the  Sta l in is t  reg imes o f  the  Sov ie t  b loc .

5. Art cinemas. These vary somewhat in the sour_
c ing  o f  the i r  f inances ,  and in  the i r  tex tua l  char -
ac ter is t i cs .  Bordwel l  ( j979 ,  j9B5)  descr ibes  the
tex tua l  charac ter is t i cs  o f  a r t  c inema in  the i r  hev-
day  and Smi th  (Par t  3 ,  Chapter  2 )  summar izes  i i s
featu res.

6. lnternational co-productions. Like offshore pro_
duct ions ,  these f i lms  exempl i f y  the  mob i l i t y  o f
cap i ta l  and personne l ,  as  we l l  as  the  in te rna_

t iona l  merg ing  o f  med ia  images no ted  by  Appa-
dura i  (1  990)  above.

7. Thtrd Cinemas. This term original ly referred to
the  an t i - imper ia l i s t  c inemas o f  La t in  Amenca,
bu t  i t s  de f in i t ion  has  been expanded,  espec ia l l y
by  Wi l lemen,  to  cover  f i lms  w i th  'a  h is to r ica l l y
ana ly t i c  ye t  cu l tu ra l l y  spec i f i c  mode o f  c rne-
mat ic  d iscourse '  (1987a:  8 ) .  D i rec to rs  such as
t h e  I n d i a n  M r i n a l  S e n ,  t h e  F i l i p i n o  K i d l a t  T a h i -
mik ,  the  Af r i cans  Ousmane Sembene and Sou-
leymane C iss6 ,  as  we l l  as  b lack  Br i t i sh
f i lmmakers  have been inc luded in  th is  ca teqorv
( P i n e s  a n d  W i l l e m e n  1 9 8 9 ) .

8. Sub-state cinemas. These may be defined eth-
n ica l l y  in  te rms o f  suppressed,  ind igenous,  d ia -
spor ic ,  o r  o ther  popu la t ions  asser t ing  the i r  c iv i l
r igh ts  and g iv ing  express ion  to  a  d is t inc t i ve  re l i -
g ion ,  language,  o r  reg iona l  cu l tu re .  Cata lan ,
Qu6beco is ,  Abor ig ina l ,  Ch icano,  and Welsh
c tnemas are  examples .

While the categories of state regulat ion and control
on the horizontal axis of Table 1 are self-explanatory,
the three modes of production may require some clar-
i f i ca t ion .  The indus t r ia l  mode is  tha t  wh ich  charac-
te r izes  Ho l lywood and app l ies  s imi la r ly  to  the  nong
Kong and lndian industr ies. The cultural mode of pro-
duction is dist inguished from Hollywood by state leg-
islat ion overt ly support ing production subsidy-
increasingly via television-and quotas and/or tari f fs
on imported f i lms. In i ts anti-state pol i t ics, the pol i t ical
mode of production is characterized by art isanal
modes of f i lmmaking, and in i ts purest form-for ex-
ample, Hour of the Furnaces (Argentina, 1969)-is
conducted clandestinely and at r isk to the f i lm workers
invo lved.

Under i ts two axes, Table ' l  subsumes nine cate-
gories analysable in nation-state f i lm industr ies. These
allow us to expand upon the categories of analysis
described in the preceding section:

(a) Mode of production effect ively subsumes:

(b) the mode of audience address targeted thr-
ough d is t r ibu t ion  and exh ib i t ion  o f  tex ts  o f
the  mode o f  p roduc t ion  invo lved;  and

(c )  the  k inds  o f  genre  wh ich  i t  t yp ica l l y  p roduces .
S imi la r ly ,  s ta te  regu la t ion  o f  p roduc t ion  and
d is t r ibu t ion-exh ib i t ion  compr ises  the  fo l low-
ing  th ree  ca tegor ies :



(d) state subvention and regulat ion or control of
production (or not);

(e) state intervention in and regulat ion or control
o f  d is t r ibu t ion  and exh ib i t ion  (o r  no t ) - in  the
case of the ' free market '  option, the lack of
regulat ion is nevertheless an active state pol icy
dec is ion ;  and

( f )  the  imp l ic i t l y  o r  exp l i c i t l y  na t iona l i s t ,  o r  indeed
a nti-nationa I ist representations-i f  any (for, as
seen above, there need be none)-encour-
aged by  the  mode o f  p roduc t ion  concerned.

Three further categories, concerning audiences, are
imp l ic i t  in  the  tab le  and w i l l  be  exp l i ca ted  be low:

@) the success or otherwise of the variety of state
c inema wi th in  i t s  loca l  marke t ;

(h) i ts success in export ing to other terr i tor ies; and

( i )  the  range o f  compet ing  en ter ta inment  fo rms
ava i lab le  w i th in  the  s ta te  concerned.

Under the industr ial mode of production there is an
almost complete correlat ion between categories (a) to
(c): between, that is, the industr ial mode of production,
entertainment modes of address in distr ibution and
exhibit ion, and entertainment genres, with the inf lex-
ion of the entertainment mode of address towards the
didactic in the case of total i tar ian mode. Similarly, there
is a strong correlat ion between the cultural mode of
production, the modes of address of the art f i lm-to
the cu l tu red, f i  I  m-l i terate viewer-wh ich cha racterizes
ar t  c inemas '  d is t r ibu t ion  and exh ib i t ion  channe ls ,  ano
art f i lm genres. The bulk of international co-produc-
t ions also conform to these cri teria, with the marn
exceptions being the higher-budget samples of
'Euro-pudd ing ' .  Much as the  po l i t i ca l  mode o f  o r ig ina l
Th i rd  C inema produc t ion  is  c landes t ine ,  fug i t i ve ,  and
makeshift ,  so i ts pol i t ic ized mode of address endan-
gers i ts target audiences, and i ts typical ly agit-prop
documentary genres serve i ts anti-state pol i t ics. Later
versions of Third Cinema are less l i fe-threatening. With
variable production levels and degrees of access to
mainstream distr ibution and exhibit ion, the substate
cinemas are also instances of this mode of production
but are Iess co-ordinated in their strategies of produc-
t ion, mode of address, and genre.

The horizontal dimension covers categories (d)to (f):
state regulat ion and intervention in the sectors of pro-
duc t ion  and d is t r ibu t ion  and exh ib i t ion ,  and the  exp l i -
c i t  o r  imp l ic i t  na t iona l i sms advanced by  the  c inemas
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involved. Most variet ies of state f i  I  m oroduction exh ibit
a strong correlat ion between these three categones.
The min ima l  government  subs idy  to  p roduc t ion  wh ich
characterizes Hollywood, Asian commercial successes,
and to a lesser extent other entertainment cinemas
finds echoes in the general lack of intervention in the
distr ibution and exhibit ion sectors in the terr i tor ies
invo lved,  and in  the  usua l ly  imp l ic i t  fo rms tha t  any
national ist ic representations adopt. This contrasts
with total i tar ian cinemas, whose states control produc-
t ion-with the exceptions of fascist l taly and pre-1938
Nazi Germany-and which intervene strenuously in
distr ibution and exhibit ion with censorship scrutiny of
local and foreign product, and which urge expressry,
and usually expl ici t ly, national ist ic representations.

The most  fami l ia r  a r t  c inemas ( i .e .  o f  the  European
mode l )  d i f fe r  aga in  in  tha t  wh i le  the i r  p roduc t ion
depends largely on state subsidy, their distr ibution
and exhibit ion operates largely withoutstate interven-
t ion (post-Second World War France being the con-
spicuous exception) and their representations are
aesthetica I ly constructed before they are nationa I ist ic.
American art cinema dif fers in the lack of state produc-
t ion support,  whi le social ist states subsidize their art
cinemas in both production and export distr ibution.
International co-productions function in the same
way as art cinemas, except that any national isms may
disappear in the bland mix (while those of the Fif th
Generation Chinese Cinema post-Tiananmen ser-
iously question the national isms of the People's
Repub l ic  o f  Ch ina) .  Or ig ina l  Th i rd  C inema en joys  s ta te
support for neither production nor distr ibution, and i ts
practi t ioners would argue that their states' abuse of
freedoms of speech and assembly just i fy- indeed

necessitate-i ts anti-state representations. Later ver-
sions enjoy less brutal,  i f  st i l l  less than comfortaore,
state patronage. Third Cinema representations over-
lap with substate cinemas' interests in regions, ethni-
c i t ies ,  re l ig ions ,  and/or  languages wh ich  are  non-
hegemonic within the state. These latter rarely benefi t
from state support in production or distr ibution and
exhibit ion unless from states within a federal system
such as  the  Ou6beco is .

Audiences, conceived in box-off ice terms, f igure
under  head ings  (g ) - ( i ) :  the  f i lms  in  p redominant  c i rcu-
lat ion in the state concerned, the success or otherwise
of i ts exports, and the range and populari ty of compet-
ing entertainment forms avai lable within the state con-
cerned. The last of these is a factor for consideration in
nation-state cinema studies. As regards the f irst two,
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nation-state cinemas can be categorized as net impor_
tersand netexporters. Hollywood, Indian, Hong Kong,
and big total i tar ian cinemas dominate their locar mar-
kets, through market and/or regulatory means, ano
garner varying degrees of addit ional revenue from
foreign markets. Smaller total i tar ian cinemas (the
Soviet Union's European satel l i te states) and the other
f ive variet ies of nation-state cinema production f ight
over the remainder, their principal enemy being Holly_
wood, which dominates most anglophone markets
and exerts considerable inf luence throuqh the United
States' world-wide strategic, economicl and cultural
l inks .  lnd ian  and Hong Kong c inemas expor t  to  the i r
ethnic diasporas, Hong Kong also throughout East
Asia, and big total i tar ian cinemas to their colonized
and satel l i te terr i tor ies. Art cinemas of al l  kinds distr i_
bute themselves broadly world-wide, but also thinly,
within the l imits, that is, of art f i lm distr ibution ano
exhibit ion channels. Third and substate cinemas rarelv
break out in the mainstream (an exception is the eue-
becois Jesus of Montreal(Denys Arcand, 19g9) which
was in fact a Canadian-French co-production). Given
their predominant anti-state pol i t ics, circulat ion is
sorely l imited, and sometimes wider-because less
policed-outside their country of origin.

Recent cultural issues and debates

Pol i t ical ly cr i t ical  nat ional  c inemas
Perched on the edge ofTable 1 , the space for anti-state
cinemas is very l imited, emerging from the pol i t ical
underground in  the  case o f  the  or ig ina l  Th i rd  C inemas,
from the interst ices of the contradict ions of l iberal prur_
al ist funding regimes, from the capacity of production
units with progressive heads to cross-subsidize fund_
ing in the Fif th Generation Chinese case, or, in the case
of those same directors post-Tiananmen, from their
abi l i ty to raise non-PRC international co-production
finance on the strength of their names as auteurs.
Wil lemen has noted the growing pressures on pol i t i_
ca l l y  unor thodox  c inema:

The capital- intensive nature of f i lm production, and of i ts
necessary industr ia l ,  admi n istrat ive and tech nological infra_
structures, requires a fair ly large market in which to amort ise
costs, not to mention the generation of surplus for invest_
ment or prof i t .  This means that a f i lm industry [other than
Third, substate, and poor cinemasl must address either an
international market or a very large domestic one. I f  the

la t ter  is  avai lable,  then c inema requires large potent ia l  audi_
ence groups,  wi th the inevi table homogenis ing ef fects that
fo l low f rom th is .  .  .  a c inema addressing nat ional  speci f ic i ty
wi l l  be ant i -  or  at  least  non-nat ional is t ic ,  s ince the more r t  rs
compl ic i t  wi th nat ional ism! homogenis ing project ,  the less
i t  wi l l  be able to engage cr i t ical ly  wi th the complex,  mul t i_
dimensional  and mul t id i rect ional  tensions that  character ise
and shape a socia l  format ion's cul tural  conf iqurat ions .  .  .
the marginal  and dependent [pol i t ical ly  cr i t iJal ]  c inema rs
srmul taneously the only form of  natronal  c inema avai lable:  i t
is  the only c inema that  consciously and di rect ly  works wi th
and addresses the mater ia ls at  work wi th in the nat tonal
cu l tural  constel  lat ion.  (Wi l lemen 1 99 4:  21 1 -1 2)

ln terms of  the table,  internat ional iz ing economic inter-
ests force their  way downwards and to the r ight ;  cul_
tural ,  nat ional  ones struggle upwards and to the lef t l

Arguing for the cultural
While box-off ice dol lars increasingly drive the industry
global ly, this should not preclude our attending to
cultural issues-indeed, i t  should demand it .  Europe
in the 1990s provides some key debates. Even French
cinema, which has probably been the world,s most
successful in meshing industr ial and economic con-
cerns with cultural discourses, is feel ing the pressure
of global commodif icat ion in the 1990s. In the case of
Britain, Hi l l  elegantly advances cultural against eco_
nomrc arguments in seeking to inf luence pol icy and
practice on nation-state cinemas, cri t iquing in part icu_
lar the pol icy endorsement of ' the operations of the
market place (and i ts domination by transnational con-
glomerates) and, hence, the restr icted range of cultural
representations which the market provides, (1992: jg).
This returns the argument to the issue of cultural spe-
cif ici ty set out above. The Celt ic poor cinema for which
Colin McArthur campaigns poses acute problems for
the real izabi l i ty of acceptable cultural ly specif ic repre-
sentations. Given centuries of English othering of Cel_
t ic Scotland, lreland, and Wales as ,uncivi l ized, 

and'backward',  
he offers this'axiom to Celt ic f i lm-makers:

the more your f i lms are consciously aimed at an inter-
national market, the more their condit ions of intel l ig-
ibi l i ty wi l l  be bound up with regressive discourses
about your own culture' (1994: 118-20). In the context
of the much more powerfulWestGerman state, Elsaes-
serst i l l  has occasion to urgethe importance of commit-
ment to ' the pol i t ics of culture, where independent
cinema is a protected enclave, indicative of a wil l  to
create and preserve a national f i lm and media eco/oqy



amidst an ever-expanding international f i lm, media
and informati on economy' (1989: 3).

Export and cultural dif ference

As observed above, a given f i lm can shif t  i ts variety of
nation-state cinema when exported, depending on the
distr ibution and exhibit ion parameters of the import-
ing state and i ts pol i t ical relat ionships with the expor-
ter. Cross-cultural readings are more of a worry for art
and substate cinemas than for Hollywood, the worldl
biggest producer of largely undifferentiated product
for export.  Elsewhere I dist inguish three levels of cr i t i -
cal response to imported f i lms:

(a )  b lank  incomprehens ion ,  wh ich  is  most ly  p re-
empted by  d is t r ibu tors '  no t  impor t ing  cu l tu ra l l y
spec i f i c  mater ia ls  such as  the  f i lms  o f  Werner
Schroeter  o r  A lexander  K luge,  o r  most  soc ia l
rea l i s t  and poor  c inemas;

(b )  the  subsumpt ion  o f  the  un fami l ia r  w i th in  depo-
l i t i c i z ing  ar t  c inema d iscourses  o f  'an  essent ia l i s t
humanism ( " the  human cond i t ion" ) ,  and com-
p lemented by  a  token is t  cu l tu ra l i sm ( "very
French" )  o r  an  aes the t ic iz ing  o f  the  cu l tu ra l l y
specif ic ("a poetic account of local l i fe") ' ;  and

(c )  e thnocent r i c  read ings ,  such as  in  US accounts  o f
Crocodile Dundee (Peter Faiman, 1986) which
use the f i lm to inscribe American frontier myths
and to rediscover an age of innocence (Crofts
1992,  1993:  58-9) .  Th is  las t  mode o f  read ing
Wi l lemen ca l l s  a  'p ro jec t i ve  appropr ia t ion '
( 1 9 9 4 : 2 1 2 \ .

Theorizing the cultural ly specif ic
Besides'project ive appropriat ion',  which includes the
' imperial and colonising strategy' of universal ist
humanism (Wi l lemen 1994:  21O) ,  Wi l lemen drs t rn -
guishestwo otherways of analysing cultural specif ici ty.
'Ventr i loquist identi f icat ion' has the speaker
' immersed in some ecstat ic fusion with the others
voices . .  .  the monopolist- imperial ist 's gui l ty con-
science' (213). The move beyond these complici t
stances is based on Bakhtin's dialogic mode, and is
'no t  s imp ly  a  mat te r  o f  engag ing  in  a  d ia logue w i th
some other culture's products, but of using one's
understanding of another cultural practice to re-
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perceive and rethink one's own cultural constel lat ion
at the same t ime . .  .  a double-outsideness' whereby
the analyst relates both to her or his situation and to the
group 'elsewhere' as an other (214, 216-1 7). Rajad-
hyaksha and Wi l lemens (1994)  encyc lopaed ia  o f
lndian cinemas represents a real izat ion of that goal.
In a similar vein Chow argues for the relevance of the
Western theoretical discourse of psychoanalysis to the
examination of Chinese social and cultural represstons
(1 991 , p. xiv). And later posit ioning herself  outside
both Western and Eastern readings of China, she chal-
lenges the notion of an authentic cultural identi ty as
any more than an ideological construct (Chow 1995).

Future projections

Will  the wash of global izat ion r inse out cultural dif fer-
ences between states? l f  nation-state cinemas and
their marketing consti tute a point of resistance to the
growing pressures against the state from within and
without, many argue that they cannot resist for long:
' the  concepts  "c inema" ,  "na t ion"  and "na t iona l

cinema" are increasingly becoming decentred and
assimilated within larger transnational systems of
entertainment'  (Kinder 1993: 44O). The accelerat ing
flows of people, technologies, images, and ideas com-
bine with the intensifying search of f i lm producers for
mult iple international markets to imply growing homo-
geneity in nation-state f i lm production. And the possi-

bi l i ty of dist inguishing product with nation-state
cinema labels is threatened not just by the increasing
number of international co-productions, but also by
developments in electronic and f ibre-optic del ivery
systems with their encouragement of indiscriminate
channe l -zapp ing  and image-mix ing .  On the  o ther
hand, art f i lm sectors world-wide offer new hopes of
interest in cultural specif ici ty, even i f  only in the form of
f inding new foreign sets on which to inscribe old sce-
narios of innocence and nostalgia. Growing atten-
dances at f i lm fest ivals in many parts of the West hold
out hopes for raised interest in cultural specif ici t ies.
And the emergence in the 1990s of 'cross-over'  distr i-
bution successes and of the American ' independent'

production sector holds out some promises for grow-
ing consumer discrimination, at least in the West,
against the typical ly Hollywood mainstream fare.

@
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