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Abstract  

This research was inspired by Slavoj Žižek’s approach to ideology which 

views it as an unconscious fantasy that shapes reality, and has its philosophical 

roots in dialectic materialism. The structure of  the ideological analyses of  

ideological construction and struggle in the films throughout the entire 

mainland China during the period from the end of  the Second World War to 

the beginning of  the Great Proletarian Cultural Revolution is the key question 

of  our doctoral research. In order to answer the question of  what is the 

nature of  the ideological struggle exhibited in film production between 

political forces during the period from 1945 to 1966, the research resulted in 

two outcomes, one major and one minor.  

Taking this approach to the nature of  ideological construction and struggle, 

provides for an innovative perspective from which to analyze and understand 

China through specific case-studies of  key films in the period of  1945 to 

1966. The research into these case-studies is trying to unveil what scholars of  

Chinese culture have overlooked, and seeks to provide an understanding not 

only of  Chinese film, but also of  the history of  China and the cultural 

ethnicity of  Chinese people. 

Simultaneously, the research is also trying to make a "documentary-style 

study", that is, a text-based analysis in which the text is the the cinema 

footage. So through the analysis of  the films, the research opened a painting 

scroll of  a period of  twenty years, throughout the entire mainland China. This 

included the magnificent vision of  the top-class to the bottom-level society 

which makes our readers have a rational and perceptual understanding of  

China in that era, as the latter is often lacking. The audio-visual component 

provides a version of  that vision.  
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Prolegemon 

This doctoral research will be presented as two parts:  

a. A thirty minutes audio-visual representation as a visual thesis titled The 

Terminator of  China: Between Light and Dark. (minor) 

b. A ten chapters written exegesis as the Doctor of  Philosophy 

Dissertation titled The Ideological Struggle in China Mainland Mainstream 

Film from the End of  the Second World War to the Beginning of  the Great 

Proletarian Cultural Revolution (1945 – 1966). (major) 

The visual thesis is divided into three parts. The first part is to introduce 

research methods, research subjects and research purposes. The second part is 

the analysis and display of  the four representative films: Crows and Sparrows , 1

Spring in A Small Town , Life of  Wu Xun , and February . The third part is a 2 3 4

brief  conclusion of  the entire research. 

The chapters of  the dissertation are follows:  

"Chapter 1: Introduction, The Legend of  Ideology" outlines the history 

period, defines the research approach, summarizes the literature, and presents 

the research questions.  

"Chapter 2: The First Three Decades, 1913-1945" briefly reviews and 

carefully systematizes the process of  ideological construction that occurred 

during the periods after cinema’s first appearance in the late Qing Empire. 

"Chapter 3: The Fall of  The Republic, 1945-1949" discusses the 
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Kuomintang government of  the Republic of  China’s ideological construction 

from the end of  the Second World War to the establishment of  the People’s 

Republic of  China in 1949. The representative films of  this chapter are The 

Soul of  China  in 1948, the Spy Number One  in 1946 and the Long Live The 5 6

Missis  in 1947.  7

"Chapter 4: A New Hope for A New China, 1945-1951" discusses the 

ideological struggle by the Communist Party against the ideological 

construction of  the Kuomintang government of  the Republic of  China from 

1945 until 1951, this struggle is framed within a more detailed discussion of  

this period as it is viewed in its cinematic archives. The representative film of  

this chapter is Crows and Sparrows in 1950.  

"Chapter 5: Brave Souls, 1945-1951" discusses the ideological construction 

of  the liberal intellectuals as the intermediate third political power between 

the two Parties and against both of  them during 1945 to 1951. The 

representative films of  this chapter are the Spring in A Small Town and the 

Secret History at Qing Court  both in 1948. 8

"Chapter 6: The Wrath of  Big Brother, 1951-1959" discusses the severe 

ideological struggle between liberal intellectuals and the Communist Party, 

which led to the repression of  liberal intellectuals that is so-called "Anti-

Rightist Movement". The representative film of  this chapter is the Life of  Wu 

Xun in 1950. 

"Chapter 7: Total Red Recall, 1951-1959" discusses the Communist Party’s 

ideological construction during the period—the first Red Film Climax in the 

history of  Chinese cinema—and focus on the ideological operation methods 
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of  Red Film. The representative film of  this chapter is the Song Jingshi  in 9

1955.  

"Chapter 8: the Gaze of  the Abyss, 1960-1966" discusses the manifestation 

and essence of  these ideological struggles between political forces inside the 

Communist Party. The representative film of  this chapter is the February in 

1963.  

"Chapter 9: the Maoists Strike Back, 1960-1966" discusses the strike back 

by the Maoists as a reaction to the Revisionists’ challenge. The most 

significant issue is the deification of  Maoists’ films that is the ideological 

preparation of  the Great Proletarian Cultural Revolution. The representative 

film of  this chapter is the Spring Comes to the Withered Tree  in 1961.  10

"Chapter 10: Conclusion, the Return of  the Empire" draws our conclusion 

that the ideological struggle for twenty years constructed a new Empire 

ideology of  China, and looks into the future that this ideology may bring to 

China and the World.  

 ̽ਟว扎̾9
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Statement of  Originality  

This work has not previously been submitted for a degree or diploma in 

any university. To the best of  my knowledge and belief, the thesis contains no 

material previously published or written by another person except where due 

reference is made in the thesis itself. 

(Signed)_____ _ 

    Chao Ren 
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Chapter 1: Introduction, The Legend of  Ideology  

In the last scene of  the film Crows and Sparrows  (1950), one of  the lead 11

characters Mr. Hua, an ordinary middle-school teacher in Shanghai, 

emotionally addresses a group gathered for the upcoming 1949 New Year’s 

Eve:  12

1. Mr Hua’s "New Person Address" in Crows and Sparrows 

(screenshot by Chao Ren) 

The New Year is coming, and the new society is coming too...We 

 ̽僂澪岈Ἃᵚ̾ 11

We will indicate necessary original Chinese text in the footnotes, and use traditional or simplified 
Chinese characters in footnotes and references to this dissertation according to its actual usage at 
the time. There is further discussion on the history of Chinese character simplifying in Chapter 9: 
the Maoists Strike Back, 1960-1966.

 It is a significant goof of the date in this scene. However, it contains more information about the 12

production of this film than merely a simple mistake. There is further discussion on the goof in 
Chapter 4: a New Hope for a New China, 1945-1951.
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must, from the very beginning, try to learn how to be a new 

person.   13

It is too obvious to be ignored that there is an ideological purpose between 

these lines, even merely considering the name of  the character itself. The 

literal meaning of  his family name "Hua " is "China", and given name 14

"Jiezhi ", "to purify". Other characters’ names in this film are equally as 15

insinuating. As a matter of  fact, this film is a masterpiece of  metaphor both in 

political and social senses.   16

However, since the 1950s through the past decades, not many audiences 

and researchers were sufficiently conscious of  the genuinely ideological 

construction and deconstruction that is the bedrock of  this film. The 

immediate ideological purpose here is not about how to be, or not to be, a 

"New Person" or even how to become such a person. In this text, the 

questions really being asked are what is the distinction among "New Person" 

and "Old Person", who has the right to discriminate, and by what standard do 

we identify these distinctions. More importantly, how to deal with those 

designated as "Old Person"? The reality for many in the period following this 

film was exactly based on this distinction. What did the "New Person" and 

"Old Person" really mean is beyond Mr. Hua’s understanding.  Nevertheless, 17

to some extent, he is right about one point that a new kind of  society is 

definitely coming, only its "New" is not what they could, or would, imagine 

and expect.  

Furthermore, the ideological approach in Crows and Sparrows is not totally 

 ෛଙᥝ㬵ԧ҅ෛጱᐒ䨝Ԟᥝ㬵ԧ……౯㮉ℂ毣樄ত҅অঅ݄䋊䋊؉Ӟ㮆ෛՈԧ̶13

 嶆14

 侜ԏ15

 There is further discussion on the film Crows and Sparrows in Chapter 4: a New Hope for a New 16

China, 1945-1951.
 There is further discussion on the issue of what really happened in the period following this film in 17

Chapter 6: the Wrath of Big Brother, 1951-1959.
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fictional. Real cases of  the ideological process formed the reality in real life 

even more dramatically. In the field of  its kind, it just fulfilled the definition 

of  the "symbolic violence" by Pierre Bourdieu, which is "the violence which is 

exercised upon a social agent with his or her complicity" (Bourdieu 1992: 

167). Therefore, one of  these cases, a family story regarding naming through 

periods, will be inspected to filter the historical periods of  our research in 

China and Chinese cinema from the 1940s to 1960s, to identify those 

cornerstones of  the Communist Party’s reign. The family narrative provides 

for the relevant facts and materials to clarify the research question outcomes 

and approaches.  

The Period: In The Name of  Ideological Construction  

The family narrative begins in 1948, which is the same year as the setting 

for the film Crows and Sparrows. This is the third year after China’s victory in 

the Second World War, and the last year of  the reign of  the Republic of  

China  in Mainland China. Although the Second Nationalist-Communist 18

Civil War  was being conducted in far distant countryside, ordinary people’s 19

life was still quiet and usual at that time. There was especially little war 

influence on the urban residents. After China’s historical victory in August 

1945, it seems its people eventually earned their normal lives back.  

In this year, in a famous harbor city of  Tsingtao  in East China’s Shandong 20

 Ӿ嶆࿆㾴18

 The Civil War in China from 1945 to1949 was called Rebellion Suppression War (౸㫂䜗凗) by 19

Kuomintang (KMT, 㾴࿆焬, literally means "the Nationalist Party"), and is called the Liberation 
War (ᥴන䜗凗) by the Communist Party. There is further discussion on the Civil War in Chapter 
4: a New Hope for a New China, 1945-1951. 

 ᶆ䎦 20

Differing from this Chinese postal Latinization spelling, current Latinization spelling of the city’s 
name is identical to pinyin as "Qingdao". There is further discussion on the history of Chinese 
Latinization in Chapter 9: the Maoists Strike Back, 1960-1966.
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2. The Street View of Tsingtao in 1948  

This market was near Yanggu Road, where the family lived on.  

(The third market road 2017) 

Peninsula, one of  the twelve Direct-Controlled Municipalities , a Liyuan  21 22

located on Yanggu Road  in North-City District  of  the city, and this 23 24

household was situated just across the street to the Tsingtao Cinema. This was 

 ፗ旄૱21

 The Liyuan (愊ᴺ) is a unique kind of tenement building in Qingdao, and "were built by Germans 22

for the residence of Chinese people during its colonial domination of Qingdao from 1898 to 1914 
(Shao & Kanekiyo, 2013, p. 6)." 

 檚ᨕ᪠23

 ૱۹㶟24
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an important symbolic facility of  the city’s prosperity and modernization in 

the heart of  downtown Tsingtao (Song 2016). The household was anticipating 

their second child’s birth. The movie lover father was originated from a well-

educated landlord family, which belonged to a powerful clan, in a county only 

100 kilometers from Tsingtao. He moved to the huge metropolis one and a 

half  decades before, when he was a teenager, and there, found a position of  

apprentice, and then became a skilled graphic designer in a prosperous 

printing studio. At that time, he had married a young portly girl and they had 

had a two-year-old lovely daughter already.  

In February 1948, a boy was born. Because he is the first son of  the family, 

the question of  how to name him became a very serious issue. As in Chinese 

traditional culture, the formal name of  a male person is very important to 

construct a link not only to the family he is born, but also, to the clan his 

family belongs, and also so that he can locate himself  in the network of  the 

whole of  society relationships.  

Eventually, after consulting and discussing, the boy was named "Jianmin ". 25

It was quoted from a sentence in the National Anthem of  the Republic of  

China, "Yi jian Min guo, Yi jin Da tong ", which literally means "to build the 26

Republic, to advance into Great Harmony", therefore "Jianmin" could be 

interpreted as "to build the Republic (of  China)". And then the first character 

"Jian" in his name would become the generation-name  of  his younger 27

brothers, if  they were coming in the future. Some fourteen months later, on 2 

 ୌ࿆25

 զୌ࿆㾴҅զ昲य़26ݶ

 Generation name (ਁᬃᤈᬃ) is a series of significant characters ordered in generations’ sequence. 27

Each generation takes one of them in the formal name of a male (rarely a female) to identify his/
her generation in the clan or some religious group. For example, approved by Tongzhi (ݶလ) 
Emperor in 1863, the generation names of the descendants of Confucius from 76th to 85th 
generations are "ե姘࣮֚҅䴠奧ஷ氥䟴". This sentence generally means that "thy excellent 
virtue blessed us all along, we cherished it, preserved it and will promote it". 
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June 1949, the Communist Party’s People’s Liberation Army seized Tsingtao. 

On 1 October 1949, the People’s Republic of  China announced its 

establishment in Beijing. However, because "Jianmin" could be interpreted as 

"to build the (People’s) Republic", the boy still used his name under the reign 

of  the new government, only his father never talked about its origin anymore.  

Three years elapsed and it was the year of  1951. Although several social 

and political movements were in progress,  none of  them was close enough 28

to have a major negative influence on ordinary families like Jianmin’s. After 

experiencing warfare for more than a decade, this period was a relative 

government-people honeymoon time for the urban residents, with a lot of  

satisfaction, many expectations and a lot of  hard work. Therefore, when the 

second son arrived, following his elder brother, he was given a name 

"Jianhua ", means "to build China".  29

The third son was born in 1953, in which a significant war ended. The 

Korean War was a de facto war between China and United States, though 

neither of  these two governments officially declared war against each other. It 

is valid so far as it goes in this sense that the unresolved ending of  the Korean 

War was propagated in China as a marvelous victory: the defeat of  the most 

powerful state, which also was the only one to own nuclear weapons at the 

time on this planet. The Korean Armistice Agreement was signed on 27 July 

1953. Even an Armistice Agreement could be boldly called "victory", it was 

however nothing but a Pyrrhic victory to China, considering the military, 

economic and international political sacrifices of  the newborn state because 

of  this unnecessary proxy war (Z.H. Shen 2003: 7-13, 30-40). Nevertheless, 

the "anti-US victory" significantly strengthened the nation-state self-cognition 

 There is further discussion on these social movements in Chapter 6: the Wrath of Big Brother, 28

1951-1959.
 ୌ嶆29
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and forged the military and geopolitics cornerstone of  the the Communist 

Party’s reign.  Therefore, the third son was named "Jianjun ", means "to 30 31

build/strengthen the armed force".  

Achieving the armistice in the Korean Peninsula, the Communist Party 

finally could turn back to the domestic restoration from those wars. The 

completion of  economic movements called the Three Great Socialist 

Transformation , including the Agricultural Cooperativization Movement , 32 33

the Socialist Transformation of  Handicrafts , the Socialist Transformation of  34

Capitalist Industry and Commerce  in 1956 forged the economic cornerstone 35

of  the Communist Party’s reign. During these movements, the Communist 

Party government confiscated practically all the industry, business and land 

from their owners, taking the form of  so-called "peacefully redeem", in urban 

industry and commerce, and "voluntarily join the cooperative", in rural area, 

then announced that the whole state had become a socialist state successfully 

at the end of  1956 (Y. H. Lin 2008: 233-236).  To celebrate this achievement, 36

the fourth son of  the family, who was born in 1956, was given a name 

"Jianxin ", which means "to build/transform into a new society".  37

Inspired by those historical accomplishments, people throughout the new 

state, from the highest leaders to lowest workers and peasants, had established 

the fact that any objective would be achieved under the leadership of  the 

Party, which means by the supreme leader himself. Therefore, uncountable 

 There is further discussion on the Korean War and its consequences in Chapter 7: Total Red Recall, 30

1951-1959.
 ୌ敎31

 ᐒ䨝Ԇ嬝ӣय़ද᭜32

 旷䮣۸֢ݳ晁㵕33

 ಋૡ䮣ᐒ䨝Ԇ嬝ද᭜34

 揾Ԇ嬝ૡࠟ䮣ᐒ䨝Ԇ嬝ද᭜35

 There is further discussion on Socialist Transformation Movements in Chapter 7: Total Red Recall, 36

1951-1959.
 ୌෛ37
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backyard steel furnaces were erected all around the country when the Party 

announced the aim to produce 10,700-thousand-tons of  steel in 1958 and 

initiated the Great Steelmaking Movement . Shen Zhihua stated that, the aim 38

of  the Great Steelmaking, which was a key part of  the Great Leap Forward, 

and was publicly announced as that, in order to accelerate the state’s 

industrialization. This was being done it was said so that the New China could 

surpass the UK and catch up with the US. Its ulterior aim was also to enhance 

China’s industry power so Mao Zedong could share the leadership of  

International Communism with Nikita Sergeyevich Khrushchev, the supreme 

leader of  the Soviet Union (Z.H. Shen 2005: 10).  Unsurprisingly, when the 39

fifth and last son of  the family born in the year of  1958, he was given the 

name "Jiangang ", which means "to build/produce steel". With the Great 40

Leap Forward , history already took its destiny and only seven years reached 41

its inevitable climax: the Great Proletarian Cultural Revolution  in 1966, 42

during which the cultural and ideological cornerstone of  the Communist 

Party’s reign was forged eventually, along with the journey of  a series of  

events we will discuss in our dissertation.  

The reason why could I study this case so throughly is very simple: the first 

son, Jianmin is my father. In 1998, I took a photo of  the five brothers at the 

family feast celebrating my grandmother’s 70th birthday in the tenement just 

next door to the Tsingtao Cinema, the place my father, my uncles and myself  

were raised, and never thought much about it. Until I began to work on my 

doctoral research project, I ultimately realized that these five brothers’ names 
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 There is further discussion on the struggle of the International Communism leadership and the 39

Great Leap Forward Movement in Chapter 8: the Gaze of the Abyss, 1960-1966. 
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formed a demonstrable ideological construction of  history in China across 

those decades. This story of  my own family is used to filter the historical 

periods of  my research focus from the 1940s to 1960s. There was an 

important fact that my grandparents, the parents of  those five brothers, were 

not any kind of  communist officers or had any relationship with any of  them. 

Although, even more paradoxically, my grandfather’s own younger brother 

was a Kuomintang police officer in the time, and was secretly forced to 

relocate to Taiwan from Tsingtao on a Republic of  China Navy vessel in 1949 

just before the People’s Liberation Army’s arrived. Furthermore, the land 

belonging to my grandfather’s clan had been confiscated and given to the 

poor peasants during the Land Reform Movement  in the 1950s. Despite all 43

of  those experiences, being ordinary workers, like other millions of  people, 

my grandparents spent all their life in the city of  Tsingtao from the 1920s to 

their deaths in 1983 and 2010. The history of  how they made their sons’ 

names is a perfect sample to understand how commoner Chinese people were 

ideologically constructed and conducting ideological reproduction during the 

period we study.  

Actually, this ideological construction story could have been continuing 

with my own name. My grandfather has already chose a name for his first 

grandson, which is me, and implied my parents should ask for his suggestion, 

except they were too young and naive at that time to take his hint, and so he 

did not say a word about it until his passing away in 1983. So we will never 

know how my grandfather would have named me and what was he thinking 

back then. 

In order to make up for this regret, before my son was born, my mother 

specifically asked me to find out his generation name from my clan’s 

ද晁㵕43ࢿ 
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genealogy, "Xian ", means being smart as well as moral, and then we named 44

him "Xianzhi ", means all of  wisdom and morality. But there is one regret 45

that can never be made up. My father was cognitively impaired by cerebral 

hemorrhage two years ago. His intelligence stayed at the level of  a young 

child. He may never understand the meaning of  "Xianzhi", and what I am 

writing here forever.  

3. The Five Brothers of Ren Family in 1998  

Left to right, my father Jianmin and my four uncles Jianhua, Jianjun, Jianxin, and Jiangang.  

(by Chao Ren) 

Approaches: Ideology Odyssey in The Ultimate Pervert Art  

In its beginning, when the term "ideology" was coined by Antoine Destutt 

de Tracy during the French Revolution in 1796, its original meaning was 

merely the science of  ideas, just like those sciences of  other subjects. Through 

 ᨲ44
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Napoleon and Chateaubriand, Karl Marx himself  embued its contemporary 

meaning to this term. (Naess et al. 1956: 148-161)  

Ideology was approached and formulated by Louis Althusser with words 

describing "the system of  the ideas and representations which dominate the 

mind of  a man or a social group" (Althusser 1970). In recent decades, Terry 

Eagleton has pointed out that "the term ideology...would seem to make 

reference not only to belief  systems, but to questions of  power" (Eagleton 

1991: 5). After analyzing and criticizing his list of  definitions of  ideology , he 46

proposed "to define ideology in roughly six different ways": "the general 

material process of  production of  ideas, beliefs and values in social life"; 

"ideas and beliefs (whether true or false) which symbolize the conditions and 

life-experiences of  a specific, socially significant group or class"; "the 

promotion and legitimation of  the interests of  such social groups in the face 

of  opposing interests"; "emphasis on the promotion and legitimation of  

sectoral interests, but confine it to the activities of  a dominant social power"; 

"ideas and beliefs which help to legitimate the interests of  a ruling group or 

class specifically by distortion and dissimulation"; and "emphasis on false or 

deceptive beliefs but regards such beliefs as arising not from the interests of  a 

dominant class but from the material structure of  society as a whole", and 

finally identified "the question of  ideology as 'lived relations’ rather than 

 The full list is: "a) the process of production of meanings, signs and value in social life; b) a body of 46

ideas characteristic of a particular social group or class; c) ideas which help to legitimate a 
dominant political power; d) false ideas which help to legitimate a dominant political power; e) 
systematically distorted communication; f ) that which offers a position for a subject; g) forms of 
thought motivated by social interests; h) identity thinking; i) socially necessary illusion; j) the 
conjuncture of discourse and power; k) the medium in which conscious social actors make sense of 
their world; l) action-oriented sets of beliefs; m) the confusion of linguistic and phenomenal 
reality; n) semiotic closure; o) the indispensable medium in which individuals live out their relation 
to a social structure; p) the process whereby said life is converted to a natural reality (pp. 1-2)." 
Actually, the list is not complicated enough yet. Before Eagleton, Malcolm Hamilton (1987) has 
already identified "some 27 definitional components or 'elements’ (p. 18)" to define the term of 
ideology. 
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empirical representations" (Eagleton 1991: 28-30).  

In his work, Althusser suggested a theory of  Ideological State Apparatuses, 

and offered his most important opinion that "ideology interpellates 

individuals as subjects" (Althusser 1970).  

However, Slavoj Žižek, one of  today’s "two prominent thinkers in the 

Marxist tradition" (Sigurdson 2012: 2) along with Eagleton, criticized 

Althusser’s Ideological State Apparatuses with the assertion that:  

"the weak point of  his theory is that he or his school never 

succeeded in thinking out the link between Ideological State 

Apparatuses and ideological interpellation: how does the 

Ideological State Apparatus (the Pascalian 'machine', the signifying 

automatism) 'internalize' itself; how does it produce the effect of  

ideological belief  in a Cause and the interconnecting effect of  

subjectivation, of  recognition of  one’s ideological position? The 

answer to this is, as we have seen, that this external 'machine' of  

State Apparatuses exercises its force only in so far as it is 

experienced, in the unconscious economy of  the subject, as a 

traumatic, senseless injunction. Althusser speaks only of  the 

process of  ideological interpellation through which the symbolic 

machine of  ideology is 'internalized' into the ideological experience 

of  Meaning and Truth: but we can learn from Pascal that this 

'internalization', by structural necessity, never fully succeeds, that 

there is always a residue, a leftover, a stain of  traumatic irrationality 

and senseless-ness sticking to it, and that this leftover, far from hindering 

the full submission of  the subject to the ideological command, is the very 

condition of  it: it is precisely this non-integrated surplus of  senseless 

traumatism which confers on the Law its unconditional authority: 

in other words, which—in so far as it escapes ideological sense—
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sustains what we might call the ideological jouis-sense, enjoyment-in-

sense (enjoy-meant), proper to ideology" (Žižek 2008: 42-43).  

Of  course, the definitions and theories above are all valid, as far as it goes. 

However, we will take Žižek’s approach as the research methodology 

cornerstone that this dissertation is based upon. Meanwhile, my research style 

cornerstone will be the one in the manner of  Žižek as well.  

4. Slavoj Žižek in The Pervert’s Guide to Cinema  

(screenshot by Chao Ren) 

Regarding this point, as Ola Sigurdson indicated in his work on theology 

and Marxism, "if  Eagleton is more likely to discuss his views on a certain 

matter with the help of, for instance, Shakespeare or Thomas Mann, Žižek 

would rather explain his opinion through a discussion of  Starbucks, James 

Cameron’s latest movie, or a verse from a song by Johnny Cash" (Sigurdson 

2012: 9). Žižek had his own style and approach to analyze and criticize 

ideology. For instance, in his documentary The Pervert’s Guide to Cinema (2006), 

in order to answer why "cinema is the ultimate pervert art", Žižek explains 

that "our desires are artificial. We have to be told to desire...it doesn't give you 
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what you desire, it tells you how to desire" (Žižek 2006).  

In another documentary in the series, seven years later The Pervert’s Guide to 

Ideology (2013), Žižek tells the audience that "the usual mood of  fantasy is to 

construct a scene, not a scene about I get what I desire, but a scene in which I 

image myself  as desired by others" (Žižek 2013). These may be some of  the 

most succinct and accurate kind of  expositions to ideology anyone would ever 

see and make these analyses of  cinema definitely in the style of  Žižek. 

In essence, Žižek’s tendency to explain opinions through discussions of  

films is based on the nature of  the film. On December 28, 1895, when 

Auguste and Louis Lumière brothers screened the most primitive films at Le 

Salon Indien du Grand Café on the Boulevard des Capucines in Paris 

(Association Frères Lumière 2005), there was probably no one in the audience 

who might know that they were not only introducing a technological 

invention and wonderful entertainment to the world, but also actually 

presenting a whole new and most powerful tool to construct ideology as well. 

Ranging from Althusser’s ideological state apparatus to Žižek’s the “ultimate 

pervert art”, cinema in these analyses is seen as an interpretation rather than a 

reflection of  reality. This interpretation of  reality through the film, the most 

reality-similar communication vehicle, through its plots, characters, the 

combination of  image and sound, directly affects the shared cultural 

understandings of  the targeted audience’s consciousness, preconsciousness, 

and even sub-consciousness, in an attempt to shape that understanding at the 

same time. This process of  the cinematic screening is what defines some of  

the parameters of  ideological construction. Since the early days of  cinema, its 

ability to affect the ideologies of  audiences has made cinema a most powerful 

tool to do so, correspondingly also the most effective approach to analyzing 

ideological construction and ideological struggle of  an era can be found by 
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undertaking a critical analysis of  the cinema during that period, in our case 

China from the 1940s to the 1960s.  

Therefore, our research in this dissertation is composed of  ideological 

analyses of  a series of  meticulously selected representative film texts, 

following a case-study method. Therewith, we have two radical theses to 

propose here. Firstly, unlike analyses of  isolated individual films, our research 

deems these ideological analyses of  specially selected films, and thus those 

target films themselves, as well as the entire creation system and industry 

system behind them, to be parts of  a greater continuously historical-cultural 

structure. Throughout history, these larger and smaller parts were mutually 

dependent, mutually struggling and mutually consequential. They gradually 

developed into those significant historical moments that are the results of  

long-term gradual changes in human history, as Thomas E. Lawrence’s 

famous line describes, "Big things have small beginnings" (Lawrence of  

Arabia 1962). We believe that it is necessary to sort out a clear historical 

thread through the ideological construction process, and then to weave a film 

of  the spirit of  the times, a soul history. Secondly, unlike research that has 

always been biased towards film narrative, this dissertation attempts to 

conduct the ideological analysis of  film more in terms of  film linguistics itself, 

i.e. Audiovisual Language , while without throughly abandoning narrative, 47

including storyline, characterizations, settings, and the audience reception at 

the time. We call this tool the "Film Critical Discourse Analysis".   48

At this stage, we have to review what is the exact research question in our 

 We define "Audiovisual Language" as a system of artistic creation method. By selecting audiovisual-47

elements, controlling the combination of images and sounds, audiovisual language uses changing 
relationships between images and images, sounds and sounds, and - the most important - images 
and sounds, to narrate stories, express emotions, and hypostatize ideas. 

 Using the similar tool of "Language Critical Discourse Analysis", Yongbing Liu (2005a, b), Yi-Jung 48

Wu (2011) and Tao Xiong & Yamin Qian (2012) have accomplished a lot of important research on 
the ideological construction in Chinese primary and secondary school language textbooks. 
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dissertation, and what did other scholars say? These tools are critical to the 

analyses that inform the research question around ideology in Chinese 

Cinema 1940s to 1960s. 

Literature and Question: Once Upon a Time in China Cinema  

As the dissertation title pointed out, we will focus on the fierce struggle for 

ideological construction in China mainland mainstream film from the end of  

the Second World War in 1945 to the beginning of  the Great Proletarian 

Cultural Revolution in 1966. Was there "the ideological struggle"? It is 

important to address the question and whether there was an impact. 

In Western academia, it is a traditional tendency that there was scarcely 

ideological struggle in Chinese films during the period 1945 to 1966, even 

though there was some propaganda. Paul Clark in his research on Chinese 

cinema after 1949 concluded that, in the films before the Cultural Revolution 

in 1966, the most important differences could be dismissed as mere creative 

divergence, between different producing orientations of  the political and the 

artistic classes (Clark 1988). In his book, Jubin Hu highlighted that, just as the 

struggle between Communist Party and Kuomintang is acknowledged to be at 

its peak during 1945 to 1949, there could also be observed the difference 

between Communist Party revolutionary populist film and Kuomintang anti-

revolutionary nationalist film (Hu 2003). In his excellent work Chinese National 

Cinema, Yingjin Zhang is more concerned with the "Chineseness" issue in the 

cinema of  mainland China, Taiwan, and Hong Kong (Zhang 2004).  

It is obvious that this viewpoint agrees with the official Communist 

Chinese film history narration, indwelling the works of  Cheng Jihua, Li 

Shaobai and Xing Zuwen in 1963, Zhong Dafeng and Shu Xiaoming in 1995, 

Lu Hongshi and Shu Xiaoming in 1998, and Yin Hong and Ling Yan in 2002. 
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Basically, the authorized position argues that there was a struggle between two 

options in the field of  cinema: to become an educational tool controlled by 

ideological authorities, or to be the personal creative vehicle of  the artists 

themselves. This kind of  official viewpoint points to why our research 

question, which should have been asked long before, has never been asked: to 

look at the period 1945 to 1966 as a period of  "ideological struggle" in the 

cinema of  that time.  

On one hand, the real situation at the time was much more straightforward. 

Due to its widespread communication ability to reach the widest audience and 

influence them most deeply, the Chinese film industry during the period was 

controlled in every single aspect and stage by authorities under two 

governments’ reigns. The two governments monopolized investment, 

equipment, distribution, and even cinema venues and theater chains all over 

the country. A most important aspect of  the control however was in the area 

of  censorship. In this system, every film that could be produced and released 

had a definite ideological construction appeal. Films were only tolerated by 

authorities if  they were not dangerously questioning of  ideology under those 

circumstances.  

On the other hand, making the circumstances more sophisticated, 

contemporary Chinese intellectual filmmakers as a whole, or cinema artists, 

took great societal responsibility upon themselves. The Chinese intellectuals, 

as prominent American historians of  China, John King Faribank and Merle 

Goldman pointed out, were the group that formed the main body of  the 

classic China bureaucracy ruling group over almost 1,300 years from the 

eighth century (Faribank & Goldman 2006: 84-85) and they despised the 

creative and scholarly activities in the "tower of  ivory", which means a 

physical as well as mental place where someone would indulge himself  or 

herself  with knowledge or arts so that he or she could escape from reality. On 
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the contrary, intellectuals had a powerful will and motive for not only 

interpreting, but intervening in reality as philosophers, poets, and above all, 

imperial bureaucrats. The truth is, either under the government of  the 

Kuomintang or the Communist Party, Chinese intellectuals rarely abandon 

societal responsibility to merely became "hermit filmmakers". Intellectual 

filmmakers’ self-expression integrated into societal responsibility, and then 

was absorbed by the authorities’ ideological construction system, making them 

become the most active participants in the ideological struggle. Therefore, the 

mainstream viewpoint of  "there is no ideological struggle in Chinese cinema 

from 1945 to 1966" is nothing more than an ideological construction itself. 

Our dissertation seeks to uncover what scholars of  Chinese film and culture 

have overlooked in the process of  forging the cultural and ideological 

cornerstone that founded China today.  

Therefore, this research is based around these three interlinked questions:  

1) What is the background to the ferocity of  the struggle between 

political forces in the ideological battle, what was the political, 

societal and cultural context of  this ideological struggle?  

2) How is the ideological struggle shown in key representative 

films, discussing film linguistics and narrative?  

3) How did those ideological constructions influence audiences, 

and what were some of  the demonstrable results of  that 

influence?  

Consequently, these three sub-questions comprise one major question: What 

is the nature of  the ideological struggle exhibited in film production between 

political forces during the period from 1945 to 1966?  

Here is the third radical thesis to propose in our dissertation: that our 

research starts from 1945 instead of  1949. By this, we are trying to emphasize 

that the change of  regime in 1949 is only the rotation between the two 
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revolutionary parties, that is, between the different forces in the revolutionary 

tradition in China since the Xinhai Revolution  in 1911 and the New Culture 49

Movement  in the mid 1910s and 1920s, and has not changed the totalitarian 50

dictatorship, hereditary ruling mechanism of  China in essence.  The 51

embodiment of  this in the film system includes the following aspects: the 

production industry system, the management and censorship system, and the 

creative subject that are all the same before and after. The fourth and the most 

important is the problems of  ideological struggle running through the year of  

1949. All in all, 1949 may be a dividing line in politics, but there is not much 

special significance in terms of  ideological struggle and ideological 

construction in cinema. This is precisely the radical cause of  these problems 

discussed in the following chapters.  52

It is self-evident that China has become increasingly important to the entire 

world, to the Asia-Pacific region and especially to Australasia for being the 

world’s second-largest economy. It is essential in seeking to understand today’s 

China not to ignore its particular and complex ideology as the last Communist 

empire in the world. Most consequentially, the ideology of  today’s Communist 

Party of  China is understood as a response against the ideology of  the 

Cultural Revolution chronologically, which is the climax of  a series of  political 

movements led by the Communist Party from the early 1940s, especially after 

the end of  the Second World War.  

The nature of  all these political movements, from much earlier, the Yan'an 
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 In his 2015 political fantasy novel The Second Year of Jianfeng (̽ୌ掘ԫଙ̾, literally means "the 51

second regnal year under Chiang Ching-kuo’s reign"), Koonchung Chan imagines the Kuomintang’s 
victory in the Civil War and another possible development of China under the Kuomintang’s reign 
between 1949 and 1979. There is not much difference in political mechanism than the one in our 
timeline. 

 There is further discussion on the revolutionary tradition in China and the rotation between The 52

Communist Party and Kuomintang in Chapter 2: the First Three Decades, 1913-1945. 
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5. Mao Zedong at The Beginning of The Cultural Revolution in 1966  

Photojournalist Weng Naiqiang took a lot of photos during this period and showed strong 

totalitarian aesthetics. In particular, this photo of Mao Zedong meeting with the Red Guards  was 53

received with an overwhelming Leni Riefenstahl style.  

(Chairman Mao on the Tiananmen Gate-1966) 
Rectification Movement  from 1942 to 1945, to the Socialist Education 54

Movement  during 1963 and 1966, is the nature of  ideological struggle. The 55

participants were focusing on constructing the Maoist ideology, or 

"Proletarian Culture" by Mao Zedong himself, by struggling with "enemy 
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ideologies". The question is what exactly are the parameters of  these "enemy 

ideologies" that Maoists struggled with, and why was it that Maoists struggled 

with them so fiercely, even if  the outcome might be the destruction of  the 

entire social system. Our thesis is that, contrary to much communist 

propaganda, neither the communists before the establishment of  the People’s 

Republic in 1949, nor the Maoists after 1949 are the winners of  those 

ideological struggles. The winners up to the Cultural Revolution are the liberal 

intellectuals and bureaucratic elite intellectuals inside the Communist Party. 

They were the ones who maintained the cultural decision-making authority in 

shaping public opinion at those different times and constructed ideologies for 

their own self-service. They are the ones making decisions around film 

support and funding.  

Taking this approach to the nature of  ideological construction and struggle, 

provides for an innovative perspective from which to analyze and understand 

China through specific case-studies of  key films in the period of  1945 to 

1966, the doctoral research into these case-studies will unveil what scholars of  

Chinese culture have overlooked, and seeks to provide an understanding not 

only of  Chinese film, but also of  the history of  China and the cultural 

ethnicity of  Chinese people.  
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Chapter 2: The First Three Decades, 1913-1945  

Before turning to the key period under discussion, that is to say, the two 

decades from 1945 to 1966, it is important to briefly review and carefully 

systematize the process of  ideological construction that occurred during the 

periods after cinema’s first appearance in the late Qing Empire.  

Regarding the situation of  the late Qing Empire, esteemed historian Philip 

A. Kuhn wrote in his Origins of  the Modern Chinese State:  

"From year to year, the story of  twentieth-century politics is 

chaotic and multidirectional. Viewed over a century, it is a story 

about the relentless march of  the central state." (Kuhn 2002: 132) 

The cinema entered China just at the beginning of  this chaotic and 

multidirectional march with films having a particular impact, from the early 

Suffering Couple in 1913 to the National Customs in 1934. This chapter outlines 

the early constructions linking them with the notion of  the central state.  

The Appearance: The Footnote, The Metaphor, and The Maiden Film  

On 17 April 1895, two years before the first film screening in Shanghai in 

May of  1897 (Huang 2007: 102), the Qing Empire signed the Treaty of  

Shimonoseki  following their defeat by the Empire of  Great Japan in the First 56

Sino-Japanese War, also commonly called the War of  Jiawu  in China. The 57

Qing Empire was heading for its final total collapse in 1911. (Hsu 2000: 

341-343) At this historical moment of  collapse in motion, then the film 

presentation of  Western countries and their colonialist societies in the earliest 
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films were representing something quite transformative in China. The notion 

is that the early years of  cinema in China had a role in that they opened the 

long-closed eyes of  the audience in China at that time. The metaphorical 

sentence “opening eyes to look at the West” became a literal act from a mere 

metaphor. These screenings were not the academic activities of  intellectuals in 

their studies anymore but the regularised activity for common urban civilians 

who were becoming accustomed to daily entertainments in public view.  

It is impossible to assess the specific effect of  the ideological construction 

of  one of  those films from the audience view in 1897. However, a film review 

published in Shanghai’s Tourism and Theater Newspaper  on 5 September 1897 58

by an anonymous author could give some hints to the experience. In this 

widely-cited article, after describing the fantasy and dazzling experience of  the 

films, the author concluded that "human lives really are nothing more but 

dreams, illusions, bubbles, shadows, just like those films  ("Watching 59

American" 1897)".  

There is a very important point embedded in this remark. His  comments 60

were in contrast to those of  his Western contemporary film critic (Sadoul as 

cited in Y.J. Luo 1992: 4) and later Western film theorists who regarded film as 

not so much "dreams, illusions, bubbles, shadows" than "the redemption of  

physical reality" (Kracauer 1997).  

It is also important to note that this saying "dreams, illusions, bubbles, 

shadows" itself  comes from the most famous Chinese traditional Buddhism 

sutra—the Diamond Sutra  (Buddhist Text Translation Society 1974: 202). 61

What the film critic is paying attention to then is not the mechanism of  an 

advanced technology and the principles behind it, but that this technology is 
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 Considering the ear of the article, the author must be a male. 60

 ̽ᰂ㴄妿̾61
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merely an unremarkable footnote to the grand, and not specifically Chinese 

Buddhist philosophy. By emphasizing this kind of  the inclusiveness of  

Chinese culture, the author in 1897 accomplished the construction of  

ideology in the words of  the Emperor Qianlong , that "everything is 62

contained by the Heavenly Dynasty"  (H. L. Aisin Gioro 1793).  63

6. Watching American Films on Tourism and Theater Newspaper 

(Watching American films) 

Meanwhile, some tragic accidents emphasised cinema’s incompatibility with 

the supreme Ruler of  the Empire. Cinema screenings became a part of  other 

footnotes of  the Manchu ruling group’s degeneration, corruptness, and 

 Ԧᵇ62

 "㲐๖……僻ಅӧํ"  63

This is the words in The Imperial Command Paper Bestowed on King of England (̽搓ڥݴ㾴ሴඹ䨗̾) 
issued by the Emperor Qianlong—Aisin Gioro Hung Li—to the Macartney Embassy in 1793 (as 
cited in Wang, 1879). 
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decadence. In 1904, the screening film projector in the birthday ceremony of  

the Empress Dowager Cixi  exploded, which led to a complete ban on 64

screening films anywhere in the Forbidden City. A later and more powerful 

film projector explosion happened at the private family banquet of  a powerful 

minister, only two years after the Dowager’s fire event. This second one killed 

the translator and several others right there on the spot. (Cheng et al. 1963 

Vol. 1: 10) To a certain extent, the emergence of  the film in China could be 

said to have become a metaphor for the upcoming revolution itself.  

Regarding verification of  the actual beginning date of  Chinese people’s 

very earliest film production, according to Huang Dequan, the film Dingjun 

Mount  alleged to be shot in 1905, has never existed, and "is merely a 65

misinformation" (Huang 2008: 111). In his article The Origin and Development of  

the Traditional Chinese Opera Film Dingjun Mount  published in the journal 66

Contemporary Cinema  in 2008, Huang pointed out that "the arguments 67

themselves or the evidence supporting these arguments are mostly rumors, 

clearly lacking intensity, so that has to be questioned" (Huang 2008: 104). 

There is not any solid evidence or record to prove the existence of  this film, 

except for a few hearsay legends. Cheng Jihua carried out a great leap of  

imagination on the basis of  these hearsay legends, and thus inserted them into 

the concept of, so-called, "China’s first film" in 1956. Receiving official 

support for this extension of  the history of cinema production in China, this 

argument has retrospectively become an important source of  reminiscences 

and oral history, and is constantly being enriched since then. (Huang 2008: 

104-111) This is exactly a power-fully persuasive example of  research into the 
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notion of  the ideological construction in Chinese cinema. Therefore, the real 

maiden film work, made entirely by Chinese cast and crew, is The Suffering 

Couple  directed by Zheng Zhengqiu  and Zhang Shichuan  in 1913. From 68 69 70

the perspective of  film ideological construction, we can then roughly divide 

the history of  Chinese cinema from this year to 1945 into three distinctive 

periods.  

7. Working Picture of The Suffering Couple 

This is also the alleged first film shooting studio in China.  

(The studio of the suffering couple) 

1913 - 1927: The Suffering Couple and The Fatherless Boy  

1913 to 1927 is an intense period as it is a period of  unconsciously 
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traditional Confucian ideological construction within this emerging 

understanding of  the cinema. In the early 1910s, although the Xinhai 

Revolution broke out on 10 October 1911 and the abdication of  the Emperor 

Xuantong  was announced on 12 February 1912, traditional Confucian 71

ideology still dominated the state and all aspects of  the newborn Republic of  

China. This was evident in the example of  the attempting to achieve 

monarchy reinstitution by the President of  the Republic Yuan Shikai  from 72

late 1915 to early 1916. (Hsu 2000: 400-482)  

8. A Still from The Suffering Couple 

(The suffering couple 2004) 

This period also triggered the New Culture Movement, which is the first 

modern cultural revolution in China, with the May Fourth Movement in 1919 
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as its climax (Hsu 2000: 497-505). According to Chen Duxiu , who was the 73

leader of  the New Culture Movement and co-founder of  the Communist 

Party of  China, this was a movement aiming to reform the "Old 

Culture" (Chen 1920). Until the year of  1926, the Northern Expedition , the 74

military campaign launched by the Kuomintang and the Communist Party 

together opposed the internationally recognized legitimate government in 

Peking. This period then brought China into a very long and not so bright era 

of  revolution.  

Reviewing the early productions of  his peers and himself, Zheng Zhengqiu, 

director of  The Suffering Couple, wrote retrospectively in 1925: "Content 

follows the business priority, and adding a little more opinions of  conscience. 

This is our routine work practice."  (as cited in Cheng et al. 1963 Vol. 1: 63) 75

The most important reason for this approach and method is that there were 

not many intellectuals willing at the time of  revolutionary change, to 

participate in the film business. From the viewpoint of  the intellectuals at the 

time, cinema was definitely not a cultural phenomenon; it was at best a 

commercial juggling, if  it was not something more vulgar and lewd. This 

made the intellectuals of  the New Cultural Movement disdainful of  the 

process to enter the film industry. When Hong Shen  came back from the 76

United States, and determined to begin his film career in the mid-1920s, one 

of  his peers in Fuh Tan University  still used the saying of  "Prostitution of  77

Art" (Hong 1935) to ridicule him. The fact that intellectuals and political 

forces were aware of  the potential and role of  the film, and began to enter the 

film industry on a large scale would not happen until the next period under 
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discussion post 1927. Therefore, during this period, less modern educated 

early filmmakers were continuing to convey stories and characters that 

unconsciously presented traditional Confucian ideology in their works.  

9. A Still from The Fatherless Boy Rescuing Grandfather 

(The fatherless boy rescuing grandfather) 

The two representative films from this period could comprehensively prove 

this argument. First one is The Suffering Couple, the agreed maiden work in 

1913. This film satirically shows the whole process of  an arranged marriage 

and its consequences. This approximately half-hour long film began in two 

families in Chaozhou, Guangdong. They negotiated marriage through a 

matchmaker, and then decided on the arrangement, and prepared for the 

wedding. Until being sent to the bridal chamber, the two poor young people 

have never even seen each other’s face before the grand wedding night. Soon 

after the marriage, because the husband was addicted to gambling, they 

quarrelled many times, and the marriage was on the verge of  a breakdown. If  

there were still some irony and criticism of  the traditional arranged marriage 
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system, the resolution was surprisingly preaching on the side of  Confucian 

feudal ethics. When the two young people realized that their parents were 

coming to solve their marriage problem, they felt guilty and willingly 

reconciled to avoid embarrassment of  their families.   78

Another representative film is the most popular film of  the period, 

screened in 1923, The Fatherless Boy Rescuing Grandfather . It tells a "good 79

avenges the deeds of  evil" story sets in a wealthy family. The son of  the rich 

man Yang Shouchang passed away. The daughter-in-law Yu Weiru was 

pregnant at the time of  her husband’s passing. In order to defraud the 

property of  Shouchang, Shouchang’s nephew Yang Daopei maliciously 

accused sister-in-law Weiru of  having had an extramarital affair and now 

carrying another man’s child. Weiru was then driven out of  the family by 

Shouchang. She gives birth to her son Yu Pu and raises him by herself. Ten 

years later, Daopei tries to murder Shouchang in order to gain the whole 

property. Shouchang however is saved by his grandson though they had never 

met each other before. Daopei’s better nature asserts itself  before his 

approaching death and he tells  the truth about the relationships between the 

boy and the grandfather. Finally, the three generations of  Yang family have a 

happy reunion. Obviously, from the storyline, plot and character design, these 

two films are both reproducing and strengthening Confucian orthodox 

ideology, as it was at that time, including the Confucian hierarchical 

relationships, the clan system, and Confucian ethics as well.  

1927 - 1935: The Village Sisters and The Fisherman Siblings  

 Since the copy of The Suffering Couple has been lost and the age is too far away, there have been many 78

misinformations about this film for a long time. Thanks to Dr Zhang Xinying (2014) for the 
wonderful research, now we can get a lot more rigorous information about the film. 

 《孤兒救祖記》79
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1927 to 1935 is the period of  the establishment of  revolutionary 

ideological construction. Although breaking with the Communist Party in 

1927, during the Northern Expedition War, the Kuomintang became the 

victor of  the War and the achiever of  China’s entire territory reunification. 

The Kuomintang was essentially still a leftist revolutionary political party, and 

in the rebuilding the transformation was in accordance with the model of  the 

Communist Party of  the Soviet Union (Hsu 2000: 518-523). The difference 

between the Kuomintang and Communist Party was merely the difference 

between being radical, or being more radical. From this point, until the regime 

rotation in 1949, the main ideological struggle in mainland China occurred 

between these two revolutionary parties which were, so to speak, two 

branches of  the same revolutionary tradition. Intellectuals, who entered the 

film industry at this time, then achieved great ideological influence as they 

were also agents of  those parties in the period.  

In the early part of  this period, due to the concerns of  the political forces 

in power being preoccupied and too busy with a series of  civil wars to bother 

with censorship, commercial orientation dominated the modus operandi of  

the film industry. This then created a unique and eccentric film market boom 

in this period of  the history of  cinema in China. At this time the films were 

mainly based on pornography and action films (Y. Shen 2005: 49-56). Two 

representative films from this period could comprehensively prove this 

argument as well.  

The first one is The Cave of  The Silken Web  (1927) directed by Dan Duyu , 80 81

and adapted from some chapters of  the mythical novel Journey to The West , 82

one of  the Four Classic Chinese Novels. The film tells the story of  the 
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Buddhist master Tang Sanzang, who was on his way from China to India with 

his four apprentices to fetch the Genuine Buddhist Scriptures. He was 

kidnapped by female spider sprites and taken to their Cave of  the Silken Web. 

Tang was seduced by spider sprites and eventually rescued by his apprentices. 

The Cave of  The Silken Web was vigorously rendering both pornography and 

sensuality. For example, it projects the female nude picture for the first time in 

Chinese film. The film attracted a large audience and became a great success, 

and then a sequel was filmed in 1929. Until 1930, it was forbidden to continue 

shooting and release by Kuomintang authorities.   83

10.A Still from The Cave of The Silken Web 

A spider sprite tries to seduce Buddhist master Tang Sanzang. 

(The cave of the silken web)


The second representative film is The Burning of  The Red Lotus Temple  84

 It was thought to be a lost film, until 2013, an original copy was discovered in the archives of the 83

National Library of Norway. So we can fortunately see this masterpiece today. 
 《火燒紅蓮寺》84
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(1928), directed by Zhang Shichuan, and adapted from a famous martial arts 

novel The Legend of  the Rivers and Lakes . The story told by this film, which is 85

widely regarded as the ancestor of  Chinese martial arts films, is nothing 

special but there are all kinds of  entanglements between the various forces in 

the martial arts world, full of  clichés of  love and revenge. The film used the 

most advanced visual effects at the time, and attracted a large audience, as a 

huge box office success. They continued to shoot seventeen sequels, until was 

prohibited from continuing to shoot and release by Kuomintang authorities in 

1931. 

11.A Still from The Legend of the Rivers and Lakes 

The film used the most advanced visual effects at the time and attracted a large audience. 

(The burning of the red lotus temple) 

As explained in the examples of  the two films above, the censorship 

established after the Kuomintang’s reunification quickly reversed this trend. 

On the other hand, the Kuomintang authorities also supported the 
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establishment of  the Lianhua  Film Company  as a tool for ideological 86 87

struggle, and produced a large number of  so-called "National Film Revival 

Movement"  productions (Y. Shen 2005: 58-62). These were an important 88

part of  the intention to construct the Kuomintang’s less radical leftist 

revolutionary ideology.  

12.A Still from National Customs  

The slogan printed with the Kuomintang party emblem says that "implement a new life and remove 

bad habits." 

(screenshot by Chao Ren) 

As the struggle continued, the Communist Party was determined not to 

give up its participation, both in military and ideological ways. It became clear 

that the filmmakers realized the importance of  film as an ideological vehicle at 

that time. Therefore, the Underground Branch of  the Communist Party of  
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China in Shanghai  established film industry organizations, including a secret 89

Communist core organization "Film Group"  in 1932. There was also a 90

public peripheral organization "China Film Culture Association"  established 91

in 1933, and its method was to infiltrate the film industry for the purpose of  

"occupying the battle position of  film" (Y. Xia as cited in Cheng et al. 1963 

Vol. 1: 184). These groups also produced several so-called "Left-Wing Film 

Movement"  productions (Y. Shen 2005: 68-70). These were necessary to 92

construct the Communist Party’s more radical revolutionary ideology. In the 

late part of  this period, this ideological competition caused tension between 

China and Japan to a certain extent. Afterward, the competition was 

interrupted by the Second Sino-Japanese War, or the "War of  Resistance 

Against Japan"  in China, in 1937. 93

The most representative film of  the ideological construction of  

Kuomintang is the film National Customs  which screened in 1934, and was 94

directed by Luo Mingyou  and Zhu Shilin . The former was the founder and 95 96

de facto Chief  Executive Officer of  the intricate-official-backgrounded 

Lianhua Film Company. This silent film tells a story of  two village sisters: the 

younger sister chooses to surrender to the invading Western modern lifestyle 

and becomes corrupted, and then this corruption erodes the entire village. On 

the contrary, the elder sister keeps the traditional Chinese culture and saves 

the younger sister, the whole family, and in the ending, the entire village. This 

film interprets the social contradictions as the results of  Chinese traditional 
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lifestyle’s being decayed by Western culture, and thus fiercely weaponizes the 

traditional culture to resist Westernization. What the film tried to construct is 

a revolutionary ideology that is based on local cultural traditions. The creators 

advocated for gentle and progressive change rather than an overwhelming 

social transformation.  

13.A Still from Song of the Fishermen  

The brother finally dies in his sister’s arms at the end of the film.  

(screenshot by Chao Ren) 

Comparatively, Song of  the Fishermen  (1934) directed by Cai Chusheng  in 97 98

the same year, is also a story of  two siblings, this time brother and sister who 

fish together, projecting however a totally different ideology. Wrapped by the 

state-of-the-art sound film technology, the film created a huge commercially 

successful work with a typical Communist class struggle story.  

The twin brother and sister were born to a family of  proletarian fishermen 
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in a small fishing village along the East China Sea. Their father was forced to 

pay the rent of  his fishing boat to the fisherman landlord He Renzhai. 

Tragically the father is lost at sea. In order to earn a living, their mother had 

no choice but to leave them and went to He Renzhai to serve as a wet nurse 

to feed Ziying, the son of  He Renzhai; and so, the three children played 

together and became friends. Eighteen years later, Ziying travels abroad to 

study fisheries. The fishing village was harassed by bandits. He Renzhai fled to 

Shanghai, and colluded with the Japanese capitalist through the Japanese 

comprador Liang Yuebo. He Renzhai then started a fishery company, and 

married a social butterfly Sa Qiyun as his new concubine. The twin brother 

and sister’s mother is then blinded by the bandits, and so the family come to 

Shanghai to seek help from the mother’s brother, a street performer. The twin 

brother and sister then have to follow uncle to become street singers and rag-

pickers to make a living. Ziying returned from studying abroad. He met the 

twin brother and sister in Shanghai street and gave them a sum of  money for 

help. The twins were then imprisoned as suspect robbers because of  this 

money. The mother and uncle, frightened at this, accidentally caused a fire and 

died in the fire-sea. Ziying debunked the crime of  the Japanese comprador 

Liang Yuebo and Sa Qiyun’s adultery and the stealth of  the company’s 

property. Eventually the two villians fled with the money, and the company 

went bankrupt. He Renzhai committed suicide. Ziying and the twin brother 

and sister returned to the fishing village to make a living by fishing. The 

seriously ill brother finally reached the end of  his life. In the arms of  his 

sister, he listened to the song named Song of  the Fishermen, and so he left this 

miserable world.  

In the film, all the drama conflicts are caused by class oppression and 

ethnic contradictions. From the countryside to the metropolis, in the China 

described in this film, we only see death and despair everywhere. As the only 
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highlight of  the film, Ziying who represents the intellectuals who study the 

West, is actually the exact trigger of  all tragedies. The more he has to work 

hard to improve society and promote justice, the sooner his world collapsed. 

By every character’s inescapable ultimate fate of  bankruptcy, desperation, or 

death, whatever they are struggling against, it radically criticized the social 

system itself. The Communist ideological construction is clear in the ultimate 

nature of  this film and so it was proved when it was granted an Honor Prize 

in 1935 at the Moscow Film Festival in the Soviet Union (Cheng et al. 1963 

Vol. 1: 338), making this film the first international prize winner of  China 

cinema.  

1935 - 1945: The Wolf  Hunters and The Righteous and Brave Fighters  

The decade from 1935 to 1945 is the period of  wartime nationalist 

ideological construction. During this period, both Kuomintang and 

Communist Party were propagating the mobilization of  war from the 

nationalist standpoint. What should be noted is that their underlying logic is 

profoundly different. At the beginning of  the "National Defense Film 

Movement" , the Kuomintang and the Communist Party expressed different 99

interpretations of  the radical cause of  the War and the priority of  the 

"national defense" in respective positions. We can clearly compare these 

different interpretations with two representative films.  

The representative film of  the Kuomintang side is Fei Mu ’s Bloodshed on 100

Wolf  Mount  (1936). In this film, the director uses a fable story to show  101

differing attitudes when people are faced with the fearful prospect of  the 
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invading wolves in a village that is the epitome of  China society. The film 

focuses on the divergence between the advocates for a fight against the 

wolves, and the "capitulationists". The focus of  the narrative is especially the 

transformation from fear to bravery in the progress of  the story of  the young 

leader’s wife. This role was played by actress Lan Ping , who later changed 102

her name to Jiang Qing  and in 1938 was married to Mao Zedong from then 103

until his death in 1976. The final scenes of  the film end the story with all the 

villagers following the leaders to hunt those evil wolves. This is a deliberate 

intention to construct the national identity of  "Zhonghua Nation" . 
104

14.A Still from Bloodshed on Wolf Mount  

The son of the characer played by Lan Ping is killed by a wolf in a wolves raid. 

(screenshot by Chao Ren) 

Bloodshed on Wolf  Mount attributed the radical cause of  the War to the 

disunity within China, which attracted covetous eyes from foreign enemies. 

Therefore, the priority of  the "national defense" is firstly to eliminate all kinds 
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of  ”capitulationists” — especially the Communist Party as a rebel group, and 

then to unite around the leadership group — especially the leader Chiang Kai-

shek himself.  

The representative film for the Communist Party side is Sons and Daughters 

of  the Stormy Age  (1935) by Diantong  Film Company , directed by Xu 105 106 107

Xingzhi. While the Kuomintang promoted the "National Defense Film" 

concentrating on advocating for unity and resistance, Sons and Daughters of  the 

Stormy Age takes another approach. This is a film produced in the studio 

founded and controlled by the Film Group directly and secretly (Cheng et al. 

1963 Vol. 1: 378-380). For these filmmakers, the theme of  national defense 

still has to be attached to the narrative of  class struggle. The film tells the 

story of  several young people in the war years, after the Japanese occupation 

of  the Northeast of  China. The protagonists Xin Baihua and Liang Zhifu 

represent the misguided intellectuals and the determined proletarian 

revolutionaries. How resolute are these roles in the anti-Japanese mind, 

ultimately depends on how wealthy they are: the rich are weak and the poor 

are strong, as always.  

The film attribute the radical cause of  the War to the corruption and 

incompetence of  the government and establishment, who internally 

suppressed the people’s revolution and externally surrendered and 

compromised to the enemies. Therefore, the priority of  the "national 

defense" should be the spontaneous resistance of  the people, and not 

believing the Kuomintang government. Furthermore, in order to resist Japan, 

people even should not hesitate to break with the government, thus 

concealing anti-government propaganda in the film.  

 《風雲兒女》105
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However, although the theme song of  this film, The March of  the Righteous 

and Brave Fighters , was selected as the National Anthem of  the People’s 108

Republic of  China in 1949 and is still in use today, it is a matter of  ideological 

fact that, at the time, the film cast society into class groups and created 

oppositions. It did not conform to the Communist Party’s appeal of  the 

"Anti-Japanese National United Front" put forward by its Central Committee 

a few months later (Cheng et al. 1963 Vol. 1: 414-416). It appealed to 

temporarily put the class struggle aside and unite as many powers as possible 

to ensure the Communist Party’s survival, and then to seek greater 

development if  possible, taking advantage of  the War.  

15.A Still from Sons and Daughters of the Stormy Age 

(screenshot by Chao Ren) 

Eventually, the prolonged war finally ended in 1945. This is the starting 
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point of  our main research period beginning with the phase when the 

Kuomintang ruled the mainland of  China.  
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Chapter 3: The Fall of  The Republic, 1945-1949  

After the Second World War, China returned quickly to its de facto split 

state. On the geographical map, we can see the government ruling area and 

the Communist Party’s separatist area. There are three noteworthy forces 

however on China’s ideological map post 1945: the Kuomintang, the 

Communist Party, and the liberal intellectuals. In Chapter 3, 4 and 5, we will 

discuss these three forces in detail as separate influences on the ideological 

construction, beginning with the Kuomintang government of  the Republic of  

China’s. The focus is specifically from the end of  the Second World War to 

the establishment of  the People’s Republic of  China in 1949.  

With the arrival of  the victory, the Kuomintang government took over the 

film studios in the former Japanese Occupied Area, along with state-owned 

studios operating in war-time on the home-front. The government eventually 

incorporated almost the entire film industry under its direct control (Y. Shen 

2005: 108-115). Using these resources and the powerful tool of  State 

censorship, the Kuomintang were involved in producing a considerable 

number of  ideological construction films. These productions could be mainly 

categorized into two ideological construction directions. On the one hand, 

they sought to protect traditional morality and eulogize the government’s 

victory and on the other hand, to spread and localize Western, especially the 

United States’ lifestyle and urban culture across China.  

Orthodox Continuum and Governmental Continuum: The Prime 

Minister and The Spy  

Produced by the Kuomintang during this period, the films which were 
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aimed at protecting traditional morality and eulogizing the victory in the War 

were not merely examples of  general propaganda to reinforce standards of  

morality and to celebrate visions of  victory. They have more profound 

ideological motivation and purpose, and that was to construct the legitimacy 

of  the Kuomintang regime.  

Slightly different from the constitutional legitimacy in the modern Western 

context, in the traditional Chinese political and cultural context, there are 

specific expressions of  the legitimacy of  the regime. Wang Fuzhi  also 109

known as "the Master of  Boat Mount ", was one of  the most important 110

Confucian thinkers and scholars who lived in the late Ming and early Qing 

dynasties. In his On The Reading of  The Comprehensive Mirror to Aid in 

Government , edited and published in 1865 by two of  the most important 111

Confucian scholars and politicians who lived in the late Qing dynasty Zeng 

Guofan  and his younger brother Zeng Guoquan , Wang Fuzhi concluded 112 113

that "two things on earth are too extremely significant to be arrogated: there is 

the throne of  the Son of  Providence, which is called Governmental 

Continuum, and there is the doctrine of  Confucius, which is called Orthodox 

Continuum"  (F. Z. Wang 1691 Vol. 13). That is to say, Governmental 114

Continuum  refers to the inheritance of  monarchy, and Orthodox 115

Continuum  refers to the inheritance of  Confucian morality and 116

patriarchalism. Whenever the dynasty is replaced, to clarify the Governmental 

Continuum and the Orthodox Continuum becomes one of  the most major 
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national ideological issues immediately.  

16.The Portraiture of Wang Fuzhi 

(Wang Fuzhi) 

For example, the Manchurians captured Beijing in 1644 beginning to 

occupy China Proper and to forge the Qing Empire that took over the regime 

of  the Ming dynasty. The Qing dynasty ruled from 1644 to 1912. In 1651, 

seven years after the capture of  Beijing, the Emperor Shunzhi , named Aisin 117

Gioro Fulin , announced the legitimacy of  the new dynasty in his Sacrificial 118

 殼လ117

 䙄ෛ憽嬄ᐰ屷118

! /!60 198



Oration to the Yellow Emperor , who was the legendary first emperor of  China 119

and the alleged earliest blood-ancestor of  all Chinese people, with the 

sentences that "all the emperors from the ancient ages are subjected by the 

Divine Providence, to inherit the Orthodox Continuum but to recommence 

the Governmental Continuum " (F. L. Aisin Gioro 1651).  120

This same approach can be argued to be true of  China since the start of  

the twentieth century. Beginning with the collapse of  the Qing Empire, this 

issue of  the Orthodox and Governmental Continuums became the main 

focus of  China’s political forces in the ongoing ideological struggles. 

Adopting various forms, every party was accusing their opponents of  a 

rebellion against Orthodox Continuum and an arrogation of  Governmental 

Continuum for different situations and issues. This has become the core of  

radical weaponry of  ideological struggle between all parties during the periods 

under discussion.  

Among Kuomintang’s ideological construction productions which were 

focused on claiming the Orthodox Continuum and thereby propagating an 

historically based promotion of  Confucian morality and patriarchalism, The 

Soul of  China  in 1948 exerted the greatest influence. The most convincing 121

evidence for this argument is that in late 1948—this is the same year of  the 

setting for the last scene of  the film Crows and Sparrows discussed earlier—the 

President of  the Republic of  China Chiang Kai-shek  ordered that 30 extra 122

copies of  the film The Soul of  China be printed and sent directly to the front 

lines of  the civil war, thereby trying to boost the morale of  the army by 

promoting the historic heroes’ spirit of  defending their country. (Cheng et al. 
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1963 Vol. 2: 317)  

17.A Still from The Soul of China 

(The soul of China 2012) 

The film was made with record high investment, and was the most 

successful production of  the time. It had been planned by a Kuomintang 

overseas agent in the Hong Kong film industry Zhang Shankun , who 123

founded the pro-Taiwan right-wing worker union The Film and Drama 

Industry Freedom Association of  Hong Kong and Kowloon  in 1954. The 124

film was directed by one of  the most famous directors Bu Wancang , and 125

the cast was drawn from a group of  famous stars such as Liu Qiong , Han 126

Langen , Tao Jin , and Bao Fong . The Soul of  China was filmed in Hong 127 128 129
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Kong by Yonghua  Film Company  and achieved a great deal of  130 131

commercial success in the China mainland market.  

The film narrative follows an event from history and narrates the tragic 

story of  a national hero who became a household name in China. At the end 

of  the Southern Song  Dynasty, the Prime Minister Wen Tianxiang  led the 132 133

government and the people to fight against the invasion of  the alien 

Mongolians, while also fighting domestic enemies and capitulationists. After 

the army’s defeat and the country’s perdition, Prime Minister Wen was 

captured and imprisoned for three years. During this long-suffering period, he 

experienced various temptations and threats without ever changing his loyalty. 

He resolutely refused to surrender, and eventually gave his life for his 

perishing country and so became the greatest national hero in China’s history.  

The film highly praised Prime Minister Wen’s Confucian morality of  "not 

changing loyalty even suffering long struggle ", and thus won strong 134

admiration and publicity from the Kuomintang government. On the other 

hand, however, as it was adapted from a famous theater play during the Sino-

Japanese War, the film also evoked the audience’s association with the Sino-

Japanese battles because it over-emphasized the conflict between the Han and 

the Mongolian nationalities. This weakened the effect of  the morale boost 

hoped for, and even raised to some degree a sense of  anti-civil-war 

connotation, thus decreasing the effect of  the ideological construction.  

From a more in-depth perspective, the Kuomintang’s Orthodox 

Continuum construction had limited effectiveness fundamentally because of  

its essential leftist nature. In terms of  the audience reception, such a 
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construction of  a revolutionary party that had started with armed uprisings 

and then overthrew the legitimate regime, only to replace it, was viewed as 

either weak in terms of  traditional Orthodox Continuum, or valid only in 

terms of  its own revolutionary identity and essence. It can therefore be 

difficult not to consider it as a paradox.  

18.A Still from Spy Number One 

(Spy number one 2009) 

The best example of  government’s ideological construction in film lies in 

its tribute to its achievements in the War of  Resistance, and this worked to 

strengthen the national identity in Spy Number One  released in 1946. 135

Directed by Tu Guangqi , the film was produced in Beiping , the name of  136 137
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Beijing at that time, by the Third Factory of  Central Film Studio , a film 138

agency that had belonged to the Japanese North China Puppet Regime during 

the War and was taken over by the Central Propaganda Department of  

Kuomintang  (Y. Shen 2005: 102). Studying their productions, it can be 139

argued that some former non-Kuomintang filmmakers, represented for 

example by Tu Guangqi, had a strong Zeal of  the Convert when they were 

working for the new government.  

Spy Number One focuses on the struggle between Kuomintang government’s 

spies and Chinese quislings who work for the Japanese during the Second 

World War. It is typical of  the Hollywood-style film dominant at the time, 

with an extremely complicated story which combined spying, polygon love, 

loyalty and betrayal, as well as the blurred lines of  family ethics.  

During the Second World War, the villain leading role of  Spy Number One is 

quisling Liu Mocun who works for the Japanese Occupation Authorities in 

Beijing as a high-ranking official. By accident, Mocun and his subordinate Jia 

Xinmin receive information that a very important spy, secret-coded "Number 

One", from the Republic of  China’s temporary capital Chongqing , has 140

already arrived in Beijing. It is revealed that the spy is going to organize some 

attacks, including the assassination of  quislings. Xinmin then attempts to 

arrest some already disclosed spies but fails because they had already been 

warned of  the possibility of  arrests. 

Along with Xinmin’s investigation, we learn that Mocun’s daughter Xiaoyan 

has fallen in love with her cousin, Mocun’s nephew Ying Weimin. Weimin is 

the ex-fiance of  Mocun’s new young attractive wife Qin Wanxia, but most 

importantly, Weimin is a spy from Chongqing as well, and secret-coded as 
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"Number Ninety-nine". Mocun’s aged servant, Huang, warns Weimin to 

escape, and reveals himself  to Weimin as his superior officer, "Number 

Eighteen". Wanxia then arrives on the scene, and gives Weimin a passport to 

help him escape with Xiaoyan. The ultimate truth is that Wanxia herself  is the 

legendary "Number One". In the end, the heroine sacrifices herself  in order 

to execute the quisling Mocun and so is also murdered by the Japanese 

soldiers.  

As film scholar Zhang Yiwei pointed out, this production was a significant 

commercial success, and initiated a wave of  imitation productions (Y. W. 

Zhang 2011: 122-127). One fact that it is important to consider, as both the 

reason and the effect of  this commercial success, is that by integrating the 

presentation for the efforts and sacrifices of  Kuomintang government during 

the war against Japanese into a Hollywood-style genre film with strong human 

concern, Tu significantly exerted the influence of  this film on its audiences. 

Comparing with its peer films, such as Song of  Police Spirit  (1945) 141

propagating the value of  police system, Family of  Loyalty  (1946) propagating 142

the sacrifices of  army family and Night to Dawn  (1947) propagating post-war 143

rural re-construction, the themes of  Spy Number One "originate from the 

implicit or explicit passion of  the dominant ideology’s desire of  propagating 

itself" (Ding 2005: 93) and "become a text to support the justifiability of  

Kuomintang political system" (Y. W. Zhang 2011: 127). Consequently, the film 

receives harsh criticism, sometimes even abuse, from communist film critics 

and film historians (Cheng et al. 1963 Vol. 2: 175-176). This criticism and 

abuse tends to reinforce the argument that the Kuomintang had been 

relatively successful in this example of  the ideological construction of  
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Governmental Continuum in cinema.  

American Value and Urban Civilization: The Missis 

The promotion of  Western, especially the United States’ lifestyle, and urban 

culture is also an ideological construction tendency that has been largely 

ignored in the research literature. This is completely different from the pre-

war productions, comparing for example the film National Customs discussed 

earlier. Under the harsh censorship of  the Kuomintang, this tendency cannot 

be explained solely by the market’s self-issuance. The root cause lies in the 

ideological characteristics of  the Kuomintang itself. Like its name, "the 

Nationalist Party", suggests, they were firstly a nationalist political force, so 

that, before the war, the Kuomintang was repulsing, vigilant against, foreign 

powers’ influences, including both from Japan and from the West. In fact, in a 

sense, as a member of  the Confucian cultural circle, the Kuomintang’s sense 

of  intimacy with Japan is much higher than that of  the West. After the war, 

however, the US-led allies had won an overwhelming victory. In Kuomintang 

China, one of  the post-war "new world order", American values and 

American urban culture became more and more popular. China’s middle class 

quickly became Americanized.  

In terms of  film history, the end of  the Second World War paved the way 

for American films to fully conquer the market in China. For example, in 

1946, Shanghai’s first-release cinemas screened 352 American full-length 

feature films, accounting for 92% of  the total number of  released films. After 

the Allies’ victory in the Second World War in August 1945 to the occupation 

of  Shanghai by the Communist Party in May 1949, this proportion remained 

basically the same. (Y. Shen 2005: 129) Under this circumstance, the 

Kuomintang government tolerated, and even encouraged, the production of  
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many Hollywood-style films.  

Long Live The Missis  released in 1947, was written for the screen by the 144

famous feminist author Zhang Ailing . It is also one of  the most valuable 145

examples of  these Hollywood-style films. Its success in ideological 

construction was highlighted by the organized criticism and attack of  the 

Underground Branch of  the Communist Party of  China in Shanghai 

immediately after its release (X. L. Wu 2013: 41-47). This dispute became an 

important cultural event at that time. It is the rehearsal for a series of  cultural 

critiques from the Communist Party later, including the criticism of  Life of  Wu 

Xun , which will be discussed in Chapter 6. These critiques lasted until the 146

Great Cultural Revolution itself.  

The heroine of  Long Live The Missis, Chen Sizhen, is the competent and 

efficient housewife of  a middle-class family in Shanghai. Among her home 

and maiden family, she tries to maintain a harmonious life between her 

mother-in-law, husband, younger sister-in-law, servant, younger brother and 

her parents. Her husband Tang Zhiyuan is not willing to just be a bank 

employee and so he is planning to start his own business. He asks his father-

in-law, who has a lot of  money in his coffers to finance him but is refused 

because he has no collateral such as gold bars or US dollar cash. In retaliation, 

Zhiyuan resolutely opposes the love relationship between his sister and his 

wife’s younger brother. In order to appease her husband, the heroine then 

deceives her father by telling him that her husband’s mother does secretly 

have a lot of  gold bars and US dollar cash. Eventually Sizhen helps her 

husband obtain the loan, and so he is able to start his own company.  

With the help of  some friends in Hong Kong, Zhiyuan quickly accumulates 
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a large amount of  wealth. He then starts to live openly with his new mistress 

Shi Mimi. For the family’s harmony, Sizhen bears the burden of  the betrayal, 

and pretends not to know of  the infidelity. Soon after, deceived by another 

friend, Zhiyuan’s company is bankrupted. His father-in-law declares that he 

will collect the debts, and Sizhen’s lie is revealed. The mistress then arrives to 

ask for spousal maintenance. The whole family turn against each other. Sizhen 

decides to divorce her husband, but at the moment of  signing, she changes 

her mind, forgives and wishes to reconcile with him. At the same time, Mimi 

finds a new prey and starts a new round of  "hunting" by narrating her 

fabricated miserable experience to the potential prey.  

From the perspective of  screen-writing, this film is a well-structured tale of  

urban life based on a well-made play. From the perspective of  its audiovisual 

language and cinematic style, it is merely an immature imitation of  the 

Lubitsch Touch. This is a term used to describe the Hollywood films of  early 

German American director Ernst Lubitsch whose small-cast films dealt with 

the intimate relationships between couples and within families. Under the 

appearance of  the affluent middle-class lifestyle, Long Live The Missis is 

superficially preaching the petite bourgeoisie philosophy of  "to be eager to 

please, to be willing to compromise, to be honored to assist husband, to be 

smart to maintain the status quo (X. L. Wu 2013: 42)". There is actually 

another perhaps more profound reason why this film became the target of  the 

Communist Party’s ideological attack. Whether intentionally or not, 

considering the social environment and audience psychology in the Civil War, 

the film also contains a strong potential political metaphor, which is very 

dangerous to the Communist Party. This, of  course, can not be publicly 

expressed in that criticism at the time.  

The political metaphor of  the film unfolds from the perspective of  its 

feminist writer. After dissolving the grand narrative of  the Country, or the 
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Nation, or the War, the film also reflects on historical trends by focusing on  

the most subtle details of  a daily routine of  domestic life. The heroine 

represents the middle class who are comfortable with the status quo, and who 

hope to maintain their current life, as Chen Sizhen hopes to do, by dint of   

their own efforts. While her husband wants to climb up to a higher social 

level, the heroine understands how difficult it is to have a chance of  upward 

mobility in a society where the hierarchy is solidified. The father of  the 

heroine is a squire who controls a large amount of  capital, representing the 

landlord-capitalist class of  the traditional China society. Her younger brother 

is a newly-launched young military officer. The husband’s miserable mistress, 

the sympathetic villain in the film, is the personification of  temptation itself. 

This temptation, in the final analysis, is towards another way of  life by 

breaking down the barriers between societal classes. The most important 

motive of  the whole narrative is that the husband is unwilling to be ordinary, 

opening a company to make his fortune and keeping his mistress in plain sight 

in order to integrate into the upper class. In the end, however, all his desires 

just bring failures and disasters to his family, and eventually to himself.  

These characters and events formed a story with a similar metaphorical 

meaning to the Second Novel of  the First Day in The Decameron by Giovanni 

Boccaccio: the Jew Abraham "goes to the court of  Rome, and having marked 

the evil life of  the clergy, returns to Paris, and becomes a Chris-

tian" (Boccaccio 1353). The heroine has experienced betrayal, rebellion, 

struggle, and finally retreated to the wings of  the existing societal order. Such 

ideological construction is definitely in line with American values, and is also 

in the interest of  the Kuomintang. However, it is very dangerous and harmful 

to the Communist Party, which was calling for breaking the old societal order 

and building a new society. In the sense of  presenting political metaphors by 

describing the common people’s life in China’s largest and most urbanized 
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metropolis Shanghai, Long Live The Missis forms a kind of  intertextual 

relationship with Crows and Sparrows which we will discuss in the next chapter.  

19.A Still from Long Live The Missis  

Zhiyuan’s daily business trips are all by plane. 

(screenshot by Chao Ren) 

It can be seen from the films analyzed in this chapter, the Kuomintang has 

neither the experience of  ideological struggle under the strict control of  the 

enemy nor the artists who are sincerely willing to publicize for them as will be 

seen in the next chapter the Communist Party did. At the same time, its 

audience is dominated by the urban middle class, which in turn leads the film 

to pay too much attention to commercial elements. In addition, the period 

between the ends of  the Second World War and the Civil War was too short, 

so that the overall propaganda of  the Kuomintang was rather rough and 

simple, and the effect on the ideological construction of  the audience was not 

so obvious. The real propaganda master during this period will enter the arena 

in the next chapter: the Communist Party of  China.  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Chapter 4: A New Hope for A New China, 1945-1951 

This chapter will discuss the ideological struggle by the Communist Party 

against the ideological construction of  the Kuomintang government of  the 

Republic of  China from 1945 until 1951. This struggle is framed within a 

more detailed discussion of  this period as it is viewed in its cinematic archives.  

20.The China Civil War 1945-49  

(China civil war 1945-49 2014) 

At the end of  the Second World War, the Communist Party was at an 

absolute disadvantage, both in geographic area, and in access to industry, 

compared with the Kuomintang. At this time, 76% of  China’s land and 340 

million people were in the Kuomintang government ruling area. As the 

Kuomintang at this time controlled almost all major cities and most of  the 

country’s railways, they also controlled all modern industries in China post 
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World War II.  

On the other hand, the Communist Party’s separatist area has a population 

of  only 136 million, all in rural areas, and with little access to any industry. (P. 

Hu 2009)  

In 1949 the Kuomintang eventually lost power, even with such advantages. 

There were other and more profound crises hidden beneath the powerful 

appearance of  stability and security, like many other totalitarian regimes that 

appeared before, and after, the Kuomintang government. Summarizing these 

crises, Immanuel Hsu pointed out that "the price the Nationalists paid to win 

the Japanese war was also the first installment toward its eventual downfall 

" (Hsu 2000: 639). This price included "deceptive military strength", "inflation 

and economic collapse", "failure of  American mediation and aid", 

"retardation of  social and economic reforms", and what we will focus on, 

with respect to our discussion of  popular cinema the "loss of  public 

confidence and respect" (Hsu 2000: 640-642). Regarding this last factor, the 

Communist Party’s success in ideological construction within the film industry 

has clearly made tremendous contributions to our understanding of  that 

ideological framework. We will analyze the ideological construction strategy 

of  the Communist Party in their process of  sowing the seeds toward seizing 

power. The film chosen as the most representative film of  this approach is 

Crows and Sparrows (1950).  

The Strategy: The Solemn Commitment  

During this period, through private studios that were secretly controlled by 

the Communist Party, there were many films made that focused on exposing 

the dark side of  society, agitating people to rebel, claiming Western countries 

were a source of  moral corruption. This was especially the case with the 
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United States of  America, an invading and corrupting enemy. In general, the 

ideological construction of  the Communist Party is concentrated in the 

emphasis in the cinema on exposing the increasing corruption of  the old 

morals. Other tropes include military incompetence and the politically 

treasonable acts of  the Kuomintang in the War of  Resistance Against Japan. 

Underlying all this is a clearly depicted situation of  the misery and struggle of  

the lower classes. These productions are obviously aimed at countering the 

ideological construction of  the Kuomintang’s legitimacy. The price to be paid 

by the Kuomintang government was the "loss of  public confidence and 

respect" (Hsu 2000: 641).  

21.A Still from The Spring River Flows East 

The wife who became a maid found that her husband who had been separated for many years has 

fallen into a corrupted senior Kuomintang official and has a new wife.  

The film’s leading role actress Bai Yang was the most famous movie star at the time. 

(screenshot by Chao Ren) 

Other titles to be cited in the Communist Party repertoire included the 
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record high box office film, The Spring River Flows East  (1947) which deals 147

with the corrupting process of  a Kuomintang middle-level bureaucrat in the 

War (Cheng et al. 1963 Vol. 2: 222). Also Eight Thousand Li of  Cloud and 

Moon  (1947), depicts the anti-Japanese struggles of  collectivistic young 148

patriotic students. Confrontation with the official patriotism productions is 

included in Wanderings of  The Boy Named Three-Locks-of-Hair  (1949), dealing 149

with the misery in the life of  urban homeless children. Crows and Sparrows 

specifically counterattacks the corrupting influence of  American values and 

lifestyles and this is also so in productions such as Long Live The Missis, 

discussed in detail earlier as a strong counter to the hegemonic picture of  

capitalism in American cinema narratives.  

In these productions, with the main purpose of  exposing and 

deconstructing, the Communist Party also carried out the ideological 

construction of  the utopian new society for different social classes. This 

worked to provide the audience with an ideological imagination that is much 

better than reality. Among them, there is the new Orthodox Continuum based 

on the bottom classes of  society in Crows and Sparrows. Then there is the new 

Governmental Continuum from the collectivist commune in Eight Thousand Li 

of  Cloud and Moon, and of  course, there also many new hopes for new life in 

all of  these films. 

Undertaking further analysis and a more in-depth perspective on character 

development, we can see the Communist Party’s ideological construction in 

films has another ulterior purpose behind the strategy above-mentioned of  

promoting distrust. In this, there is also another strategy within these 

narratives, and that is the underlying framework of  friendships forged. There  

 ̽Ӟชݻ䩚ၞ̾147

148̾์᯾᪠櫩܉ك̽ 

 ̽ӣྷၞၵ懿̾149

! /!75 198



22.A Still from Eight Thousand Li of Cloud and Moon 

It is a straightforwardly Red Film-ish express that the slogan on the back wall just says "Cultural 

Soldier", which is definitely not a soldier that fights for the Kuomintang government.  

The heroine is also played by the popular movie star Bai Yang. 

(screenshot by Chao Ren) 

is an equal, sometimes even a humble attitude, that is attempting to develop a 

united front with liberal intellectuals. By producing cinema based in character, 

the Communist Party were striving to obtain support from liberal intellectuals, 

as the intermediate third political power between the Kuomintang and the 

Communist Party. To achieve this purpose, the Communist Party employed its 

highly controlled Kunlun  Film Company  (Y. Shen 2005: 68-70). Its name 150 151

"Kunlun" was also the secret code for the Central Committee of  the 

Communist Party during the wartime. Kunlun Film Company produced a 

 literally means "Kunlun Mount", a giant mountain in the northwest of China150
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large number of  films to express sympathy for the dissatisfaction of  liberal 

intellectuals. With these stories, at the same time, the films presented the 

possibility of  a hopeful utopian future for them as well.  

23.A Still from Wanderings of The Homeless Boy Named Three-Locks-of-Hair 

The homeless boy Three-locks-of-hair’s ultimate dream is just to have a full meal. 

(screenshot by Chao Ren) 

Correspondingly, the pro-Communist filmmakers fought against the 

government’s film censorship severely. In the three years from 1945 to 1948, 

48 of  the 162 domestically produced films submitted to the Film Inspection 

Committee led by the Central Propaganda Department of  Kuomintang were 

deleted or banned. (X. Li 2013b) On the one hand, the pro-Communist 

filmmakers, united with liberal intellectuals, initiated a variety of  petitions, 

protests, demonstrations to call for freedom of  speech and relaxation of  

censorship (Cheng et al. 1963 Vol. 2: 165-167). On the other hand, a large 

percentage of  their ideological construction films was produced by taking 

advantage of  the corruption of  censors, such as bribery, or other illegal means 

! /!77 198



(X. Li 2013b). Before the outbreak of  the civil war in mid-1946 (Hsu 2000: 

630), and especially during the civil war, those films effectively harmed the 

Kuomintang’s propaganda on its own legitimacy and won the tremendous 

support of  liberal intellectuals. It is precisely because the Communist Party 

has used the loop-holes in the Kuomintang’s censorship system to benefit 

from that, when the Communist Party itself  took over the political power a 

few years later, it showed itself  to be more experienced in maintaining and 

reinforcing this system. Finally the Communist Party achieved the ultimate 

form of  film ideological restraint in the totalitarian state: monopoly all of  the 

film production (Y. Shen 2005: 150).  

The Sum of  All Outrage: The Tenants  

It is commonly acknowledged that Crows and Sparrows is the most 

representative film to discuss as a pro-communist political and social 

metaphor of  China society. Produced by the Communist Party-controlled 

studio during the civil war, most parts of  this film were shot secretly because 

its script was banned from being filmed without first being passed by the 

censor. Several scenes were produced and filmed after the Communist Party 

occupied Shanghai, including the last scene. (X. Li 2013b)  

In the narrative of  the film, in Shanghai in 1948, there are five families 

living in a tenement building. On the top floor, lives the alleged house owner 

Hou Yibo with his concubine Yu Xiaoying. Hou is a high-ranking military 

officer in the Ministry of  Defense of  the Kuomintang government and 

nicknamed "Monkey" by his resentful tenants for the homonym of  his family 

name. In the mezzanine lives beautiful Mrs Hua and her husband, the middle-

school teacher Mr Hua Jiezhi. His story was discussed in detail in the opening 

chapter. On the ground floor lives the philistine but kindhearted street hawker 
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Boss Xiao and his wife. In the storeroom lives the aged and humble 

newspaper proofreader Kong Youwen, nicknamed "Confucius" for he shares 

the family name with Confucius and is highly likely a descendant of  

Confucius himself. Kong was the owner of  this building before the "Monkey" 

took over the house from him by dint of  the accusation that his son is an 

officer in the Communist Party’s army. Along with the coming defeat in the 

Civil War, "Monkey" plans to sell the house for gold and then flee. In order to 

sell it for a higher price, he tries every means to get rid of  these tenants. It 

appears that he almost reaches his goal and that is when the tenants unite to 

fight against him. At the time he is preparing to call the police to arrest these 

poor guys, he is informed that the Kuomintang regime has collapsed, and he 

flees immediately. In the end, the victorious tenants sit together to eat a New 

Year feast and are looking forward to the new society.  

Undoubtedly, there is the exact social counterpart of  each character in this 

film. "Monkey" corresponds to the corrupted and evil Kuomintang ruling 

group. Tenants respectively correspond to ordinary urban Chinese people, 

specifically the small business owners and intellectuals, who are working hard, 

struggling, sometimes cowardly and selfish. Kong Youwen, notice his 

nickname "Confucius" and his given name, "Youwen" , literally means "well-152

educated", corresponds to traditional culture, who is with virtue, justice, and 

generosity, the liberal intellectual with whom the audience can identify. His 

son obviously corresponds to the Communist Party, who is fighting for the 

people’s happiness, and will be victorious very soon.  

The tenement building in Crows and Sparrows is a metaphor, absolutely and 

self-evidently. It could even be seen as a metaphor of  whole China. It is at 

least a metaphor for China’s urban society. However, what is the more 

important question is "whose" China is this.  

 ํ152
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This is not the China of  the upper-middle-class Tang Zhiyuan who 

regularly travels by plane, but the middle-class and proletarian China. The core 

of  the film is the tragic experience of  two generations of  intellectuals. 

"Confucius" and Mr Hua, compared with anyone in the house, they are the 

ones who are truly abandoned by the old society. Therefore, their attitude 

towards the old house is definitely not like The Decameron cycle of  Chen 

Sizhen, but it is determined to reinvent and abandon all the old things, like Mr 

Hua’s words we quoted in the beginning of  Chapter 1: "from the very 

beginning, try to learn how to be a new Person".  

Furthermore, this film is not radically revolutionary. To some extent, the 

film still retains the meaning of  vying for the Orthodox Continuum. The 

original house owner and his son have a clear claim on this. The film still 

hopes to combine Orthodox Continuum with communism, or conversely, 

hopes that the Communist Party can integrate its ideology into the inheritance 

of  traditional culture. This, it is suggested, is intrinsically impossible, as 

discussed earlier, analyzing the Kuomintang’s Orthodox Continuum 

ideological construction and its lack of  success.  

The Communist Party was keenly aware of  this integration as well. It does 

not lack the resources to compete for Orthodox Continuum, for example, as 

Mao Zedong’s mother is the twenty-second generation granddaughter of  the 

legendary and esteemed Prime Minister Wen Tianxiang (Wen & Liu 2003: 2). 

The Communist Party however still took a radically different path after its 

seizure of  power. The incompleteness of  the Crows and Sparrows resulted in its 

almost missing the First-Class Award in the Ministry of  Culture of  the 

People’s Republic of  China 1949-1955 Outstanding Film Awards  held in 153

1957, but it was re-granted the First-Class Award after the direct intervention 
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from Zhou Enlai  himself—in order to maintain and demonstrate the honor 154

and contribution of  his own faction in the Party—along with other four 

radical revolutionary Red Films (K. J. Xiong 2012).   155

The audiovisual representation of  this film is historical in its excellent 

example of  fine cinema as well. The biggest highlight in it is the processing of  

spatial structure and relations, using space to shape narrative and express 

ideas.  

For example, in the climax scene of  the decisive battle, the director 

successfully constructed the whole dramatic conflict of  the scene by three 

types of  presentations of  the spatial structure and relations on the stairway:  

24.The First Stairway Presentation in The Climax Scene 

(screenshot by Chao Ren) 

 ޮ௮㬵154

 There is further discussion on this event in Chapter 8: the Gaze of the Abyss, 1960-1966.155
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In the first presentation, at the beginning of  the scene, the "Monkey" 

aggressively steps down the stairway and bullies the tenants, but nobody dares 

to fight back. The scene begins with a full shot and a high to almost worm’s 

eye angle (up left), after a transitional medium shot (up right) of  the 

"Monkey", it is a point of  view shot from his view with a track-in (down left 

to right), strongly expressing his psychological superiority and bullying to the 

tenants.  

25.The Second Stairway Presentation in The Climax Scene 

(screenshot by Chao Ren) 

In the second presentation, the concubine beats her maid, suspecting she 

has stolen something. The picture composition of  the subjective shot of  the 

tenants broke the horizontal line (up left to right), the length of  each shot is 

getting shorter and shorter, and the motion cutting point is clear and resolute, 

showing that they had finally lost their psychological balance and prepared to 
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break out (down left to right), and then making this presentation the 

beginning of  the climax of  this whole scene.  

26.The Third Stairway Presentation in The Climax Scene (part 1)  

(screenshot by Chao Ren) 

27.The Third Stairway Presentation in The Climax Scene (part 2) 

(screenshot by Chao Ren) 

And in the third presentation at the end of  the scene, the tenants finally got 

the courage to fight the "Monkey" without compromise. The low angle here 
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becomes a symbol of  volcanic eruption of  the resistance power (part 1). In 

the end, the "Monkey" turns back and sneaks away, and the track-out (part 2) 

echoes the track-in at the beginning of  the scene. 

28.The Crew Subtitle of The Directors of Photography 

(screenshot by Chao Ren) 

Miao Zhenhua  and Hu Zhenhua , two directors of  photography of  the 156 157

film , had no important production credit before—and also after—filming 158

this production. According to the operational mode in the Chinese film 

industry, when they cooperated with a director of  the esteem of  Zheng 

Junli , the co-director of  the record blockbuster The Spring River Flows East, 159

 ᝇഄ嶆156
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 According to the crew subtitles, it is wrong that Cheng Jihua (1963) named two cinematographers 158

as "Lei Zhenhua (ᵮഄ) and Miao Zhenhua (ᝇഄ)" (Vol. 2 p. 247). 

 曑ށ᯾159

! /!84 198



they have not much to do in the art creation or production areas, but merely 

to obey the director and to realize the director’s creative idea. Therefore, just 

in this short presentation, the directing accomplishment and personal style of  

Zheng Junli is especially vividly reflected.  160

Furthermore, in the last scene of  the film, there is a significant deliberate 

mistake regarding the date in 1949 of  this scene. However, it contains more 

ideological information about the production than just a simple error. In the 

film, the night of  January 28, 1949 is fixed as the victory of  the Communist 

Party and the Shanghai people are ready to welcome the new regime. This is 

the exact reason why there is the "New Person Address" discussed in the 

opening chapter. 

This is full of  communist revolutionary enthusiasm, nevertheless definitely 

not the real situation in history. In fact, at that time, the Kuomintang still had 

the hope of  dividing China along the Yangtze River  and ruling with the 161

Communist Party. The President Chiang Kai-shek voluntarily went down to 

show peace sincerity, and then the Kuomintang government was led by his 

former Vice President now Acting President Li Zongren . The Kuomintang 162

and the Communist Party even held a peace negotiation in early April of  

1949. The Communist Party military forces only launched the Yangtze River 

Crossing Campaign  on April 21, one day after the negotiations borke down 163

in Beijing. Three days later, Nanjing was occupied, the government moved to 

Guangzhou, then Chongqing, Chengdu, and on December 8, moved to 

Taiwan, and the Kuomintang’s rule on the mainland  China officially ended. 

 There is further discussion on the personal style of Zheng Junli in Chapter 7: Total Red Recall, 160

1951-1959, and on the changes in his creation philosophy in Chapter 9: the Maoists Strike Back, 
1960-1966. 
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(Hsu 2000: 633) The attack on Shanghai began on April 23, two days after the 

Yangtze River Crossing Campaign. How could anyone celebrate the not yet 

apparent victory of  a not yet begun campaign three months before? In 

essence, the key issue is that in the case that all the audience at the time were 

alive historical witnesses and the propaganda machine of  the Communist 

Party publicly forged a false history. This is not a simple time error problem, 

but a gesture of  strong ideological hegemony. This hegemonic attitude, and 

the ideology behind it—smashing all existing establishments—is actually the 

true meaning of  so-called "New China", "New Society" and "New Person." 

29.The Big Close-Up of The Date in The Last Scene 

(screenshot by Chao Ren) 

At the final stage of  this period, with reasons in two aspects, the ideological 

construction strategy of  the Communist Party began to change. Firstly, with 

the development of  the civil war, the Communist Party began to change its 
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original self-positioning with its upcoming victory. Secondly, the film 

production at this time is still in the hands of  Shanghai liberal intellectuals, 

and some works they were making, such as Company Commander Guan , made 164

the Communist Party be viewed poorly prompting extreme dissatisfaction. An 

important proof  of  this dissatisfaction is that the Communist Party crossed 

the companies’ public-private joint venture deal in the film industry and 

directly carried out the nationalization transformation, thus achieving the 

elimination of  private film enterprises three years ahead of  other national 

industry and commerce. (Y. Shen 2005: 149-150) Along with the greater 

dissatisfaction that will be discussed further in the next chapter, the changes in 

the film production strategy and the political situation soon became more and 

more fierce. This eventually evolves into a total ideological war between the 

Communist Party and its former allied intermediate third political power, the 

liberal intellectuals.  

 ̽橕昧槱̾164
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Chapter 5: Brave Souls, 1945-1951 

In this chapter, after discussing the ideological constructions of  the 

Kuomintang as a nationalist left-wing revolutionary political power and the 

Communist Party as a communist with Chinese characteristics political power, 

we will be discussing the ideological construction of  the liberal intellectuals as 

the intermediate third political power between them both, and against them 

both, during 1945 to 1951. It is instrumental in doing so to firstly explore 

what the ideology of  the liberal intellectuals looks like. We will be starting 

from a prose piece written by another Prime Minister of  Song dynasty.  

30.The Portraiture of Fan Zhongyan  165

(Song Dynasty Prime Minister Fan Zhongyan, posthumous name Erudition and Integrity) 

 լႱ165
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The Liberal Intellectuals: Being The Cognition and Also The 

Conscience of  The Nation  

31.The Imperial Ancestral Temple of The Qing Dynasty in Beijing  

This palace was originally the Imperial Ancestral Temple of the Ming dynasty. After the Qing dynasty 

ruled China, the emperors of the Ming dynasty were removed and replaced by the emperors of the 

Qing dynasty. 

(Imperial Ancestral Temple) 

In 1046, a year during the Northern Song  Dynasty, which is the most 166

economically prosperous and most politically liberal dynasty in the whole 

history of  China, the eminent thinker, writer, strategist and politician, former 

Prime Minister Fan Zhongyan wrote his hugely influential prose On The Tower 

in Yueyang . The prose pointed out the realm of  life for Confucian 167

intellectuals. This then became a masterpiece of  the traditional intellectual’s 

 ۹ਟ166
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political manifesto and since then has appeared in practically every kind of  

readers and collections for educatees of  different levels through dynasties 

until today. In the prose, with respect to the political attitude that a traditional 

intellectual should take, Prime Minister Fan Zhongyan elaborated: 

"High positioned at the imperial ancestral temple, the ancient of  

wisdom and morality giveth his concern to the subjects; remote 

retreated to the rivers-and-lakes, he offereth his perturbation to the 

throne"  (Fan 1046).  168

In this key remark, Fan Zhongyan described the two fundamental 

directions of  life of  Chinese traditional elite intellectuals. The first direction is 

the so-called "Coming Into the Secular" , that is, to devote their efforts to 169

the governing work, to commit to the country for the people, to establish the 

moral regime, to serve the empire with intelligence, and to be the executive of  

the Governmental Continuum. "The imperial ancestral temple"  in the first 170

sentence refers to these temples of  each dynasty where the deceased emperor 

of  each generation, always accompanied by their most important ministers, 

received their tribute each year from the incumbent emperor who was on the 

throne. When being enshrined into the imperial ancestral temples, these 

deceased emperors would obtained their "Temple Names" —a special kind 171

of  "Posthumous Names"  exclusively for deceased emperors. The "Temple 172

Names" were proclaimed by their heirs—usually sons, sometimes grandsons, 

brothers or even nephews—as the summarizations of  their lives. For example, 

the Temple Name of  Emperor Guangxu , who will be discussed later in this 173
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chapter, is "De Zong" , meaning "the Ethical Ancestor", which was not a 174

very compliment summarization, as it simply meant that his whole life was in 

accordance with the rules and that he was able to accept counsel—from his 

puppet-handler aunt  Empress Dowager Cixi.  175

Therefore, in ancient political philosophy, the imperial-ancestral-temple was 

the final place to offer a historical verdict on an emperor, and then left a role 

model for his heir—the incumbent emperor. This place became not only a 

temple, but more importantly the initial source and ultimate destination of  the 

ideology of  the nation. In the political practice of  ancient times, the imperial 

ancestral temple was the place to discuss the most fundamental issues and the 

most important affairs of  the nation. Later, the name of  this place became the 

metonym referring to the highest decision-making circle of  the nation. In the 

vision of  traditional intellectuals, the highest state of  "Coming Into the 

Secular" is in having the opportunity to join this circle and become the 

cognition of  the nation.   

The second direction is the so-called "Going Away From the Secular" , 176

that is, to retreat away from the specific operation of  imperial politics, and 

instead to devote time to academic research, self-cultivation, and the pursuit 

of  moral perfection, that is to say, to become a wise man in the philosophical 

sense, and thus to take the responsibility of  inheriting and bequeathing the 

Orthodox Continuum. "The rivers-and-lakes" in the second sentence 

originally referred to the water system that once densely covered the earth 

throughout China, and later became the metonym refers to widely and 

profoundly civil society that is separate from the government system—and 

sometimes even in opposition to the government. The "throne" here is also 

 ਤ174

 Guangxu’s mother is Cixi’s younger sister, which is an important reason among other reasons for 175

his being enthroned by his aunt Cixi. 
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not a general concern about the emperor’s personal affairs, but rather about 

whether the imperial power can follow the Orthodoxy and govern the people 

properly. Therefore, to be a hermit in the famous mountains and rivers far 

from the ruling circles, to study the academics, to inherit the teachings of  

Confucius, and more importantly, to supervise the imperial power at all times, 

was to be ready to enter the imperial court to assist the emperor and the 

successor of  the Orthodox Continuum, thus becoming the conscience of  the 

nation, the highest state of  "Going Away From the Secular". 

Understandably, the second direction commonly is the concession choice 

after the first direction. From the perspective of  economics, taking this choice 

also means losing salaries and other economic support from the court. In 

order to maintain a decent life that may last for generations, the most reliable 

position of  intellectuals was to have a considerable scale of  land and to rely 

on land rent and other income from that. This is the essential reason for the 

ancient intellectual class in China eventually becoming the landlord class. 

Understanding this will be very helpful for us in understanding the film Life of  

Wu Xun (1950) in the next Chapter.  

So, within all these concerns and perturbations, composed the political, 

societal, and life ideals of  traditional Chinese intellectuals, including the liberal 

intellectuals. This ideal of  life that lasted for a thousand years, and developed 

further into the 1940s, was carried forward in Chinese modern liberal 

intellectuals. They were represented by the political party named "China 

Democratic League" , which was formed by the union of  six small political 177

parties on 19 March 1941 and existed through the establishment and the early 

period of  the People’s Republic of  China , and became the biggest one of  178

 Ӿ㾴࿆Ԇݶፑ177

 There is further discussion on the liberal intellectuals in the 1950s and the film Life of Wu Xun in 178

Chapter 6: the Wrath of Big Brother, 1951-1959. 
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eight so-called "Democratic Parties"  (China Democratic League 2012).  179

As discussed in the first chapter, liberal intellectuals took great societal 

responsibility upon themselves�and maintained a powerful will and motive 

for not only interpreting, but even intervening in reality, as philosophers, 

poets, and above all, imperial bureaucrats. Consequently, the ideology of  

liberal intellectuals was composed of  Classic Chinese elitism, privileging 

civilian bureaucracy under Confucianism, along with modern western 

liberalism, in a blend of  democracy plus science, together in supposed perfect 

harmony. This ideology had the potential to become a harmonious reality in 

China. Unfortunately however, as discussed in next two chapters, this did not 

eventuate.  

From the early of  1920s, when liberal intellectuals entered the film industry, 

their ideological construction was the most successful among the three 

Parties. (Cheng et al. 1963 Vol. 1: 71-121) Many of  the Communist Party’s 

films were made in co-operation with liberal intellectuals filmmakers before 

1949. That is the reason why, after 1949, many liberal intellectual filmmakers 

arrogantly considered themselves as friends, sometimes even becoming 

members, of  the Communist Party. Unfortunately the Communist Party did 

not think the same. Their success in ideological construction made them a 

threat and therefore an enemy of  the Kuomintang and the Communist Party 

as well. In the next parts of  this chapter, comparisons are made between two 

representative films: Spring in A Small Town  (1948) and Secret History at Qing 180

 The other seven "Democratic Parties (࿆Ԇؾၝ)" are:  179

 Revolutionary Committee of the Kuomintang (Ӿؾ࿆ᶐާտ),  
 China Democratic National Construction Association (Ӿ࿆Ԇୌտ),  
 China Association for Promoting Democracy (Ӿ࿆Ԇᬰտ),  
 Chinese Peasants’ and Workers’ Democratic Party (Ӿ١ૡ࿆Ԇؾ),  
 China Party for Public Interest (Ӿᛘؾل),  
 September 3 Society (Ԝӣᐒ), and  
 Taiwan Democratic Self-Government League (ݣკ࿆Ԇᛔလݶፑ). 

 ̽ੜउԏช̾180

! /!93 198



Court  (1948).  181

32.The First National Congress of The China Democratic League in October 1945  

The people in this photo were allies of the Communist Party at the time, including Zhang Lan  (fifth 182

from the left in the second row), who is one of the Six Founding Vice-Chairpersons of the People's 

Republic of China. Most of them later became the "rightists" officially recognized by the Communist 

Party. 

(The First National Congress of the China Democratic League) 

To The Rivers-and-Lakes: The Annihilating Lover  

As the most important work of  director Fei Mu, the film Spring in A Small 

Town (1948), only has five characters. Four characters are engaging in a 

polygon love, along with a dispensable aged servant. Almost all scenes are set 

in the Dai family’s house, with only a few of  them set on the city wall looking 
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out to a beautiful view. Generally, it is a story without social or a history 

background. It appears as a work of  "tower of  ivory" style film with 

characters escaping from their reality.  

Spring in A Small Town tells a story of  a visitor Zhang Zhichen, who is a 

friend of  the husband Dai Liyan but also former boyfriend of  the wife Zhou 

Yuwen. He comes to the once prosperous but now ruined and loveless Dai 

family in a small town in southern China immediately after the World War II. 

His visit ignites the wife’s conflicting feelings, between love to him, and loyalty 

to her weak and sick husband. What makes these relations more complex is 

that the younger sister of  the husband Dai Xiu falls in love with Zhang as 

well. Soon after, the husband cannot endure these ambiguous relationships 

any more, so that he takes poison in order to commit suicide. His attempted 

suicide provokes a sense of  morality on the wife, and on her former, and also 

now new lover. In the last scene, the couple stands on the city wall, hand in 

hand, watching as Zhang leaves the small town.  

Not only in the series of  Fei’s own works, but also in the whole history of  

Chinese cinema before the 1980s, Spring in A Small Town is unique in its 

escapist nature. It is recognized as a poetic film, a pioneer in modern 

audiovisual language cinema. As Li Shaobai suggested, the importance of  

Spring in A Small Town in the history of  Chinese cinema is equivalent to Orson 

Welles’ Citizen Kane (1941) in the history of  United States cinema (S. B. Li 

1996: 34).  

From this point of  view, Spring in A Small Town was too strange to be 

understood on its release. The characteristics of  Fei’s films before World War 

II are filled with a critical spirit towards society and pay much attention to the 

lower class people’s tragic lives. This is the case in the film City’s Night (1933), 

which tells the story of  urban workers being oppressed by capitalists, and 

Fragrant Sea of  Plum Blossoms (1934), which tells the story of  the rural peasants 
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who are suffering in the war of  warlords. After the invasion by the Japanese, 

the motive changes to inspire people fight the invaders, such as in film 

Bloodshed on Wolf  Mount. Until the year of  1948, China is in the middle of  the 

Civil War. After three years war, the economy is on the brink of  collapse, and 

people do not know what and where is the future. How could Fei Mu produce 

a misfit film in such a terrible timing?  

33.A Still from Spring in A Small Town 

The husband’s suicide finally ends the affectionate but also chaotic relationships. 

(screenshot by Chao Ren) 

Therefore, it is important to understand this film reflecting on its historical  

background and as a pattern of  Fei’s whole series of  works. On the surface, 

this is a polygon love story performed in melancholy ancient Chinese ink 

painting scenes, but this film is not that simple, or superficial. Just like 

Bloodshed on Wolf  Mount, Spring in A Small Town is more of  a fable than a reality 

story. The ideological construction of  this film is an appeal to the reforming 

of  traditional ethics and to the reuniting of  the country after the ruins left by 

World War II. The ideological effect of  this film is much more than a 

sentimental poetic cinema. The film carefully constructs Chinese traditional 
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family ethics rather than the idea of  Western individual liberty. 

This is a profound reflection on the modern Chinese liberal intellectuals’s 

underlying background, which still remains as the basis of  traditional elite 

intellectuals. The film also deeply reflects the sense of  responsibility and 

mission for the nation’s morality and humanity of  the intellectuals, even—or 

we should say "especially’ those who are solely in the rivers-and-lakes. It is in 

this sense that they have more motivation to influence the court when they 

are far away from the court, and this is, in many cases, what the court does 

not want to see. 

At The Imperial Ancestral Temple: The Wise Monarch  

The reason why, since the early 1920s, when liberal intellectuals entered the 

film industry, their ideological construction achieved such great success, is 

because their ideological implementation was the most in accord with 

ordinary audiences, in both cultural and historical expectations. The success 

of  these intellectuals made them threats to both the Kuomintang and the 

Communist Party. Fundamentally, as we discussed in former chapters, 

Kuomintang and Communist Party  were both revolutionary political parties,  

which meant that they were both seeking to overthrow traditional Chinese 

culture. What  distinguished them was the degree, or speed of  revolution. On 

the other hand, liberal intellectuals, who inherited the traditional culture of  

three thousand years, were very much the cultural conservatives of  China. 

Secret History at Qing Court (1948) was produced by the liberalist studio in 

British Hong Kong, and is a literalist interpretation of  Chinese history from 

the First Sino-Japanese War during 1894 and 1895, through the Hundred 
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Days’ Reform  in 1898, until the Boxer Rebellion  from 1899 to 1901. 183 184

The film begins with a scene of  Emperor Guangxu expressing his dislike 

for the wife appointed by his nominal mother Empress Dowager Cixi, but he 

can do nothing about this. Consort Zhen , his favorite concubine, is the only 185

one he can share his secret wish to control the power and reform the Qing 

Empire. After the failure of  the First Sino-Japanese War, Guangxu organizes 

some progressive ministers to carry through on a reform. To end the reform 

plan, however, Cixi plots a coup to kidnap Guangxu. Loyal minister Kang 

Youwei  asks General Yuan Shikai’s help to arrest Cixi. Unfortunately, Yuan 186

informs against Guangxu and Kang to Cixi. Cixi puts Guangxu under house 

arrest, and kills six of  the emperor’s loyal ministers. A few months later, the 

Boxer Rebellion breaks out. Rioters murder many foreigners and Christians. 

Guangxu suggests to Cixi to suppress them, but Cixi takes this as an 

opportunity of  using the Boxer mob to drive foreigners out of  the Empire, 

and then Cixi declares war on most of  the powerful countries. The Eight-

Nation Alliance , a military alliance of  Austria-Hungary, France, Germany, 187

Italy, Japan, Russia, the United Kingdom, and the United States, attacks 

Beijing. Cixi takes Guangxu and they run away together. Before their fleeing, 

Cixi orders Consort Zhen to be thrown into a well in Imperial Garden of  the 

Forbidden City. Watching this, Guangxu is crying silently, but he can do 

nothing about this.  

Unsurprisingly, this film was severely criticized by the Communist Party 

cinema historians (Cheng et al. 1963 Vol. 2: 315). The reason already lies in 

the ideological characteristics of  the film itself. The most significant 
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characteristic is royalty to the wise monarch, or "good leader of  the state" in a 

way of  modern language. Like all bureaucratic groups in Chinese history, 

liberal intellectuals consider the wise monarch as the guarantee for stability of  

the society system. To being the supreme one, monarch has to be a model of  

moral and an ethical paradigm. By comparing Guangxu and Cixi, as examples 

of  good monarch and bad one, this film represented a strong yearning for the 

domination of  a wise emperor.  

34.A Still from Secret History at Qing Court 

In all national affairs, Emperor Guangxu was only a puppet of his aunt Empress Dowager Cixi. 

(screenshot by Chao Ren) 

Hence, the other side of  the royalty to the wise monarch is the opposition 

to the radicalism, exactly, opposition to the damage to the order of  the 

system. Gradually reforming, if  it is under the control of  a wise monarch and 

strictly kept inside the system, is acceptable. Like Hundred Days’ Reform in 

Secret History at Qing Court, which is used as a reference to the radicalism 

revolution, such as Boxer Rebellion, which although was a bad sample of  

revolution. Evil monarch, which was represented by Cixi, became the intrinsic 
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reason to destroy the order and the final results. In order to get the order 

back, even the invading alien army can became some kind of  necessary 

friendly alliance. Here, order obtains a transcendent priority over reality itself. 

It is the real cause of  the criticism from the Communist Party that this film 

challenges the radical revolution so openly. However, this is nothing but the 

core of  the social mission and the ultimate social ideal of  the liberal 

intellectuals who were "high positioned at the imperial ancestral temple".  

From these two films, we can see that the distinctions between liberal 

intellectuals and the Communist Party, apart from the differences in social 

ideals, are more of  a "historical interpretation power", that is, the question of  

who defines the history, who explains the history, even the question of  who 

can exist in the history. The real life China and the historical China that liberal 

intellectuals have seen from the standpoint of  classical elitism are not only 

wrong but also provocative in the standpoint of  the Communist Party. As we 

will see in the next chapter, the Communist Party has accumulated too much 

wrath for this kind of  provocation.  
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Chapter 6: The Wrath of  Big Brother, 1951-1959 

In this chapter, we will discuss the severe ideological struggle between 

liberal intellectuals and the Communist Party, which led to the repression of  

liberal intellectuals that is so-called "Anti-Rightist Movement" .  188

35.The Founding Ceremony of the Nation   189

By Dong Xiwen, 1953. Oil on canvas; 229 × 400 cm, 90 × 160 in.  

National Museum of China, Beijing.  

Stood in the first row behind Mao Zedong, there are the Six Founding Vice-Chairpersons of the 

People's Republic of China. From left to right:  

1. Zhu De , the Communist Party, the Commander-in-Chief of the Chinese People’s Liberation 190

Army , ranked second inside the Party;  191

ၝ晁㵕188ݦݍ 
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 The Chinese People's Liberation Army (CPLA or PLA, ӾՈ࿆ᥴන٠, 1947-), which was called 191

the Chinese Workers' and Peasants' Red Army (Ӿ㾴ૡ旷夺敎) from its establishment in 1927 to 
1937, and the Eighth Route Army (ك᪠敎) and the New Fourth Army (ෛࢥ敎) of the National 
Revolutionary Army (NRA, 㾴࿆ᶐ敎, 1925-1947) of the Republic of China from 1937 to 1947, 
is the armed forces of the Communist Party of China since 1927. 

! /!101 198



2. Liu Shaoqi , the Communist Party, Mao Zedong's deputy, ranked third in the party, was removed 192

from the painting in 1970 after his fall, for damnatio memoriae;  

3. Soong Ching Ling , Honorary Chairperson of the Revolutionary Committee of the Kuomintang, 193

wife of Sun Yat-sen , the Founder of Kuomintang and the first President of the Republic of China;  194

4. Li Jishen , Founder and Chairperson of the Revolutionary Committee of the Kuomintang;  195

5. Zhang Lan, Chairperson of the China Democratic League;  

6. Gao Gang , the Communist Party, the de facto governor of the Northeastern China, the pro-196

Soviet representative, was removed from the painting in 1955 after his fall, for damnatio memoriae.  

(The founding ceremony of the nation 2017) 

In the previous chapter’s analysis, we can see that liberal intellectuals have 

succeeded in blueprinting a wonderful possible future in terms of  ideological 

construction. However, on the one hand, they lack the correct judgment on 

their strength and the situation at home and abroad. On the other hand, they 

also lack the means and determination to realize their political ideals. More 

importantly, their most dangerous weaknesses are also lurking in this 

blueprint: "the wise monarch complex." That is to say, because of  the 

structural characteristics of  the classical Chinese elitist political operation we 

mentioned in the previous chapters, they need the legitimacy—both with 

Orthodox Continuum and with Governmental Continuum—from a wise 

monarch—better to be a constitutional monarch who is detached from actual 

political operations. Between the Kuomintang and the Communist Party—or 

more accurately, between Chiang Kai-shek and Mao Zedong—they chose the 

latter, regardless of  whether the latter really met their "the wise monarch" 

standard. Although Mao Zedong and the Communist Party liked their choice, 

they did not agree to the conditions attached to the Party’s absolute power. At 

the beginning, because of  the military struggle with the Kuomintang, the 
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Communist Party has no clear counterattack on this. As the military struggle 

gradually ends in the China Proper, the Communist Party can finally free up 

its hands to express its dissatisfaction. It is necessary for us to first observe 

how the situation has gradually developed.  

The Political Mighty Torrent: From The Close Allies To The Laogai 

Camp  

The contradiction between the Communist Party and the liberal 

intellectuals is not a one-step process, but has a complicated, profound and 

long history. From the perspective of  ideology, the root of  this contradiction 

lies on the change that is from the "coalition government" (Mao 1945) to "the 

people’s democratic dictatorship" (Mao 1949).  

In 1945, the dawn of  the final victory of  the War of  Resistance Against 

Japan just illumined the horizon, as we mentioned in Chapter 4, when the 

Communist Party faced an absolute disadvantage to the Kuomintang. On 

April 24, 1945, Mao Zedong made the famous political report entitled On 

Coalition Government  at the Seventh National Congress of  the Communist 197

Party of  China at Yanan. The report said:  

After "the defeat of  the Japanese aggressors","it will be necessary 

to convene a national assembly on a broad democratic basis and set 

up a formally constituted democratic government, which will also 

be in the nature of  a coalition and will have a still wider 

representation of  people from all parties and groups or without any 

party affiliation, and which will lead the liberated people of  the 

whole country in building an independent, free, democratic, united, 

prosperous and powerful new China. In short, we must take the 

 ̽抷宗ݳ̾197

! /!103 198



line of  unity and democracy, defeat the aggressors and build a new 

China" (Mao 1945).  

36.Mao Zedong Made The Political Report at The Seventh National Congress 

In the foreground of the picture are Zhou Enlai and Liu Shaoqi.  

(Mao Zedong made the political report at the seventh national congress) 

Regarding whether the Communist Party would pursue to follow the path of  

the Soviet Union, the report specifically promised: 

"Some people are suspicious and think that once in power, the 

Communist Party will follow Russia's example and establish the 

dictatorship of  the proletariat and a one-party system. Our answer 

is that a new-democratic state based on an alliance of  the 

democratic classes is different in principle from a socialist state 

under the dictatorship of  the proletariat. Beyond all doubt, our 
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system of  New Democracy will be built under the leadership of  the 

proletariat and of  the Communist Party, but throughout the stage 

of  New Democracy China cannot possibly have a one-class 

dictatorship and one-party government and therefore should not 

attempt it. We have no reason for refusing to co-operate with all 

political parties, social groups and individuals, provided their 

attitude to the Communist Party is cooperative and not hostile. … 

The Chinese system for the present stage is being shaped by the 

present stage of  Chinese history, and for a long time to come there 

will exist a special form of  state and political power, a form that is 

distinguished from the Russian system but is perfectly necessary 

and reasonable for us, namely, the new-democratic form of  state 

and political power based on the alliance of  the democratic classes" 

(Mao 1945).  

The so-called "New Democracy" here is an ideological concept invented by 

Mao Zedong himself. It was firstly proposed in the On New Democracy wrote in 

1940, which means a society "under the joint dictatorship of  all the 

revolutionary classes of  China headed by the Chinese proletariat" (Mao 1940). 

Although this concept has never been realized, and it later became the fuse of  

the struggle within the Communist Party , at least at the time, the concepts 198

of  the "New Democracy" and the "Coalition Government" were warmly 

welcomed by liberal intellectuals. As we mentioned earlier, they have become 

close allies of  the Communist Party and have invested into the struggle 

against the Kuomintang in cooperation with the Communist Party.  

Time flies to June 30, 1949, two months after the Communist Party’s 

People’s Liberation Army occupied the Republic of  China’s capital Nanjing, 

 There is further discussion on the "New Democracy" in Chapter 8: the Gaze of the Abyss, 1960-198

1966. 
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Mao Zedong was telling another story in his famous article On The People’s 

Democratic Dictatorship , which is a commemoration of  the twenty-eighth 199

anniversary of  the foundation of  the Communist Party:  

"Thus Western bourgeois civilization, bourgeois democracy and the 

plan for a bourgeois republic have all gone bankrupt in the eyes of  

the Chinese people. Bourgeois democracy has given way to people's 

democracy under the leadership of  the working class and the 

bourgeois republic to the people's republic. This has made it 

possible to achieve socialism and communism through the people's 

republic, to abolish classes and enter a world of  Great Harmony. 

Kang Yu-wei wrote Ta Tung Shu , or the Book of  Great Harmony, 200

but he did not and could not find the way to achieve Great 

Harmony. There are bourgeois republics in foreign lands, but China 

cannot have a bourgeois republic because she is a country suffering 

under imperialist oppression. The only way is through a people's 

republic led by the working class" (Mao 1949). 

In addition to the public announcement to establish a "people’s republic" 

just like the other Soviet Union’s satellite Marxist–Leninist people's republics, 

Mao Zedong specifically mentioned the Book of  Great Harmony (1902), which 

is also a very important ideological beacon. "Kang Yu-wei" in the article is the 

Wade–Giles spelling form of  the "Kang Youwei" in Hanyu Pinyin spelling 

form, who we have already met in the previous chapter’s discussion of  the 

film Secret History at Qing Court. Completed in 1902, Book of  Great Harmony 

analyzed the social reality of  the world at the time and elaborated on the 

utopian society in the author’s imagination. The expression "Great Harmony", 

a name for the perfect society in ancient Confucian classics, is described in 
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Kang Youwei's book as a radical society that combines totalitarianism, 

communism, fascism and racism. For example, the book claims that the white 

people and yellow people are excellent and intelligent races, while brown 

people and black people are inferior and stupid races. The future world 

government should improve races by forcing cross-racial marriages to bridge 

the gap of  innate huge differences in appearance and intelligence between the 

four races, in order to achieve the ultimate goal of  extinction of  brown and 

black races (Kang 1902: 133-146). In On The People’s Democratic Dictatorship, 

Mao Zedong mentioned the concept of  the Great Harmony in three different 

places. After a few years, he even directly said that "what Book of  Great 

Harmony described is exact the ideal society that our communists want to 

establish" (as cited in Y. N. Zheng 2017).  

37.Mao Zedong Presided over The First Plenary Conference of The Chinese People’s Political 

Consultative Conference  on September 21, 1949 201

Compared with 1945, the spirit of Mao Zedong at this time was completely different.  

(Mao Zedong presided over the first plenary conference of the Chinese people’s political consultative conference 2014) 

Under these radical political changes, the inner feelings of  liberal 
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intellectuals are not hard to imagine. In different ways—including film—on 

different occasions, they expressed their feelings by criticizing the Communist 

Party. We can never measure how many of  these criticisms are out of  good 

will, but there is no doubt that some of  them are definitely out of  resentment.  

38.Some Works of The Series Oil Painting Portraits of Rightists  

By Xu Wang, a Sydney-based Chinese Australian artist, who moved to Australia after the Tiananmen 

Square Protests of 1989 . Many of his works were selected the finalists of Archibald Prize, Sir John 202

Sulman Prize, and Wynne Prize. 

(Portraits of rightists 2012) 

The Communist Party throughly understood this as well. Therefore, after 

1949, being the biggest party of  ruling coalition of  parties in mainland China, 

which was technically not the authoritarian party until formulation of  the new 

Constitution in 1954, the Communist Party was trying to forbid anyone to 
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criticize anything under their domination, especially in film. The New China’s 

censorship by the Communist Party was so much more severe than Republic’s. 

Under this censorship, executed by the Film Guiding Committee of  the 

Culture Department of  Central People’s Government , from 1951 to 1952, 203

there was even no scenario could pass the censors (Y. Shen 2005: 155; Yin & 

Ling 2002: 5-6).  

These increasingly sharp ideological confrontations eventually went out of  

control and developed into an anti-rightist struggle that began in 1957. From 

1957 to 1958, more than 550,000 people (Z. H. Shen 2008: 662)—most of  

them was liberal intellectuals—were convicted of  being the rightist who tried 

to overthrow the Communist Party’s regime. They and their families and 

relatives together were downgraded position, expelled from public office, and 

even arrested and put in the Laogai Camp , which is just the Chinese style 204

Gulag where the rightists and rightists’ families received "reeducation" 

through labor.  

The long-standing official and mainstream view is that the main reason for 

the Anti-Rightist Movement was Mao Zedong’s reaction to the criticism from 

the outsiders of  the Communist Party, to the Democratic Parties’ demand for 

more shares of  the power, and to the liberal intellectuals’ ideological 

competition for the power of  interpreting the realities. All of  these led Mao   

to believe that the Class Struggle  still remained the main contradiction of  205

Chinese society, even though the Communist Party has been politically, 

militarily and economically taken full control of  the nation (Z. H. Shen 2008: 

679-680). However, the truth is that Mao Zedong was neither so implausible 

nor so unsophisticated, and definitely not a person of  non compos mentis. 
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The real decisive reason of  the Movement was that Mao Zedong had to 

initiate and take advantage of  some political movement—as he always did—to 

struggle against the revisionists within the Party so that he could reseize the 

ideological leadership within the Party, and finally recapture the actual power 

more than just being some kind of  spiritual leader, which was looming to him 

back then, as a latent threat.  206

Under these rapidly developing circumstances, the whole China was like a 

train that is out of  control, and rushed into the end of  its fate. Next, we will 

comb through the film Life of  Wu Xun to sort out the logic of  the whole 

development, and the ideological construction that liberal intellectuals has 

taken to provocate the Communist Party. 

Fatal Misidentification: The Mendicant  

As we discussed earlier, after 1949, the Communist Party took over the 

entire film industry. They adopted more strict control than former 

Kuomintang government. Being a very influential representative film during 

this period, Life of  Wu Xun is produced from 1949 to 1950, premiered in 

January 1951, was severe criticized by Mao Zedong's personally written article 

in May 1951—just five months after its premiere—and then was declared a 

banned film (X. Li 2013a). This film is still banned from being released in 

mainland China nowadays. It is the critique of  this film that opened the 

curtain of  the Communist Party’s purge in the ideological field. 

The film is telling the story of  a poor peasant named Wu Xun, who lives in 

Shandong province in late Qing dynasty. His parents die when he is a boy. Of  

course, he can not afford the education so has to stay illiterate. The film 

 There is further discussion on Mao Zedong’s struggle against the revisionists within the Party in 206

Chapter 8: the Gaze of the Abyss, 1960-1966.
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describes again and again that Wu Xun is living in poverty and being bullied 

by officers and the riches just because he is uneducated. The climax is the 

scene of  "salary incident", in which an evil landlord cheats Wu Xun out of  his 

salary for three years and beats him almost to death. Therefore, it become the 

general motive of  Wu Xun’s action in the film: to beg money for building 

charity schools for poor children. The entire film is representing the process 

of  Wu Xun’s begging money for building schools. During his fifty-eight years 

life, Wu Xun has built three charity schools. In the end of  the film, he was 

granted the highest award that a common person can receive from Empress 

Dowager Cixi. He also becomes a moral model and culture leader even after 

the establishment of  the Communist Party’s China in the film.  

39.Still 1 from Life of Wu Xun  

An evil landlord cheats Wu Xun out of his salary for three years and beats him almost to death. 

(screenshot by Chao Ren) 

This film is proposed a dangerous ideological construction by upholding 
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Wu Xun, a moral model as well as a cultural saint in the feudalistic dynasty of  

Qing. In the very beginning of  the film, the core idea is constructed that 

education is the only hope for everyone, especially for the lower class. From 

one dynasty to another, it is a powerful opinion in China for more than two 

and half  millennia. Around this opinion, it is formed a very important part of  

ideology of  traditional China, even in the lowest level of  society. There are 

two lines will support the argument.  

40.Still 2 from Life of Wu Xun  

"You wouldn’t live a happy life unless you get going to school." 

(screenshot by Chao Ren) 

   Boy Wu Xun  

Mum, Why are they going to school? It must be great to go to 

school, isn’t it?   207

   Mother  
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Right, it’s great. You can learn various kinds of  knowledge in the 

school, so nobody can bully you anymore. You wouldn’t live a 

happy life unless you get going to school.   208

Here, the class conflict takes a form of  struggling for the right of  receiving 

education. Remarkably, compared with those revolutionaries, it is the most 

radical difference that Wu Xun never struggles against the education system 

and society system themselves. Although in the end of  the film the details was 

added that Wu Xun opposed the students of  his school to commit to being an 

official, this detail not only did not play a role in challenging the system, but 

strongly constructed the ideology of  system’s strength and inclusiveness.  

41.Still 3 from Life of Wu Xun  

"All what you do to against them is by killing?" 

(screenshot by Chao Ren) 

And more seriously, being the other side of  the respect for existent society 
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system at that time, suspicion and even criticism of  revolution is presented 

almost everywhere in the film. When Wu Xun meet an old friend Zhou Da, 

who is an officer in peasant army now, he asks Zhou:  

All what you do to against them is by killing? Is it an acceptable 

way?  209

By challenging the violence revolution, the film suggests that the intellectuals 

maybe have a better way to be the leader of  the new China instead of  more 

violent political forces, for example, the Communist Party.  

42.Still 4 from Life of Wu Xun  

"Hong Xiuquan just totally forgot us poor people." 

(screenshot by Chao Ren) 

But, this is nothing compared to another detail below. In the film, via the 

mouth of  Zhou Da, even such a line bursted out without any disguise:  

As soon as Hong Xiuquan seized the city of  Nanjing, and climbed 
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on to the throne, he just totally forgot us poor people.  210

43.Hong Xiuquan’s Dragon Robe  

Dragon Robe—even the colour of Yellow—marks the identity of the emperor in traditional China.  

Collection of the Taiping Kingdom History Museum in Nanjing  

(Dragon robe Taiping Kingdom History Museum) 

Here, it is completely beyond doubt that who was insinuated by Hong 
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Xiuquan, who led the Taiping Heavenly Kingdom  peasant uprising in 1851, 211

and later betrayed his egalitarianism revolutionary vows of  pursuing an 

egalitarian society. 

Therefore, it is merely a subterfuge that Mao Zedong defined this film as 

"propaganda of  feudal culture and slander of  peasant revolution" (as cited in 

X. Li 2013a). The real reason of  severe criticism of  this film is more 

threatening to the Communist Party. This film made Communist Party 

prepared to initiate some kind of  discipline movement against the liberal 

intellectuals. Until six years later, when the Communist Party had solved their 

more urgent problems, for example, the U.S. army in Korea, the Anti-Rightist 

Movement is launched. According to John King Fairbank, "Mao’s Cultural 

Revolution from 1966 to 1976 was only a continuation of  what began in 

1957" (Fairbank & Goldman 2006: 366).  

In the last analysis, there is a major and deadly misidentification in the 

criticism of  Life of  Wu Xun. From the creator’s point of  view, they determined 

that the reason for choosing this story was to target the Kuomintang; 

although some details in the narrative did have a negative evaluation of  the 

peasant revolutions, but not against the Communist Party. The most valuable 

thing that the creator want to emphasize is the importance of  the 

irreplaceable education system, and of  course, the intellectual group behind it. 

Nevertheless, from the perspective of  the Communist Party—or more 

accurately, of  Mao himself—the film touched the point that were 

untouchable. The Communist Party’s counter-attack included not only fierce 

criticism and struggle, but also more enthusiastic and fierce ideological 

construction. In the next chapter, we will discuss the first Red Film Climax in 

the history of  Chinese cinema, as a counterattack to the  films such as Life of  

Wu Xun.  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Chapter 7: Total Red Recall, 1951-1959 

Along with strict controlling and severe criticism, the Communist Party 

definitely also attempt to directly construct the ideology of  their own through 

film production. Those films belong to this attempt are called Red Films of  

New China (Yin & Ling 2002: 6-10).  

44.A Still from The Birth of New China   212

As the Dedication Film to the National Day of the People’s Republic of China in 1989, this film is 

generally recognized as the pioneering work of the Main Melody Film. It won the Best Feature Film, 

the Best Screenplay, and the Best Supporting Actor of the 10th Golden Rooster Awards in 1990.  

(screenshot by Chao Ren) 

In the film history of  the People’s Republic of  China, there have been three 

climaxes of  the Red Film productions. The most recent was after the 

Tiananmen Square Protests of  1989 to the beginning of  the twenty-first 

century. The representative films of  this climax are those major revolutionary 

historical subject matter productions featured by "Main Melody Film" .  213

The notion of  "Main Melody Film" was created in 1987 by the government 
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and used to "invigorate national spirit and national pride" (R. Zhang 2008: 

35). As an ideological counterattack, this notion was intended to resist the 

pan-entertainment tendency of  the film industry, and the notion has been 

greatly enhanced especially after the Tiananmen Square Protests of  1989. 

"Main Melody Films" of  1990s refers merely to the major revolutionary 

historical theme and important politician’s biographical films. These are 

responsible for the national ideology propaganda task and managed by the 

state. In the years before and after the twenty-first century, the entry into the 

Chinese film market of  the Hollywood revenue-sharing blockbusters had an 

impact and guiding effect on the Chinese film industry. "Main Melody Film" 

experienced a market-oriented process and gradually merged with commercial 

production films to form the new film type "Main Melody Blockbuster". Until 

the emergence of  The Wandering Earth in early 2019, a "Main Melody Science 

Fiction Film", tells the story of  how totalitarian China saved humans and the 

Earth at the end of  the Solar System.  

This 1990s "Main Melody Film" climax unequivocally represented by 

"Dedication Films"  to the major ceremonies, such as ceremonies of  the 214

Seventieth Anniversary of  the Founding of  the Communist Party of  China in 

1991, the Fiftieth Anniversary of  the Victory of  the World Anti-Fascist War 

in 1995, the Fiftieth Anniversary of  the Founding of  the People’s Republic of  

China in 1999, the Eightieth Anniversary of  the Founding of  the Communist 

Party of  China in 2001, and the Sixteenth National Congress of  the 

Communist Party of  China in 2002 (Yin & Ling 2002: 154). 

The second climax is around the Cultural Revolution, including the films in 

the Cultural Revolution, and also in early to middle 1960s, such as the film 
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Spring Comes to the Withered Tree  in 1961 . The representative films of  this 215 216

climax are Cultural Revolution Films, the most thoroughly red films, especially 

the Revolutionary Model Opera  films that were produced under the direct 217

supervision of  Jiang Qing (Shooting Crew of  Taking Tiger Mountain by 

Strategy of  Beijing Film Studio 1971: 611).  

45.A Still from Taking Tiger Mountain by Strategy   218

This is a Peking opera film directed by Xie Tieli  in 1970 , during the climax of the Cultural 219 220

Revolution. In fact, this film was devoted a lot of sincere concern and direct guidance by Jiang Qing.  

(screenshot by Chao Ren) 

The first Red Film Climax was in the period of  1951 to 1959 that we are 

going to discuss. In this chapter, we will discuss the Communist Party’s 

ideological construction during the period—the first Red Film Climax in the 
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history of  Chinese cinema—and focus on the ideological operation methods 

of  Red Film, especially its Hollywood parentage, and the treatment of  

Chinese history and traditional cultural issues in the Red Film.  

Simply Red: The Revolutionary and The Sentimentalism  

From February 1942 to April 1945, before the Seventh National Congress, 

the Communist Party carried out a severe and significant political movement, 

the Yan'an Rectification Movement. As Gao Hua described and analyzed in 

his book How Did The Sun Rise Over Yan’an?, Rectification Movement not only 

finally established Mao Zedong’s highest leadership in the Communist Party 

(Gao 2000: xiii), but also recast the Communist Party system that has been 

used ever since. As an important part of  this movement, in May 1942, the 

Forum on Literature and Art was held in Yan'an. In the concluding remarks at 

the end of  the forum, which was called the Talks at the Yenan Forum on 

Literature and Art  in the history, Mao Zedong said:  221

46.Group Photo of Mao Zedong and Representatives of the Yan'an Forum on Literature And Art  

(Group photo of Mao Zedong and representatives of the Yan'an forum on literature and art) 

"Our literary and art workers must … gradually move their feet 

over to the side of  the workers, peasants and soldiers, to the side of  
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the proletariat, through the process of  going into their very midst 

and into the thick of  practical struggles and through the process of  

studying Marxism and society. Only in this way can we have a 

literature and art that are truly for the workers, peasants and 

soldiers, a truly proletarian literature and art" (Mao 1942). 

From then on, the tone was written. "To write the workers, peasants and 

soldiers"  became all the content that matters of  the Communist Party’s 222

literature and art, including the the Red Film. At the same time, due to the 

influence of  the Soviet Union film, the Film Guiding Committee of  the 

Culture Department put forward the requirement of  "To Write Major Subject 

Matter" —that is, the requirement to produce epic film, which became all 223

the form that matters of  the Red Film (Yin & Ling 2002: 7-8). With the 

macro principle of  the life of  the workers, peasants and soldiers with the epic 

appearance, as Wu Di pointed out that the Film Bureau of  the Culture 

Department had exact planning for each year’s production number for each 

type of  subject matter, such as industrial subjects or agricultural subjects (D. 

Wu 2010: 46-51). Under such strict and meticulous control, it emerged the 

first Red Film Climax.  

In terms of  ideology, the core ideological construction of  the first Red 

Film Climax, as the counterattacks against their ideological enemies, is trying 

to establish the legitimacy of  the Communist Party, which is based entirely on 

the prevailing the previous Orthodox Continuum and Governmental 

Continuum throughly and overwhelmingly. Unlike the traditional inheritance 

of  Orthodox and Governmental Continuums, the Red Film expresses the 

former rulers—those alleged Sons of  Providence—as the internal enemies of  

the people through dynasties. Three Socialist Transformation Movements was 
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the greatest achievements in the struggle against the existing internal enemy. 

As for the Communist Party, it is not the governor who received power from 

the Providence, but the plenary incarnation of  Providence itself.  

47.Special Issue of the 10th Anniversary of the Founding of the People’s Republic of China  

This special issue was published by the Popular Cinema magazine on October 1, 1959. The Dedication 

Films to the tenth anniversary of the founding of the People's Republic of China in 1959 was the 

climax of the first Red Film Climax period. 

(Special issue of the 10th anniversary of the founding of the people’s republic of China) 
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Simultaneously, the Communist Party used the Red Film to identify all 

other forces outside China as the barbarian others and external enemies—

such as the so-called Imperialist  and Powers . To defeat the United States 224 225

and the United Nations forces led by it during the Korean War is the greatest 

victory in the struggle against the existing external enemy. However, this 

victory is not an easy task, it consumed an enormous sacrifice and price. 

Therefore, the Communist Party strongly rendered and skillfully used the 

historical sentimentalism that suffered and suffering bully and humiliation 

from its enemies, and then to build national its identity of  New China on the 

hatred and violence reproduced by it. We would call this ideology the 

Revolutionary Sentimentalism, which is immersed in the Law of  the Jungle 

and the Social Darwinism and is obviously disproportionate to such a civilized 

and mammoth nation like China. Unsurprisingly, the Revolutionary 

Sentimentalism will eventually become another kind of  Leviathan that 

devours China in the not-so-far future. To sum it up, the Red Film strongly 

propagandized that the Communist Party has consistently advocated for an 

idea that "there would be no New China without the Communist Party" .  226

As discussed above and in previous chapters, the Communist Party took a 

radically different path to compete for legitimacy after its seizure of  power. Its 

deconstruction of  traditional Orthodox and Governmental Continuums has 

constructed the new Orthodox and Governmental Continuums based on the 

revolutionary narrative. At the same time, all beings that are opposed to the 

Communist Party and outside the control of  the Communist Party are 

identified as backward and evil, and need to be removed from the 

revolutionary life. The legitimacy establishment of  this religious reformed of  
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the Communist Party is deeply rooted in all aspects of  the Communist Party’s 

ideological construction, and thoroughly affects the reality of  China from that 

time until today.  

Internal and External Enemies: The Insurgent  

 

48.Still 1 from Song Jingshi  

The left is Song Jingshi played by famous actor Cui Wei . The actor Zhang Yi  (right), who played 227 228

Zhou Da in Life of Wu Xun, plays Zhang Chongde, one of Song’s subordinate officers, in this film. 

(screenshot by Chao Ren) 

Next, we will analyze the representative film Song Jingshi  of  this period, 229
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produced in 1955 and directed by Zheng Junli, one of  the best directors in the 

whole Chinese film history. In his creative productions in this period such as 

Song Jingshi and the film Lin Zexu  (1959), unlike those tremendous amount 230

of  films that directly represent modern warfare, Zheng Junli devoted himself  

into the fusion of  Red Film ideological construction and traditional Chinese 

culture and aesthetics. His films were connected in series by his personal style, 

and were focusing on the struggles against internal and external enemies 

ideologically. Meanwhile, he was also highlighted by his audiovisual language 

metaphorical approach in the context of  Chinese traditional culture—we have 

discussed in his masterpiece Crows and Sparrows—and also by his independent 

thinking and his artistic pursuit in this period, which is very different from his 

another work will be discussed in Chapter 9.  

Among all the Red Films, the film Song Jingshi is a significant model for the 

production requirement of  "To Write Major Subject Matter", which means to 

produce the epic film.  

The film tells the story that how Song Jingshi, who is a peasant lives in 

Shandong province countryside, becomes an uprising leader in late Qing. The 

Qing government increases taxes from poor peasants as military expenditure 

for supporting the suppression of  peasant uprising army. A peasant Song 

Jingshi leads a villagers uprising and then they occupy the county town. The 

landlord militia against Song’s troop, at the same time, the Qing General 

Shengbao also comes to suppress them. In order to save soldiers’ lives and 

conserve strength, Song pretends surrendering to Shengbao. After Shengbao’s 

death, Song troop revolts again. In the decisive battle with Qing troop, Song 

Jingshi’s troop win a complete victory. Song Jingshi defeats and kills the 

famous Qing General, Prince Sengge Rinchen, in revenge for his mother and 

wife.  
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49.Still 2 from Song Jingshi  

Prince Sengge Rinchen played by another famous actor Shi Hui , who was called the "Drama 231

Emperor" at the time for his superb acting.  

(screenshot by Chao Ren) 

The figure Song Jingshi is a real person in the history, a real peasant 

uprising leader lived in the same area and same period of  Wu Xun. That is 

exact the purpose of  the production of  this film: to ideologically strike back 

at the film Life of  Wuxun. Basically, the ideological construction of  Song Jingshi 

is to celebrate the peasant uprising. There are three dimensions of  ideology 

can be derived from the ideological construction of  this film. By analyzing the 

ideological construction by comparing these three dimensions, we can identify 

that where did the material of  the idea originate, how did it develop and how 

did the ideological construction operating.  

 Ꭺഀ231
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50.Still 3 from Song Jingshi  

The captain of the imperialist rifle team salutes the Prince Sengge Rinchen.  

(screenshot by Chao Ren) 

The first dimension is the real Song Jingshi and his real life in history. In 

this dimension, the most important questions are why Song revoked at the 

beginning, why he surrendered to General Baosheng, and why he revoked 

again after Baosheng’s dead. For answering to these questions, "to fight back 

bad government or conserve strength" is a good excuse. "To save villagers or  

soldiers’ lives" even makes it more humane. However, they should be highly 

doubted under the circumstance at that time. These kind of  answers are 

ideological construction rather than the truth. The core of  this explanation 

that gave up the complexity of  history is simply to establish an enemy camp 

that opposes the revolution.  

Moreover, the enemies here are not limited to domestic enemies. At the 

! /!127 198



opening, the film took the invasion of  the British and French coalition forces 

as the deep root of  the entire incident. In the film, in response to the invasion 

of  the British and French coalition forces, the government increased military 

spending. The newly added military expenses were passed on to the people at 

the bottom in the name of  War Tax, which eventually aroused the peasant 

uprising. The film also detailed the imperialist rifle team directly participated 

in the Prince Sengge Rinchen’s suppression of  the peasant army. In this way, 

the domestic contradictions are directly converted into international 

contradictions, and the internal enemies and the external enemies are 

combined into one, and the revolutionary sentimentalism of  the film is also 

strengthened. 

Therefore, the second dimension is the hero Song in the film. He is an 

excellent but not perfect leader with his shortcoming and weakness, who even 

surrender to the enemy once. Although his purity and revolutionary 

thoroughness are unquestionable, although he has no personal desires as a 

revolutionary, he still has weaknesses as a human being, such as his mother 

and wife. He is a human as well as a peasant revolution hero. From human 

hero to godlike hero, it goes to the third dimension. 

On the third dimension, the topic is the godlike heroes and leaders in the 

Red Films later. Characters in those films definitely are incarnated gods who 

truly became men with almightiness, invincibility and perfection. Even in such 

a film as a counter-attack to opposite ideological construction, by ideology, 

Zheng Junli still has the courage and creative free space to express and to 

reflect on the human weakness and behavioral negligence of  the revolutionary 

leaders. Although very superficial and disguised, it is after all the depicting a 

human being, not any kind of  the Red Sun. Comparing the representation of  

second and third dimensions, the process of  how does communist ideological 

construction reach its godlike climax will be revealed through Chapter 8 to 
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Chapter 9.  

51.Some Battle Macro Scenes in Song Jingshi  

(screenshot by Chao Ren) 

Therefore, from the perspective of  audiovisual language, with the very 

simple and straightforward Communist ideological construction, with the flat 

and symbolic characters, single-line and under-motivated stories, simple and 

extreme drama conflicts, this film would have been a mediocre and vulgar 

production. Fortunately however, the excellent performance of  Zheng Junli 

and the two acting masters, Cui Wei and Shi Hui, saved the doom of  the film. 

The greatest highlight of  Zheng Junli in this film is the overall grasp of  epic 

narratives and the scene scheduling of  Macro Scenes. These excellent 

directors’ techniques have begun to show the initial results of  Zheng Junli’s 

melting of  traditional Chinese aesthetics into his filmmaking.  
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Although there were several production and screening climaxes during this 

period, especially the production and screening of  the Dedication Films to the 

tenth anniversary of  the founding of  the People’s Republic of  China in 1959, 

generally speaking, this Red Film promotion to some extent was a failure.  

52.Some Battle Position Macro Scenes in Song Jingshi  

(screenshot by Chao Ren) 

According to the historical data collected by Wu Di, by 1959, except for a 

few sophisticated produced Dedication Films, most of  the 103 films 

produced in this year were mediocre. In 1961, the output terribly dropped to 

28. And most audiences tended to be less and less interested. The feedback 

from both the management and the audience on these films is extremely 

disappointing. (D. Wu 2010: 419-424) 

The most important reason for this problem is that these ideological 
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constructions have greatly exceeded the basic ideological level of  the most 

audience. As a result, different political forces have proposed different 

solutions to the problem, and then made different corresponding responses, 

which led to the new ideological struggle we are going to discuss in Chapter 8.  
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Chapter 8: the Gaze of  the Abyss, 1960-1966 

Until the end of  1950s, after the first decade under the Communist Party’s 

domination, there have been many serious and severe problems in Chinese 

society, including ideological construction ineffectiveness. Different political 

forces inside the Communist Party have proposed different solutions and 

took corresponding responses, and these actions led to the new wave of  

ideological struggles. In this chapter, we will discuss the manifestation and 

essence of  these ideological struggles between these forces inside the Party.  

Revolutionary and Establishmentarian: The Maoist vs The Revisionist  

On July 2, 1959, the Expanded Conference of  the Political Bureau of  the 

Communist Party of  China Central Committee was held in Lushan , 232

Jiangxi  Province. Chaired by Mao Zedong personally, the Conference 233

participants included Members of  the Politburo, Alternate Members of  the 

Politburo, and the First Secretaries of  the Provinces, Municipalities and 

Autonomous Regions, and the Heads of  relevant Departments, basically it 

included all the top leaders of  the Communist Party.   

After 12 days of  intensive discussions and group discussions, the 

participants summarized the achievements and shortcomings of  the Great 

Leap Forward launched in early last year, put forward some specific issues and 

suggestions for improvement, and formed a memorandum entitled Agreed 

Records on the Issues of  the Lushan Conference . The conference was scheduled to 234

close in a few days.   
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On July 14, the same day that the memorandum was sent to the 

participants for discussion, Peng Dehuai , who was the Politburo Member, 235

Vice Minister of  the State Council, Minister of  National Defense, one of  ten 

Marshals of  the People’s Republic of  China, and the highest commander of  

Chinese and North Korean military forces in the Korean War, submitted a 

three-thousand-word letter to Mao Zedong himself. In this private letter, Peng 

Dehuai boldly pointed out some sharp issues, implicitly questioning Mao 

Zedong’s route and direction of  the Great Leap Forward.  

53.Peng Dehuai and Mao Zedong in 1954 

Peng Dehuai  (left) and Mao Zedong were in Zhongnanhai , waiting for an event. 236

(Peng Dehuai and mao zedong 2018) 

Two days later, on July 16, Mao Zedong ordered officials to print and send 

the letter to all participants for discussion. And then on July 23, Mao Zedong 
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summoned the plenary session, delivered a long speech, and severely criticized 

the content of  the letter. The direction of  the Expanded Conference turned 

sharply and began to focus on the content of  the critical letter. On July 26, 

Mao Zedong issued new instructions, and the critical targets began to change 

from the content of  the letter to the personality of  Peng Dehuai. 

From July 31 to August 1, the Politburo held a conference to specifically 

criticize Peng Dehuai. Then, according to Mao Zedong’s suggestion, the 

Eighth Plenary of  the Eighth Central Committee of  the Communist Party of  

China was held in Lushan from August 2 to 16, focusing on the issue of  the 

letter, and finally passed The Resolution on the Wrong of  the Anti-Party Group 

Headed by Comrade Peng Dehuai . So far, the what was called the First Lushan 237

Conference  or just the Lushan Conference in history has come to an end 238

with Mao Zedong’s total victory. (C.T. Xie 2004: 253-266; Lin 2008: 456-505)  

However, the contradictions within the Communist Party intensified, and 

the dissatisfaction with Mao Zedong’s route previously in the undercurrent 

has been completely disclosed. From the Lushan Conference to the Cultural 

Revolution, there were series of  intra-party struggles. From an ideology 

perspective, these are struggles between utopian revolutionaries and vested 

interests establishmentarians, rather than the game of  thrones full of  power 

and deceit that initiated by Mao Zedong to maintain his personal status.  

We agree with the point of  view by Chen Yung-fa that Mao Zedong 

essentially is a thorough revolutionary who sticks with the aim of  establishing 

a utopian state in China  (Y. F. Chen 2006: 216-219). Especially after Joseph 239

Stalin’s death, Mao Zedong became the de facto co-leader of  the International 

Communism Movement at the Moscow International Communist Parties and 
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 There is further discussion on Mao Zedong and Maoists in Chapter 9: the Maoists Strike Back, 239

1960-1966. 
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Workers’ Parties Representatives Conference in 1957 (Z. H. Shen 2008: 

689-773). In order to stabilize the Communist Party of  China’s co-leader 

position, Mao and Maoists must firstly transform his nation into a model 

proletarian dictatorship nation.  

54.Liu Shaoqi and Deng Xiaoping in 1958 

This photo shows Liu Shaoqi (right) and Deng Xiaoping (left) in June 1958 when they met with 

Vietnam’s supreme leader Ho Chi Minh. 

(Liu Deng in 1958 2018) 

The forces opposed to Mao Zedong, which was represented by Peng 

Dehuai at the Lushan Conference, was later called the Revisionists by the 

Maoist force. Ideologically, they are vested interest establishmentarians and 

the resurrection of  traditional Chinese bureaucratic elite intellectuals within 

the Communist Party. There were two more representatives: Liu Shaoqi and 

Deng Xiaoping , who was the actual supreme ruler of  China from 1980 240
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until his death in 1997 after the Cultural Revolution. Liu and Deng followed 

the New Democracy theory we mentioned in Chapter 6. As a matter of  fact, 

as Gao Hua pointed out, the real purpose of  Mao Zedong’s New Democracy 

theory in 1940 was to compete with the Soviet agent Wang Ming  for the 241

ideological leadership of  the Communist Party (Gao 2000: 192). Even without 

considering the background of  the intra-party struggles, the theory of  New 

Democracy at best is only an expedient measure proposed by the Communist 

Party in the face of  the Kuomintang’s invincible power for the future 

participation in the parliamentary struggle and joint governance. Although 

this theory itself  has never been realized, and it later became the fuse of  the 

struggle against Liu and Deng, in essence, Deng Xiaoping’s rule still follows 

the ideology of  this theory. Until this day, the core of  the guiding ideology of  

the Communist Party of  China is still the theory of  New Democracy.   

Furthermore, in addition to Liu and Deng, Chinese traditional bureaucratic 

elite intellectuals in the Communist Party had an extremely significant 

representative, which has never been recognized by Chinese authorities—

Zhou Enlai, whose brilliant image of  being a holy saint is what the Chinese 

authorities try to maintain so far. Regarding the relationship between Zhou 

Enlai and Mao Zedong, Gao Hua has a profound and revealing discussion: 

"For Mao Zedong, Zhou Enlai is an indispensable right-hand man. 

Zhou’s lofty prestige, extraordinary talents and dedication to the 

cause of  the Communist Party of  China have made Zhou a 

difficult person to replace. More importantly, Mao understands that 

Zhou does not compete for the powers of  the leaders of  the 

Communist Party and was no threat to Mao. Zhou is not a member 

of  the Wang Ming Group, but also has a deep relationship with the 

Soviet Union and the Communist International. He is the most 
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suitable person to represent Mao to deal with Stalin. … Zhou Enlai 

also worked with Mao for a long time and found that Mao had the 

domineering power he lacks as a monarch. He decided that with 

this domineering, Mao could dominate the nation. Because of  its 

unique dexterity and flexibility, Zhou quickly adapted to the 

cooperative relationship with Mao. In this relationship, Mao is in a 

dominant position, and Zhou is happy to play an auxiliary role. 

Since Mao and Zhou both value each other's value to themselves, 

they are able to keep their boundaries, so the cooperation between 

the two is troublesome sometimes but still lasted for ages" (Gao 

2000: 278-279).  

Although, the word "Zhouist", not only has never been recognized by 

Chinese authorities, but also in the English context of  mainstream research, is 

merely referred to as those Zhou Enlai’s followers in the diplomatic field 

(Ebinger 1988: 173, 174, 176; Vohra 2000: 250, 252), but in fact, within the 

Communist Party, there is a circle centered on Zhou Enlai. From the 

perspective of  ideological background, Zhou Enlai "has a deep relationship 

with the Soviet Union and the Communist International" (Forsythe 2015). As 

Tsoi Wing-Mui wrote in her book The Secret Emotional Life of  Zhou Enlai: 

"Zhou received a stipend from the Soviet-funded Communist International 

and began his rapid ascent in the party’s ranks" (Forsythe 2015). What is more 

telling of  his relationship with the Soviet Union is that after the Brezhnev 

Group coup overthrew Khrushchev in October 1964, the new Soviet top-

level group was also prepared to overthrow Mao Zedong, trying to persuade 

Zhou Enlai to succeed Mao Zedong as the Chinese leader (Qian 2008: 

368-371). He personally adheres to the ideology of  the traditional elite 

bureaucracy and is easily integrated with other bureaucratic elitists, which has 

enabled him to serve as one of  the main ideological managers of  the 
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Communist Party for many years.  

55.Zhou Enlai Welcomed Back in 1964 

Zhou Enlai (middle left) severely rejected the ridiculous proposal put forward by the Soviet Union to 

overthrow Mao Zedong. He returned to Beijing from Moscow and received unprecedented courtesy: 

Mao Zedong (middle right) led Liu Shaoqi (far right) and Zhu De (far left) and went to the airport to 

welcome him back. 

(Zhou enlai welcomed back 2008) 

At the same time, from the perspective of  qualifications and strength, 

Zhou Enlai, as one of  the earliest elders of  the Communist Party and one of  

the co-founders of  the Communist military force, has firmly maintained the 

efficient and rigorous Communist Party intelligence system created by himself, 

and then maintained his prestige and influence in the Communist Party and 

the Communist army until his death. This prestige and influence made him a 

source of  legitimacy for all the supreme rulers of  future generations. 

Therefore, in the struggles within the party for several decades, although 

Zhou Enlai has also received many criticisms, he eventually did not fall out of  

the top three of  the real power figures in the Communist Party.  
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56.Zhou Enlai with Filmmakers at Xinqiao Conference 

From left to right: Zhou Enlai, Wang Weiyi, who is the deputy director of Eight Thousand Li of Cloud 

and Moon, Xu Tao, who is the deputy director of Crows and Sparrows, and Zhao Dan, the famous actor. 

(Zhou Enlai with filmmakers at Xinqiao conference) 

From the perspective of  ideological managers, due to Zhou Enlai’s direct 

involvement in cultural undertakings, there have been many instances of  

contact between him and the film industry. The example of  "Crows and 

Sparrows Awarding event" is extremely illustrative of  the differences between 

his principles and the Mao Zedong’s literary and art route proposed at the 

Yenan Forum on Literature and Art. In 1957, in the competition of  the 

Ministry of  Culture of  the People’s Republic of  China 1949 to 1955 

Outstanding Film Awards, Zhou Enlai was irritated because of  the Second-

Class Award granted to Crows and Sparrows. He rebuked the officials of  the 

Ministry of  Culture and said: "These people who risk their lives produced 

such a good film. How can they only be granted the Second-Class Award?" (Y. 

L. Lin et al. 2013) What he said "these people who risk their lives" exactly 
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referred to the Shanghai intelligence system under his direct leadership—the 

Underground Branch of  the Communist Party of  China in Shanghai—and its 

subordinates’ film production forces. Zhou Enlai directly came forward to 

endorse his subordinates, and then won the First-Class Award for them, 

together with the other four radical revolutionary Red Films.  

In turn, Zhou Enlai personally operated an event that changed the 

direction of  history: the Xinqiao Conference . In June 1961, the Central 242

Propaganda Department of  the Communist Party and the Ministry of  Culture 

of  the People’s Republic of  China convened the All-nation Literature and Art 

Workers Conference and the All-nation Feature Film Production Conference 

at Xinqiao Hotel in Beijing, which was called "Xinqiao Conference" in history. 

This conference was controlled by Zhou Enlai and was used as an occasion to 

propagate his principles against the Maoist’s radicalism error, which greatly 

limited the subject matter and content of  literary works. On the night of  19 

June, Zhou Enlai addressed a long speech to the delegates. Although he paid 

some attention to class struggles because of  the big atmosphere at the time, it 

is more importantly that he made severe criticisms to the Maoists. For 

example, against the aggressive methods of  the Maoists, Zhou Enlai said:  

"In the past few years, there has been a practice: when someone 

else says something, they will measure you with the frame, grab you 

by the pigtail, dig you to the roots, wear you an accusation hat, and 

then hit you with the stick" (Zhou 1961: 475).  

In response to the Maoists’ demand for national integration, Zhou said: 

“A deputy minister of  the Ministry of  Culture went to Sichuan to 

say: Sichuan Opera was behind. It offended the Sichuanese. A 

comrade at the time replied: It’s up to 70 million people in Sichuan 

to answer and decide. This comrade is very courageous to answer. 
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It’s good! People like it, you don’t like it, who do you old idiot think 

you are? … Everyone has their own hobbies. How can they be used 

as standards? Art is to be approved by the people. As long as the 

people are interested, they have value. If  it is not anti-Party or anti-

socialist, it will exist and no power could ban it" (Zhou 1961: 

478-479).  

With Zhou Enlai’s support and encouragement, as a harvest of  Xinqiao 

Conference, from then on until 1964, a climax of  Revisionist Film emerged. It 

is the Xinqiao Conference directly deployed and led by Zhou Enlai, opening 

the curtain for the revisionist films that opposed the radical Maoist ideological 

construction. And then, in the context of  this ideological struggle, in 1964, 

Jiang Qing directly promoted, with the support of  Mao Zedong, a critique of  

revisionist films, including the representative film we are going to analyze: 

February in 1963. 

Winter Is Coming: The Falterer  

Among all the revisionist films that were later severely criticized, adapted 

from the 1929 work of  a famous leftist novelist, Roushi , February is one of  243

the most influential and controversial works, and it is the best reflection of  

the soul situation of  the inner world of  the bureaucratic elite intellectuals in 

the Communist Party at that time.  

The story of  February is set in 1926. Invited by a friend Tao Mukan, young 

intellectual Xiao Jianqiu, who is discontented and disappointed by the failure 

of  the Great Revolution, comes to the Furong Town to teach in the 

elementary school. Xiao Jianqiu sympathizes with a Revolution Army soldier’s 

widow Wensao, and helps her a lot, especially with her daughter’s schooling. 
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Xiao Jianqiu falls in love with Tao Mukan’s younger sister Tao Lan. This 

causes jealousy of  her another pursuer, an evil rich man, so he makes rumors 

of  adultery between Xiao Jianqiu and Wensao. Xiao Jianqiu decides to marry 

Wensao to save her reputation, sacrificing the love between him and Tao Lan. 

But Wensao commits suicide because of  the disgrace and humiliation. Xiao 

Jianqiu finally leaves Furong Town full of  anger. Tao Lan chases after Xiao 

Jianqiu so both escape from the prison Furong Town.  

57.Still 1 from February  

Xiao Jianqiu sympathizes with a Revolution Army soldier’s widow Wensao. 

(screenshot by Chao Ren) 

To the outward appearance, the narrative tone and audiovisual performance 

of  the February are very similar to the Spring in A Small Town. However, 

different from the appeal to morality to express the identity of  the country 

and the nation in the Spring in A Small Town, the February resists the grand 

narrative, turns instead to describe individualism faltering, and what is deeply 

reflected behind it, the collective disillusionment of  the vested interest group 

before the storm on the horizon.  
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In a lyrical way, this film dispels the harsh political struggle reality of  China 

in late 1950s and early 1960s into a sentimental bourgeois intellectual’s love 

story. In the Maoists’ shouting "don’t forget class struggle", "to write workers, 

peasants and soldiers", this disintegration itself  is a kind of  resistance, is a 

very profound and thorough anti Maoist proletarian art creation principle.  

58.Still 2 from February  

The film dispels the harsh political struggle reality of China in late 1950s and early 1960s into a 

sentimental bourgeois intellectuals love story. 

(screenshot by Chao Ren) 

In a Film Noir and Grimm’s Fairy Tales way, the film is full of  undisguised 

political metaphors. It uses Furong Town to cover the entire country, with the 

fueling of  rumours to reflect the extremely unhealthy social and political air 

of  1960s, and to project fears and worries about the future with final suicide, 

exile and elopement. The film is full of  oppressive and dark atmosphere, and 

the relationship between people is indifferent and suspicious, compared with 

the quiet, idyllic pastoral scenes in the Spring in A Small Town. In the February, 

Furong Town seems to be shrouded in an invisible net. It is more like a 
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lifeless, cemetery where ghosts wander, or more accurately, a hell full of  the 

Others  

59.Still 3 from February  

In Furong Town, the relationship between people is indifferent and suspicious. 

(screenshot by Chao Ren) 

The male leading role, Xiao Jianqiu is exactly a lonely ghost who wanders in 

this cemetery. His greatest character trait is indecisiveness. He did not bravely 

uphold justice, nor did he boldly pursue love, or struggle against darkness 

with courage. In him, we see not only the weakness of  the petty bourgeoisie, 

but also the lack of  masculinity. Tao Lan’s enthusiasm and decisiveness 

became the most important narrative motive of  the film, and it also became 

the rescue force that Xiao Jianqiu needed. However, there is actually no 

feminist color. Tao Lan is a traditional Chinese mother’s psychological image 

to Xiao Jianqiu, rather than a vivid living female, a sexual object with flesh and 

blood. Xiao Jianqiu’s love for Tao Lan is only the degenerative psychological 

development of  the protagonist who is crushed by the patriarchal society and 

leads to mental breakdown.  
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60.Still 4 from February  

Tao Lan is a traditional Chinese mother’s psychological image to Xiao Jianqiu, rather than a vivid 

living female, a sexual object with flesh and blood.  

(screenshot by Chao Ren) 

This depressing film is an expression of  discontent and disappointment at 

the reality. The deeper reason is, as the Maoists gradually get control of  the 

nation’s whole situation, intellectuals inside the Communist Party feel 

confused and dissatisfied and hope to return to a more loosening 

environment. 

Furthermore, this film makes Mao in particular angry. Unlike the directors 

who entered the new China from the old film industry, Xie Tieli, who joined 

the New Fourth Army at the age of  fifteen, is a so-called "Cultural Soldier" 

cultivated by the Communist Party itself. Being entrusted by the Maoists with 

heavy responsibility to direct a red film, Xie Tieli was particularly unacceptable 

in producing film as the kind of  February.  

Therefore, on the one hand, the criticism received against February was 

particularly severe. It was once a national roadshow of  the revisionist 
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poisonous grass  negative example. On the other hand, when Xie Tieli 244

expressed repentance, he was quickly forgiven. Not only was he allowed to 

dedicate to the hot life we are going to discuss in the next chapter, but also he 

was reused in the Cultural Revolution and became one of  the main model 

film directors. Many years later, he carried forward the inheritance of  the First 

Generation Directors, represented by Zheng Zhengqiu and Zhang Shichuan, 

and the Second Generation Directors, represented by Zheng Junli, Cai 

Chusheng and Fei Mu, and was generally acknowledged as one of  the leading 

figures of  the Third Generation Directors of  Chinese Film.  

61.Still 5 from February  

Tao Lan finally chases Xiao Jianqiu away, escapes from the prison Furong Town. 

(screenshot by Chao Ren) 

Eventually, it is not true that the revisionists were not aware of  the future 

severity of  the ideological struggle. But it is exactly their fatal weaknessthat 

brings them down: being indecisive, compared to the Maoists. In the next 

chapter, we will discuss the last stage of  our research, and the Maoists are 
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already ready to burn not only bridges and boats, but also every single person 

behind them to establish a communist utopia in China.  
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Chapter 9: the Maoists Strike Back, 1960-1966 

In this chapter, we will discuss the strike back by the Maoists as a reaction 

to the Revisionists’ challenge. The most significant issue is the deification of  

Maoist films that is the ideological preparation for the Great Proletarian 

Cultural Revolution.  

In a matter of  fact, the occurrence of  the Cultural Revolution was beyond 

everyone’s expectations, including Mao Zedong himself  (Qian 2008: 127). 

Mao Zedong did not plan the Cultural Revolution before 1965. All his action 

was merely fight back against challenge from his enemy, whoever they are and 

whenever they attacked: the Kuomintang, the Rightist, the Revisionist, the 

American, the Russian, all the same. Unfortunately or fortunately, the 

composition of  forces by all these actions shaped Mao Zedong’s China and 

World, from then on to the future.  

The Language in Utopia: Maoist Proletarian Culture  

As we mentioned in the previous chapter, in his book review of  Mao: The 

Unknown Story by Jung Chang and Jon Halliday, Chen Yung-fa has a profound 

understanding and accurate analysis of  Mao Zedong’s ideology and behavior 

patterns: 

"Mao Zedong has a subjective desire to save the country and save 

the people from a young age. After embracing Marxism-Leninism, 

he believes that class struggle is the scientific truth and the only way 

to promote social progress. But for practicing the ideals that 

Marxism-Leninism advocates, he also breaks through all kinds of  

snares and restrictions imposed on him by all the external worlds. 
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Even thousands of  people can’t impede him. What he particularly 

does not care about is the number of  casualties. He never evades 

violence, terror, coercion, differentiation, and conspiracy, and never 

has the traditional ethics of  avoiding the wrong thing. What he 

believes is that he can behave unscrupulously and what he puts in 

the most important position is his own subjective wishes. The result 

of  this is an unprecedented disaster for the Chinese people" (Y. F. 

Chen 2006: 218-219).  

Chen Yung-fa continuously pointed out:  

"Mao Zedong monopolizes the legitimacy of  morality through the 

acquisition of  the interpretation rights to scientific truth and 

patriotism, and drives the people of  the country. Without this 

observation, we can not explain Mao Zedong’s own contradictory 

and complicated words and deeds, but also more difficult to explain 

why does he still have so many believers today, some of  them 

believe in Mao Zedong’s socialist ideals, others believe that Mao 

Zedong led the Chinese people to stand up" (Y. F. Chen 2006: 

217-218). 

Chen Yung-fa especially emphasized: 

"The danger of  Mao Zedong’s ethical concept is not the lack of  

morality, but the extremely strong sense of  morality. Just because 

morality is particularly strong, he will emphasize that if  the truth is 

in the grip, even thousands of  people can’t impede him…In order 

to carry forward the truth, he can ignore procedural justice, not 

avoid violence and strategy, and even kill people and take their 

lives" (Y. F. Chen 2006: 216-217).  

Therefore, such an unscrupulous revolutionary, in the process of  

establishing a communist model nation then liberating all mankind and finally 
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realizing the utopian ideal, was confronted with domestic and foreign 

opposition and resistance, and then it was very natural that he would certainly 

make a tragic counterattack.  

62.Two Mainland Refugees Fled Hong Kong in 1962 

This is a photo taken in 1962 of two mainland refugees who fled to Hong Kong because of the Great 

Famine. 

(Two mainland refugees fled Hong Kong in 1962 2010) 

! /!150 198



In addition to the political struggles during this period, due to the Great 

Leap Forward, the economic situation in China at that time was very 

pessimistic, and finally, the consequences of  the Great Famine occurred. 

Regarding the population reduced because of  the famine, the Communist 

government has consistently claimed that official statistics cannot be given 

(Qian 2008: 47). Independent research by several scholars and institutions 

indicates that between 1959 and 1961, the number of  abnormal deaths and 

declining births was estimated to be between 17 million and 34.71 million 

(Qian 2008: 43-45). 

The Great Famine directly led to the convening of  the Seven-Thousand 

Cadres’ Conference . The so-called Seven-Thousand Cadres’ Conference 245

refers to the Central Working Conference secretly held in Beijing from January 

11 to February 8, 1962. The official representatives totaled more than 7,000, 

including Party and government cadres from six administrative levels: 

province, municipality, county, people’s commune, production brigades and 

production team (Qian 2008: 51-54). The purpose of  this conference is to 

unify the thinking and sum up the problems of  previous years. The front line 

direct leader of  the Communist Party, Liu Shaoqi, was planing to come 

forward and explain the situation to the cadre at basic levels, and admit 

mistakes to them to strengthen the unity of  the Party. 

However, like the Lushan Conference, the Seven-Thousand Cadres’ 

Conference also had a far-reaching major turning point, but this time, the 

historical balance did not favor Mao Zedong. At the conference, Liu Shaoqi, 

who should have assumed the main responsibility, arbitrarily criticized the 

Party’s radicalism in the impromptu speech about the famine, saying that 

thirty percent is a natural disaster and seventy percent is the responsibility of  
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the leader , which is directly against Mao Zedong’s summary of  the Great 246

Leap Forward that the mistake is one finger, the achievement is nine fingers 

(Qian 2008: 107-109). After the conference, Mao Zedong left Beijing to go to 

the South on the second day and actually steps aside from the practical 

operation of  the Central Committee (Qian 2008: 151). The Seven-Thousand 

Cadres’ Conference became the beginning of  a formal break between Mao 

and Liu.  

63.Dipa Nusantara Aidit in Beijing in 1963 

As the Secretary-General of the Communist Party of Indonesia, Dipa Nusantara Aidit (the fourth 

from left in the front row) received the highest standard of diplomatic privileges in Beijing. 

(Dipa nusantara aidit in beijing in 1963) 

At the same time, the international situation was even more serious than 

domestic ones. From the early of  the 1960s, the Sino-Soviet Split  began. 247

The Communist Party of  China, which had all fallen out with the Soviet 

Union, gradually became trapped in an international situation. The Sino-

Indian War of  1962, the escalation of  the Vietnam War between the United 

States and North Vietnam, which endorsed by the Communist Party of  

China, in 1964, and the Thirtieth of  September Movement in Indonesia in 
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1965 are examples of  this situation. In particular, the Thirtieth of  September 

Movement led to the complete annihilation of  the Communist Party of  

Indonesia, which was closely related to the Communist Party of  China. This is 

a major defeat of  Mao Zedong’s efforts to compete for the leadership of  the 

international communist movement with the Soviet Union. 

In this difficult situation of  internal and external affairs, Mao Zedong 

carried out a series of  political struggles to recover, consolidate and 

strengthen his power. At the same time, in terms of  ideology, Mao Zedong 

also tried to advance his own solution: starting from the bottom of  national 

ideology and gradually changing China by establishing his ideal proletarian 

culture. It should be noted that at this stage, Mao Zedong still wants to adopt 

a gradual and soothing approach to establish a proletarian culture with his 

personal characteristics that combines populism and nationalism. We can look 

at the complex process of  transforming culture from one example: the 

Latinization of  Chinese Language by the Communist Party of  China. 

At the beginning of  the seventeenth century, with the increase of  

communication between China and the West, the Roman Catholic missionary 

priests, such as Matteo Ricci , used the Latin spelling to mark the 248

pronunciation of  Chinese characters in order to learn Chinese. Since then, the 

folks have been discussing various aspects of  the advantages and 

disadvantages of  Chinese script and Western spelling script, and have 

proposed various phonetic schemes. However, for three hundred years, at the 

government level, Western scripts were only used to mark the pronunciation 

of  Chinese characters. The rationality of  the existence of  Chinese characters 

has never been questioned until the Communist Party established its regime.  

In 1949, under the direct order of  Mao Zedong, the Chinese Character 
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Reform Association  was established to study the Chinese phoneticization. 249

In the spring of  1951, Mao Zedong finally pointed out: "To take the common 

spelling direction of  the script all around the world" (A. Y. Wang 2010). In 

1952, the Chinese Character Reform Research Committee , which was 250

reorganized by the Chinese Character Reform Association, launched the 

Hanyu Pinyin Scheme —Hanyu Pinyin literally means Chinese Phoneticization251

—and it has been used to this day. It should be emphasized that the original 

purpose of  this Hanyu Pinyin Scheme was not to mark the pronunciation of  

Chinese characters, but to abolish Chinese characters and use Latin spelling 

system to spell Chinese. So, strictly speaking, what the Communist Party 

originally wanted to promote was not "Latinization of  Chinese characters", 

but "Latinization of  Chinese language." 

The ideological significance of  the "Latinization of  Chinese language" 

reform is to cut off  the traditional cultural carrier of  the past three thousand 

years and establish a new culture of  cultural radicalism with the personal mark 

of  the supreme leader. The abolition of  the Chinese character movement for 

the same purpose was not an isolated case in the Chinese character culture 

circle after World War II. After the establishment of  the the Democratic 

Republic of  Vietnam in 1945, Ho Chi Minh began the abolition of  the 

Chinese character movement in North Vietnam, and in 1976 extended the 

movement to the entire territory of  the newly formed Socialist Republic of  

Vietnam. After the establishment of  the Democratic People’s Republic of  

Korea in 1948, Kim Il Sung began to promote the abolition of  the Chinese 

character movement in North Korea. In 1970, Park Chung-hee began the 

abolition of  the Chinese character movement in South Korea after he 
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amended the Constitution of  the Republic of  Korea and obtained his lifelong 

ruling status. These abolition of  the Chinese character movements have been 

successful, and the state of  abolishing Chinese characters has been maintained 

to this day in these three countries. However, Mao Zedong’s special situation 

is that he was facing, on the one hand, the most important conservatism in 

the Chinese character culture circle: Chinese traditional elite intellectuals. On 

the other hand, the huge Chinese dialect system consisted of  more than 2,300 

dialect points of  7 dialect areas, according to the results of  the Chinese dialect 

survey from 1956 to 1958 (Yuan et al. 2001: 22).  

Naturally, Mao Zedong’s attempt at the abolition of  Chinese characters has 

been resisted by traditional conservative intellectuals. At the same time, the 

radical Latinization of  Chinese characters has encountered many technical 

problems because of  the differences between local dialects being too large, 

and it is difficult to form a unified spelling scheme. Therefore, Mao Zedong 

had to compromise. In January 1956, the Communist Party announced the 

rushed Chinese Character Simplification Scheme , which was used as a transitional 252

step to abolish Chinese characters. Finally, in September 1956, the attempted 

abolition of  Chinese Character was put on hold indefinitely, and it was 

changed to "planned, step-by-step implementation of  word reforms" (A. Y. 

Wang 2010).  

With the deterioration of  Sino-Soviet relations that followed, the 

Latinization of  Chinese characters has increasingly lost its necessity. More 

importantly, Mao Zedong was gradually losing the ideological say. In January 

1958, Zhou Enlai publicly claimed: "The Hanyu Pinyin Scheme is used to 

phoneticize Chinese characters and promote Mandarin Chinese. It is not a 

substitute for Chinese characters" (A. Y. Wang 2010), which practically ended 

the attempted of  abolition of  Chinese Character initiated by Mao Zedong 
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personally. In the end, the General Table of  Simplified Chinese Character  was 253

published in 1964, and the original transition plan was changed into a 

permanent solution, which has been in use ever since. The simplified 

characters in this table has been used since its publication in 1964 and was 

revised slightly in 1986 until 2013, when it was replaced by the Table of  General 

Standard Chinese Characters .  254

That is why the footnotes for the original Chinese Character text in our 

dissertation are demarcated according to 1964 for the mainland of  China. The 

texts that appeared before 1964 are all marked with traditional Chinese 

characters, and the latter are simplified characters. And the traditional Chinese 

characters are used for the texts outside mainland China.  

The above example clearly shows that with the evolution of  various aspects 

of  the situation, especially with the ineffectiveness of  the proletarian 

ideological construction and the offensive of  the revisionist ideological 

construction, Mao Zedong finally determined that it was impossible to tinker 

with the original traditional culture. To solve the problem, it must be 

completely reinvented, and must fundamentally eliminate the non-proletarian 

cultural roots. He finally made up his mind to launch a great revolution in 

culture that will touch everyone’s soul.  

Because of  the death of  Mao Anying—the physically and mentally healthy 

one of  Mao Zedong’s two sons—in the battlefield of  the Korean War in 

1950, Mao Zedong regarded the Cultural Revolution as the climax of  his 

entire political heritage. In order to ensure absolute victory in such a major 

battle, the power must be firmly controlled. The most thorough method is to 

make himself  the God on the basis of  already existing personal worship. His 

self-deification was so successful that until today, Mao Zedong was still the 

 ̽ᓌ۸ਁᤒ̾253

 ̽᭗አᥢਁᤒ̾254

! /!156 198



central figure supporting the Communist Party’s ideology and the source of  

the legitimacy of  Communist rulers (Y. F. Chen 2006: 211). The deification he 

carried out for the Cultural Revolution did not disappear with the end of  the 

Cultural Revolution, but it has been running through the ideological 

construction of  the Communist Party to this day.  

Following, we will discuss the masterpiece of  the Maoist deification films: 

the Spring Comes to the Withered Tree in 1961.  

Resurrection From The Dead: The Savior  

 

64.A Still from The East Is Red: A Song and Dance Epic  

The East is Red: A Song and Dance Epic is the climax of the deification films before the Cultural 

Revolution. 

(screenshot by Chao Ren) 

From the early 1960s to the Cultural Revolution, under the leadership of  

the Maoists, there is a series of  deification films, which attempted to portray 

Mao Zedong as the savior of  the people. The deification films after 1963 were 

getting more and more fanatical, straightforward and graphical, and were very 

close to the Taking Tiger Mountain by Strategy style of  the Cultural Revolution 

film, including Don’t Ever Forget  directed by Xie Tieli in 1964 and the most 255
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famous The East is Red  in 1965. However, on the contrary, the Spring Comes 256

to the Withered Tree by Zheng Junli in the earlier year of  1961 is a significant 

excellent work in the history of  China cinema.  

In the opening of  the film, before using a song of  Mao Zedong’s poem—

Farewell to the God of  Plague —to connect old and new societies, the prelude 257

describes the tragic life of  the people who were infected by the 

schistosomiasis under the brutal rule of  the Kuomintang. In the old society, 

Kumeizi, literally means Miserable Litter Girl, who is an orphan girl, lives with 

her fiance Dongge and his parents. They become refugees to escape from the 

outbreak of  schistosomiasis in their home-province of  Jiangxi . On the road, 258

Dongge’s father is infected by schistosomiasis and then tragically died. 

Kumeizi is separated with Dongge and his mother in a chaos of  the 

Kuomintang officials’ attempting to kidnap people and force them to join the 

army. Kumeizi at last settles down in a village named Shuangta in Zhejiang  259

Province, and later gets married to another person. After the liberation in 

1949, life gets better, but schistosomiasis is still serious. Kumeizi’s husband 

died from the infection and she is infected as well. One day she meets 

Dongge surprisingly, the broken family reunited again. Unfortunately, 

Kumeizi’s illness has reached an advanced stage. It is too difficult to be cured. 

 ̽ӳොᕁ̾256

 The full poem is: 257

So many green streams and blue hills, but to what avail? 
This tiny creature left even Hua Tuo powerless! 
Hundreds of villages choked with weeds, men wasted away; 
Thousands of homes deserted, ghosts chanted mournfully. 
Motionless, by earth I travel eighty thousand li a day, 
Surveying the sky I see a myriad Milky Ways from afar. 
Should the Cowherd ask tidings of the God of Plague, 
Say the same griefs flow down the stream of time. 
—Translated by the Foreign Language Publishing House Mao Zedong Poetry Translation Group.
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In the middle of  this film, when they are looking for treatment, Chairman 

Mao personally inspects schistosomiasis epidemic area. With the help from 

the Deus ex machina, the peasant doctors—called Barefoot Doctors  at the 260

time—suddenly find a therapeutic method, which is Traditional Chinese 

Medicine  combined with modern medicine, and completely cure Kumeizi. 261

Kumeizi and Dongge finally lives in a happy life. She also gives birth to two 

twins in the happy ending.  

65.Working Picture of Spring Comes to the Withered Tree  

From left to right: actor Xu Zhihua plays Dongge, actress You Jia plays Kumeizi, director Zheng Junli, 

and director of photography Huang Shaofen.  

(Working picture of spring comes to the withered tree) 

Spring Comes to the Withered Tree is a hymn to deify Chairman Mao Zedong 

the savior of  China, especially of  Chinese traditional culture. This film is very 
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successful in transforming the Communist Party’s revolutionary narrative into 

Mao Zedong’s personal charisma. It differs from the grand but empty 

communist propaganda in the other Red Films, and adopts a narrative mode 

that is very close to the underlying Chinese people’s aesthetic habits, which 

can most impress the bottom Chinese people: the Bitter Drama  in Chinese 262

traditional drama. This is a drama narrative mode with the detailed description 

of  the suffering in life, but in any case there will eventually be a happy ending. 

This dramatic meta-narrative and the communist revolutionary background is 

the populist and nationalist proletarian culture of  Mao Zedong, which is the 

basic template for the later Revolutionary Model Opera.  

66.The Track-Shot of the Old Society in Spring Comes to the Withered Tree  

(screenshot by Chao Ren) 

In this film, Zheng Junli’s personal talent is still brilliant. This film is the 
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peak of  combination of  Western film approaches and traditional Chinese 

aesthetics—in particular the traditional Chinese drama and painting. The 

scene that can especially reflect the achievements of  Zheng Junli is the 

opening paragraph of  the filming of  the poem of  Farewell to the God of  Plague 

by Mao Zedong. The film uses two scroll-like lateral track-shots in reverse 

directions to present the contrast between the old and new societies.  

67.The Track-Shot of the New Society in Spring Comes to the Withered Tree  

(screenshot by Chao Ren) 

When talking about the creation of  this paragraph, Zheng Junli worte in his 

article An Attempt to Extol the New Persons and New Villages: Success and Failure in 

Making Spring Comes to the Withered Tree:  

In the great ancient Chinese painting titled The Riverside Scene at 

Qingming Festival  by the excellent Northern Song Dynasty painter 263
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Zhang Zeduan , "the painter organically intertwines all kinds of  264

scenes into a continuous stream through the moving point of  view. 

When our sight moves along the long scroll, what we see is very 

similar with the lateral track-shot in a film… 

In Spring Comes to the Withered Tree, as the director, I feel that the 

biggest difficulty is how to visualize Chairman Mao’s poem Farewell 

to the God of  Plague… After much groping, I felt that the lateral 

track-shot is the better approach to concentrate the rich poetry in 

one shot, and at the same time keep the rhythm of  the poem in one 

go… 

Due to the use of  the lateral track-shot, the complex changes of  

the picture content are unified by the horizontal movement of  the 

camera, and are interwoven into one body, and the effect is 

achieved in one go. These shots are basically consistent with the 

principle that Chinese classical paintings express a wide range of  

content in long scrolls" (J. L. Zheng 1964: 608-609).  

On the other hand, as an experienced director who learned how to produce 

films during 1930s and 1940s in Shanghai, Zheng Junli is also very skilled in 

the use of  Hollywood style film creation techniques. In another important 

scene of  "Chairman Mao is here", audiences do not witness Chairman Mao 

himself. They see only a symbol to represent him - a small building still ablaze 

with lights in the middle of  the dark night. In this scene, the director uses ten 

shots to construct an extraordinary jump cut montage, from a long shot to an 

eye big close-up, to emphasize Kumiezi’s shock and excitement. Here, by 

using such a Hollywood skill, which obviously is learned from The Great Waltz 

(1938), Spring Comes to the Withered Tree is shaping a good leader of  the nation 

who can even change  the laws of  nature only by his presence. This is merely 
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one more miracle, which is a new one but still an ordinary one, among 

countless miracles by Emperors, Empresses, Kings and Queens from the 

beginning of  China’s history. The deification of  monarchs when they are still 

alive is inherently an important part of  Chinese tradition, and maybe it is the 

most important religious belief  for them, just like the belief  in God-Emperors 

of  the ancient Romans.  

68.The Ten Shots Jump Cut in Spring Comes to the Withered Tree  

(screenshot by Chao Ren) 
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Another significant issue of  Spring Comes to the Withered Tree is the powerful 

support for the Traditional Chinese Medicine and the rejection of  modern 

medicine, or so-called "Western Medicine" in China. The film not only shows 

that the protagonist’s illness is completely cured by the so-called "integration 

of  Traditional Chinese and Western Medicine", but also shows the 

indifference to the proletarian peasants of  modern medical experts. 

Therefore, Traditional Chinese Medicine and Western Medicine are placed in 

opposite positions, and Traditional Chinese Medicine that is saturated with 

Chinese traditional human emotions is used to confront modern medicine 

that is alleged to be indifferent and out of  touch with the masses.  

69.Opposite Traditional Chinese Medicine and Western Medicine  

Western Medical experts said indifferently: "From an epidemiological point of view, humans and feces 

are exactly the same."  

(screenshot by Chao Ren) 

In history, the so-called Traditional Chinese Medicine theory was born out 
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of  the fairy tales and is essentially part of  the Taoist cultivation system. 

Developed to the end of  the Qing Dynasty, the Traditional Chinese Medicine 

has gradually declined under the impact of  modern medicine. Especially in 

the Large Outbreak of  Plague in Northeast China  in the late Qing Dynasty 265

from 1910 to 1911, Traditional Chinese Medicine was defeated by modern 

medicine completely. After that, the status of  Traditional Chinese Medicine 

has plummeted. Despite the advocation of  “abolishing Traditional Chinese 

Medicine theory and testing traditional Chinese herbal medicine ” in the 266

time, the folks still maintain a certain cultural inertia, while on the official 

level, it was gradually going to its end, which should have happened ages ago. 

As the father of  Chinese modern medical system, famous immunization and 

epidemiological expert, and one of  the nominees for 1935 Nobel Prize in 

Physiology or Medicine, Lien-Teh Wu  wrote in 1959:  267

"People have seen when the plague were in spreading in 1910-1911, 

Western-educated physicians achieved commendable performance, 

and thus from the beginning of  the Qing government and later the 

government of  the Republic of  China solemnly tried to reform the 

old medical system of  thousands of  years and officially recognized 

that the new system is most beneficial to the needs of  the 

nation" (as cited in Q. C. Li, 2015).  

However, after 1949, led by the highest decision-making level, the 

Communist government began to vigorously support the Traditional Chinese 

Medicine. Of  course, Mao Zedong’s doing this may not be simply because of  

his personal faith in the Traditional Chinese Medicine, but mainly for two 

reasons: first, using the ideology of  the Traditional Chinese Medicine to 
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counter Western modern medical and scientific ideology, inciting populism 

and nationalism, and creating so-called "national pride". Second, it is to use 

the Traditional Chinese Medicine as an alternative medicine to solve the 

shortage of  medical resources, in particular, to use of  the Traditional Chinese 

Medicine inheritance system and civil recognition, to create a very effective 

Barefoot Doctor system in the difficult circumstances at that time.  

In Spring Comes to the Withered Tree, Zheng Junli’s personal creation path 

changes, and his passion and talent for creation are devoted to the 

establishment of  Mao Zedong’s personal worship. The transformation of  

intellectuals is finally completed, and the transformed intellectuals will soon 

face the inevitable historical destiny, and they will be crushed by the socialist 

iron fists that are forged by their own flesh and blood.  

70.The Parade in Front of Tiananmen Gate During the Cultural Revolution 

The slogan in the hands of the parade was: "Long live the Great Proletarian Cultural Revolution".  

(The parade in front of tiananmen, 2016) 
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After two decades of  ideological struggle, the Cultural Revolution finally 

appeared on the horizon. The Cultural Revolution was the inevitable result of  

all previous ideological struggles and the incompatibility of  Mao Zedong’s 

communist utopian ideology and Chinese culture itself. In essence, with the 

personal character of  Mao Zedong and the logic of  the radical social 

movement inevitably going to extremes, the Cultural Revolution was 

predestinated and unpreventable from the day he boarded the Tiananmen 

Gate. At the end of  this chapter, we believe there is a saying that 

extraordinarily fits here. It is Sir Edward Grey’s remark on August 3, 1914 

when he knew the War’s outbreak:  

"The lamps are going out all over Europe, we shall not see them lit 

again in our life-time" (Grey 1925: 20). 

! /!167 198



Chapter 10: Conclusion, the Return of  the Empire 

At the end of  the previous chapter, before the arrival of  the Great 

Proletarian Cultural Revolution, we quoted Sir Edward Grey’s famous quote 

that "The lamps are going out all over Europe, we shall not see them lit again 

in our life-time". Therefore, how are the lights of  China to be extinguished, 

are they lit up again now? More importantly, what kind of  lighting will there 

be in the future? In this chapter, we draw our conclusion that the ideological 

struggle for the twenty years under discussion then constructed a new Empire 

ideology of  China. We then look towards the future that this ideology may 

bring to China and the World.  

71.The Light Map of China in 2012 

(The light map of China, 2012) 
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Long Day’s Journey into Night: The Ideological March  

After the demise of  the Qing Empire, the broad-based China, including 

Xinjiang and Tibet, had in fact been in a state of  division. If  we are including 

Outer Mongolia with no historical difference between Xinjiang and Tibet, 

then it is still in a state of  division. In the four decades from 1911 to 1951, on 

this pre-Qing Empire map, there have been multiple independent regimes—or 

de facto regimes that nominally belong to the central government but were 

not subject to jurisdiction, that is to say, to exist simultaneously. The two 

decades from 1945 to 1965 were such an era that on the ruins of  this division 

of  the previous empire, the political forces of  all parties tried to establish a 

new empire. They were all trying to answer the ideological as well as the actual 

political and economic questions such as "What is China?" and "What is 

Modern?", and so on.   

From 1945 to 1966, as the most politically successful party from the early 

of  twentieth century to the present, the Communist Party of  China was 

engaged to establish, transform, stabilize, and to build a Maoist Empire in 

China "brick by brick". This blueprinted Maoist Empire, which had many 

differences to today’s People’s Republic of  China, was never established, along 

with the end of  the Great Proletarian Cultural Revolution. Nevertheless, there 

are several important establishments in four aspects which formed the 

foundation of  the Maoist China and even today’s China. These can be defined 

as the Founding Four Bricks of  the People’s Republic of  China.  

Firstly, in 1949, the first political success of  the Communist Party of  China 

included the first session of  the People’s Political Consultative Conference in 

September and then the announcement of  the establishment of  the People’s 

Republic of  China in October. This is the first Political Brick of  the Founding 

Four Bricks. Secondly, the Military Brick included the victory of  Civil War in 
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1950, the Korean Armistice Agreement in 1953 as well as the acquisition of  

the nuclear weapon in 1964. Thirdly, the Economic Brick is the achievement 

of  the Socialist Transformation Movement in 1956, which includes three sub-

movements: Agriculture Socialist Transformation, Handicraft Industry 

Socialist Transformation and Capitalism Industry and Commerce Socialist 

Transformation.  

However, with respect to the Cultural Brick, which we mentioned in 

Chapter One: "Contrary to much communist propaganda, neither the 

Communists before the establishment of  the People’s Republic in 1949, nor 

the Maoists after 1949 are the winners of  those ideological struggles. The 

winners up to the Cultural Revolution are the liberal intellectuals and 

bureaucratic elite intellectuals inside the Communist Party. They were the ones 

who maintained the cultural decision-making authority in shaping public 

opinion at those different times and constructed ideologies for their own self-

service".  

This failure, or more accurately, the incomplete conquering in the 

ideological struggles makes the last and most significant Brick of  Culture had 

to unanticipatedly end in the Great Proletarian Cultural Revolution. The May 

Fourth Movement in 1919 ignited a cultural revolution to completely destroy 

an empire ideology system, while the Great Proletarian Cultural Revolution 

created another one. This officially so-called “Mao Zedong Thought” is the 

cultural reunion of  China after 1919, which continued to the present. Waiting 

for more than half  a century, the China Empire sees its triumphant return in 

an innovative imperial ideology system, which reunited the cultural China, and 

attempted to establish a society in which the common people supervised the 

bureaucratics. This continued into the present and continues to construct the 

current struggles between contemporary political, economic and cultural 

forces in China.  
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According to the the Communist Party’s official schedule, the Cultural 

Revolution has been ended for forty-two years since 1976. The Reform and 

Opening Up  sees its Fortieth Anniversary in this year of  2018. Do lamps 268

light up again now? The lamps neither started to extinguish from the Cultural 

Revolution, as discussed in previous chapters, nor did the extinguishing cease 

after the Cultural Revolution. Especially considering the recent situation in 

China, it seems that the Reform and Opening Up in the last forty years is only 

a detour on the Communist Party of  China’s really route, only an episode in 

the communist movement chorus. It is not possible to change the core 

ideology of  the Communist Party itself.  

72.Jiang Qing In The Court 

Mrs. Mao Zedong was accused of being the head of the Gang of Four  counter-revolutionary group. 269

(Jiang qing in the court, 2013) 

The arrest of  the Gang of  Four in 1976, and the subsequent trial and 
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imprisonment of  them did not really end the imperial ideology of  the 

Maoists. This was merely an infighting between the Maoists, between Mao 

Zedong’s personally designated successor Hua Guofeng  and the radical 270

Maoist represented by Mrs. Mao Zedong Jiang Qing. Mao Zedong’s intention 

might have been that Hua Guofeng would act as a perfect buffer between the 

radical Maoists and the bureaucratic elite intellectuals to bring about balanced 

power. What he feared was that once the radical Maoists were in power, they 

would turn the nation into a gunpowder barrel in the world, and once the 

bureaucratic elite intellectuals took power, they would bring China back to 

capitalism. 

73.Deng Xiaoping, Hua Guofeng and Ye Jianying at The Third Plenary Session of The Eleventh 

Central Committee of the Communist Party of China 

(Deng xiaoping, hua guofeng and ye jianying at the third plenary session of the eleventh central committee of the 

communist party of China, 2017) 

Mao Zedong seriously underestimated the political determination and 

political skills of  Deng Xiaoping, the representative of  the bureaucratic elite 

intellectuals at that time. He allied himself  with Ye Jianying , one of  the Ten 271

270 

271ڻݨ 
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Marshals of  the People’s Republic of  China and the actual controller of  

military forces at the time, and launched a non-violent coup in the Third 

Plenary Session of  the Eleventh Central Committee of  the Communist Party 

of  China and dethroned Hua Guofeng. In order to strengthen his ruling base, 

Deng Xiaoping created a decentralization system within the Communist Party 

of  China, allowing his allies to share certain powers. This also laid a time 

bomb for the fierce intra-party struggles in the future.  

74.  Chinese Tanks Crossing a River in Vietnam in February 1979 

(Chinese tanks crossing a river in Vietnam in february 1979, 2012) 

At the same time, Deng Xiaoping launched an intrusion in February 1979, 

into Communist Vietnam, once the closest former socialist ally, so-called the 

Comrade as well as the Brother of  China. This was done to achieve three 

purposes: the first was to enhance personal prestige, and to shock political 

opponents; and the second was to divert domestic attention, to obtain time 

for capitalist economic reforms, and the third was to express obedience to the 

free world led by the United States, trying to form an alliance with the United 
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States to obtain economic support and assistance.  

75.The Tiananmen Square on The Morning of June 5, 1989 

The tiny figure in white who was standing in front of all the tanks is the famous Tank Man, Wang 

Weilin . 272

(The tiananmen square on the morning of june 5) 

Everything Deng Xiaoping has done has brought about a result he does not 

want to see. The widely spread Western liberal democratic political ideology,  

combined with the radical Maoist ideology has never been completely 

eliminated, and formed a fierce challenge to Deng Xiaoping’s regime 

legitimacy from both sides. In line with the international situation of  the 

collapse of  the Soviet Union and its Eastern European satellite countries, this 

challenge finally led to the Tiananmen Square Protests of  1989, or the June 

Fourth Incident, after several accumulations of  student protest movements. 

When the tanks moved into Tiananmen Square, the lamps in China were 

finally extinguished. Later history became the dying time for a Leviathan 
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which had lost all legitimacy to live.  

Until 2012, Xi Jinping  came to power and re-attempted to establish a 273

true centralization from Deng Xiaoping’s decentralization system. Xi Jinping 

tried to restore the Maoist Empire of  the Hua Guofeng period, because in his 

eyes, it was simply perfect. The only shortcoming of  that period was that Hua 

Guofeng was too weak to maintain the Empire.  

In today’s China, the ideological surface of  the iron plate covers the real 

turbulent current below it. From an ideology point of  view, China has long 

been in a de facto split ideological state. Ethnic groups, gender, region, class, 

age, religion, any label that can distinguish human beings, is a struggle for life 

and death in the current ideological field of  China. Of  course, there are 

authorities’ agendas and public opinion guidance and control, but the 

underlying infrastructure must still be attributed to the various ideological 

struggles accumulated over the past one hundred years since the collapse of  

the Qing Empire. 

In summary, we can only briefly and succinctly clarify and explain the 

context and clues of  the most important backbone of  the struggle over the 

past hundred years, and omit many aspects that are equally important but not 

on the backbone. All this has to give way to the grasp of  our overall clues to 

the struggles for ideology. Following, we hope to focus more on the possible 

future development of  these ideological struggles and the visions of  China’s 

future.  

A Spectrum of  Future: An Empire, The States, or A Field  

From the current situation, in the foreseeable future, there are basically only 

three possibilities of  the dominant ideology in China. Three films are 
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discussed to illustrate these points.  

76.A Poster of Hero 

(A poster of hero) 

The first is the film Hero  directed by Zhang Yimou  in 2002, because 274 275

of  its empire ideology. The film has achieved great success in both domestic 

and international marketplaces, and deploys perfect film approaches to 

interpret an extremely dangerous totalitarian ideology. This is resonant of  the 

Triumph of  the Will directed by Leni Riefenstahl in 1935. In the film Hero, the 

ever-effective MacGuffin for the narrative is the absolute supreme truth of  
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"the world can only have peace under the integration". At the same time, the 

general motivation for all characters’ action and counteraction is to make sure 

the future emperor maintains his power, so that he could achieve his personal 

political ambition, and thereby realize the unchallengeable absolute supreme 

truth. In Hero, a film ten years before Xi Jinping’s taking power, we can see 

that there is not such thing of  the resurrection of  the Maoist ideology after 

2012. This ideology never left the core narrative of  the Communist Party of  

China, and it also will continue to exist with great vitality and even perhaps to 

lead the future. 

77.A Poster of Red Cliff 

(A poster of red cliff) 

! /!177 198



78.A Poster of Red Cliff: Destiny Lies in The Wind 

(A poster of red cliff: destiny lies in the wind) 

The second film to discuss is two sequels film Red Cliff  directed by John 276

Woo  in 2008 and 2009, and its separatism ideology. The film is based on 277

one of  the four greatest classical novels, The Romance of  the Three Kingdoms . 278

Basically faithful to the history, from the perspective of  all parties involved in 

the war, the film narrates in details the entire process of  the War of  Red Cliff  

occurred in 208 AD. The consequences of  this war were brought to China for 
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nearly four hundred years of  splitting until its reunification in 589 AD. 

Among the three regimes fighting each other, and living in the same territory, 

there is no essential distinction between justice and injustice, they also all 

acknowledge the same Orthodox Continuum and Governmental Continuum. 

The struggle between them is more about the competition for actual 

dominance. In this kind of  competition, although there is the pain of  war and 

the inconvenience of  division, it also brings a variety of  choices to 

bureaucratic intellectuals, forming political, economic and cultural diversity. 

On the millennium scale, this promoted the development of  civilization. Here 

in this film, the separatism ideology that has existed for thousands of  years in 

Chinese culture is looming. In essence, separatism ideology has always been 

another background of  Chinese culture, and it may become a living reality at 

any time. 

The third is the film Crouching Tiger, Hidden Dragon directed by Ang Lee in 

2000, and its Sinospherism ideology. This highly successful film, whose true 

meaning and value in ideology has long surpassed martial arts, represents an 

ideological environment in the context of  traditional Chinese culture, with 

dazzling Chinese traditionally cultural symbols. These range from traditional 

ethics to traditional norms of  behavior, from poetry and painting to 

calligraphy, from bamboo forest vegetation to garden landscapes, from the 

high-ranking bureaucracy of  the imperial capital to the wandering child in the 

remote frontier desert. All of  these built a magnificent picture of  East Asian 

Culture. The "East Asian cultural sphere" or "Sinosphere" advocated in this 

film, which removes all political disputes, is the highest achievement of  

China’s three-thousand-year history of  civilization. It is the basis for Chinese 

culture to truly engage in dialogue with the West, the foundation of  the 

components of  human modern civilization. Such a vision will not only be the 

luck of  the Chinese people around the world, but also a beautiful future worth 
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celebrating for all humanity.  

79.A Poster of Crouching Tiger, Hidden Dragon 

(A poster of crouching tiger, hidden dragon) 

The initial goal of  our research was to make a "documentary-style study", 

that is, through the analysis of  the films, to open a painting scroll of  a period 

of  twenty years, throughout the entire mainland China. This included the 

magnificent vision of  the top-class to the bottom-level society which makes 

our readers have a rational and perceptual understanding of  China in that era, 

as the latter is often lacking. The final result seems to be quite a long way from 

this goal, but at least, we are taking the first step. We hope that in the future, 

there will be the opportunity to continue on this research, and we could see a 
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brighter vision of  ideological studies in Chinese film.  
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