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Abstract
The Cultural Revolution (1966–76), which occurred 17 years after the founding of the People’s 
Republic of China, saw the production of the filmic Revolutionary Model Operas or RMOs, 
comprised of eight films within this period. The RMOs, which were actually operas filmed 
in 35mm, precluded all other film genres during the period. Political factors, issues, and 
developments in the Cultural Revolution, especially in the early 1960s, contributed to and 
inflected these films: they became the predominant popular cultural form through which the 
Cultural Revolution, as a set of discursive regimes, was articulated. 

Mao Zedong believed that the Chinese Communist Party was departing from orthodox 
Marxism and needed to move rapidly from socialism to Communism through a continuous 
and intensive “proletarianization” of the consciousness of the Chinese people. He felt that 
Chinese social institutions and fields had been infiltrated by bourgeois elements, and this had 
caused China to deviate from socialism and take a capitalist orientation. Consequently, the 
film medium, considered a powerful propaganda tool, took on the role of the main ideological 
apparatus of the Cultural Revolution. 

The prime mover in this use of film was Mao’s wife Jiang Qing, who had been a film actress in 
Shanghai in the 1930s. She directly involved herself in the process of safeguarding the political 
stance of the film industry. Thus, in the Cultural Revolution, feature film production was 
suspended while only the so-called “eight RMOs” (“Ba da yangbanxi”) were filmed. Owing to 
the official denunciation of Jiang in the post-Mao era, her role in the productions of the RMO 
films was often overlooked by existing research. This article gives a historical reassessment of 
Jiang’s status and function by tracing her previous professional and political experiences in the 
circle of art and literature, and by exploring her dominant role in shaping the visuality of the 
RMO films.
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INTRODUCTION

Jiang Qing (Madame Mao) was officially denounced after the Cultural Revolution 
came to an end, after the death of Mao Zedong. Together with the other three 
members of “Gang of Four,” namely Wang Hongwen, Zhang Chunqiao, and Yao 
Wenyuan, she was accused of being responsible for the “ten-year havoc” (shinian 
haojie) of the Cultural Revolution between 1966 and 1976, and was especially 
censured for her interventions in art and literature. Criticisms of Jiang mainly 
focused on her supervision of the Revolutionary Model Opera (RMO) films 
produced during the Cultural Revolution. These RMO films can be grouped in 
three categories:

Five modern Beijing Operas, namely Taking Tiger Mountain by Strategy [Zhiqu 
weihushan], The Red Lantern [Hongdeng ji], Shajiabang (see fig. 1), On the Docks 
[Haigang], and Raid on the White Tiger Regiment [Qixi baihutuan];

1.	 Two modern ballets, The Red Detachment of Women [Hongse niangzijun] 
and The White-haired Girl [Baimao nü]; and

2.	 One symphonic version of Shajiabang.1

Fig. 1. A scene from Shajiabang. Dir. Wu Zhaoti, Ma Erlu, and Jiang Shuseng, 1971. Model Drama HD 
Stills website (public domain). 
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To these eight were added three modern Beijing operas, namely Ode to 
Longjiang [Longjiang song], Azalea Mountain [Dujuan shan] (see fig. 2), and 
The Red Detachment of Women. Together with the above-mentioned five 
modern Beijing operas, these productions were popular with Chinese people 
because they were more prevalent than modern ballets and symphonies during 
the Cultural Revolution.2

Fig. 2. Cast and crew on the set of Azalea Mountain. Dir. Xie Tieli, 1974. From Model Drama HD Stills 
website (public domain).
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Like the traditional Beijing opera, the RMO version is a highly formalized and 
expressive art form. Its aesthetics and foci are found predominantly in lyrical 
singing and acting, and less in the narrative structure. Narrative was, in fact, the 
least important element in appreciating the model operas since audiences could 
enjoy the stylized and formalized arias and performances of a staged opera despite 
already being familiar with the story. 

This was also the case when audiences watched the RMO films, as the narrative 
structures of the model operas were similar to one another. They concerned 
struggles between revolutionary heroes and reactionaries and were set in the Civil 
War, the War of Resistance against Japan, or in the period of socialist reconstruction. 
Regardless of who the enemies were—Kuomintang reactionaries, traitors, Japanese 
imperialists, revisionists, or capitalists—the revolutionary heroes would always 
overcome them by the end of the film. Love, personal emotions, and individual 
desires were largely absent from the narrative, and heroes were always cast as the 
successful defenders of nationalism, socialism, and internationalism. This simple 
and stereotypical narrative structure fit well with the RMO films because it directed 
focus on a new-style of lyrical singing and acting. 

This article, however, will demonstrate that the emphasis on the visuality in the 
filmed RMOs by Jiang uplifted the unique genre, enabling it to be the most popular 
cultural form during the Cultural Revolution. The substitution of feature films 
with these RMO films during a time when feature films were scarce, significantly 
satisfied the entertainment needs of audiences who could repeatedly view, enjoy, 
and appreciate the various model opera films.

In an extraordinary but logical reversal, the RMOs, a component of the ultra-
leftist aspect of the Cultural Revolution, were immediately banned after Deng 
Xiaoping came to power in 1978. Although the RMOs were subsequently brought 
back and held a nostalgic appeal to audiences from the 1990s (Chen 512), Jiang’s 
roles in the productions of the staged and filmed RMOs were always represented 
negatively.3

These criticisms of Jiang were often contradictory. On the one hand, her 
contributions to the RMOs and the RMO films were denied or downplayed. As 
Liu Wentian et al. write: “By taking advantage of her special status, Jiang stole the 
existing achievements of the RMOs for the purpose of gaining political capital” 
(384). On the other hand, Jiang was also blamed for her hand in the creation of 
the RMOs. Yan and Wang had stated that “[s]ince the intervention of Jiang and 
her supporters, [the RMOs] have been injected with the venom of the ‘Gang of 
Four,’ the RMOs became completely different from their original versions after 
their processing and remodeling” (176). Such conflict begs the question: if Jiang 
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had made no contribution to the RMOs as Liu Wentian et al. claimed, how was she 
able to make the RMOs completely different from the original versions through 
processing and remodeling? Moreover, while Liu Wentian et al. acknowledge the 
artistic achievement of the RMOs, these achievements are somehow nullified by 
their association with the Gang of Four. In turn, one can argue that Jiang’s reputation 
has worked against a balanced evaluation of her involvement in the productions of 
both the staged and filmed RMOs.

Jiang’s role and intervention in the circles of art and literature revolve around 
two questions. First, was she capable of leading or directing the production of the 
RMOs and RMO films? And second, if she did take an active role, what forms did 
her involvement take? To answer the first question, we must consider Jiang’s career, 
more specifically the extent to which her professional and political experiences 
and background provided artistic expertise or literacy relevant to the aesthetics of 
Beijing opera and film production.

WHO WAS JIANG QING?

Jiang was born into an undistinguished if comfortable family in Zhucheng county, 
Shandong Province, in March 1914. Her original name was Li Jinhai, which literally 
means “to receive a boy”. Her father, at the age of about 60, had hoped for a son 
from his concubine named Luan (S. Wang 5–6). After she enrolled in Zhucheng 
Girls’ School in the summer of 1921, the principal of the school, Xue Denghuan, 
changed her name to Li Yunhe.4 When she was in Grade Five, she was expelled 
from the school because she had insulted one of her teachers several times (30–36).

In 1926, when Jiang stayed temporarily with her half-sister and brother-in-law 
in Tianjin, she was fascinated by film and became a fan of Mei Lanfang (see fig. 
3), one of the most renowned Beijing opera artists of the day (50–51). She stayed 
with her uncle in Jinan in 1928, but eventually ran away and joined a small opera 
troupe where she received basic training in traditional Beijing Opera (71–81). She 
returned to her uncle’s home a year later and was then accepted by the Shandong 
Experimental Theater where she studied spoken drama and Beijing Opera (82–84). 
After the theater group disbanded two years later, she joined Huiming Troupe to 
perform Beijing opera in Beiping,5 where her performances were not well-received 
due to her strong Shandong accent (91–93). 
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All these experiences prepared her for an acting career in Shanghai in the 
mid-1930s. She changed her name to Lan Ping, and in 1935 her performance as 
the female lead in A Doll’s House (a.k.a. Henrik Ibsen’s Nora) was well-received 
in Shanghai. At this time she also joined Diantong, a film company directly 
supervised by the Chinese Communist Party (CCP) (Y. Zhang 68), and played 
supporting roles in two films, God of Freedom [Ziyoushen, dir. Situ Huimin, 1935] 
and Urban Landscape [Dushi fengguuang, dir. Yuan Muzhi, 1935] (S. Wang 183–84). 
She was highly praised in an article published in Moviedom [Yingtan] in November 
1935, where it was said that though “[h]er only few shots in God of Freedom could 
make her unforgettable.... As for now, we desperately need such an actress like Lan 
Ping” [Yingtan qtd. in 184]. After acting in Fei Mu’s Bloodshed on Wolf Mountain 
[Langshan diexueji, 1936], Lan Ping was eventually selected for the leading female 
role in Lianhua Symphony6 [Lianhua jiaoxiangqu, dir. Cai Chusheng et al., 1937] 
and Wang Laowu [dir. Cai Chusheng 1937] (Guo 175). When she left Shanghai for 
Yan’an in August 1937 (Fairbank 72), her status in film circles was on the rise.
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Fig. 3. Mei Lanfang, famed for dan or female roles, in Fairy Gives Flowers to the Earth (1920), which he 
directed as well as performed in. Publicity poster by the Commercial Press Event Film Department.

Jiang was very different from most women in 1930s Chinese society, which was 
strongly patriarchal. By the age of 23, she had traveled alone, lived in many different 
places, and had either married or lived with four men: Fei Minglun, Yu Qiwei (a.k.a. 
Huang Jing), Tang Na, and Zhang Min. Tang Na, a famous film critic and actor in 
Shanghai, attempted suicide twice on account of her, and Zhang Min, a famous 
stage director in Shanghai, divorced his wife for Jiang. As a result, she became the 
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topic of newspaper articles in Shanghai for a long time, and was condemned by 
conservative society (Luo 422–23).

In Yan’an, Lan Ping changed her name to Jiang Qing, which she kept until her 
death on May 14, 1991, during medical parole (B. Wang et al. 190). Her charm and 
talent in theatrical performance soon drew Mao’s attention (see fig. 4). Mao was 
fascinated by Jiang’s performance in Revolt of the Fishing Folks [Dayu shajia], a 
famous traditional Beijing opera (Yao and Xiao 164). Jiang and Mao soon cohabited, 
but, due to her background, the Political Bureau of the CCP made a decision to 
prohibit her from directly interfering with Mao’s political life for 20 years, before 
she was allowed to marry Mao in the autumn of 1939 (Ye 171–73; Y. Zhang 218).

Fig. 4. Jiang Qing and Mao Zedong in Yan’an in 1944. From the Harrison Forman collection of the 
University of Wisconsin-Milwaukee (public domain7).

Jiang’s training in theatrical performance, particularly in Beijing Opera and spoken 
drama, led to her involvement in the areas of art and literature in the 1960s 
and 1970s. Released from the requirement imposed in 1939 by the CCP Political 
Bureau, her name frequently appeared in Chinese media as the standard-bearer 
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of the Cultural Revolution. Jiang actively participated in the process of plotting, 
launching, promoting, and overseeing the Cultural Revolution and, during this 
time, she showed herself to be “the most valiant soldier holding aloft the great red 
flag of Mao Zedong Thought in the field of art and literature” (Du 43).

Although Jiang was officially repudiated in the post-Mao era, artists who 
participated in the production of the RMO films acknowledged her talents in 
Beijing Opera and film production. Tong Xiangling, who played the male lead in 
Taking Tiger Mountain by Strategy, had no reason to speak well of her: he was 
physically and mentally tortured before and during the production because he had 
been implicated by his sister Tong Zhiling, a renowned Beijing Opera star, who 
was labeled a “cultural spy” and “reactionary academic authority” (J. Zhu 166–68). 
Tong nevertheless admitted that Jiang was an expert in Beijing Opera. She could, 
for instance, identify and understand the significance of a vibrato in a revised aria 
created by Yu Huiyong (Tong 118). 

Jiang also accepted ideas even though they were contrary to her original 
proposals. Tong recalled that his suggestion to include a heroic gesture for the role 
of Yang Zirong was adopted by Jiang, who then dropped her own proposal of using 
woyuer, a gesture usually associated with a female role in traditional Beijing Opera 
(118–19). Cheng Yanqiu, one of the four most renowned dans8 (sida mingdan) in 
traditional Beijing Opera, also admitted that Jiang was keenly appreciative of his 
talent and was a specialist in art (Y.L. Yang 279). Yan Jizhou,9 director of The Great 
Wall of the South China Sea, similarly stated, “I actually respected Jiang Qing at 
that time. First, she was the wife of Chairman Mao. Second, I think she understood 
art and literature” (Shu 4).

Aside from being an adept of Beijing Opera, spoken drama, and film, Jiang was 
also a trained photographer. As her secretary Yang Yinlu recalled, Jiang learned 
from famous photographers such as Wu Yinxian, Shi Shaohua, and Xu Dagang. 
Jiang attended a photography class taught by Wu Yinxian, who was in charge of the 
technical side of the Film Corp. of the Eighth Route Army, which had been formed 
in 1938 in Yan’an (J. Wang et al. 236). In 1962, she asked Mao Zedong to persuade 
Shi Shaohua, an internationally acclaimed photographer working for Xinhua News 
Agency, to accept her as his student (236; Y. Zhu 161). She also learned extensively 
from Xu Dagang, Mao’s private photographer, who taught her how to control 
shutter speed in capturing moving objects (J. Wang et al. 237–38). 

Jiang was so fascinated by photography and practiced so hard that she 
accumulated debts to the Xinhua News Agency amounting to RMB 3,000 in 
equipment and material costs. When Yang Yinlu left Jiang in 1973, he attested to 
seeing big wooden cases full of Jiang’s film negatives and sample photos (240). 
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Between 1961 and 1965, she won 30 awards in the National Photographic Art 
Exhibitions under the names Li Jin and Li Yunhe, recognizing how “[a]lthough 
most likely the awards were given because of her political status, her works were 
indeed brimming with sense of beauty” (T. Tang 222).

Jiang’s photographic work was unknown to the public as she often used 
pseudonyms, and her attempts to hold personal photo exhibitions were thwarted 
by Mao on four occasions (J. Wang et al. 223). Her talent, however, was praised by 
a number of well-known photographers and cinematographers. By way of example, 
Du Xiuxian, Premier Zhou Enlai’s private photographer, praised her intelligent use 
of light and lines to create a three-dimensional effect when the Premier showed 
Du his portrait taken by Jiang (245; Y. Zhu 162). Li Wenhua, cinematographer for 
the filmic ballet version of The Red Detachment of Women and the first filmic 
version of On the Docks,10 also acknowledged her talent saying, “Jiang Qing’s 
photographic works indeed were good. They had strong three-dimensional effect, 
vivid colors, and distinctive usage of lighting” (W. Li 189). Lü Houmin, photographer 
at Zhongnanhai (where the central committee of the CCP is located); Qian Sijie, 
press-photographer of Xinhua News Agency; and Shu Shijun, cinematographer 
at Central Newsreel and Documentary Film Studio, all gave Jiang’s works very 
positive evaluations after the Cultural Revolution (J. Wang et al. 245-46).

ROLE IN THE FORMATION OF A NEW MASS CULTURE

It is evident that Jiang’s background and expertise were relevant to producing both 
the staged and filmed RMOs, but what roles did she play in these projects? Since 
the 1990s, Chinese scholars have revaluated Jiang’s involvement and contributions. 

Wu Di, an established scholar who specialized in the Cultural Revolution, for 
instance, acknowledged that “[i]n the sixteen RMOs, except for two ballets, namely 
The Red Detachment of Women and The White-haired Girl, and the symphonic 
version of Shajiabang, the narratives of the RMOs were all under the control of 
Jiang Qing. We can say [that] Jiang Qing et al. controlled the production of RMOs, 
and were the decision-makers and gatekeepers of the RMOs’ narratives” (Wu 70). 
In an attempt to explain and define Jiang’s involvement in the productions of the 
staged and filmic RMOs, Wu introduced the concept of “up and down collusion” 
(shangxia gongmou), where he argues that Jiang, many State leaders, various artists, 
and filmmakers had worked together to produce the staged and filmed RMOs (70). 
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Although Wu did not elaborate the concept further, Yang Yinlu’s recollection after 
the Cultural Revolution provides a clear view:

In ten years between 1964 when the RMOs were performed on stage and revised by 
Jiang Qing, and 1974 when the RMOs’ revision was completed and the RMO films 
were made, four to five thousand artists participated in the performances, and tens of 
millions of people watched the RMOs. The number of State leaders who watched [the 
RMO performances] or attended the forum of revising the RMOs, as far as I personally 
witnessed or found in official records, reached as many as 34. These included: Mao 
Zedong, Zhou Enlai, Liu Shaoqi, Zhu De, Deng Xiaoping, Peng Zhen, Lu Dingyi, Li 
Fuchun, Nie Rongzhen, Chen Yi, He Long, Ye Jianying, Wulanfu, Li Xiannian, Deng 
Zihui, Bo Yibo, Zhang Zhizhong, Li Desheng, Yang Chengwu, Wu De, Ji Dengkui, Wang 
Dongxing, Chen Boda, Kang Sheng, Wang Hongwen, Zhang Chunqiao, Jiang Qing, Yao 
Wenyuan, Xie Fuzhi, Huang Yongsheng, Wu Faxian, Li Zuopeng, Qiu Huizuo, Ye Qun, 
etc. (J. Wang et al. 224)

Interestingly enough, the film credits of each RMO film reflected such a 
collaboration by using the name of the production unit as a whole to emphasize 
the idea of a “group production” (jiti chuangzuo). What were the circumstances or 
factors then that led to Jiang being universally condemned and charged with the 
sole responsibility for what happened with these projects?

Mao actually had an important role in the RMO projects. His comments were 
often decisive in determining what decisions were taken. As an example, he made 
three suggestions in a forum regarding The Sparks in Reed Marshes [Ludang 
huozhong] after he watched the performance, accompanied by Liu Shaoqi and 
Zhou Enlai, in 1964. Later he changed the name of the modern Beijing Opera to 
Shajiabang. In1964, he also watched The Red Lantern accompanied by Liu Shaoqi 
and Deng Xiaoping, and made several minor suggestions (J. Wang et al. 218–19). 
After the RMOs were performed on May 23, 1967, Mao personally led the members 
of the Political Bureau in watching the performances in order to give Jiang political 
support, which was indispensable to Jiang’s admission to the Central Team of the 
Cultural Revolution (zhongyang wenge xiaozu) and consequently to her political 
resurgence (Li and Xiao 106). Indeed, Jiang’s roles and activities were largely 
contrived and defined by Mao, whose consent and support were crucial to the 
implementation of the RMOs and RMO films. 

Jiang complied with Mao’s crackdown on rivals such as Liu Shaoqi, who 
participated in the modern Beijing Opera revolution before he was purged in 1966. 
Liu’s previous comments and suggestions about some modern Beijing Operas 
were interpreted as evidence that he opposed Mao’s Cultural Revolution, which 
was opposite to the strategic policy Liu proposed in 1958.11 In an article published 
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on Liberation Daily on May 23, 1972, for instance, Liu was labeled as an extreme 
“egomaniac” and “an incarnation of bourgeoisie pacifism” for his comments about 
using romantic relationships as a theme in The White-haired Girl (M. Zhang 271). 
It could then be said that the RMOs constituted a site that Mao used to foil Liu’s 
economic policies which, in Mao’s eyes, were oriented toward a restoration of 
the bourgeoisie. The RMOs provided not only a stage for opera artists, but also 
functioned as an ideological arena for the playing out of different political forces.

If Jiang did not act alone in the production of the RMO films, what exactly 
was the extent of her roles and activities? This is a complicated question as she 
was generally a producer, but from time to time her role was also that of director, 
scriptwriter, production designer, even director of photography. Jiang was strongly 
against “film director centralism,” which she criticized as a system inherited from 
capitalism, and which she sought to replace with a more “democratic” and “collective” 
system (Tianjin 103–04). Jiang often invited technicians to give comments on the 
production once the shooting script was ready. The “nominal” director often had 
to surrender his power of decision-making, upon approval of the rough cuts, to 
the leaders (usually actors) of the Model Troupes (Zhai 78–80). This reversal of 
roles in the relationship between film director and actors is unique in general film 
history. The rejection of “director centralism” terminated the absolute power of 
the directorship by which Jiang was once confronted in the production of Yan 
Jizhou’s The Great Wall along the South China Sea (Nanhai changcheng, 1966) a 
few years earlier. Jiang was, in this way, a full participant in the whole process of 
the productions.

As in the opera revolution, Jiang also had supreme authority over the production 
of the RMO films. The production team of each model opera film had to strictly 
follow her instructions and stick to the “principles of three prominences” (San 
tuchu).12 Every shot, every scene, every costume, and every gesture had to pass her 
meticulous examination (Zhong and Shu 132). In a way, she was an auteur guiding 
the productions behind the scenes. Under this regime, directors had relatively 
limited freedom to express their artistic creativity. They could only work carefully 
within her principles and guidelines, which were essentially anti-realistic in content 
and style. This anti-realistic tendency was largely determined not only by the ultra-
leftist content of the model operas, but also by their stylized and non-realistic 
operatic nature. What Jiang demanded from the production units was the aesthetic 
of the model operas, which she thought could be delivered more effectively to the 
audiences through film; however, for various (largely ideological) reasons, this 
differed from previous feature films adaptations from stage performances such as 
The Great Wall along the South China Sea, which was derived from a spoken drama.
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VISUAL PLEASURE AND THE NEW STYLES

Since the Tongzhi (1862–75) and Guangxu (1875–1908) periods of the Qing Dynasty, 
Chinese audiences have been fanatical about the so-called “thirteen grand stars of 
the Tongzhi and Guangxu periods” (tongguang shisan jue)13 (Bai 262–63) (see fig. 
5). This stardom tradition reached its peak in the Republic era (1911–49), when 
Mei Lanfang, Zhou Xinfang, Wang Yaoqing, Yang Xiaolou, and other performers 
became extremely popular (Z. Cao 321-24). Different stars formed different schools, 
which were an indispensable part of the second golden age of Beijing opera in the 
1920s (Jing 65). Chinese audiences valued the unique styles of various stars whose 
fame led to the unprecedented prosperity of Beijing opera. This stardom tradition 
had been largely preserved in the traditional Beijing operas filmed between the 
mid-1950s and the Cultural Revolution, starring renowned players such Mei 
Lanfang (Mei School), Zhou Xinfang (Qi School), and Shang Xiaoyun (Shang 
School). Moreover, these opera films tended to support and maintain the tradition 
(J. Fu 766).

Fig. 5. Section of the Thirteen Grand Stars of the Tongzhi and Guangxu Periods (tongguang shisan 
jue) scroll by Shen Rongpu (public domain).

The RMOs, by contrast, required new styles that differed from the existing styles 
easily identifiable with the roles in traditional Beijing Opera. New performers 
such as Tong Xiangling, Qian Haoliang, and Hong Xuefei were enlisted to replace 
the traditional operatic school. Although the traditional styles were not totally 
eradicated from the RMOs, intentionally avoiding them did lower the artistic 
impact on those fans of traditional Beijing Opera. 

A typical picture of an old Beijing Opera house would involve fans closing 
their eyes and appreciating the unique style of the arias associated with a specific 
school. Therefore, to appreciate a Beijing opera is to “listen to an opera” (tingxi) 
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in the Chinese language. After the old schools were abandoned, the RMOs were 
not often considered categorically to be Beijing Opera at all, but rather as “Beijing 
songs” (Zhang et al. 16), and they were not fully appreciated by audiences who 
were fans of the stylized arias of traditional Beijing Opera. Consequently, visual 
pleasure achieved by means of film became a powerful and inevitable way to appeal 
to Chinese audiences. Jiang urgently needed this new and popular form of mass 
culture, which could replace the dominance of old schools of the Beijing Opera 
circle.

JIANG QING AND THE VISUALITY OF THE RMO FILMS

As a former film star in Shanghai, where both Chinese and Western cultures 
mingled, Jiang’s vision was not confined by the ideological restrictions of the 1960s 
and 1970s. She had the ambition to make the RMO films not only “model” works 
of ideological propaganda, but also “revolutionary” pieces that could artistically 
break from the status quo of the circles of art and literature that were isolated 
from Western influences. In other words, this “revolutionary” stance was manifest 
in both the ideological content and the artistic form and style of the RMO films, 
although the latter was often antithetical with or overshadowed by the former. 
Compared with previous Beijing Opera reforms, Jiang’s Beijing Opera revolution 
was more radical because more Western and modern elements were added to a 
supposedly pure Chinese art form. As Chris Berry noted, “[a]lthough these films 
look distinctly ‘Chinese’ to foreign audience, they are highly syncretic and modern 
hybrids” (“Red Poetics” 31).

One of the salient features of the RMO films was their audacious adoption of 
symphonic music, which had never been employed in previous modern opera 
reforms. Such an adoption worked to enhance the dramatic climax of the story, 
something not emphasized in, and sometimes totally absent from, traditional 
Beijing opera. Aside from the music, Jiang clearly knew that great attention should 
also be paid to the visuality of the RMO films in order to appeal to a Chinese 
audience, especially younger generations whose appreciation of the RMO was not 
restricted to the traditional Beijing Opera and its associated singing styles. The 
image quality of the RMO films was largely determined by color, lighting, camera 
setup, and movement, as well as their association with acrobatic movements, set 
dressing, shot size, and shot duration, all of which were subject to Jiang’s close 
supervision.
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Before the RMO film productions started, Jiang wanted the production units 
to learn from the West, not simply to reproduce past practices and approaches. 
Contrary to popular (and even scholarly) ideas, she did not reject Western films; in 
fact, she recommended that Chinese filmmakers learned from The Red Shoes (dir. 
Michael Powell & Emeric Pressburger, 1948), Jane Eyre (dir. Robert Stevenson, 1944), 
The Magic Box (dir. John Boulting, 1951), Knife in the Water (dir. Roman Polanski, 
1962), and other films from the United States, the United Kingdom, and Mexico. 
She was particularly concerned in having Chinese filmmakers learn how to use 
color, lighting, and composition from these products of “feudalism, capitalism, and 
revisionism” (Zhai 70). Interestingly, films from the Soviet Union were excluded 
as references for the RMO films, primarily because of the PRC’s deteriorating 
relationship with the USSR in the 1960s. This was accentuated by criticism received 
from Soviet dramatists in 1954, who considered traditional Beijing Opera as a 
conservative, backward, unprogressive, and unrealistic performance system, and 
compared it unfavorably with the more realistic Stanislavski system (Tang and 
Huang 353). Tears of Wasted Mountain [Huangshan lei], a traditional Beijing Opera 
filmed in 1956, was meant to provide a rebuttal to the Soviet dramatists’ criticism 
(354).14

In order to increase her knowledge and experience, Jiang, in the company of 
contemporaneous filmmakers, watched filmed stage performances (wutai yishu 
pian) made during the previous seventeen years (Fu 118). Jiang and these filmmakers 
watched two or three films in one night and engaged in technical and aesthetic 
discussions (Zhai 70). Jiang was particularly fond of Tears of Wasted Mountain, 
and even cried when she watched it one night in 1968 (Y.L. Yang 206-07). She then 
used these experiences to develop a critical response to the Stanislavski system.

In 1965, color film was not widely used in China. At that time, 27 out of 47 
feature-length films were still made in black-and-white (China Film Archive and 
The Film Institute of the China Art Research Centre 857–926). When the decision 
was made to film the RMOs in 1968, color became a primary concern, largely 
because it would make the RMO films more attractive to Chinese audiences. 

Before the Cultural Revolution, three types of film were used: film made in 
Baoding, China; Agfa film made in East Germany; and a small amount of Eastman 
Kodak film accessed from the USA (Y.Y. Yang 164). The color renditions of both 
Baoding and Agfa films were not accurate and tended to be reddish (Lu 371). In turn, 
the RMOs were all filmed with Eastman Kodak color film (S. He 170). In 1972 alone, 
Jiang sent a representative of the China Film Company (Zhongguo dianying gongsi) 
to purchase 60,000 meters of Eastman Kodak negative film from Hong Kong (The 
Group 40). However, because Eastman Kodak’s color rendition of green was weak 
(X. Fu 120), Jiang highlighted green (in her words, chu lü) in the production design 
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for each RMO film, extending the textures and layers of green color. Instead of 
highlighting red as was usually thought, she wanted green to be the salient color 
(Zheng et al. 860–62). 

As well as importing Eastman Kodak color film, Jiang paid great attention to a 
film-developing technology named the dye-transfer process (ranyin fa), which was 
the most advanced technology of the time. She used her political status to achieve 
these and other technical ends. She asked the Central Committee of the CCP 
and the State Council to organize several meetings to solve problems in the film 
industry (862), and even personally received those representatives who attended 
the Working Conference on the Dye-Transfer Process in 1975 (863). On May 21, 
1975, People’s Daily announced that the difficult technology of dye-transfer process 
had been overcome (Liu and Wang 270). Jiang’s obsession with color in RMO films, 
allied with her political status, directly led to this breakthrough.

Jiang also showed interest and intervened in the lighting of the RMO films. 
Based on her knowledge of photography, she frequently made comments 
and gave instructions to cinematographers. She disliked flat light and favored 
backlight (niguang) and side backlight (ceniguang), which produced a more three-
dimensional effect (J. Wang et al. 245). Although this kind of lighting method 
was criticized after the Cultural Revolution as being a rigid lighting methodology 
adopted from still photography (Han 131), it constituted one of the most distinctive 
features of the RMO films (Yu 151). Jiang subsequently adopted an exposure method 
named low-density exposure (dimidu baoguang), which was used in film lighting. 
When low-density exposure is used, the exposure is based on the light value of 
the shadows of the subject being photographed. In such a way, the image delivers 
more texture and details in shadow areas while also highlighting bright areas. After 
Jiang proposed such a method, Zhang Dongliang and other cinematographers, 
who usually controlled the film exposure process based on the light value of the 
highlights of the subject’s face or on the average light value between the shadows 
and highlights of the subject’s face, had to use low-density exposure. Jiang’s lighting 
method became the basic cinematographic principle for filming the heroic figures 
during the Cultural Revolution (Zhai 71–72).

Another lighting technique associated with Jiang was eye light. Unlike the 
staged RMOs, in which facial expressions could not be seen clearly by the audience 
owing to their distance from the stage, the filmed operas highlighted the heroes by 
giving them more facial close-ups. Jiang highlighted the radiant vigor of the main 
heroes through their eyes via close-ups and special lighting. The cinematographers 
experimented with many kinds of lamps and with different angles to make the 
heroes’ eyes shine through the reflection of light, but lighting was sometimes either 
over-reflected in these heroes’ eyes or clashed with the sidelight. The problem 
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was finally resolved by placing a small lamp on top of the camera, which cast 
an appropriate light beam toward the heroes’ eyes during filming. If a long take 
following the central hero’s movement was required, a small crane was utilized 
to allow the camera to always keep the right angle with respect to the hero’s eyes 
(Zhao and Liu 201).

Jiang’s imprint on the RMO films was also reflected in her preference for long 
takes, which was directly related to the number of shots used in a film. By way of 
example, she insisted that the total shot number for The Red Lantern should not 
exceed 200 (Shao 124). Quick cutting of shots was often criticized as a reflection 
of Soviet revisionism. According to the production unit of The Red Lantern, a 
nine-minute-long aria sung by Li Yuhe, the hero in the film, was filmed in only 
eleven shots by using long takes associated with camera movement (Teaching and 
Research Group 199). Aside from the shot number, Jiang also favored so-called 

“polarized shots” (liangji jingtou), which facilitated the radical connection of two 
shots with polarized shot sizes. In the film production of The Red Lantern, for 
instance, when Li Yuhe strikes a pose on the stage in Scenes 1, 6, and 8, “polarized 
shots” are all used to achieve a more dramatic effect by cutting abruptly from an 
extreme wide shot to a close-up of the male lead (199).

Although the camera could introduce more points of view to the audience 
through different shots in the RMO films, the opera audience’s single and monolithic 
point of view in the theater was still essentially preserved in the films. In fact, the 
opening shot of the films was usually a static shot of the theater curtain, to simulate 
the opera audiences’ point of view in the theater. To create a feeling similar to 
the audience’s viewing experience in model opera theaters, the cinematographer 
largely avoided short shot durations and frequent cuts, adopting instead a more 
static style to film the central hero and her or his comrades. Transitional shots 
(medium shots) favored a smooth, rather than abrupt, style. Zooms, pans, tilts, 
tracks, and the like were seldom used. More extremely, fades and dissolves, which 
were frequently used in feature film editing, were rejected in the RMO films.

The special visual effect of acrobatic movements in the RMO films was given 
more emphasis by Jiang Qing, who insisted that the creation of new acrobatic styles 
should be derived from but go beyond the old styles (Fang 145). A common saying 
in China states that “Laymen watch the excitement while experts watch talent.” As 
old schools of singing had been largely eradicated from the RMO films, acrobatics 
became the most exciting attraction for ordinary audiences. Jiang knew that the 
masses would appreciate the films more if more excitement could be added through 
acrobatics. Acrobatic movements in the films were closely integrated with the set 
dressing and filmed with the fanciest angles and shots to enhance the visual effects 
of the movements. As an example, in Raid on the White Tiger Regiment, Chinese 
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volunteer soldiers performed somersaults directly from a cliff to the ground (see 
fig. 6), and the soldiers of the New Fourth Army in Shajiabang surmounted a wall 
with somersaults. These scenes were usually filmed with high angle shots, long 
shots, and long takes to allow for more fascinating visual effects.

Fig. 6. Scene from Raid on the White Tiger Regiment. Dir. Su Li and Wang Yan, 1972. From Model 
Drama HD Stills website (public domain).

Jiang required set dressings in the RMO films to be more visually realistic than 
those of the staged RMOs, but not as real as natural locations in the outdoors. For 
example, to create the set dressing of the primeval forest in Taking Tiger Mountain 
by Strategy, the set designer made artificial tree trunks, but cut real twigs and leaves 
from trees at the Ming Tombs15 as decoration (Gong 188). This kind of “semi-real, 
semi-artificial” set dressing worked well with the operatic atmosphere in the model 
opera films.
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Different from the stage settings, which relied mainly on backdrops, the set 
dressing in the RMO films had a more three-dimensional effect. In Raid on the 
White Tiger Regiment, the Chinese volunteer soldiers jump from a cliff actually built 
from rocks and cement. The People’s Liberation Army (PLA) soldiers in Taking 
Tiger Mountain by Strategy were shown “skating” (symbolized by their skating 
equipment and white cloaks) from a slope elevated at the background so that more 
realistic visual effects of the snowing forest could be achieved.

Each set dressing element in filmed RMOs did not stand independent of the others, 
but were closely linked with other elements. The foreground and background, the 
ground and background color, and the stereoscopic settings and painted backdrops 
were all harmonized in the RMO films to “elevate” the artistic effect of the staged 
RMOs. The film camera could move flexibly, as in dollying into the setting to create 
a more spatial effect than that allowed in the flatter view of the stage setting. With 
the magic of camera shots, the frame of the stage extended beyond the screen, 
producing a feeling of traveling in a pure and boundless operatic world.
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CONCLUSION

In disregarding the ideological content of the RMO films, Jiang’s guidelines and 
principles significantly enhanced the image quality and visual impact of the RMO 
productions. However, her technical contribution to and influence on the RMO 
films were certainly not limited to these initiatives. With her special status as Mao’s 
wife and as the primary vice-chair of the Central Team of the Cultural Revolution, 
she could solicit and gain resources for the productions, resulting in the building 
of a large-enough sound stage for filming the RMOs in Beijing (Zhai 76), obtaining 
better welfare and benefits for the model troupes (77), and acquiring more advanced 
film equipment (Compiling Group 258).

The RMO films were an important aspect of the Cultural Revolution and they 
were not simply launched and carried out by Jiang alone. It is undeniable that she 
played an important part in their production and that her roles and contributions 
were both distinctive and multi-faceted. Being one of the most powerful and 
legendary women in the Cultural Revolution, her role and involvement in the 
construction of Chinese mass culture of the time deserve more detailed attention 
and thorough study.
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Notes
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BNU-HKBU United International College, Zhuhai, PR China.

1.	 This title was originally rendered in English as Shachiapang using the old Wade-
Giles transcription. Because Shajiabang is the name of a village in Jiangsu 
Province, the article adopts Shajiabang as the title of the film instead of Sha Jia 
Bang as listed on the Internet Movie Database.

2.	 Aside from the above-mentioned eleven model operas (eight modern Beijing 
operas, two modern ballets and one symphonic version of Shajiabang), one 
modern Beijing opera titled Fighting on the Plain (Pingyuan zuozhan), two 
modern ballets titled Children of the Grassland (Caoyuan ernü) and Ode to the 
Yimeng Mountain (Yimeng song), and one modern Yue opera titled Shajiabang 
were also filmed between 1974 and 1975, but were less popular among Chinese 
audiences. Regular feature film production in China eventually resumed in 1973.

3.	 See the 1992 thesis by Joe He for a standard historicizing of the RMO films. This 
article focuses only on the eight staged and filmed modern Beijing operas in 
which Jiang Qing was deeply involved. Please see the Appendix for the synopses 
of the eight RMOs. The Chinese pinyin spelling of the film titles in this article is 
different from the IMDb entries because it is based on the spelling of Chinese 
phrases instead of individual characters.

4.	“Yunhe” means a crane in the clouds. She was so named because she was tall 
and thin at that time.

5.	“Beiping” was the former name of Beijing.
6.	 This was a collection of eight short films among which Jiang Qing played the 

leading female role for Twenty Cents (Liangmao qian, dir. Cai Chusheng, 1937).
7.	 Works under copyright in the People’s Republic of China (as amended on 11 

November 2020) enter the public domain fifty years after they were first created 
or published; “for photography, works of natural persons whose copyright 
protection period expires before 1 Jun. 2021 belong to the public domain” 
(licensing note for Harrison Forman in Wikimedia Commons.)

8.	 Dan is a general term for female roles in Beijing Opera, played by male 
performers. The four most renowned dans were Mei Lanfang, Cheng Yanqiu, 
Shang Xiaoyun, and Xun Huisheng.

9.	 Yan Jizhou was persecuted during the Cultural Revolution after working with 
Jiang Qing in The Great Wall of the South China Sea in 1966 (D. Wu 420–28).

10.	 Li Wenhua claimed to be the de-facto director of The Red Detachment of Women 
(W. Li 186). The version of On the Docks mentioned here was disapproved by 
Jiang Qing and was, therefore, not shown to the public (W. Li 190–91).

11.	 Liu Shaoqi proposed the strategic policy of the “Cultural Revolution” in May 
1958. For Liu, the “Cultural Revolution” was to develop the cause of culture, 
education, and health that could serve economic construction (Li and Xiao 47).
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12.	“The principles of three prominences” were the “guiding principles” of portraying 
characters, i.e., giving prominence to all positive figures, giving prominence to 
major heroic figures among the positive ones, and giving prominence to the 
most heroic figure among the major heroic ones.

13.	 These were the thirteen most renowned Beijing opera stars of different roles 
who were extremely popular during the Tongzhi and Guangxu periods of the 
Qing Dynasty. Shen Rongpu, a famous Chinese painter in the Guangxu period, 
drew the thirteen stars in the famous painting titled “Thirteen Grand Stars of 
the Tongzhi and Guangxu Periods” (tongguang shisan jue).

14.	 The filmed Tears of Wasted Mountain, indeed, served as an important reference 
for the productions of the filmed RMOs in terms of production design, acting 
style, and cinematographic techniques.

15.	 The Ming Tombs are located at a suburban area of Beijing, where thirteen Ming 
emperors lie buried with their empresses, concubines, crown princes, and 
eunuchs.



Wei / Jiang Qing and the Visuality of the Revolutionary Model Opera Films� 423

Kritika Kultura 40 (2023): 423–428� © Ateneo de Manila University
<https://ajol.ateneo.edu/kk>

Appendix:

Synopses of the Eight RMO Films

1.	 Taking Tiger Mountain by Strategy [Zhiqu weihushan, directed by Xie Tieli, 1970] 
In the winter of 1946, one PLA regiment is sent to Tiger Mountain in northeast 
China to annihilate the notorious bandit leader Zuoshandiao and his cohorts. 
Yang Zirong, the platoon leader, is assigned by the regiment’s chief of staff 
to reconnoiter the bandit’s lair in disguise. Yang finally wins the trust of 
Zuoshandiao who titled him “Laojiu” (trans. 9th brother). On New Year’s Eve, 
when Zuoshandiao celebrates his birthday with his cohorts, the PLA troops 
arrive and annihilate them all with help from Yang, who has gotten all the 
bandits drunk.

2.	 The Red Lantern [Hongdeng ji, directed by Cheng Yin, 1971] 
Three generations of a heroic family have no blood relationship, but resolutely 
fight against the Japanese. Li Yuhe, the central hero, is a Communist working at 
a Japanese-occupied railway station. Because a comrade of his turned traitor, Li 
Yuhe is arrested and is forced to turn over a book containing cipher codes. He 
is finally executed together with Granny Li. His daughter Li Tiemei continues 
his mission and successfully delivers the codebook to the guerrillas, who finally 
annihilate their enemies.

3.	 Shajiabang [directed by Wu Zhaoti, Ma Erlu, Jiang Shuseng, 1971] 
Sister Aqing is an underground Communist who owns a teahouse at Shajiabang, 
where wounded soldiers of the New Fourth Army are resting. In order to capture 
those wounded soldiers who are hiding in reed marshes, the Japanese army and 
their puppet soldiers blockade the lake. Sister Aqing manages to send food and 
medicine to the wounded soldiers. Finally, with help from sister Aqing and the 
masses, the New Fourth Army defeats all its enemies.

4.	 Ode to the Longjiang River [Longjiang song, directed by Xie Tieli, 1972] 
A special squad of Chinese volunteer soldiers led by Yan Weicai disguise 
themselves as South Korean soldiers and manage to pass through the blockade 
line with help from the Korean masses. After experiencing many hardships, the 
squad members finally reach the headquarters of the White Tiger Regiment 
and successfully wipe out their enemies.

5.	 On the Docks [Haigang, directed by Xie Tieli, Xie Jin, 1972] 
In order to fight the biggest drought of the century, the county Party committee 
decides to build a dam to save more land for the Houshan Production Brigade, 
submerging the land of the Longjiang Production Brigade. Jiang Shuiying, the 
female leader, solves all conflicts of the Longjiang Production Brigade, while 
traitorous class enemy Wang Guolu is also arrested. In the end, the water 
is successfully channeled to Houshan, and both Longjiang and Houshan 
Production Brigades achieve a record harvest. 

6.	 The Red Detachment of Women [Hongse niangzi jun, directed by Cheng Yin, 1972] 
The young loader Yu Baochang is distracted from his assigned post and is 
thereby exploited by the sneaky class enemy Qian Shouwei. The latter slips glass 
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shards into Yu’s sack, which leak into a sack of rice seeds destined for Africa as 
aid for revolutionaries. Qian is eventually exposed and the contaminated sack 
is retrieved from the cargo ship.

7.	 Azalea Mountain [Dujuanshan, directed by Xie Tieli, 1974] 
Wu Qinghua, a maid suppressed by the local tyrant Nanbatian, is convinced by 
Party representative Hong Changqing to join the Red Army in Hainan Island. 
Hong is unfortunately captured in battle and executed by Nanbatian. The Red 
Army finally defeats Nanbatian and his allies while Wu succeeds Hong’s post as 
the Party representative of the Red Detachment of Women

8.	 Azalea Mountain [Dujuanshan, directed by Xie Tieli, 1974] 
Lei Gang, a bandit, escapes from the prison of the local tyrant and is saved by 
Granny Du, mother of his partner who was killed in prison. Lei Gang later saves 
the female Communist Ke Xiang from public execution by the local tyrant and 
accepts her as the political officer of his bandit group against the wishes of 
the other bandits. The local tyrant captures Granny Du in order to entrap Lei. 
Even after being warned by Ke Xiang, Lei insists on saving Granny Du, and is 
captured in the process. Ke Xiang manages to rescue Lei and succeeds. In the 
end, the traitor of the group is identified and the bandit group is designated as 
part of the Red Army.



Wei / Jiang Qing and the Visuality of the Revolutionary Model Opera Films� 425

Kritika Kultura 40 (2023): 425–428� © Ateneo de Manila University
<https://ajol.ateneo.edu/kk>

Works Cited

Bai Jun 白君. Guoxue gongkaike 国学公开课 [Open Class of Chinese Ancient Civilization]. 
Tiandi chubanshe, 2016.

__________. “Red Poetics: The Films of the Chinese Cultural Revolution Revolutionary 
Model Operas.” The Poetics of Chinese Cinema, edited by Gary Bettinson and James 
Udden, Palgrave Macmillan, 2016, pp. 29–49.

Cao Zixi 曹子西 et al., editors. Beijing tongshi di 9 juan 北京通史 第9卷 [Comprehensive 
History of Beijing, Vol. 9], Beijing Yanshan Press, 2012.

Chen Pingyuan 陈平原. Dazhuang chuanmei yu xiandai wenxue 大众传媒与现代文学 
[Mass Media and Modern Literature]. New World Press, 2003.

China Film Archive 中国电影资料馆and The Film Institute of the China Art Research 
Centre 中国艺术研究院电影研究所, editors. Zhongguo yishu yingpian bianmu 1949-
1979 中国艺术影片编目 1949-1979 [China Art Filmography 1949–1979, 2 vols]. Culture 
and Art Press, 1981.

Compiling Group for “Material of Criticising Gang of Four” of Wuhan University 武
汉大学《批判”四人帮”资料》编写组, editors. Pipan “sirenbang” ziliao huibian 2 
批判”四人帮”资料 汇编2 [Compilation 2 of Material for Criticising Gang of Four]. 
Wuhan UP, 1976.

Du Jinfang 杜近芳. “Guangyan wuji de maozhuxi de wenyi luxian shengli wansui” 光
焰无际的毛主席的文艺路线胜利万岁 [Long Life the Shining Victory of Chairman 
Mao’s Line of Art and Literature]. Hongqi (Red Flag) 红旗, vol. 9, 1967, pp. 42–50.

Fairbank, John King 费正清. Guancha zhongguo 观察中国 [China Watch]. Translated by 
Fu Guangming, World Knowledge Press, 2002.

Fang Yun 方耘. Xuexi yangbanxi zhaji 学习样板戏札记 [Reading Notes on the Studies of 
the Revolutionary Model Operas]. Shanghai renmin chubanshe, 1974.

Forman, Harrison. “China, Mao Zedong and his wife Jiang Qing in Yan’an.” University 
of Wisconsin-Milwaukee Libraries, 1944, https://collections.lib.uwm.edu/digital/
collection/agsphoto/id/11396/.  

Fu Jin 傅瑾 et al., editors. Mei lanfang yu jingju de chuanbo: Diwujie jingjuxue guoji 
xueshu yantaohui lunwenji xia 梅兰芳与京剧传播: 第五届京剧学国际学术研讨会论
文集 下 [Mei Lanfang and the Popularization of Beijing Opera: A Collection of Papers 
from the Fifth International Conference on Beijing Opera Studies, Vol. 2]. Culture and 
Art Press, 2015.

Fu Xiaohong 付晓红. Liangbu kua shengping: Xietieli koushu shilu 两步跨生平：谢铁
骊口述实录 [Two Steps Stride the Life: Record of Xie Tieli’s Oral Account]. China Film 
Press, 2005.

Gong Lin 宫林. Zhongguo dianying zhuanyeshi yanjiu: Dianying meishu juan 中国电影
专业史研究：电影美术卷 [Professional History of Chinese Film: The Volume of Film 
Production Design]. China Film Press, 2007.

Guo Hua 郭华. Lao yingxing, lao yingpian shang 老影星, 老影片 上[Old Star, Old Movies]. 
China Film Press, 1998.

Han Shangyi 韩尚义. Dianying meishu mantan 电影美术漫谈 [Informal Essays on Film 
Production Design]. Shanghai Art and Literature Press, 1979.



Wei / Jiang Qing and the Visuality of the Revolutionary Model Opera Films� 426

Kritika Kultura 40 (2023): 426–428� © Ateneo de Manila University
<https://ajol.ateneo.edu/kk>

He, Joe. A Historical Study on the “Eight Revolutionary Model Operas” in China’s Great 
Cultural Revolution. 1991. U of Nevada, MA thesis.

He Shan 何珊. Guangying zhi ge 光影之歌 [The Song of Light and Shade]. China Film 
Press, 2014.

Jing Anle 景安乐, editor. Zhongguo chuantong xiqu yishu ji jingdian jumu shangxi 中国传
统戏曲及经典剧目赏析 [Chinese Traditional Operas and the Appreciation of Classical 
Operas]. Electronic Technology UP, 2012.

Li Song 李松 and Xiao Feng 筱沣. Hongwutai de zhengzhi meixue: Yangbanxi yanjiu 红舞
台的政治美学：样板戏研究 [Political Aesthetics of the Red Stage: The Studies on the 
Revolutionary Model Operas]. Heilongjiang renmin chubanshe, 2013.

Li Wenhua 李文化. Wangshi liuying: Liwenhua de dianying rensheng 往事流影：李文
化的电影人生 [The Moving Images of the Past: Li Wenhua’s Filmic Life]. Huawen 
chubanshe, 2011.

Liu Hongcai 刘洪才 and Wang Peifang 王佩芳, editors. Guangbo dianying dianshi keji 
fazhan lichen huigu wenxuan di 2 ji 广播电影电视科技发展历程回顾文选 第2集 
[Selected Works of Review on the Course of Technological Development of Broadcasting, 
Film and Television, Vol. 2]. China International Broadcasting Press, 2012.

Liu Wentian 刘文田, et al., editors. Dangdai zhonguo wenxueshi 当代中国文学史 
[History of Contemporary Chinese Literature]. Hebei UP, 1991.

Lu Hongshi 陆弘石. Zhongguo dianying: Miaoshu yu chanshi 中国电影：描述与阐释 
[Chinese Films: Description and Explanation]. China Film Press, 2002.

Luo Yijun 罗艺军. Zhongguo dianying yu zhongguo wenhua 中国电影与中国文化 
[Chinese Films and Chinese Culture]. Beijing Broadcasting Institute Press, 1995.

Mei Lanfang 梅兰芳, director. Tiannü sanhua 天女散花[Fairy Gives Flowers to the Earth], 
Commercial Press Event Film Department 商务印书馆活动影戏部, 1920.

Shao Rubo 邵茹波. “‘Yangbanxi’ dianying Zhong de changjingtou ‘样板戏’电影中的长镜
头 [Long Takes in the Revolutionary ‘Model Opera’ Films].” Dianying yishu电影艺术, 
vol. 5, 2012, pp. 124–26.

Shen Rongpu, Tongguang shisan jue同光十三绝 [Thirteen Grand Stars of the Tongzhi and 
Guangxu Periods]. Year Unknown, The Palace Museum, Beijing.

Shu Yun 舒云. Zhizou mingxing: Yanjizhou zishu 制造明星：严寄洲自述 [Producing 
Stars: An Account by Yan Jizhou]. People’s Daily Press, 2012.

Su Li 苏里and Wang Yan 王炎, directors. Qixi baihutuan 奇袭白虎团[Raid on the White 
Tiger Regiment],Changchun Film Studio, 1972.

Tang Tianming 汤天明. Cemu ershi: Sheying de renwenguancha 侧目而视：摄影的人文
观察[A Sidelong Glance: Humanistic Observation of Photography]. Southeast UP, 2013.

Tang Wei 唐薇 and Huang Dagang 黄大刚. Zhuixun zhangguangyu 追寻张光宇 [Chasing 
Zhang Guangyu]. Life, Reading, New Knowledge Sanlian Bookstore, 2015.

Teaching and Research Group of Modern Literature of Chinese Department at Gansu 
Normal University 甘肃师范大学中文系现代文学教研组, editors. Xuexi geming 
yangbanxi ziliao huibian 学习革命样板戏资料汇编 [Selected Works of Studying the 
Revolutionary Model Operas]. Gansu Normal University, 1974.

The Group of Political Economy of the Department of Political Economy of Beijing 
Normal University 北京师范大学政治经济学系政治经济学组. Sirenbang cuangai 
maliezhuyi zhengzhi jingjixue yuanli pohuai shehuizhuyi jingji de zuixing四人帮篡改马



Wei / Jiang Qing and the Visuality of the Revolutionary Model Opera Films� 427

Kritika Kultura 40 (2023): 427–428� © Ateneo de Manila University
<https://ajol.ateneo.edu/kk>

列主义政治经济学原理、破坏社会主义经济的罪行 [The Crimes of Distorting Marxist 
and Leninist Political Economy and Devastating the Socialist Economy Committed by 
Gang of Four]. Publisher unknown, 1976.

Tianjin renmin chubanshe 天津人民出版社. Gemin dapipan wenxuan: Chedi pipan 
sitannisilafusiji tixi 革命大批判文选：彻底批判斯坦尼斯拉夫斯基体系 [Selected 
Works of Revolutionary Criticism: A Thorough Criticism on Stanislavsky System]. 
Tianjin renmin chubanshe, 1971.

Tong Xiangling 童祥苓. Tong Xiangling koushu lishi 童祥苓口述历史 [Oral Account of 
Tong Xiangling]. Shanghai Bookstore Press, 2015.

Wang Baozhong 王宝中, et al., editors. Zhongguo gongchandang zhangcheng cidian 中
国共产党章程辞典 [Dictionary of the Regulations of the Chinese Communist Party]. 
Heilongjiang People’s Press, 1996. 	

Wang Jiasheng 王家声, et al., editors. Mingjia koushu 名家口述 [Oral Accounts of the 
Masters]. World Knowledge Press, 2014.

Wang, Suping 王素萍. Ta hai mei jiao jiangqing de shihou 她还没叫江青的时候 [When 
She Was Not Called Jiang Qing]. Beijing October Art and Literature Press, 1993.

Wu Di 吴迪. “Xushixue fengxi: Yangbanxi dianying de jizhi/ moshi/ daima yu 
gongneng 叙事学分析： 样板戏电影的机制/ 模式/ 代码与功能 [Narrative Analysis: 
Mechanism, Mode, Codes and Functions of the Revolutionary Model Opera Films].” 
Dangdai dianying 当代电影 , vol. 4, 2001, pp. 69–73.

Yan Changgui 阎长贵 and Wang Guangyu 王广宇. Wenshi qiuxin ji 问史求信集 [A 
Collection of Questing Historical Truth]. Hongqi chubanshe, 2009.

Yang Yinlu 杨银禄. Tingyuan shenshen diaoyutai: Wo gei jiang qing dang mishu 庭院深
深钓鱼台：我给江青当秘书 [Deep Courtyard of Diaoyutai: I Worked as Jiang Qing’s 
Secretary]. Contemporary China Press, 2015.

Yang Yuanying 杨远婴. Beiying jishi 北影纪事 [The Chronical of Beijing Film Studio]. 
China Film Press, 2011.

Yao Bo 姚博 and Xiao Xue 萧雪. Maozedong zhongnanhai wangshi 毛泽东中南海往事 
[Past Event of Mao Zedong at Zhongnanhai]. Xiyuan chubanshe, 2012.

Ye Yonglie 叶永烈. Jiangqing zhuan 江青传 [The Life of Jiang Qing]. Writers Press, 1993.
Yu Ji 虞吉, editor. Zhongguo dianyingshi 中国电影史 [Chinese Film History]. Chongqing 

UP, 2011.
Zhai Jiannong 翟建农. Hongse wangshi 红色往事 [Red Memories]. Taihai chubanshe, 

2001.
Zhang Huijun 张会军 et al., editors. Guoyou dianying zhipianchan zhuanzhi yanjiu 国有

电影制片厂转制研究 [Studies on System Transformation of State-Owned Film Studios]. 
China Film Press, 2012.

Zhang Ming 章明. Lun “peiben zhuan yaohe” 论“赔本赚吆喝” [A Talk on “Losing Money 
for A Name”]. Jincheng chubanshe, 2015.

Zhang Yingjin. Chinese National Cinema. Routledge, 2004.
Zhao Gang 赵刚 and Liu Fenglu, editors. Hongdeng ji 红灯记 [Red Lantern]. China Film 

Press, 2007.
Zheng Yi 郑毅 et al, editors. Gongheguo yaoshi zhenwen 共和国要事珍闻 [Precious 

Records of the People’s Republic]. Jilin Literature and History Press, 2000.



Wei / Jiang Qing and the Visuality of the Revolutionary Model Opera Films� 428

Kritika Kultura 40 (2023): 428–428� © Ateneo de Manila University
<https://ajol.ateneo.edu/kk>

Zhong Dafeng 钟大丰 and Shu Xiaoming 舒晓鸣. Zhongguo dianying shi 中国电影史 
[Chinese Film History]. China Broadcasting and Television Press, 1995.

Zhu Jipeng 朱继彭. Kunling huangzuo: tong zhiling 坤伶皇座：童芷苓 [The Queen of the 
Actresses: Tong Zhiling]. Shanghai renmin chubanshe, 2014.

Zhu Yuquan 褚钰泉. Yuedu di 36 juan 悦读 第36卷 [Happy Reading, vol. 36]. 21st 
Century Press, 2014.


