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The Irresistible Fall and Rise 
of Mao Zedong 

A Mao for All Seasons 

Of the numerous news stories and popular rumors that abounded in China 
during the months leading up to Mao Zedong's centenary in December 
1993, one of the most extraordinary tales issued from Sichuan. It was re-
ported that workers in a local factory believed that Chairman Mao had 
established an industrial complex in the afterlife, which he was running 
according to the socialist principles he had espoused before his death. De-
spairing of the capitalist-style factory management and labor exploitation of 
the Reform era, and mindful that Mao had often claimed that he would go 
into the mountains and launch the revolution all over again if China "went 
revisionist,"1 a number of workers committed suicide. They hoped to join 
the Chairman in the netherworld and continue to fight for the revolution 
under his shade.2 

Although this story has not attained the status of a Chinese urban myth, it 
does reflect one facet of the revival of popular interest in Mao Zedong from 
the late 1980s: a deep dissatisfaction with the status quo and a yearning for 
the moral power and leadership of the long-dead Chairman. 

* * * 
This land so rich in beauty 
Has made countless heroes bow in homage. 

This essay is a much-expanded version of a paper presented at "Mao Craze, Mao 
Cult? A Symposium on Popular Culture in China Today," 23 April 1994, a workshop 
organized by the Fairbank Center for East Asian Research, Harvard University. My 
thanks to the organizers of and participants in that workshop for their encouragement. A 
shorter version of this book appeared as an issue of Chinese Sociology and Anthropol-
ogy: A Journal ofTranslations 28, no. 1 (Fall1995). 
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4 SHADES OF MAO 

But alas! Qin Shihuang and Han Wudi 
Were lacking in literary grace, 
And Tang Taizong and Song Taizu 
Had little poetry in their souls; 
And Genghis Khan, 
Proud Son of Heaven for a day, 
Knew only shooting eagles, bow outstretched. 
All are past and gone! 
For truly great men 
Look to this age alone. 3 

When Mao's poem "Snow," of which this is the last stanza, was first 
published in late 1945, a number of observers criticized the writer for 
indulging in "imperial fantasies." The last lines--"For truly great men/Look 
to this age alone"--the critics averred, did not refer to "the broad masses of 
the proletariat," as Communist Party commentators claimed, but to Mao 
and Mao alone.4 

The Shanghai writer Li Jie, whose critiql,le of Mao is quoted at length in 
the present volume, comments on these lines: "Here was the peasant boy 
listing all of the major father figures of Chinese history, leaving the last and 
most glorious position, however, for himself' (see "The Mao Phenome-
non"; references in parentheses are to material contained in this book). The 
poem exudes the bravado that Mao's opponents have excoriated for de-
cades; nonetheless, it reflects the kind of self-assertiveness and egomania 
that continue to beguile those for whom Mao Zedong represents the abiding 
genius or eidolon of China. 

Even before Mao's demise on 9 September 1976, there were those who 
speculated that in death Mao would "become even more sacred" and be 
deified in ways only hinted at during his last years. 5 But with the return of 
Deng Xiaoping to power in the late 1970s and after the protracted negation 
of Mao's legacy and the Cultural Revolution culminating in 1981, for 
nearly a decade it seemed that the Chairman had been safely relegated to 
the ranks of elder revolutionaries. Although Mao had played a pivotal role 
in the creation of the People's Republic and its first decades, in death he no 
longer exercised the charismatic power he had enjoyed in life. 

From the late 1980s, however, Mainland China witnessed at first a fitful 
and then a nationwide revival of interest in Mao Zedong. Initially, the 
phenomenon was called a "search for Mao Zedong,"6 and according to one 
commentator it was the fifth of its kind. 7 The official media, ever anxious to 
employ fashionable "buzzwords" for propagandistic purposes, soon dubbed 
it a "MaoCraze," the Mao Zedong re or simply Maore. In this book, the 
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compressed term "MaoCraze" will be used to translate the Chinese expres-
sion Maore, while Mao Cult indicates the revival of Mao in its myriad forms 
from the late 1980s as discussed in this introduction and the editorial notes. 

This Mao Cult was largely nonofficial and spontaneous. It continued up 
to the time of the government-orchestrated centenary of Mao's birth in 
1993, and it would appear that popular enthusiasm for the Chairman waned 
in direct proportion to the authorities' promotion of Mao as the founding 
father of the Party, army, and state. The new Mao Cult was markedly 
different from the "personality cult" (geren chongbai in Chinese or, in 
post-1976 officialese, zaoshen yundong) of the Cultural Revolution.8 Di-
vested nearly entirely of its original class, ethical, and political dimensions, 
the new cult flourished throughout the country, prompting propagandists, 
commentators, and academics to analyze and declaim on the subject in the 
pages of the Mainland, Hong Kong, and Taiwanese press. 

This short volume attempts to digest and elucidate some of that massive 
body of material with selections taken primarily from Mainland sources. 
Unfortunately, due to the limited nature of public debate in the Mainland 
media, in particular because of official strictures on books related to Mao 
(see "Publish and Perish"), many writers were unable to comment freely on 
the cult. Within the considerable body of material that did appear, however, 
diverse views were expressed, often with a frankness that would have been 
astounding in the not-too-distant past. The following selection is little more 
than a meager sampling of those materials. Although I have attempted to 
reflect as broad a range of opinions as possible and touch on the diverse 
phenomena that constituted the Mao revival, given the vastness of the topic 
I cannot claim that this book is an exhaustive survey. I can only hope that 
the present volume may act as an introductory guide to those who wish to 
delve further into this disturbing yet fascinating realm of Chinese popular 
culture. 

Pulping Mao 

During the Cultural Revolution even wedding ceremonies had to be "revolu-
tionized." The newlyweds were invariably presented with copies of Selected 
Works of Mao Zedong or Quotations from Chairman Mao. 

One couple received sixty-five copies of the Little Red Book and thirty-
seven sets of Selected Works. When the guests had all left the bride said to 
her husband: 

"What ever are we going to do with this great pile of books? We can't sell 
them or eat them, nor do we dare burn them. Not even our children or 
grandchildren will have any use for this many!" 
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that was sold there: reproductions of a U.S.$100 bill printed on cloth on 
which the image of Mao had replaced that of Franklin. At the time, nearly a 
year before the New Year's paintings featuring Mao and money appeared, 
this simple tea towel-size cloth eloquently expressed the Chairman's re-
formist reincarnation (see Figure 18). 

Not everyone in Shaoshan, however, was willing to cash in on the Mao 
Cult. Mao's aged cousin, Mao Zelian, was scornful of the mercenary revival 
of the flagging spirits of the Leader. "Chairman Mao had no love for private 
business, and he would despise those who now make money from his name 
... ," he said. "Chairman Mao's idea was to make the country rich, while 
Deng's idea is to allow a few people to get rich. It's all gone wrong." 180 

In early December 1993, a reporter for Beijing Review, the English-lan-
guage propaganda weekly produced by the Foreign Languages Press, com-
mented dourly on the threat, not of the Mao Cult, but of the depredations of 
the "M-Cult," or Money Cult, that had overwhelmed the nation, including 
Shaoshan.181 

As the Mao Cult of the early 1990s faded and Shaoshan became just 
another quaint destination on the tourist map, one writer did formulate a 
means for keeping the spirit of Mao's politics alive in the context of 
China's turbulent economic upheaval. In August 1994 a journalist writing 
for the Hong Kong Eastern Express suggested a new form of "politico-tain-
ment." It offered a spoof vision of what a "Mao land" theme park in 
Shaoshan would look like. Youthful park attendants, it was suggested, 
could dress as Red Guards and carry the Little Red Book, messy visitors 
could be struggled, and there would be a Cultural Revolution roller coaster 
that would hurtle passengers around as though they were experiencing a 
political purge. There could even be a "Haunted Politburo," featuring the 
ghosts of leaders airbrushed out of history. 182 Even though "Maoland" 
waits to be built, real Maoist theme places already exist. One of these is 
Linying County in Henan, a revived socialist collective-cum-corporation 
that has become wealthy pursuing semi-Cultural Revolution policies. 183 

Modern Mao Artifacts and Multi-Media Mao 

The nature of nostalgia is that it relies on collective memories, fantasies and 
imagined pasts. Physical artifacts---{)riginals or simulacra--are often the 
very things that elicit a nostalgic mood, a mood that can be tempered by any 
number of emotions, from the sublime to the ridiculous. In China objects 
embarrassingly derided as the by-products of a national psychosis just a few 
years ago were during the early 1990s recycled or remodeled for circulation 
to play a role in the new socialist market economy. 
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Flea markets and "antiques stores" in China's major cities had been 
selling genuine Cultural Revolution Mao knick-knacks at generally afford-
able, although highly inflated Reform era, prices for years (see Figure 19). 
However, true lovers of kitsch/camp/trash have generally been disappointed 
by the lack of imagination displayed in the meager array of newly manufac-
tured Mao artifacts. This probably is because by the early 1990s the eco-
nomic reforms had still failed to produce a sufficient surfeit of goods, 
leisure, and laxity that would allow Mainland Chinese (unlike people in 
Hong Kong and Taiwan) to realize John Waters' dictum on kitsch: "In 
order to acquire bad taste one must first have very, very good taste."184 

Nonetheless, there are those of us who regard the new Cult as a deification 
of Mao as Chairman Camp, 185 and we await anxiously for items such as 
"Mao in a snowstorm" and crystal sarcophagus soup tureens to be pro-
duced. We hanker after exhibitions of the Chairman's preserved viscera and 
crave the marketing of Mao shrouds in the tradition of the Turin hoax. To 
date, major tourist options have also been overlooked, such as the renting of 
Mao's suite in Zhongnanhai to the new rich of China so that billionaire 
entrepreneurs can entertain peasant wenches in the Dragon Bed and play at 
being Chairman for a night. Surely there is also a market for Holy Revolu-
tionary Relics. 186 Before the rich possibilities of this nascent market are 
realized, however, it would be best if we consider the more mundane, 
contemporary artifacts that became available from the late 1980s: 

Mao badges or buttons, those ubiquitous symbols of that bygone age, 
were recycled by the ton, and new badge factories went on line to satisfy 
increased consumer demand. 

The first Mao badges appeared in Yan'an in late 1948, made by univer-
sity students using old toothpaste tubes. 187 The object of passionate devo-
tion during the Cultural Revolution, the badges were often used as a means 
to establish revolutionary credentials and camaraderie. Many people built 
up large private collections, including the sycophantic Zhou Enlai, although 
he was also one of the first to criticize the excesses of Mao-mania when, in 
March 1969, he said: "More than 700 million copies of Quotations are in 
circulation, as well as 2.2 billion Chairman Mao badges. People are indulg-
ing in feudalism and a bourgeois style. What we want is frugality." 188 

Mao's own criticism of the badges came in a discussion held with stu-
dent leaders in April that year when he made his famous remark "Give me 
back my airplanes (huan wo feiji). It would be far more useful," he contin-
ued, "to make airplanes to protect the nation out of the metal being ex-
pended in the production of Mao badges."189 

The renewed interest in Mao badges in the 1990s was symptomatic of 
the Mao Cult, and the new rate of exchange had nothing to do with revolu-



THE IRRESISTABLE FALLAND RISE OF MAO 41 

tionary credentials and everything to do with commerce. Prior to the Mao 
revival, the Shaoshan Mao Badge Factory had been churning out a line of 
undistinguished and nonrevolutionary chotchky; then, in the early 1990s, it 
was retooled and converted back to badge production. And there was, for 
example, "Mao Badge City," which I visited in Wuhan in May 1992. A 
few rooms in a ramshackle building near the chinoiserie-cement Huanghe 
Pavilion housed a collection of Cultural Revolution-period Mao trash care-
lessly arranged on the walls and in display cases for the diversion of tourists on 
their way to or from the pavilion. Fairy lights and badges arranged in heart 
shapes added to the attraction, 190 and hopeful shop assistants masquerading as 
museum guides attempted to hawk pieces of the tawdry collection. 

A number of semicommercial Mao badge exhibitions were also held in 
1992-93 in Beijing, Shaoshan (in the Mao clan temple), and cities such as 
Wuhan. One display of 10,000 badges was put on in Beijing in mid 1993, 
while major permanent collections of badges were established in Sichuan, 
Guangdong, and Xi'an. At last, after years of rejection, obsessive collectors 
finally had a chance to display their massive hoardings (some number in the 
tens of thousands) and "badge experts" like Zhou Jihou from Guizhou were 
able to publish books such as The Ninth Wonder of the World: The Mystery of 
the Mao Badge,191 which tells the history of the badges and discusses the new 
fad for them. A Mao Badge Research Society and a magazine titled Research 
Papers on Collecting [Mao badges] were also founded and, for a time, badges 
were a viable currency once more (see "CultRev Relics"). 

The calendar boom that developed in China from the 1980s also served 
as a popular medium for a revival of Mao's image. Whereas movie and 
song stars, foreign beauties and beaux, girls in a state of semiundress or 
striking poses with the accouterinents of modernization (mobile phones, 
motorcycles, cars, and so on) generally featured in the annual rash of calen-
dars, during the Mao boom from 1992 to 1994 the Chairman's calligraphy 
or picture decorated many of the new calendars. A few even featured Mao 
badge collections with each month devoted to a different display of badges 
made variously from metal, porcelain, plastic, or bamboo (see Figures 20a, 
20b). Then, in 1994, cellophane traditional-style New Year's paintings 
(nianhua) appeared bearing images of Mao (see Figure 21), or Mao and his 
cohorts (Zhou, Liu, and Zhu) as they appear on the 100 yuan Chinese bank 
note, surrounded by time-honored symbols of longevity (pine trees and 
herons [Figure 22]) or good fortune (money, gold bullion, fat babies, fish, 
and the like [Figure 23]). These were the most gaudy mass-produced (dare 
we say "kitsch"?) items of the new cult. 

At the ill-kempt temple stalls that choked the exit at the south end of the 
Chairman Mao Memorial Hall in Tiananmen visitors who had been herded 
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by the remains could also pick up such items as "Lucky cigarettes" (Jili 
xiangyan), the packet of which featured a picture of the Mao-as-Abe-Lin-
coln statue inside the hall. Also available were Mao cigarette lighters that 
noisily chimed "The East Is Red" (see Figure 24) or "Jingle Bells," imita-
tion ivory Mao Memorial Hall chopsticks, tacky shopping bags, cuff links, 
barometers, glow-in-the-dark busts, Mao lighters, diamond-studded Mao 
watches, pocket watches with Mao holograms and a plethora of Mao-in-
spired postage stamps (see Figure 25). 

In Shaoshan, Mao brooches, tie clips, watches, badges, and pendants 
with spectral holograms of the leader's head could be purchased (see Fig-
ures 26, 27), while in various parts of the country shoppers could pick up 
numerous other novelty items, such as Mao yo-yos containing a computer 
chip that enabled it to chortle the words of "The East Is Red," and T -shirts 
with fawning slogans such as "I Love Chairman Mao" or "I Like to Study 
His Books Most" (see Figures 28, 29); or slightly more ironical statements 
such as "A spark can start a prairie fire" (xingxing zhi huo keyi liao yuan), 
or clever and pointed distortions of famous Mao quotes such as "I don't fear 
hardship, I'm not scared of dying, nor am I afraid of you" (yi bupa ku, er 
bupa si, ye bupa ni), 192 and even a type of shirt with a caricature of Mao 
held up by a worker-peasant-soldier trinity bearing the logo "assures safety 
and exorcises evil" (baoan pixie). 193 

In late 1993 fashionable purveyors of wannabe po-rno (postmodem) cul-
ture in Beijing even produced a pastiche calender for 1994-95 featuring 
both Mao and Deng in cut-up collage194 (see Figures 30a, 30b, 30c). Those 
with more traditional tastes in representations of the Great Leader, however, 
could obtain a series of Cultural Revolution--style Mao matchbox covers 
(huochaihe) at the Baihua Bookstore in Beijing, opposite the China Art 
Galler~ between Wangfujing and Shatan'r, which specializes in art 
books1 5 (see Figure 31). 

Through books, comics, films, television and music the Older Generation of 
Revolutionary Leaders, as Mao and his coevals are known, have become 
part of the audiovisual repertoire of mass pop culture. In the early 1990s, a 
popular interlude at any major celebration held by a wealthy work unit in the 
capital or on television would be to welcome some of the actors who play the 
Older Revolutionaries to do a turn.196 As I have written elsewhere, "Doing 
their patter in heavy local accents and done up in a modem version of opera 
masks (lianpu}-Mao with his brush-backed hair and mole, Lin bald and 
myopic, Zhou bushy-browed and face drawn-they act as comics or comrseres, 
talking heads who add a touch of class to an evening's entertainment." 97 At 
least these dead leaders have a status to live up to and the stature to appear in 
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stage productions. It is hard to imagine that 1990s Chinese politicians, the 
gray bureaucrats of Reform, will ever achieve such a reputation unless, of 
course, an ironical, popular penchant for retro "nonpersonality cults" 
springs up in the years to come. 

Numerous teleseries and documentaries related to Mao's life were pro-
duced in the lead-up to the centenary. Some of them included rare archival 
footage, as in the case of the hagiographic twelve-part TV documentary 
"Mao Zedong (1893-1993)," which screened in December 1993.198 Then 
there were TV programs such as the Mao quiz show called "The Sun and 
Truth," with its competing teams parroting Mao quotes and giving publica-
tion details, dates, place and so on.199 Other programs, such as the success-
ful 1990 multiepisode TV soap "Aspirations," used Mao or rather 
Mao-period nostalgia to highlight the worldly cynicism of the Deng era. 
"Aspirations" contrasted the human closeness of the past (despite the atten-
dant horrors of the Cultural Revolution period) with the heartless material-
ism of the present.200 The 1992 sitcom "The Editors" treated Maoist diction 
and style with playful irreverence,201 and in the popular 1993 series "A 
Beijing Man in New York," Mao appeared as the patron saint of struggling 
entrepreneurs. In episode 9, the protagonist Wang Qiming launches into an 
impassioned soliloquy before starting up his knitwear sweatshop. Imitating 
the tone and delivery of a Party secretary, he satirizes the Party and authori-
tarian rule while still affirming that for things to be run effectively you have 
to have a transparently bad person in control. It's better to be up front about 
how bad you are, he argues, than to pretend to be good. Wang concludes his 
speech with an admonition to a roomful of imaginary workers to "abandon 
your illusions," a reference to the title of a famous article Mao wrote criti-
cizing the United States in 1949, and get to work. 202 

After a hiatus of three decades, Mao reappeared on both stage and screen 
in the early 1980s.203 The veteran PLA actor Gu Yue came to specialize in 
the mature Mao (see "In a Glass Darkly"), while Wang Ying of the Central 
Experimental Theater Company concentrated on playing the handsome 
young Mao. 204 With the enormous popular success of such character actors, 
it soon seemed that everyone wanted a Mao of their own, and places as far 
flung as Inner MonBolia found Chairman look-alikes to perform at local 
benefits and shows. 2 5 

While official biopics have been common in China for years, starting in 
the early 1990s, Mao also featured one way or another in many non- or 
semiofficial films, such as Shi Jian and Chen Jue's Tiananmen (1991),2°6 
Wu Wenguang's My 1966 (1993), a droning documentary about ex-Red 
Guards, Chen Kaige's epic Farewell My Concubine (1993), and Zhang 
Yuan's The Square (1994). In Tian Zhuangzhuang's Blue Kite (1993), one 
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of the most brooding historical films made in China, Mao did not play an 
on-screen role, but his presence is felt throughout the film. In 1995 Chen 
Kaige planned a new project titled To Kill a King, a film about the assassi-
nation attempt on Emperor Qin Shihuang, to whom Mao had compared 
himself (see "The Mao Phenomenon"). The screenplay of To Kill a Kin~ 
was the work of the ex-army writer Wang Peigong, the author of WM,20 

the controversial 1985 play about the Cultural Revolution, and an activist 
jailed for his support of the 1989 student demonstrations who, like Bai Hua and 
so many others of his generation, was bedeviled by a fascination with Mao.208 

Theater productions have featured Mao for many years, although in the 
centenary year attempts were made to depict the Leader as something of a 
tragic hero. In late 1993, for example, the PLA staged a work titled The Sun 
Never Sets. Set in January 1976, shortly after Zhou Enlai's death, it shows 
Mao as a solitary figure, fearful of death, superstitious, and wary of the 
karmic punishment that awaits him. He receives news that a massive mete-
orite has fallen in the Northeast of China and sees it as an omen of his 
imminent demise. Despite these more human touches, Zhu Shimao, a noted 
actor and the producer of the play, averred that "Mao was a god," and in the 
production the Chairman spouts quotations about hard work, thrifty living, 
and sacrificing personal interest in the service of the state even as death 
approaches. Some critics, not surprisingly, saw the J'lay as a veiled criticism 
of the corrupt values rife in contemporary China. 20 

Although John Adams and Alice Goodman's opera Nixon in China ap-
peared in the West in 1987, the first traditional Chinese opera featuring 
Mao was not staged in Mainland China until1994. Mao Zedong in 1960, a 
pingju-style opera created in Mudan, Heilongjiang Province, and featuring 
an aria-singing Chairman, premiered in Beijing in November 1994. The 
story reflects, to quote official propaganda, "how a Great Man dealt with 
everyday life while also confronted with the ever-changing complexities of 
international politics, the natural disasters faced by China, and the confu-
sion experienced by both the Party and the People."210 To date, no overtly 
critical stage representation of Mao has appeared.211 

At the same time as a second spate of state-sanctioned iconoclasm aimed 
at removing the remaining public statues of Mao Zedong saw the demoli-
tion of Mao monoliths at such symbolic sites as the entrance to Beijing 
University in 1988,212 artists such as Wang Guangyi, as we have noted 
above, began including reworked images of Mao in their paintings. The 
humorous use and abuse of Mao in Mainland works did, to an extent, reflect 
what Li Xianting (see "The Imprisoned Heart") called a "Mao obsession." 
As Li remarks, it was a fixation "that still haunted the popular psyche," 
combining "both a nostalgia for the simpler, less corrupt, and more self-as-
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sured period of Mao's rule with a desire to appropriate Mao Zedong, the 
paramount God of the past, in ventures satirizing life and politics in con-
temporary China." Practical political considerations, however, as well as the 
vagaries of the marketplace, meant that few of these works were openly 
iconoclastic, questioning, or even much more than comely pop trivia. All 
too often they displayed the tired tropes of po-rno, playing on the 
Chairman's image with all the resources that appropriation and pastiche 
could muster while rarely reflecting any of the true cultural complexity of 
the popular Mao Cult, or the residual social and cultural aftershocks of the 
original Cult. 

Avant-garde Mao art, like so much of nonofficial Mainland culture after 
1989 indulged itself more in consumer irony than in social critique (see 
Figure 32). As I have commented on such tendencies elsewhere: "When ... 
irony itself is commodified and used 'to grease the wheels of commerce, 
not ... to resist its insidious effects,' 213 the cultural significance of market-
oriented dissent becomes deeply disturbing."214 The most threatening thing 
about the Shanghai artist Yu Youhan's noted floral-patterned Maos, for 
exam~le, is that they could be easily mass-produced as bedspreads or cur-
tains. 15 And many other artists have used Mao as a decoration, cultural 
wallpaper, in their work, rather than as a subject for serious depiction. Such 
playfulness does indeed have a liberating dimension, and this is evident in 
the work of Beijing artists such as Liu Wei, himself a product of the Cul-
tural Revolution, whose paintings present the indulgent yet equally unset-
tlingly distorted vision of Mao, not unlike the image you'd get if you looked 
at the Chairman through a fish tank.216 Zhu Wei, another Beijing artist (and 
former PLA soldier) whose work was exhibited in Hong Kong in 1994,217 
used Mao, his writings, and his poetry in the winsome, bloated literati 
fantasies of his Beijing Story series218 (see Figure 33). Numerous other 
painters have also had a brush with Mao, including Yan Peiming and Yu 
Hong219 and their works safely adorn the walls of expat collectors in China 
and of connoisseurs in Hong Kong and Taiwan, and can be found on dis-
play in museums and art spaces throughout the world. The Mainland has yet 
to produce a group like St. Petersburg's "necrorealists," however-artists 
who have made much of the corpses and deaths of Lenin, Stalin, and Hit-
ler.220 Liu Dahong, a Shanghai-based painter, has gone as far as any other 
Mainland artist to date in reworking Mao within the context of traditional 
subject matter to achieve a more layered and complex vision. This is partic-
ularly true of the four paintings Mao for All Seasons and in The Honey-
moon, a colorful tableau showing the Great Leader lecturing a gathering of 
Party heroes in what can be construed as a satire on Mao's cultural poli-
cies. 221 Liu' s later scroll painting The Butterfly Longs for the Flower shows 
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Mao as an aged emperor surrounded by his phantasmagoric court.222 How-
ever, none of the Mainland artists mentioned here have matched the nu-
anced approach of the late 1980s Chairmen Mao Series by the New 
York-based painter Zhang Hongtu (Hong Tu Zhang)223 (see Figure 34). 
Zhang's work, playful and deeply earnest, was used in dress, jacket, and 
T-shirt designs by Vivienne Tam of East Wind Code in late 1994224 and 
enjoyed a commodified success in a way that was as provocative and even 
more commercial than his Mainland counterparts225 (see Figure 35). 

From 1987, the Beijing rock-pop singer Cui Jian recycled the detritus of 
Maoist culture to help create his own bad-boy image and, at the time, his 
wonderfully baneful renditions of old Party favorites such as "Nanniwan" 
outraged the authorities.226 By the early 1990s, however, rearranged and 
revamped Party hymns were commonplace, and numerous wannabe rock 
stars invariably produced their own versions of songs such as "The East Is 
Red."227 Now that everyone was "playing" (wan 'r) with Party tradition 
there was nothing particularly risque about the music; repackaged revolu-
tionary rock was just another part of the cultural landscape228 (see Figure 
36a, 36b ). Mao was also very popular among the stylishly naughty boys and 
girls of the Beijing rock demimonde, so much so that pro-Mao machismo 
was endemic to the scene. 229 As happened so often during the Mao revival, 
the Chairman was manipulated by diverse groups with totally conflicting 
interests, even achieving a new popularity with the urban subculture while 
still maintaining his status as an authoritarian figure. 

At roughly the same time ( 1990-91 ), the Party began to orchestrate a 
response to the latest invasion of Canto Pop from Hong Kong-Taiwan by 
commissioning karaoke-versions of pro-socialist patriotic favorites for use 
in bars and clubs throughout the countrl30 (see Figures 37, 38, 39). Many 
of the MTVs produced--on videotape as well as laser disk-were risible, 
and some contained young male students longing for the Chairman in what 
I can only describe as "homoerotica with Chinese characteristics."231 This 
trend for revamped revolutionary songs, sparked to a great extent by the 
pauciti of new popular Mainland music following the boom year of 
1988,2 2 led to the production and success of "The Red Sun" tape in late 
1991 (see "Let the Red Sun Shine In" [Figure 40]),233 as well as of its 
numerous irnitators234 (see Figures 41, 42, 43). 

While Mao has been part of the designer-wallpaper of the China Club in 
Hong Kong for some years, he generally enjoyed a more exalted public 
status on the Mainland-that is, until the Beijing Hard Rock Cafe opened 
on 16 April 1994, when he was joined by members of the older generation 
of revolutionary rebels from the West. Linda Jaivin described the scene as 
follows: 
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England's Fab Four and China's Great One come together, right now, over 
me. On the ceiling dome of Beijing's new Hard Rock Cafe, the Beatles, 
Chuck Berry, and other venerable ancestors of rock pose like tourists in front 
of Beijing's Temple of Heaven and Tiananmen Gate. Mao gazes down from 
his perch on Tiananmen at posters of the Sex Pistols, Chinese bartenders 
mixing cocktails under a sign that reads 'Love All, Serve All,' Westerners 
scoffing bur~ers, and local DJs downing draught beers. It's hard to tell if he's 
still smiling. 35 

Mao More Than Ever 

In fact, the new Mao Cult shared a number of features in common with the 
cult of Elvis, "the King," spirit guide of the Hard Rock chain. In Dead 
Elvis: A Chronicle of a Cultural Obsession, Greil Marcus described the 
Elvis cult in terms that strike a familiar chord as we contemplate the abiding 
popularity of Chairman Mao in China: 

When he died, the event was a kind of explosion that went off silently, in 
minds and hearts; out of that explosion came many fragments, edging slowly 
into the light, taking shape, changing shape again and again as the years went 
on. No one, I think, could have predicted the ubiquity, the playfulness, the 
perversity, the terror, and the fun of this, of Elvis Presley's second life: a 
great, common conversation, sometimes, a conversation between specters 
and fans, made out of songs, art works, books, movies, dreams; sometimes 
more than anything cultural noise, the glossolalia of money, advertisements, 
tabloid headlines, bestsellers, urban legends, nightclub japes. In either form it 
was--is--a story that needed no authoritative voice, no narrator, a story that 
flourishes precisely because it is free of any such thing, a story that told itselrl36 

In some ways the popular and "ironic" rehearsals of Mao and Mao-era 
styles are typical of what, in 1994, the now defunct London journal The 
Modern Review termed the "art of revival."237 As critics writing for TMR, 
which specialized in "low brow culture for highbrows," state: " ... although 
revivals don't offer convincing reconstructions of the past, preferring re-ar-
rangements, the way one period re-arranges another certainly offers a tell-
ing impression of the revivalist age. "238 This was certainly true of the new 
Mao Cult of the early 1990s. Economic reform and ideological decay had freed 
Mao from the carefully-cultivated persona fostered by Party propaganda. 

Another aspect of the Mao Cult was that it capitalized on China's new 
teeny-bopper and youth culture market-that is, the buying power of the 
young. Many consumers of Mao products were adolescents or people in their 
early twenties who were unfamiliar with the Mao era. Unconcerned with the 
burdens of the past, they could indulge their curiosity and be playful in their 
approach to Mao memorabilia. Young people often regarded Mao not as a 
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unique Great Leader but as a homebred luminary who deserved a position 
in the galaxy of Hong Kong and Taiwan pop stars popular on the Mainland. 
Some of these fans, or "star-chasers" (zhuixingzu) as they were called in 
Chinese, indulged in necrolatry, lavished attention on Mao for a time, en-
joyed the Cultural Revolution songs that had been revived from 1991, and 
read books related to him and his role in modem Chinese history. Mao was 
such a complex and overwhelming figure that his star shone bright while 
other Mainland icons lost what luster they still enjoyed. There was an 
unbridgeable gap between those who had lived through the Mao years and 
those who had not; the Cult provided a common ground and a hazy realm of 
consensus in a society in which the generation gap was increasingly making its 
impact felt. Young converts to the new Mao Cult also found in it a perfect way 
to express adolescent rebelliousness and romantic idealism. Here was a politi-
cally safe idol that could be used to annoy the authorities, upset parents, and 
irritate teachers. But after a while even this attraction palled; Mao was not 
really an up-to-date or hip figure, and his dress sense, and that hairstyle! 

Not all adolescents were impressed by tales of Red Guard devotion to 
him. Rebuked for her infatuation with contemporary pop singers by an 
ex-Red Guard, one teenage girl chided: "You have your idol, I have mine. 
Why does there only have to be one sun in the sky? Like, you're so lacking 
in imagination!"239 For the young, especially middle school students, fash-
ions and styles were now being set by Hong Kong and Taiwan singers, 
crooners of Canto Pop. By 1993-94, the fans might have accepted Mao but 
they were still more involved with their own (mostly offshore) teen idols, 
referred to by the Mainland media with the generic expression the "Four 
Great Devaraja" (sida tianwang).240 At about this time Mainland propagan-
dists attempted to "obliterate the star chasers" (mie zhuixingzu)24 by limit-
ing performances by non-Mainland singers and promoting local songs. 
These efforts, however, did little to undermine the popularity of the off-
shore stars and tended only to encoura~e Mainland singers to emulate more 
closely Hong Kong and Taiwan icons. 42 

Mao's stellar fate was not only problematic among the young. In 1993, 
as part of the centenary activities, a satellite was launched with a payload 
consisting of a Mao medallion made of 18K gold and embedded with forty-
four diamonds. The "8341" satellite, named after Mao's guard corps, went 
missing only days after the launch. It was originally expected to be recov-
ered a week after liftoff, but the reappearance of"8341" was now calculated 
to occur sometime in March/ April 1996, more than two years late. The 
delay was expected only to add to the value of the cargo, and plans were 
soon afoot to auction the gold Mao medallion once it was recovered.243 (For 
the significance of the name "8341," see "Mao, a Best-Seller.") 
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More so than any of the other short-lived fads, cults and fashions China 
experienced from the late 1970s, the Mao Cult revealed to a fearful extent 
the paucity of the cultural resources of Mainland China. Reading the selec-
tions in this book, one could claim that the Cult was a manifestation of how 
an age-old living folk tradition had fmally co-opted Mao Zedong, the ulti-
mate icon of communism, and converted him into a native god. Similarly, 
one could cheerfully observe that the "ironic" inversions of Mao in pop art, 
music, and mass culture indicated a further rejection or devaluing of ideol-
ogy. It could also be claimed that the revivalists have used Mao creatively, 
that they have not become slaves to the past but have proved they could 
"enslave the ~ast and transform it into a vehicle for the expression of their 
own tastes." 44 To an extent, all of these views are valid. The Mao Cult 
came at the end of a decade of fads that represented the voracious consump-
tion and rejection of both nativist and foreign cultural "quick fixes" to the 
dilemmas China faced as a nation that had lost both its value srstem and its 
sense of purpose (apart from a crude economic imperative). 24 In this con-
text, the Mao Cult reflects a state of anxiety and a real sense of cultural 
emptiness, or what Svetlana Boym termed a "totalitarian nostalgia."246 

After the heritage of communism has been worked through, variously com-
mercialized, lampooned, and sanctified, what's next? 

This study of the waxing and waning of Chairman Mao's posthumous cult 
was written at a time when Deng Xiaoping, the man who was neither Mao's 
chosen successor nor close comrade-in-arms, was approaching his own apo-
theosis. While the corporeal Deng lingered at death's door, his achieve-
ments were being commemorated with gold-plated badges, Deng quiz 
shows on TV, and the production of a CD-ROM which would provide easy, 
interactive hi-tech access to his published works.247 It may be too early to 
say whether Mao's shoes were figuratively too big for Deng, but we do 
know that Deng was so impressed with the cloth shoes (qiancengdi buxie) 
especially handmade for Mao's corpse that he ordered a pair of leather-
soled shoes from the same cobbler for himself.248 On 5 April 1995 it was 
reported that a Beijing publisher of traditional-style books was offering 
Chinese speculators a limited clothbound edition of Deng works, and it is 
probably only a matter of time before the entire body of works is engraved 
on grains of rice or slivers of jade. For those with a taste for the gargantuan, 
on the other hand, there was already a calligraphic scroll of the diminutive 
man's works measuring 4 kilometers (2.4 miles) in length.249 

While irony was a major element of the Mao revival in the realm of 
nonofficial culture, the greatest irony was perhaps reserved for Deng Xiao-
ping himself. Intimately involved in attempts to limit the personality cult of 
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Mao from the 1950s, in particular from the time of the Eighth Party Con-
gress in 1956 and the engineer of the demystification and ultimate subju-
gation of Mao for the sake of the Reformist agenda, in his last years 
Deng was increasingly perceived of as being an autocrat whose style of 
rule was not, in essence, very much different from that of Mao 
Zedong.250 Narrow and unfair though such an evaluation may be, Deng 
lived long enough to witness the decline of his own prestige and the 
mass-based popular rebirth of Mao Zedong. The man he had so assidu-
ously worked to reinvent was given a new lease on life just as Deng was 
losing a grip on his own. Deng had been able to shunt aside and move 
beyond the festering abscess of the Cultural Revolution and deny the 
legacy of Maoist ·extremism without ever really finding an effective 
treatment for the ills of Chinese political life.251 The opponents of the 
Reforms, fearful of the ideological laxity that thrived because of them, 
tried manipulating the Mao legacy in their own favor. 252 Supporters of 
Reform, however, responded by manufacturing a lame cult of the "Grand 
Architect of Reform" (zong shejishi)--the preferred sobriquet used for 
Deng following the Party's Fourteenth Congress in October 1992, when 
it was announced that forthwith the Party was "to be armed with Deng 
Xiaoging's theory on building socialism with Chinese characteris-
tics." 53 Not surprisingly, this did not enjoy the mass appeal, or playful 
commercial possibilities, of the Mao revival. 

Even on the cusp of Mao's centenary year it was obvious that it was 
Deng's Thought, not Mao's, that was being hailed by the official media as 
the nation's guiding light. In early 1993, a sycophantic tome on Deng was 
published by the Central Party School, 254 and later in the year, the third 
volume of Selected Works of Deng Xiaoping appeared amid nationwide 
clamor just as the Mao celebrations were getting under way_255 Deng 
Thought was commended as representing and developing the kernel of the 
best of Mao.256 On one level the centenary was being used to mark the 
symbolic end of Mao's official career in China. From the pronouncements 
made at the time (see "Sparing Mao a Thought" and "The Last Ten-Thou-
sand Words") it was evident that the authorities who were now basking in 
the radiance ofDeng's utilitarianism no longer felt that they were in Mao's 
shade (see Figure 44). 

Perhaps in the future in China the Mao revival itself can be revived. 
Mao, at least, will continue to be a figure whose varied legacy can be drawn 
on, reworked, modified, and exploited to suit the exigencies of the day. This 
is something Mao had perceived, albeit in narrow political terms, in the 
famous letter he wrote to Jiang Qing in July 1966 (see "Chairman Mao 
Graffiti"). In it Mao speculated on his posthumous fate: 
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I predict that if there is an anti-Communist right-wing coup in China they 
won't have a day of peace; it may even be very short-lived. That's because 
the Revolutionaries who represent the interests of over 90 percent of the 
people won't tolerate it. Then the Rightists may well use what I have said to 
keep in power for a time, but the Leftists will organize themselves around 
other things I have said and overthrow them. 

Rightists and Leftists--not to mention activists on all points along the 
political spectrum-have been engaged in a tussle over the legacy of Mao 
ever since. In 1993, Party Central reportedly received some 3,500 letters a 
month opposing any commemoration of Mao, while others lobbied for a 
full re-evaluation of Mao and a thoroughgoing denunciation of his years of 
misrule at a future Party Congress.257 

But so far had the pendulum swung in Mao's favor that some 
"revisionists," such as the leading Party historian Hu Sheng, attempted at 
the time of the centenary a further positive reassessment of Mao's record. In 
a lengthy defense of Mao published in the People's Daily, Hu argued that 
the devastation wrought by the Chairman's "experimentation" (tansutfsga 
clinical code word for the murderous policies initiated from the 1950s 58-
seen in context was unavoidable as China struggled to break free of the 
Soviet economic model.259 Furthermore, Hu claimed, it was Mao's refusal 
to be at the beck and call of the Soviets that laid the basis for the success of 
the Reforms and helped China weather the storm of 1989 and survive the 
collapse of communism in the Soviet Union and the Eastern Bloc. 260 

Even without Hu's benediction, there were those who construed the 
1990s popular "reversal of the verdict" on Mao as a kind of validation of 
their heinous acts, as well as the cowardice and complicity of which they 
had been guilty in the past. The Chairman's renewed credibility was a relief 
from the burden of history. As the Marquis de Custine had remarked about 
Russia more than 150 years ago: "Sovereigns and subjects become intoxi-
cated together at the cup of tyranny. . . . Tyranny is the handiwork of 
nations, not the masterpiece of a single man."261 The Party's pronounce-
ments in the early 1980s on the Cultural Revolution and the purges that had 
preceded it had effectively banned public discussion of the past; there had 
been no opportunity for people to debate seriously the issues of historical 
responsibility or even to be apprised of the scale and extent of the depreda-
tions of Mao's rule. Thoughtful critics had been silenced long ago or were 
reduced to publishing in the overseas Chinese press. By the 1990s, people-
past victims, their persecutors, as well as the innocent who had not experi-
enced the grinding horror of the past~ould participate in the new Mao Cult 
because its moral dimensions and ramifications were, for the most part, 
still unclear. For many middle-aged and young Chinese the Mao era was 
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surrounded by a beguiling aura, appearing in retrospect as a time of greater 
simplicity, purity, and idealism (see "A Star Reflects on the Sun"). 

At the other end of the political spectrum commentators such as the 
dissidents Wei Jingsheng and Liu Xiaobo argued that the Maoist political 
legacy remained both vital and malignant (see "Who's Responsible?" and 
"The Specter of Mao Zedong"). But such opinions, though perhaps widely 
held, have only found a forum in the overseas Chinese press. When survey-
ing China's political and intellectual life over the past two decades, includ-
ing the baleful outcome of the 1989 Protest Movement from which 
extremists in both camps profited, as well as the continued repression of 
dissident opinion in China, we are reminded of R yszard Kapuscinski's obser-
vation on Iran: "A dictatorship ... leaves behind itself an empty, sour field on 
which the tree of thought won't grow quickly. It is not always the best people 
who emerge from hiding, from the comers and cracks of that farmed-out field, 
but often those who have proven themselves strongest. ... "262 It is to these 
figures in particular that the spirit of Mao has the greatest attraction. 

In the vacuum created by officially enforced silence, a multiplicity of 
interpretations and uses of Mao have arisen, from the bizarre to the tradi-
tional. The entrepreneurial passion that possessed the nation led some peo-
ple to interpret the abiding spirit of Mao Zedong and Mao Thought to be a 
talent for unprincipled manipulation and ruthless ambition. But the masses 
of dispossessed peasants and workers were also armed with Mao Thought 
in their own struggle against the new order. For them Mao represented 
hope. A popular saying held: "[The military strategist] Zhuge Liang was the 
embodiment of Chinese wisdom, the Monkey King Sun Wukong, the soul 
of courage, and Mao Zedong the spirit of rebellion. "263 The itinerant worker 
(mangliu) whose words end this volume expresses just such a view when he 
predicts that China's future leaders will come not from an urban or military 
elite, or a new middle class, but from the ranks of the dissatisfied and restive 
rural populace, as has been the case in the past (see "Musical Chairmen"). 

Contestation over the memory and legacy of Mao is sure to continue, and 
now, with the help of local compradors, the representatives of international 
capital also have been invited to the party. 

In late 1993, the chichi Beijing eatery Maxim's organized a Mao birth-
day buffet for two hundred. The printed invitations bore the slogan "Long 
live Chairman Mao!" and patrons were requested to wear Mao suits. The 
restaurant was decked out with pictures of the Chairman and Cultural 
Revolution wall posters for the occasion. While the food was standard 
haute cuisine, an excerpt from The White-Haired Girl, one of the show-
case productions of the Cultural Revolution, was staged as the evening's 
entertainment. 264 
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Maxim's celebration of the event was very much in the spirit of the 
public, nonofficial use of Mao, of those who, to use the popular necropha-
gous expression, "eat Mao" (chi Mao). The event was also typical of the 
cynical collaboration between Dengist bureaucracy and Western investors 
who, when required to, readily slip into socialist drag. 

While Mao was being "eaten" everywhere from Maxim's to the faddish 
Cultural Revolution revival restaurants around Beijing, more serious at-
tempts to ingest his spirit were being made by young cultural conservatives. 
Among their number were the "new leftists" (xin zuoyi or zuopal)265 such 
as Wu Qin, who was one of the organizers of a major s~posium on 
socialism in the international scene in Beijing in mid 1994.2 6 Educated in 
the United States, Wu was one of a younger group of thinkers armed with 
the ideological weapons of Western new leftism. It is younger scholars like 
these perhaps who were best suited to carry out an effective critique of the 
social, political, and economic chaos of Deng's China. Indeed, such intel-
lectual activists may, in the long run, have something in common with 
late-Cultural Revolution critics of Maoist socialism such as the Li Yizhe 
group in Guangzhou.267 Although the figure of Mao is only one of their 
rallying points, many aspects of his Cult as revealed in the following pages 
are recognized as having a value in debates concerning China. 268 

The shade of Mao Zedong continues to cast a long shadow over Chinese 
life. Although the MaoCraze of the early 1990s has faded, replaced, for 
example, by such things as a passing fashion for late-Qing heroes like Zeng 
Guofan,269 some discussions of Mao and his legacy have continued in the 
public arena. Wang Shan's China Through the Third Eye, a controversial 
best-seller in China in the summer of 1994, took as its central theme a 
comparison between the Mao and the Den~ eras, often expressing sympathy 
if not outright support for Maoist policies. 70 One of the constant refrains of 
the book was that the Chinese have failed to understand and appreciate Mao 
fully! 271 Meanwhile, outside China the publication of Li Zhisui's magisterial 
memoir in late 1994 elicited a new wave of debate about the Chairman, and his 
place in the nation's history, among overseas Chinese, especially within the 
dissident diaspora,Z72 and the Chinese version of the book was much sought 
after on the Mainland. Committed intellectuals continue to debate the heritage 
of Mao, 273 and many are concerned that the Mao heritage, reformulated by an 
ideologically bankrupt Party in terms of a crude nationalism, may be a danger-
ous factor in China's future.Z74 To paraphrase William Bouwsma, however, 
Mao, much like water and electricity, is now a public utility.275 

Long ago Mao's person achieved the status of national myth, and in his 
posthumous rebirth his history, as presented in the Chinese media, fits in 
neatly with what Bruce Chatwin called "the Hero Cycle" (a cycle that Elvis 
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also fulfills). Mao weathered numerous setbacks, trials, and tribulations, 
including the agonies of the failure of his own policies, and in death he has 
come out victorious. As Chatwin wrote in Songlines: 

Every mythology has its version of the "Hero on his Road to Trials," in 
which a young man, too, receives a "call." He travels to a distant country 
where some giant or monster threatens to destroy the population. In a super-
human battle, he overcomes the Power of Darkness, proves his manhood, and 
receives his reward: a wife, treasure, land, fame. 

These he enjoys into late middle age when, once again, the clouds darken. 
Again, restlessness stirs him. Again he leaves: either like Beowulf to die in 
combat or, as the blind Tiresias prophesies for Odysseus, to set off for some 
mysterious destination, and vanish .... 

Each section of the myth--like a link in a behavioural chain-will corre-
spond to one of the classic Ages of Man. Each Age opens with some fresh barrier 
to be scaled or ordeal to be endured. The status ofthe Hero will rise in proportion 
as to how much of this assault course he completes--or is seen to complete. 

The Hero Cycle, Chatwin remarks, "is a story of 'fitness' in the Darwin-
ian sense: a blueprint for genetic 'success' ."276 An appreciation of the Hero 
Cycle may also help us understand the reasons for the abiding charisma of 
Mao Zedong and the relevance of his persona and mythological status in 
China in the future. 

Chinese cultural history, like that of many nations, is rich in examples of 
objects, symbols, and individuals who have been "lost and refound, over-
valued, devalued, then revalued."277 The battle for China's past, over Mao's 
reputation and the history of the Communist Party, will continue in both the 
public forum and among archivists and scholars in and outside China. One 
day Chinese readers will gain access to that unfolding past.278 In the mean-
time, Chairman Mao has entered the stream of Chinese history as man, 
icon, and myth, and there is little doubt that the Cult of the early 1990s is 
only the first of the revivals he will e~erience in what promises to be a 
long and successful posthumous career2 (see Figures 45a, 45b ). 

Notes 
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I. See, for example, Mao's conunents at the 1959 Plenum in Stuart R. Schram, ed., 
Mao Tse-tung Unrehearsed, p. 139. 

2. This story was related to me by Sang Ye, who read a report of it in the Chinese 
press. Unable to locate the original source, I record it here for the reader's information. 
In a similar vein, old workers retrenched in Shanghai in 1987 reportedly went to a 
restaurant, got drunk, and returned home, each cradling a portrait of Mao in their arms. 
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Introduction: the art of contradiction
Jacopo Galimberti, Noemi de Haro García and Victoria H. F. Scott

Contradiction is present in the process of development of all things; it per-
meates the process of development of each thing from beginning to end.

Mao Zedong, ‘On Contradiction’, 19371

Art and images were and continue to be central channels for the transna-
tional circulation and reception of Maoism. While there are several books 
about the significance of Mao Zedong and the Chinese Cultural Revolution, 
this collection, featuring seventeen chapters by established and emerging 
scholars from around the world, constitutes the first effort to explore the 
global influence of Maoism on art and images from 1945 to the present.2 
Though it is rarely acknowledged as such, the so-called Great Chinese Pro-
letarian Cultural Revolution (1966–76) was one the most extraordinary politi-
cal upheavals of the twentieth century. And similarly, no other post-war 
statesman has elicited more conflicted emotions than Mao.3 Indeed, despite 
being responsible, by some controversial accounts, for tens of millions of 
deaths, the man known as the Great Helmsman is still widely revered both 
inside and outside China.4

Even now, in the twenty-first century, regardless of the attempts to eradi-
cate Maoism from Chinese state policy which began immediately follow-
ing Mao’s death in 1976, the official doctrine of the Chinese Communist 
Party remains Marxism-Leninism-Mao Zedong Thought. Ironically, as the 
Chinese economy became increasingly privatised in the 1990s, it was accom-
panied by a ‘Mao craze’. This posthumous veneration was initially sponta-
neous and working-class in spirit, but soon after it received endorsements 
from both the Chinese Communist Party, which was striving for legiti-
macy in the aftermath of Tiananmen Square, and entrepreneurs, anticipating 
profits from Mao-related paraphernalia.5 Even the design and production 
of Chinese money itself were affected. The fifth series of renminbi bank-
notes, introduced in 1999, featured a portrait of Mao on every denomi-
nation, replacing the leaders and workers who had previously graced the  
currency.
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In the new century, the contested legacy of this powerful figure has only 
expanded. Marking the fifty-year anniversary of the Cultural Revolution, in 
both China and other countries, academic research produced pioneering 
studies of the Red Guards, the Shanghai People’s Commune, the Little Red 
Book and seminal theoretical disputes (opposing, for instance, Mao to Deng 
Xiaoping).6 Some aspects of Maoism are being reassessed, partly because they 
speak to the present moment, such as Maoism’s critique of colonialism and 
racism. As Liu Kang has pointed out, as a theory of global revolution in the 
1960s, Maoism aspired to rewrite Western values and ideas through the inte-
gration of the universal principles of Marxism with the practice of the 
Chinese Revolution. In addition to that, it also aimed to create an alternative 
vision of modernity by transforming Marxism into a non-European, more 
inclusive worldview.7 If the 1960s and 1970s saw the rise of anti-colonial strug-
gles, and ‘an awakening sense of global possibility, of a different future’, this 
should also be ascribed to Maoism.8 Thus it comes as no surprise that Fredric 
Jameson viewed Maoism, rightly or wrongly, as ‘the richest of all the great 
new ideologies of the 1960s’.9

The phrase ‘global Maoism’ has been adopted by several scholars to 
describe the impact of Maoist movements on the ‘global sixties’.10 In this 
anthology the concept of ‘global Maoism’ is used in an attempt to capture 
the eminently protean quality of this political phenomenon, especially when 
it crossed paths with, and was expressed through, the visual arts. Here the 
phrase ‘global Maoism’ helps to define and delineate the manifold reception 
and visualisation of Mao Zedong Thought. The word ‘Maoism’ has never had 
any traction in China, and Mao himself dismissed it, arguing that it hyposta-
tised his ideas. He preferred instead to speak in terms of ‘Mao Zedong 
Thought’. However, as the historian Ning Wang has noted, ‘internationally, 
Mao’s thought has always been called Maoism not only by the Marxists and 
left-wing people in the West, but also by all those who … put it into effect in 
their revolutionary practices’.11

The vernacular forms of Maoism have not simply represented a mechanic 
emanation of Mao Zedong Thought, but rather a locus which allowed for the 
emergence of something that was, each time, in every iteration, entirely new. 
Maoism contributed to the alteration of Mao Zedong Thought, which was 
always a plural construction responding to, and negotiating with, both local 
and global concerns. While an imaginary dimension was inherent in Maoism, 
just as in all types of Third-Worldism, the political cultures described in the 
pages that follow cannot be reduced to mere ‘projections’, as the intellectual 
historian Richard Wolin has claimed.12 Focusing on West German universi-
ties, the historian Quinn Slobodian has documented the presence of Asian, 
Latin American and African students who provided European students with 
first-hand knowledge of Third World conflicts, and occasionally even led the 
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struggles themselves in the West.13 In the late 1960s, the idea of ‘Maoist China’ 
became a productive epistemological device to reimagine the world, to rein-
terpret its hierarchies and to act to change them.14

Maoism preceded the Cultural Revolution, and can be traced to the 
founding of the People’s Republic of China in 1949, or even earlier as some 
of the chapters in this book show. It was, however, only with the Sino-Soviet 
split and China’s experiments with nuclear weapons that it gained real 
momentum. Mao’s sustained criticism of the peaceful coexistence between 
the two superpowers, as well as his advocacy of armed struggles in the Third 
World, broke what many regarded as the theoretical and geopolitical impasse 
of Marxism. Enver Hoxha’s Albania, for example, severed contacts with 
Moscow in the late 1950s, to become the sole Maoist-inspired government in 
Europe.

Nevertheless, until the spring of 1966 only a very small number of activists 
in the ‘First World’ identified with China. The political landscape changed 
dramatically, however, with the onset of the Cultural Revolution, when Mao’s 
call to a ‘mass line’ and interethnic solidarity was heard from the Andes to 
the Alps. The apparently youthful revolt, smashing the ‘four olds’ (old culture, 
ideas, customs and habits), championing working-class resistance to social 
discrimination and reinstating culture as the central protagonist of revolu-
tion, was saluted by hundreds of thousands of activists who held the reform-
ism of the national communist parties in contempt. Finding affinities with 
their own concerns and ideals, Mao and the Red Guards seemed to provide 
a blueprint for a revolutionary culture and art in service of the people, while 
shifting the focus of the anti-imperialist struggle: from the industrialised 
metropolises to the vast territories of the Third World, and from the white 
factory workers of the Leninist tradition, to a more elusive revolutionary 
subject that was often – but not exclusively – identified with the peasant and 
the colonised.

Art and images were paramount in the dissemination and reception of 
Maoism’s revolutionary ambitions. Not only could they travel fast to distant 
places, but some visual conceits could also be easily adapted to specific con-
texts. In recent years there has been a scholarly reappraisal of the art pro-
duced in China between 1966 and 1976. No longer stigmatised, this type of 
visual propaganda has been widely examined, helping to shed new light on 
the semantics, aesthetics and memories associated with Maoist plays, posters, 
photographs, paintings and artefacts of all sorts.15 The chapters published 
here pursue this research and employ an expansive notion of art. The dynam-
ics created by travelling objects (model works, Little Red Books, posters, 
badges, pamphlets, journals, etc.), people (intellectuals, party cadres, diplo-
mats, activists, etc.) and ideas associated with Maoism had an enormous 
impact. In order to do justice to the entanglement of ‘high’ and ‘low’, global 
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and regional, that has marked Maoism, the authors engage with a vast array 
of artefacts, media and motifs as well as with the details of their material 
production and actual use.

It could be argued that a book about Maoism and the arts requires a clear 
definition of its topic, and should identify the chief traits of what is tempt-
ing to call a ‘Maoist aesthetic’. However, any effort to delineate the ‘standard 
Maoist position’ on the arts is probably doomed to failure because of the 
long history, complex networks and diverse practices into which Maoism 
has crystallised. By the same token, searching for the putative ‘essence’ of 
a Maoist aesthetic in Mao’s founding texts leads to an impasse. In fact, 
whether or not Mao Zedong Thought articulated an aesthetic combining 
‘romanticism and realism’ remains an open question.16 Consider the follow-
ing passage contained in the 1942 Talks at the Yan’an Forum on Literature 
and Art, which represented Mao’s most complete attempt to formulate an 
aesthetic programme:

What we demand is the unity of politics and art, the unity of content and 
form, the unity of revolutionary political content and the highest possible 
perfection of artistic form. Works of art which lack artistic quality have no 
force, however progressive they are politically. Therefore, we oppose both the 
tendency to produce works of art with a wrong political viewpoint and the 
tendency towards the ‘poster and slogan style’ which is correct in political 
viewpoint but lacking in artistic power. On questions of literature and art we 
must carry on a struggle on two fronts.17

Mao’s criticism of the ‘poster and slogan style’ is ostensibly inconsistent with 
the vast majority of works produced during the Cultural Revolution.

The lecturer on modern Chinese history and literature Julia Lovell has 
observed that the Cultural Revolution did not attract significant interest 
among US students until 1968, when it began to resonate strongly with their 
own anti-establishment sentiment. She concludes that this identification is 
‘far more informative about the preoccupations of these distant observers of 
Chinese politics than about Chinese politics itself ’.18 In his study of the anti-
authoritarian Left in West Germany, the historian Timothy Scott Brown 
echoes Lovell’s remarks. He maintains that the reception of images associated 
with Maoism ‘served as a bridge between the global and the local’, and was 
driven ‘less by the meaning imputed to images or cultural products at their 
point of origin, than at the point of their reception’.19 Arguably Lovell’s and 
Brown’s remarks are also applicable to art.

Yet scholarly literature has had little to say regarding the role played by 
art in global Maoism. The wealth of studies and exhibitions about the art of 
the Cultural Revolution has not been accompanied by comparable analyses of 
European, African, Asian and American artists who were heavily influenced 
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and inspired by the events in China. Nor has the recent interest in explor-
ing the worldwide influence of Chinese communism in the 1960s and 1970s 
been met by a commitment to analysing the visual components of its recep-
tion. The omission is surprising, as for several years this global phenomenon 
shaped the work and thought of major artists as diverse as John Cage and 
Jörg Immendorff, to name just two. For more than a decade, global Maoism 
permeated art production in a variety of ways that continue to be neglected 
by standard art-historical accounts of the post-war period.20 Caught between 
a cult of personality and libertarian impulses, thousands of artists, architects, 
designers and film directors appropriated or emulated the political ideals 
of the Cultural Revolution, translating them into a wide variety of visual 
propositions. From the Californian campuses to the Peruvian campesinos, 
many attempted to integrate Mao’s principles and the Cultural Revolution’s 
material culture, iconography and slogans into their production and model 
of authorship, although in different, and at times highly incompatible, ways.

It is unlikely that the lack of scholarship on this topic is accidental. The 
widespread apprehension concerning the attribution of historical signifi-
cance and intellectual sophistication to the Maoist phase of several American 
and European artists is directly related to the political implications of espous-
ing Mao Zedong Thought in the West. On the one hand, the predominant 
narratives of art history are still embedded in the Cold War dualistic con-
ceptual frameworks, setting capitalism against communism. Modern art and 
modernism were long ago constructed as the counterpoint to the propaganda 
of so-called totalitarian art, which brought durable discredit upon the latter.21 
On the other hand, the current presence of Maoist guerrillas makes the topic 
politically sensitive in several countries, pushing scholars to see Maoist artis-
tic production as secondary over issues of state security.22 Moreover, claiming 
the political primacy of the Chinese Cultural Revolution challenges the Euro-
centrism of both the Left and the Right, which still, occasionally, thinks in 
terms of ‘oriental despotism’. A further reason accounts for the scholarly 
reluctance to explore Maoist artists. The Red Guards’ ‘cultural’ revolution 
represented a shocking rejoinder to the Western definition of ‘culture’ as it 
had emerged since the Enlightenment. Denouncing ancestral traditions and 
wisdom not as a shared heritage that had to be preserved, but rather as an 
obstacle to the exigencies of communism, in the West the Red Guards were 
decried as vandals, destroying culture rather than renewing it. The artists 
who aligned with their ethos were often perceived as forswearing an unwrit-
ten rule respected even by the most daring artistic provocations.

This book contends that the virulence of Maoism merits rigorous histori-
cal analyses. Looking to the current scholarship of historians and social 
scientists, the seventeen chapters exemplify a nuanced approach to the artis-
tic production and the aesthetic discourses inspired by Mao and the Cultural 
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Revolution, examining the worldwide impact of Maoism on artistic practice 
from 1945 onwards. The studies investigate the obdurate emulations, creative 
misunderstanding and ingenious appropriations of the imagery, rhetoric and 
discourses that were developed by Mao, and by those who shaped the Cul-
tural Revolution in China and around the world. Despite fruitful divergences, 
a core argument informs all the chapters: the chameleon-like appearances of 
global Maoism deserve a more prominent place in late twentieth century art 
history.

The chapters of the book could have been arranged in a number of ways; 
however, the narrative the volume proposes is approximately chronological, 
combining regions as diverse as Singapore, Madrid, Lima and Maputo. The 
choice constitutes a challenge to the standard geographies of art history, 
while aiming to facilitate comparisons and analogies, resonances and dis-
sonances between contexts that are seldom associated. The first contributions 
provide overviews of the initial years of the People’s Republic of China and 
its cultural outreach in South-East Asia. Stefan R. Landsberger’s ‘Realising 
the Chinese Dream: three visions of making China great again’ charts the 
changing nature and transformation of Maoist propaganda and iconography 
from 1949 to 1979. Providing rare insight into the mechanics of the produc-
tion and distribution of art and propaganda, Landsberger’s contribution 
focuses on three examples, explaining and giving context to a variety of 
contradictions, which upset any homogeneous treatments of this surprising 
chapter of Chinese art history. Landsberger demonstrates how, rather than 
conforming to any kind of cultural directives, Maoist art and propaganda 
from this period often subverted rather than affirmed the Yan’an Talks. 
Similarly, Yan Geng’s ‘Realism, socialist realism and China’s avant-garde: a 
historical perspective’ outlines the longue durée of Chinese political art from 
the 1940s onwards. Tracing the shift in China from realism to socialist 
realism, and then to socially engaged avant-garde art, it argues that beneath 
such transformations was a redefinition of art and its epistemological relation 
to national identity and societal change. Interrogating paradigmatic shifts of 
political discourse and artistic praxis, Geng’s chapter uncovers the roots of 
contemporary Chinese art and explains the complex relationships that exist 
between the cultural production of the revolution and the art of post-Maoist 
China.

Early examples of artists inspired by Mao are also investigated by Simon 
Soon’s ‘Engineering the human soul in 1950s Singapore and Indonesia’, which 
discusses the development of leftist art discourses in Singapore and Indonesia 
by examining a selection of manifestos and texts alongside artworks. Close 
readings unearth oblique references to Talks at the Yan’an Forum on Litera-
ture and Art, which enabled artists to open new ways beyond the autonomy 
of art in the shadow of the 1955 Afro-Asia Conference at Bandung. Unlike 
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Maoism in Indonesia, Maoism in India is still very much alive, and in several 
areas Maoist guerrilla fighters continue to combat the Indian state. Sanjukta 
Sunderason’s chapter ‘Framing margins: Mao and visuality in twentieth-
century India’ maps the traces of Mao and Maoism in India’s long twentieth 
century. Drawing from the visual culture theorist Nicholas Mirzoeff’s notion 
of visuality, Sunderason explores three key moments of Indian Maoism in 
relation to art: the iconography of resistance developed by the Communist 
Party of India in the 1940s, the Naxalites’ ‘statue-smashing’ in Calcutta in 
the early 1970s and the afterlives of Maoism in Indian art from the mid-1970s 
to the present.

The early 1970s were a key period for Maoism in the US as well. Colette 
Gaiter’s chapter, ‘The Black Panther newspaper and revolutionary aesthetics’, 
looks at the work of the American artist Emory Douglas, the Minister of 
Culture for the Black Panther Party, which at the time was subscribing to a 
political tendency known as ‘intercommunalism’. More expansive than other 
strands of leftist thought, intercommunalism sought to unite countries of the 
world in resistance to global capitalism and imperialism. A wave of ‘Black 
Maoism’ swept through black liberation movements at this time and came to 
visual life in Emory Douglas’s work on the Black Panther newspaper.

The analysis then moves to the years of the Cultural Revolution, and to 
the two industrialised countries that were the first to see the emergence of a 
large Maoist movement: West Germany and France. Lauren Graber and 
Daniel Spaulding’s joint contribution, ‘The Red Flag: the art and politics of 
West German Maoism’, maps artistic Maoism in West Germany from the 
late 1960s to the early 1970s, tying it to both the student movement and the 
extra-parliamentary opposition. Looking at a broad sample of artists, the 
authors demonstrate how the image of Mao and the politics for which it stood 
became contested terrain where the complex dialectic of Pop and revolution 
was played out in perhaps its most spectacular form.

France is the European country where Maoism has had, perhaps, the most 
lasting and pervasive impact on society, with a number of intellectuals – the 
most prominent of whom is the French philosopher Alain Badiou – continu-
ing to eulogise Mao and the Cultural Revolution. This is especially significant 
because of the role many French intellectuals from this period had in the 
formulation and dissemination of postmodernism.

Three chapters capture the repercussions of the Chinese Cultural Rev-
olution on French art. In ‘A secondary contradiction: feminist aesthetics 
and “The Red Room for Vietnam”’, Elodie Antoine explores the inability of 
Maoist artists in France to supersede the standard gender biases that were 
prevalent in the 1960s. While the artists connected to the Salon of Young 
Painting posed strong challenges to the bourgeois nature of art produc-
tion, they could not escape the reproduction of masculine power structures 
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that was characteristic of both the East and the West at this time. Allison 
Myers’s chapter ‘Materialist translations of Maoism in the work of Supports/
Surfaces’ discusses the strange marriage of Greenbergian formalism with 
Maoist militancy that characterised the work of this French artists’ collective. 
By looking at its journal, Peinture: Cahiers Théoriques, Myers demonstrates 
how the group used Mao’s theory of contradictions to rejuvenate both the 
avant-garde and French painting via an expanded concept of materialism. 
One of the former members of Supports/Surfaces is the subject of Sarah Wil-
son’s chapter, ‘Mao, militancy and media: Daniel Dezeuze and China from 
scroll to (TV) screen’. Wilson looks beyond the standard formalist readings 
of Dezeuze’s work and follows his trajectory into the 1980s, when he partici-
pated in an official exchange visit to China; she traces the episode right up 
to the present, with the installation Wilson proposed for the first Asian/fifth 
Guangzhou Triennale.

Almost every Western European country was home to several national 
variations of Maoism. Like their northern neighbours, southern European 
artists also appropriated the Cultural Revolution’s political ideals and forms 
of authorship. Noemi de Haro García’s chapter, ‘La Familia Lavapiés: Maoism, 
art and dissidence in Spain’, describes the short-lived group of militant artists 
known as La Familia Lavapiés in order to explore the implications of being 
an artist within a Maoist organisation during the last years of the dictatorship 
and the early years of the monarchy. The collective collaborated, but also 
argued, with political leaders, mass organisations, political parties (especially 
the Communist Party), workers, students, neighbours and, of course, other 
artists. Sympathetic to acracia (the suppression of any kind of authority, of 
domination, of power, of coercion) and Trotskyism, the members of La 
Familia Lavapiés saw art and Maoism as tools with which they unsuccessfully 
tried to challenge and transform the cultural and political milieu in which 
they carried out their activities.

In several countries Maoism was so strongly refracted through the prism 
of the local specificities that it occasionally became a pretext and even a joke. 
Could one at once be a Maoist and poke fun at Mao’s cult? This is the central 
issue explored in Jacopo Galimberti’s chapter ‘Maoism, Dadaism and Mao-
Dadaism in 1960s and 1970s Italy’, which investigates aspects of Italian 
Maoism as they were played out in four publications: the hardline newspaper 
Servire il Popolo, the counter-cultural magazine Re Nudo, the intellectual 
periodical Che Fare and the fanzine A/traverso. By 1976, some Italian mili-
tants were advocating a new form of Maoism that conflated pop culture, 
autonomist Marxism, Gilles Deleuze’s and Félix Guattari’s philosophy and, 
last but not least, avant-garde art. They defined this trend as ‘Mao-Dadaism’. 
In ‘Another red in the Portuguese diaspora: Lourdes Castro and Manuel 
Zimbro’s Un autre livre rouge’, Ana Bigotte Vieira and André Silveira examine 
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Un autre livre rouge, an artists’ book made by the Portuguese artists Lourdes 
Castro and Manuel Zimbro while they were living in Paris. The two-volume 
book alluded to Mao’s Little Red Book and was entirely devoted to the con-
tradictory meanings and psychological associations that red conveyed. The 
work was crafted mostly between 1973 and 1975 at a time of radical political 
change in Portugal. The Carnation Revolution and the PREC (Período Rev-
olucionário Em Curso, Ongoing Revolutionary Period) informed Un autre 
livre rouge, which was, however, both less and more than a political book.

The significance of Maoism for global independence movements around 
the world is an important subject that merits further attention, particularly 
for countries in Africa, for example. In ‘Avenida Mao Tse Tung (or how artists 
navigated the Mozambican Revolution)’, Polly Savage examines Maoism in 
Mozambique. Drawing on interviews and archival records, the study focuses 
on the Front for the Liberation of Mozambique (or FRELIMO). Between 1970 
and 1977 FRELIMO negotiated an artistic and cultural agenda combining, 
not without difficulties, leftist internationalism and local traditions. The 
analysis of works produced by the graphic designer ‘Mphumo’ João Craveir-
inha Jr offers insightful perspectives on how these tensions materialised in 
images.

The social inequalities and dictatorial regimes of Latin America also fos-
tered diverse and powerful Maoist movements. Two chapters explore Latin 
American Maoist artists. Ana Longoni’s ‘Maoist imaginaries in Latin Ameri-
can art’ focuses on several case studies to analyse the impact of Maoism in 
Argentina, Colombia and Peru. In the case of the artist Juan Carlos Castag-
nino, who is often considered to be the official painter of the Argentinian 
Communist Party, she emphasises how his relationship with China informed 
both his politics and his practice. She also compares the Argentinian artist 
Diana Dowek and the Colombian Clemencia Lucena in relation to the theo-
ries developed by the Argentinian writer Ricardo Piglia, who was close to 
Maoist positions in the 1970s. The subsequent case studies that Longoni 
presents concern the Colombian art group Taller 4 Rojo, which developed a 
wide range of pedagogical projects, and the ‘Black Folder’ created by the 
Peruvian collective Taller NN, whose subversion of the image of Mao was 
considered to be unacceptable by Maoists and anti-Maoists alike in the 
violent context of Peru.

Peru – which was on the verge of becoming a Maoist state in 1990 – is 
also the focus of Anouk Guiné’s chapter ‘Iconography of a prison massacre: 
drawings by Peruvian Shining Path war survivors’. Her study is set against 
the background of the civil war between the Communist Party of Peru (PCP), 
also known as Shining Path (Sendero Luminoso), and the Peruvian state, a 
conflict that began in 1980 and lasted well into the 1990s. Relying also on 
interviews with detainees, Guiné engages with the depictions of the massacre 
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that were produced by Maoist convicts. She discusses issues of memory, 
resistance, resilience and popular imagery.

Returning the focus to the present moment, Estelle Bories’s chapter ‘Mao 
in a gondola: Chinese representation at the Venice Biennale (1993–2003)’ 
investigates the re-emergence of Chinese contemporary art in the West, 
concentrating on the way in which artists and curators addressed the revo-
lutionary past of China. It considers Cai Guoqiang’s famous restaging of Rent 
Collection Courtyard, presented during the forty-eighth Biennale of Venice 
in 1999. The appearance of Chinese art at the Biennale occurred with much 
fanfare. While, on the one hand, this could be read as a point of departure 
and a new expression of Chinese modernity, on the other hand it could also 
be read as a repackaging of some standard Maoist positions on art.

The collection concludes with Victoria H. F. Scott’s ‘Reproducibility, prop-
aganda and the Chinese origins of neoliberal aesthetics’. Postmodernism is 
usually framed as a Western movement, with theoretical and philosophical 
roots in Europe. Scott’s chapter links artistic postmodernism to the influence 
of Maoism in the West, specifically through the dissemination and absorp-
tion of the content and form of Maoist propaganda. Taking into considera-
tion the broad significance of Mao for art and culture in the West in the 
second half of the twentieth century, the chapter comes to terms with the 
material effects of a global propaganda movement which, combined with the 
remains of a personality cult, currently transcends the traditional political 
categories of the Left and the Right.

The Austrian art historian Ernst Gombrich’s The Story of Art, which was 
published in 1950, is the world’s bestselling book in the field of art history.23 
As James Elkins has pointed out, not only is the text ubiquitous, but it is 
very Eurocentric – unapologetically Eurocentric, one might argue. Elkins 
continues:

A worldwide set of practices identifiable as art history poses a fascinating 
challenge. No one can read everything, but a worldwide endeavour, especially 
one whose coherence is contested and problematic, requires worldwide 
reading. For me that obligation is one of the principal reasons this subject is 
so interesting: no matter how art history develops (or dissolves), and even 
aside from the pressing problems of the spread of Western practice, I think 
art history increasingly imposes an obligation to read widely and continu-
ously, outside of any specialisation.24

It is an obligation we have taken seriously.
In 1953, at the height of McCarthyism, Gombrich wrote a scathing review 

of Arnold Hauser’s book The Social History of Art. Criticising Hauser’s meth-
odology, Gombrich argued that contradiction was an ontological trap that 
led to theoretical paralysis.25 Without preaching any kind of methodological 
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orthodoxy, the chapters in this anthology demonstrate that the notion of 
contradiction is an insightful one for describing and understanding the 
impact of Maoism on the visual arts. Instead of eschewing the paradoxes that 
animate art history, the authors featured in the following pages expose them 
and reveal cultural contradictions for what they have always been: a powerful 
source of political, social and aesthetic transformation, for better or for 
worse.

Notes

 1 Mao Zedong, ‘On Contradiction’ (August 1937), in Selected Works of Mao 
Tse-Tung., vol. 1 (Beijing: Foreign Languages Press, 1965), 319.

 2 This book uses pinyin, the official system devised by the People’s Republic 
of China for the Romanisation of Chinese characters, rather than the Wade-
Giles system which was developed in the nineteenth century. For example, in 
pinyin the spelling of 毛泽东 is Mao Zedong, while the Wade-Giles spelling 
is Mao Tse Tung. Pinyin, which is considered to be more representative of 
how Mandarin sounds, was adopted gradually in the post-war period, offi-
cially replacing the Wade-Giles system internationally in the 1980s. In this 
text exceptions are made for bibliographic sources, in which case whichever 
system was originally used is retained.

 3 Alan Lawrence, China under Communism (London: Routledge, 1998), 66.
 4 The Great Leap Forward (1958–61) and its ruthless implementation of the col-

lectivisation of agriculture caused the fourth major famine under a socialist 
regime: some 15 to 45 million people starved to death in China between 1959 
and 1961. On collectivisation and famine under socialism see Felix Wemheuer, 
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