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Socialist China

Celebrates 25th Birthday
CHI WEN

TN 1974 the People's Republic of China celebrated
its first 25 years (1949-1974). Jubilant celebrations

on National Day, October 1, held everywhere — in

Peking the capital and all provinces, municipalities

and autonomous regions except Taiwan province —

were a demonstration of the great unity among

China's various nationalities under the leadership of

Chairman Mao.

On the eve of National Day Premier Chou En-lai

gave a grand reception in the magnificent Great

Hall of the People in Peking. More than 4,500 people

attended, including Chinese Communist Party and

government leaders, people from various fields and

circles and guests from all over the world. On Na

tional Day a million people in the capital, joined by

Party and government leaders, viewed gala per

formances in the parks and fireworks in the evening.

The operas, songs, dances, storytelling and games
in the parks vividly reflected the new things and

achievements springing from the cultural revolution

and the, movement criticizing Lin Piao and Confucius.

Among the holidaymakers were guests from more

than 80 countries and regions on five continents,

workers of the capital, people's commune members

from its outskirts. People's Liberation Army com

manders and fighters and members of the capital's

workers' militia. There were also representatives of

units outstanding in the criticism of Lin Piao and

Confucius, city school graduates in the country

side, "May 7" cadre schools, worker-peasant-soldier

students and the Red Guards, and people from

scientific, educational, cultural, artistic, press, publish

ing, health and sports circles. Representatives of

compatriots from Taiwan province. Hong Kong and

Macao and patriotic overseas Chinese also attended.

The grand reception given by Premier Chou En-Iai on the eve of the 25th anniversary of the People's Republic of China.
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On October 1, 1949, on Tien An Men the great leader of the Chinese people, Chairman
Mao Tsetung, solemnly proclaimed the establishment of the People's Republic of China.
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Twenty-five years ago, on the eve of the found

ing of the People's Republic of China, Chairman Mao

solemnly proclaimed to the world: "The Chinese

people comprising one quarter of humanity have now

stood up!" The Chinese people, as masters of their

own destiny, under the leadership of Chairman Mao

and the Commimist Party of China, began their
great forward march of socialist revolution and so

cialist construction. Earth-shaking changes have

taken place in China in the past 25 years. The poor

and backward old China has been changed into a

socialist new China with initial prosperity.

The socialist transformation of the ownership of

the means of production* has been in the main com

pleted. Successive movements of the socialist rev
olution on the political and ideological fronts have
been carried out, each time going more deeply than

• The change of agriculture and handicrafts from individual
ownership to socialist collective ownership and privately-owned
Industrial and commercial enterprises from capitalist ownership
to socialist ownership.

m
before. Marxism-Leninism-Mao Tsetung Thought
has become part of people's thinking, particularly in
the Great Proletarian Cultural Revolution, which

smashed the bourgeois headquarters of Liu Shao-chi

and of Lin Piao one after the other. As a result, new

socialist things have appeared everywhere and the

dictatorship of the proletariat has been further con

solidated.

The question of which road to take — whether

to stay on the road of socialism or to take the road

leading back to capitalism — has been the crux of

all four major post-liberation struggles over line in

the Party. Chairman Mao's proletarian revolutionary

line pointed out the direction to the whole Party and

the whole people. It won out time and again over at

tempts at interference and sabotage by promoters of

the revisionist line.

Through firm adherence to the policy of "main

taining independence and keeping the initiative in

our own hands and relying on our own efforts"

formulated by Chairman Mao, China's socialist con

struction is briskly advancing and an independent and

fairly complete industry and national economy as a

whole, based on agriculture, is taking shape. Im

perialist and social-imperialist encirclement, blockade,
aggression and subversion against new China have all

suffered ignominious defeat. China's relations with
foreign countries have developed year after year. We

have friends all over the world.

The course new China has traversed proves that,

as Chairman Mao has pointed out, "Only socialism

can save China." In comparison with the capitalist

system, the socialist system has incomparable su
periority and immense vitality.

Full of confidence, the Chinese people are con

tinuing in their advance along the road of socialism.

CHINA RECONSTRUCTS



The Revolution in

Peking Opera
HSIAO LUAN

The theater is highly de
veloped in China, with more

than two hundred different types

of local opera. Most popular and
influential of all is Peking Opera
which took shape in the Peking
area nearly 200 years ago.

Peking Opera consists of singing,
acting, dialogue and acrobatics.
Originating among the people, it
took over the best features of

Chinese classical drama and cer

tain local operas, and developed its
own distinctively national style
and characteristics. But as it

matured artistically it came to be
dominated by the reactionary rul
ing classes, who used it to extol and
glorify feudal aristocrats — emper
ors, kings, generals, ministers,
scholars and ladies — and vilify
the working people. It became a
tool used by the Ching dynasty

(1644-1911) rulers and later the

Kuomintang reactionaries to im

pose reactionary ideological rule

over the people.

For a long time after liberation

feudal aristocrats continued to

dominate the Peking Opera stage.
This was because Liu Shao-chi and

his agents in literary and art
circles, revisionists such as Chou

Yang, resisted carrying out Chair
man Mao's proletarian line in lit

erature and art in every way pos
sible. Peking Opera was divorced
from the people and the art steadi
ly declined. The younger genera
tion and the workers, peasants and
soldiers did not attend its

performances.

Ten years ago a revolution in
Peking Opera began. Guided by
Chairman Mao's proletarian line in
literature and art, a number of
modern revolutionary Peking
Operas were created, completely

mm
A scene from The Red Lantern.

A scene from Shachiapang.
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new and socialist. These were

widely acclaimed by the people.
The art received a new lease of

life.

Need for the Revolution

The general repertory of the old
Peking Opera consisted of several
dozen plays, the heroes and her
oines of which were all representa
tives of the reactionary classes.
These plays propagated the doc
trines of Confucius and Mencius* —

the "three cardinal guides and five
constant virtues",** the "three

* The doctrines of Confucius and Mencius
refer to the reactionary political line and
idealist system of thought of the Confucian
school represented by Confucius (551-479
B.C.) and Mencius (c. 390-305 B.C.). Both
opposed social change and advocated a re
turn to the past in an attempt to save the
slave system. Modified and elaborated by
successive rulers from the Han dynasty (206
B.C.-A.D. 220) onward, the doctrines of
Confucius and Mencius became an ideo

logical weapon for maintaining reaction
ary rule and the spiritual bondage of the
working people for more than 2,000 years
in feudal and semi-colonial, semi-feudal
China. Even today reactionaries in China
and abroad and chieftains of opportunist
lines in the Party use them as a tool to
further their own interests.

** The "three cardinal guides" meant the
sovereign guides the subject, the father
guides the son, and the husband guides the
wife. That is to say, the sovereign, father
and husband had absolute authority over
their subjects, sons and wives. This was
said to be the will of Heaven. The three

"guides" were, in other words, the political,
clan, religious and masculine authorities
that bound the Chinese people, especially
the peasants, for more than 2,000 years.

The "five constant virtues" meant the

five so-called eternal principles — "benev
olence, righteousness, propriety, wisdom
and sincerity". They were the reactionary
moral precepts used by the Confucianists
to support and regulate the "three cardinal
guides".

obediences and four virtues for
women",*** and such feudal virtues
as "loyalty, filial piety, chastity
and righteousness". These reac
tionary ideas, used as themes,
personified by the characters and
interwoven with feudal supersti
tions, exerted a poisonous influence
on the people.

Some of the old operas vilified
peasant uprisings or denounced
"defiance of authority", others
denied class oppression and class
struggle by preaching fatalism, yet
others extolled feudal propriety
and other feudal virtues in order

to maintain reactionary rule.

For example, the opera Ningwu
Pass is about a late Ming dynasty
(1368-1644) general defending the
Ningwu Pass who is defeated by
the army of peasant insurgents led
by Li Tzu-cheng. He commits sui
cide to show his loyalty to the
emperor. Here we have open con
demnation of peasant revolts and
a call for absolute loyalty to the
feudal monarchy.

The "three obediences" meant female
obedience to the father and older brothers

when young, obedience to the husband
when married, and obedience to the sons
when widowed. Women were thus placed
under the rule of men from the cradle to

the grave.

The "four virtues" were women's virtue,
speech, appearance and work. Specifically,
women's virtue meant that a woman must

know her place and act in complete com
pliance with the feudal ethical code.
Women's speech meant that a woman must
not talk too much. Women's appearance
meant that a woman must adorn herself
to please men. Women's work meant that
a woman must do all her household work

well and willingly.

Tale of the Pipa glorifies. Chao
Wu-niang, a woman steeped in the
doctrines of Confucius and Men
cius, a personification of the "three
obediences and four virtues".
White Jade Goblet is about a serv

ant who dies in place of his
master on a framed charge. Its
aim in praising the faithfulness
of this retainer is to keep the peo
ple submissive, make them forget
class antagonisms and class strug
gles, and so maintain the reaction
ary rule of the exploiting classes.

These examples are enough to
show how the old Peking Opera
was an art of the exploiting classes
and ran counter to the interests of

the people.

During the anti-Japanese war
(1937-45), writers and artists in
Yenan, then the political center
of the liberated areas, tried to
reform Peking Opera according
to Chairman Mao's policy that
literature and art should serve the

workers, peasants and soldiers.
They wrote a historical play,
Driven to Join the Liangshan
Mountain Rebels, about a peasant
uprising. It won approval and sup
port from Chairman Mao, who
wrote a letter to the Yenan Peking
Opera Theater in 1944 pointing
out: "History is made by the peo
ple, yet the old opera (and all the
old literature and art; which are

divorced from the people) presents
the people as though they were
dirt, and the stage is dominated by
lords and ladies and their pamper-

Actors of Fighting on the Plains from the China
Peking Opera Troupe hear a peasant's opinion.

An actress from the Peking Opera Troupe's
Azalea Mountain cast talks with an old peasant.
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The China Peking Opera Troupe performs
on a threshing ground to help commune
members celebrate their bumper harvest.

¥

Hao Liang, principal actor of The Red Lan
tern, sings for workers, peasants and soldiers
in the city of Haikou on Hainan Island.

ed sons and daughters. Now you
have reversed this reversal of his

tory and restored historical truth,
and thus a new life is opening up
for the old opera."

But after liberation, when the
Chinese revolution had entered the

period of socialist revolution, lead
ership in literary and art circles
was usurped by Liu Shao-chi and
his agents in this field, Chou Yang
and his gang. Utterly opposed to
Chairman Mao's proletarian line in
literature and art, they advocated
"literature and art for the whole

people" instead of serving the
workers, peasants and soldiers.
In the entire field of literature and

art there was an atmosphere of
laying more stress on the past than
on the present, on the dead than on
the living, worshipping everything
foreign and looking down on every
thing Chinese. These people claim
ed that Peking Opera, being the
most polished and refined of all
forms of drama in China, had to be
preserved intact. So inimical were
they to reform that they made
the Peking Opera stage an im
penetrable independent kingdom
dominated by the emperors, kings,
generals, ministers, scholars and
ladies of the past. The reactionary
ideology of the landlord and capi
talist classes continued to poison
the minds of the people and under
mine the economic base of

socialism.

At the same time, these revision
ists put on operas that were anti-
Party and anti-socialist. Most no
torious was the new historical opera
Hai Jui Dismissed from Office,
about a Ming dynasty official
supposed to have been unjustly dis
missed from his post. It was actu
ally staged to create public opinion

in favor of reversing the verdict oh
Peng Teh-huai, head of an anti-
Party clique, to voice grievances
for the overthrown landlord and

capitalist classes, and to attack the
Communist Party and socialism.

In 1962 at the Tenth Plenary
Session of the Eighth Central Com
mittee of the Party, Chairman Mao
issued the warning, "Never forget
class struggle." Toward the end
of 1963, pinpointing the problems
existing in drama and the other
arts controlled by the revisionist
line, he pointed out: "The social
and economic base has changed,
but the arts as part of the super
structure, which serve this base,
still remain a serious problem.
Hence we should proceed with
investigation and study and attend
to this matter in earnest."

In response to this call, revolu
tionary artists launched a revolu
tion in Peking Opera, the ballet
and symphonic music, long con
sidered sacred and inviolable by
the landlord and capitalist classes.
The artists chose Peking Opera as
the medium for a breakthrough in
the proletarian revolution in litera
ture and art. In July 1964 Com
rade Chiang Ching made a speech,
"On the Revolution in Peking
Opera", at a forum of theatrical
workers participating in a festival
of Peking Opera on contemporary
themes. She elucidated the prob
lems relating to the revolution in
Peking Opera with Marxism-
Leninism and Mao Tsetung
Thought and gave great encourage
ment to writers and artists who

were revolutionizing Peking Opera.

Advance Through Struggle

The revolution in Peking Opera
is a profound revolution to destroy

exploiting-class literature and art
and develop proletarian literature
and art. The landlord and capital
ist classes had worked for nearly
200 years to make Peking Opera
their stronghold in the arts. It was
thus no easy task to revolutionize
it and create new operas serving
proletarian politics, socialism and
the workers, peasants and soldiers.
The barriers and difficulties were

formidable.

From the beginning the two
bourgeois headquarters headed by
Liu Shao-chi and Lin Piao interfer

ed with and sabotaged this revolu
tion. They used their authority to
make experimentation difficult and
scoffed at the new operas produc
ed. They set up all kinds of
barriers, trying to nip the revolu
tion in the bud.

When the revolution, breaking
through the barriers, went vigor
ously ahead, they resorted to
underhand methods. They changed
the themes and gave distorted pic
tures of proletarian heroes, doing
everything possible to sabotage the
production of model revolutionary
operas.

The struggle was many-sided,
but the crux of the issue through
out was how to create worker-

peasant-soldier heroes. The selec
tion of heroes and the manner of

their portrayal decides which class
is to dominate the stage and which
class the stage is to serve. The
most important thing in the revolu
tion in Peking Opera is to give
successful portrayals of proletarian
heroes, to make workers, peasants
and soldiers masters of the stage.
This will reverse the centuries-old

reversal of history by the landlord
and capitalist classes and restore
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historical truth. The basic task of

socialist literature and art is to

create typical proletarian heroes.
To persist in this basic task is to
persist in making literature and art
serve workers, peasants and
soldiers.

Let us give some examples. In
creating the modern revolutionary
opera Shachiapang there was a
sharp struggle that centered around
the theme and characterization.

Here again, the focal issue was:
should we portray proletarian
heroes or not, and if so, how?

This opera grew out of an earlier
work called Sparks Amid the
Reeds, which centered around the
underground struggle of the Com
munist Party. The principal
character was Sister Ah-ching, the
Party's underground liaison officer,
who was depicted as playing the
decisive role in ensuring the
victory of the struggle. This was
a distortion of the history of the

The Huangmei Opera Troupe of Yihsien
county, Anhwei, performs their adapta
tion of Taking Tiger Mountain by
Strategy for peasants in the mountains.
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Chinese revolution. Chairman Mao

has pointed out, "The seizure of
power by armed force, the settle
ment of the issue by war, is the
central task and the highest form
of revolution." It was through
armed struggle that the Chinese
people, led by the Communist
Party, won victory in their long
revolution. The Party's under
ground work was an important
aspect of the whole struggle, but it
was a secondary aspect that served
armed struggle.

After seeing Sparks Amid the
Reeds Chairman Mao pointed out
that the play should make armed
struggle its theme and suggested
changing the title to Shachiapang.
This instruction raised the theme

to a higher level and resulted in
fundamental changes in the plot.

To make armed struggle the
theme it was necessary to create
heroes from among the people's
soldiers against the historical back
ground of the people's war to resist
Japanese imperialist aggression. In
this opera the principal hero should
be Kuo Chien-kuang, political
instructor of a New Fourth Army
unit. But the handful of counter
revolutionary revisionists in the
old Peking Municipal Party Com
mittee headed by Peng Chen, who
faithfully pushed Liu Shao-chi's
counter-revolutionary revisionist
line, was dead set against revising
the play to make armed struggle
the theme. They opposed making
the political instructor the prin
cipal hero and did everything they
could to retain the underground
liaison officer as the main charac

ter. They insisted on keeping the
scene "Uproar in the Wedding
Hall" in which Sister Ah-ching was
in charge while Kuo Chien-kuang
and the New Fourth Army soldiers,
disguised as people of different
trades, acted on her instructions.
Their purpose was to put under
ground work above armed struggle
and give a distorted picture of the
road of the Chinese revolution.

The revolutionary artists, led by
Marxists, firmly carried out Chair
man Mao's instructions. They
made radical changes in the opera
and put armed struggle and under
ground work in their proper places.
They portrayed Kuo Chien-kuang
as a representative of the people's

army, loyal to the Party and the
people, patriotic, brave and re
sourceful — a heroic fighter armed
with Chairman Mao's concept of
people's war. The schemes of Peng
Chen and his gang fell through.
Shachiapang appeared on the stage
as an opera in praise of armed
struggle. Kuo Chien-kuang was a
successful portrayal of a typical
proletarian hero, while Sister Ah-
ching also gained in stature.

The same kind of struggle ac
companied the production of an
other modern revolutionary opera,
The Red Lantern. This is the story
of how three generations of a
family, one stepping into the
breach as another falls, successfully
pass on a secret code to the anti-
Japanese guerrillas led by the
Chinese Communist Party. It
shows how the Chinese people, led
by Chairman Mao and the Com
munist Party, heroically carried
out the anti-Japanese war.

Li Yu-ho in the opera is a rep
resentative of the working class,
a revolutionary martyr, a typical
proletarian hero. But Liu Shao-chi,
Chou Yang and company were
against making Li Yu-ho the prin
cipal hero and tried to relegate him
to a subordinate role. At the same
time they made Hatoyama, chief of
the Japanese gendarmerie, swagger
about so arrogantly that he almost
dominated the stage. Applying
bourgeois naturalism, they also
distorted the image of Li Yu-ho
both in appearance and in the ex
pression of his inner self.

The revolutionary artists waged a
blow-for-blow struggle against this
conspiracy and rewrote The Red
Lantern, correctly handling the re
lationship between Li Yu-ho and
the other positive characters, as
well as his relationship with the
negative characters. Li Yu-ho, who
represents the people and justice,
retains the initiative throughout
the opera, while Hatoyama, a rep
resentative of imperialist aggres

sion and the forces of reaction,
stays in a passive position. Hatoya-
ma's viciousness serves as a foil to
Li Yu-ho's splendid moral quali
ties. Thus the letter's fearlessness
of death and proletarian revolu
tionary heroism are brought out
through sharp contrast with Hato-
yama's ruthless reactionary nature
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