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PR A R FOURCE W_u_t‘c'w Documentary films and newsreels were two of theomajass media and communication

channels in China from the 1950’s through the 197Dhey covered all aspects of social
activities, though the emphasis was on developmerite building of a socialist country. The
bulk of the items in the collection are transcrifpisthe documentary films and newsreels from
the Cultural Revolution, 1966-1976.
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Background: Scripting Chinese realities — Documentaes for the people

by Stefan Landsberger

Ever since its inception in 1921, the Chinese ComistuiParty (CCP) has invested great efforts anouregs in
propagating its policies, views and ideals. Ing¢hdy days of the Party, most of its propagandaprasented in written
forms such as newspapers and journals, proof datgely urban and intellectual background of tbang revolutionaries
among its ranks. As the CCP cast around for sugpoits revolutionary ideals, it increasingly bewaaware of a
structural inability to address target groups depdal followers. Classic Marxism, recently infdsat the time with Soviet
leader V.I. Lenin’s organizational insights thathmoven to be so successful in the Soviet Unialted for a focus on the
most exploited segment of the population, i.e. vilbekers, to become the vanguard for the revolutiorthe Chinese case,
however, the number of workers in society simplgwa@ small to fulfill the historic task of leaditige proletarian
revolution. Already in 1929, discussions were uad@grwithin the Chinese Party leadership about whitter class than
the workers could bear revolutionary responsibiliye of the proponents who suggested focusinp®peasantry was
Mao Zedong, who later emerged as the leader o€ @ and the founder of the People’s Republic oh€iPRC). Once
the mobilization of the numerically much strongegment of the rural population had become offipiicy, the question
of how to address the peasants became tantamouahdlarge, the fact that the majority of thoselj in the countryside
was illiterate and could not be reached by thetaritvord, forced the CCP to look for various meaingsual
communications to convey the programs and politiasthe Party stood for: pictorial magazines,amars and comics,
propaganda leaflets, public announcements, deidasatwvall news papers, and costumed propagantim bésed on
traditional local and folk examples, were widelyapted to this purpose. Some of these visual comratian techniques
were of distinctly Soviet origin, but they had besifficiently Sinified in terms of contents to appéo the population;
others were based directly on traditional modesxpfession popular in the countryside. Whatevaer thspiration, the arts
were to serve the political demands of the CCRerAfie founding of the PRC in 1949, the CCP comiihio use these and
other communication media for propaganda purpagiés,varying degrees of intensity and success nioua periods.
When Chinese society was politicized increasinglthe 1950s and 1960s, visual propaganda becabeedeen as one of
the most effective ways to propagate behavorialad®ta and attitudinal indications among the people.

Right from the start, the decision to use imagepfopaganda purposes raised many questions aynasentation,
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meaning and interpretation. In many ways, the agsigof standardized, predetermined complexestefpnetation to
visual information involved in this practice resdaththe Chinese penchant to formalize languagetifstoformulations or
set phrases, preferably, but not necessarily, dingunumbers (‘Three-Eight Work style’, ‘One Counffwo Systems’,
‘Five-Good Students’, but also the more recent GRafand Opening up’ and ‘Peaceful Rise’, and mahgrexamples).
In such phrases, complex ideas or arguments oféea reduced to sets of characters that were easgirwrize. The
coining of these set phrases called for lengthyrodtee meetings — often at the highest levels @fgre- where the
contents and intentions were debated just as hetthe alliterative qualities of a formulation. Byering a set phrase,
everybody understood the meaning, intention arididét of the speaker and the latter no longer retéaledwell on long
explanations. The repetitive use of these tifatfyréafluenced the way the Chinese people saw atetpreted the reality
they encountered. The effects of the ‘visual seagds’ used in various forms of propaganda wermifferent.

After 1949, the government's propaganda effortsdased, while at the same time the media at tip@shd of the
propaganda agencies of both Party and state betameediversified. This intensification of the prgaada efforts took
place for a number of reasons. First of all, adasgction of the population — the inhabitants efdhies that only recently
had come under control of the CCP — still had tedhécated about the nature and ideology of theregitne. Moreover,
now that the CCP governed all of China, insteagpafts of) the countryside, its policies were noger focused on narrow
agricultural issues and national liberation, bunation-building, national reconstruction and indiasization. As for the
communication channels to be used in these effibiisPeople’s government was quick to nationalizefdhe media to
publicize its visions of the new China.

Aside from employing ‘old media’ such as newspapergnals and radio broadcasts, the CCP firmlysstibed to Lenin’s
belief that film was the most revolutionary of alts and harnessed the sector to its nationalgisojm the following, 1 will
concentrate on the Party’s use of films, both asnditized feature films and in documentary or negl§oem. The present
collection of scripts, found in a cinema companficefin Henan Province, China, enables us to seegif the results of
the often pain-staking formulations of visual sktgses, even in those cases where the originalngaviages may no
longer be accessible to us.

Feature Films

In line with the general guidelines for the artatthlao Zedong had formulated in 1942, all artsluiding movies, were
intended to educate the people in patriotism aedbsm and to lift their cultural standards. Tesare these demands on
the production side, the film industry was purgédral 949, and by 1953 it was under complete coufrthe CCP’s
Propaganda Department and the Ministry of Cultir@ssence, some studios formed the base of theermaustry,
including the 1 August Studio in Changchun, rurthey People’s Liberation Army, and the Shanghai Bttitat eventually
took over the work of the many studios that hachtmeproductive there in the 1920s-1940s, befdberation, when
Shanghai was nothing less than China’s Hollywood.

What the feature film scripts collected here, batiChinese and foreign origin, have in common & they had been
deemed politically healthy and morally upliftingeergh for the Chinese masses. One observation rausgde about the
movie scripts of foreign origin. In a way, theilogenance reads as a chronology of China’s foraations as they
indicate which nations were considered friends. 3¢r@ts hail from the Soviet Union (1958), Tuni@iadated), Albania
(undated, but presumably late 1960s, early 19TM0sth-Korea (1970, 1972), France (undated), Japai9), and Turkey
(undated). Many of the other foreign movies cirtagin China are discussed in the journals coetin this collection,
in particular Dianying jieshao and the various potional materials. All these foreign movies are kearby their
politically correct contents.

The way these film scripts are drawn up is not gvamilar. Some of them are merely scenarioshéncase of foreign
movies, one has to wonder whether that was foptinpose of censorship. If not that, it may haventeenelp out those
responsible for providing subtitles or for dubbthg soundtrack, or maybe even to allow the prajects to supply verbal
translations. Most of the scripts, however, comlireescenarios with extended information about camesitions, types
and length of shots, use of lenses, stage dires;titn.
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The film scripts demonstrate that even under cistances of extreme government oversight, thereawesle variety of
movies on offer. They include scripts for color riesy black and white movies, revolutionary plays @xample, a film
version of the oral folktale-turned-opera-turnedidigurned-model-work ‘The White-Haired Girl’, Baaonu, from 1971),
various types of folk operas, cartoons, paper pimations, etc. While some of the films by now nieynothing more than
a footnote in the cinematographic history of theCPBome of them actually were quite famous atithe they premiered,
for example,;Tunnel Warfarg§Daodizhan, 1965).

Documentary films and Newsreels

Documentary films and news reels were producedhbyCentral Newsreel and Documentary Film Studico(gyang
xinwen jilu dianying zhipian chang), which was dditthed at the central level in Peking in 1953. Tthportance of the
studio also could be gauged from the fact thatritfioned as a centrally controlled news agencwyawps that were similar
to the operation of the New China News Agency (Ximtongxunshe) or tHeeople’s Daily( Renmin ribagthe official
CCP daily newspaper). Where the latter two orgaioiza provided the official printed and written siem of events, both
for Chinese and foreign consumption, the studiapced the same in moving images. Like the purvegbtise printed
word, the studio’s correspondents were dispatched ireas of the country, and sometimes everaabi®oth the
documentaries and the newsreels were shown befateré films at viewings in cinemas and elsewh&sean opportunity
for educating the masses, they probably were cereidas being more important than the politicatiyrect entertainment
the audience was about to gorge on.

The scripts provide abundant information aboutpteelucers and technicians, as well as the typshatfused, the length
of the scene, a description of what can be seati@en, as well as a verbatim record of the voie-dhey form a second
by second, image by image record of the reality @dnese audiences were presented with.

Taking actual events as their subjects, these filmsg can not avoid reflecting the developmentthia political sphere,
although it is fair to say that part of the documagies were for truly recreational purposes. THeywgeed famous scenery
and mountains, ancient monuments, and were detoi@elelopments in the artistic field. Other docutages featured
Chinese achievements in sports and acrobaticéidr, shey were intended to make the audiencepieeld about the
nation. But as an educational medium, they were @d&d for more serious purposes. They showed meatiefor example,
how natural adversities could be dealt with. Sustuthentaries could report on techniques to comfzaigtts. Or, even
more poignant, during the 1960-1962 famine thdb¥atd the grand but failed developmental schentbefsreat Leap
Forward, documentaries were made that showedxtonple, how tree leaves could be prepared in g taghner. Many
documentaries were produced that were intendedtivate people to do their utmost, to increase petidn, to strengthen
the nation. These featured the construction ajation works, but also model rural communes suddazhai (often
featuring its secretary, Chen Yonggui), or moddLlstries such as the Daging Oilfield (with a loatiention for its model
driller, ‘Iron Man’ Wang Jinxi). Finally, the posite developments that CCP rule had brought abouhfBomany national
minorities in China, for example the Tibetans, warecurring theme. As was so often the practicehimese propaganda,
particularly unique cases were presented as if dloeyrred regularly.

The newsreels likewise were influenced by the witlrelopments in the political sphere. Made up wfilmber of short
items, they were devoted to major mass campaigtscetine promotion of production. Many focused ofitigal themes,
for example, the successful conclusion of majortings of the National People’'s Congress. Histoljcialteresting are the
reports on the visits of leaders of Asian, Latin-étman and African nations that China maintaineddyelations with.
However, too much national happiness and succé$s e audience’s attention away from more pregsnatters. Some
items therefore are devoted to truly inspiratidogics, usually revolving around an individual'sgenal — often deadly —
sacrifice for the common good.

Both documentary materials and newsreels makeatr that they were tools in the hands of those sthuggled for power
and dominance in the political domain. As the leadership surrounding Mao Zedong heats up in 198661 on the eve
of the Cultural Revolution, both types of films afla sudden open with a portrait of Mao emanatayg of light, to be
followed by a still of an appropriate quote frone tBhairman. The programs end in a similar fashigth, an apt Mao
aphorism. Mao’s sayings also are quoted liberallhe films’ voice-overs, testifying to the inspigiand guiding qualities
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that were ascribed to Mao’s Thoughts at the time.

Among the newsreel scriptX{nwen jianba®, some true choice items can be found. One of enggnal favorites is the
script of the newsreel of September 1968, completeVoted to an event that had taken place thelmmfore. In August,
Mao Zedong had received a delegation from Pakistaaged by the foreign minister. At that occashenwas presented
with a basket of mangoes. According to some stokile® actually disliked mangoes, but the fruits evgiven an important
and symbolic role in the complex political situatiof the Cultural Revolution. For Mao did not da mangoes himself; he
donated them to the Peasant-Worker Mao Zedong Tidtrgpaganda Teams that were sent in to restdes or five
factories and two universities in Peking. During flve minutes the item lasts, we see images of, Madatest utterances,
mangoes, ecstatic masses of people, more Maotiecsitiers, and more mango mania. The gift itagé turned into a
major propaganda opportunity, but its ramificatiarese even more far-reaching: it signaled the dnidam’s support for

the rampant Red Guards and a beginning of the etdmam on the civil war that was starting to engh# nation.

Even though the outside world seemed to becomeatebtess relevant as China turned inward andethautionary fervor
was whipped up in the 1960s, both documentariesxandgreels did provide the Chinese viewers witmallswindow on
international affairs. Aside from the items devotedhe visiting foreign dignitaries mentioned abpZhina’s friendly
relations with neighboring countries such as Indamd.aos, Burma (Myanmar), Vietnam and others vaerecurring
theme. These could be visualized through stateswi$iChinese leaders. The collection, for exammetains the scripts
related to President Liu Shaoqgi’s and his wife Wa&uangmei'’s state visit to Indonesia and other I3zagt Asian nations
in 1963, but visits of Foreign Ministers Zhou Erdaid Chen Yi are reported on as well. A fascinasingpunt of attention
is paid to the Vietnamese conflict. Not only are (North-) Viethamese portrayed as valiant warragainst the Satan of
imperialism (the USA), but the Chinese actionsuipport of that struggle — either in terms of shiptseof arms, the
sending of advisers or even troops — receive widaon, too. In a way, it seems as if the Vieteamstruggle against
America is presented as a vicarious struggle feiGhinese themselves.

Going to the movies

Despite the often uninspiring and extremely didactaterials on offer, films were extremely populari964, an estimated
2 billion people went to the movies. They did netessarily go to a real cinema: by 1964, there welgabout 2,000 in
the country. More importantly in bringing cinematie people were the roaming, mobile projectiomtgaof which some
12,000 were active by 1964. These projection teaossisting of two to three persons, usually wontexveled around the
districts with a power generator, a 16 mm. proje@agramophone and a slide projector in ordeigid the communes and
production brigades. Their responsibility was netrely to show movies, documentaries, news reedghar visual
materials: they actually functioned as mastersoémony as well and provided translations and egpians where
necessary. Part and parcel of the show was thasdiem afterwards, in which the intention of thevime and lessons of
what the audience had seen were debated andddrtifi

It is clear that even though the images might Hsen imbued with meaning on their own, those resiptnfor their
production and dissemination left no room for dguddbout the anticipated intentions of the moviee iHsues of
Xuanchuan cailiad Propaganda Materialsavailable in this collection offer everything the.needed for a successful
reception of a film. Some of the issues contaimasy as the following sections: A short synopsithefmovie; the main
propaganda points made by the movie; a scene-mesrealysis; a short ‘teaser’-text that can be tsedvertise the
movie on the unit’'s, commune’s or organization’®lmity blackboard; an introduction to the mainysas and supporting
characters; and lastly, points that need to bedadsiring the discussion. Similar sections can ladstound in the issues of
Dianying jieshaq Film New$ that were published later. Obviously, nothingdlwing the reception of the movies was left
to chance.

Of course, television arrived rather late in Chifter all, there were more pressing developmeptablems that needed to
be solved first. Television only started broadeastn 1958. Broadcasting facilities were set upaking by Soviet
technicians with Soviet, Polish and Czech equipraedtreceivers. At that time, about 100.000 TV-sedre available,
mostly to be found in the homes of high leadersfandtion rooms of central government ministried agencies. Until
1966, all broadcasts were live or on film. By thiglth970s, total TV-ownership was estimated at allowillion; most of
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these were black-and-white sets produced locallgr@he years, access to television continuedda greaching almost
complete coverage by the turn of the new millenni@me of the victims of this development was thet@e Newsreel and
Documentary Film Studio itself, in particular aftéhina Central Television, the new organizatiowoairf of state television
broadcasting, started producing its own news progria 1978. Because it could reach more vieweremaickly, the
CCTV-news made the old studio newsreels redundiai©92, the Studio completely ceased productiahibwas placed
under CCTV-leadership in the following year.

As political situation relaxed after the conclusiafrthe Cultural Revolution and the death of Maadl@®g in 1976, this is
reflected in the feature film-related publicatidhat are part of this collection. With the govermiiacreasingly focused
on China’s economic development, the people stantegt more interested in personal enrichment.ddeer, with more
money in their pockets than ever before, they waosking for ways to actually have fun. After thdtawally numbing
decade of the Cultural Revolution, Chinese wantduaetamused rather than be educated by the mdndgsuent to see.
The title of the journal Yinmu huaxu (Movie titbitspeaks volumes. As for the contents and theyctaie of this
publication, they can not be compared in any wah & more serious predecessors strictly devaiqudpaganda.

In conclusion, this collection of film, documentagnd newsreel scripts, including the assorted nadgedevoted to films,
their production and contents as well as theirpgoe in general, offer a fascinating insight ie roduction of this
important element of China’s propaganda effortthenthree decades when politics reigned supreme.
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