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Abstract During the Cultural Revolution, the image of Mao Zedong ascended to that of a God, 

as his cult of personality influenced many aspects of Chinese society and culture. Chinese art 

took an aesthetic of veneration towards Mao, being crystallised in Liu Chunhua’s “Chairman 

Mao Goes to Anyuan”. The image was deemed an ideal model for veneration, circulating 

widely during the apex of the Cultural Revolution. In the aftermath of the event however, 

artists have gone back to the original painting looking for inspiration to question Mao’s image 

and figure. Inspired by Andrew Gells Anthropological Art Theory, this paper suggests that a 

full understanding of art can only be achieved through a deeper appreciation of the cultural 

processes that lead to its creation and receptions. In conducting an ethnography of the 

painting, I seek to propose more nuanced understandings of how Chinese society has 

negotiated the figure of Mao’s image as a God-like figure throughout contemporary history. 

Through our analysis, we discuss how Mao’s influence during the Cultural Revolution 

attributed him with God-like characteristics that led to his veneration, something that 

persists to this day. Simultaneously, however, the Chinese artistic community – and by 

extension, broader society – has also begun to question Mao’s original ideals and his position 

within Chinese culture. 
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Introduction 

During the early years of the Cultural Revolution, a cult of personality around the 

figure of Mao Zedong started to develop, holding him as the saviour of the Chinese 

people, and as a wise leader. This affected many aspects of Chinese culture, including 

art, which moved towards a nationalistic aesthetic, centred around the figure of the 

Chairman, structured around a myriad of patriotic songs, revolutionary ballet and 

colourful propaganda posters (King, 2006). In 1967, Liu Chunhua painted “Chairman 

Mao Goes to Anyuan” (毛主 席去安源) (Fig. 1) a painting that came to be regarded as 

one of the most iconic images of Chinese history. It depicted Mao wearing a 

traditional scholarly gown, carrying an oil-paper Hunan umbrella, walking towards 

Anyuan with a determined look on his face, against a backdrop of fog and mountains.  
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Figure 1: Liu Chunhua, 1967; Chairman Mao Goes to Anyuan; Oil on canvas; 76 x 106 cm 

The religious-like connotations of the painting were not lost on Jiang Qing, Mao’s 

fourth wife famously known as Madame Mao, a member of the Group of Four, later 

deemed responsible for the Cultural Revolution. Said to describe the painting as a 

perfect model for adoration, she ordered its widespread reproduction, making it the 

most reproduced painting in history with some 900,000 copies and reproductions in 

circulation at its highest point (Ebrey, 1996). “Chairman Mao goes to Anyuan” has 

been reproduced in everyday objects, such as plates, vases and figurines. Most 

famously, it was reproduced in the eight-fen stamp, this being the only tax-free stamp 

as to not desecrate its precious image. The painting – just as Mao’s image itself – 

started to embody ritual and religious connotations, as it began being presented as a 

gift during revolutionary meetings, in which soldiers discussed the meaning behind 

the painting and exchanged revolutionary experiences. Before being auctioned to the 

Construction Bank of China, the painting returned to Anyuan in 1969, where it was 

received in a quasi-religious ceremony and placed in the Memorial Hall of Railway 

Workers’ and Coal Miners’ Movement. Built atop of a hill that overlooked the city, the 

Hall had Mao’s portrait – as it appears in the painting, as opposed to the traditional 

one seen in the Tiananmen square – towering over a Bolshoi theatre whose 

construction was led by Liu Shaoqi, symbolising Mao’s ascent to a God-like figure of 

religious veneration (Perry, 2012).   

Many Chinese artists utilised “Chairman Mao goes to Anyuan” as a basis to 

expand, explore, criticise and discuss the figure of Mao Zedong. Liu Dahong’s “Spring” 

(Fig. 2) clearly expands the religious connotations around Mao’s image, placing a halo 

around his head and a beam of light emanating from his hands; 
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Figure 2: Liu Dahong, 1991; Spring; Oil on canvas; 70cm x 40cm 

 

Wang Xingwei, on the other hand, questions Mao’s ideals on a contemporary context 

with “The Oriental Way: The Road to Anyuan” (Fig. 3). In this painting, Mao is dressed 

in western attire, holding a modern umbrella, walking away from the viewer, Anyuan 

and, one could say consequently, the revolution. In its companion painting, “Blind” 

(Fig. 4), we see Mao walking at a different angle, with hills and trees in the 

background very similar to those of Caspar David Friedrich’s “The Testschen Altar” 

(Fig. 5), lacking however, Jesus on the Cross, further evidencing Mao’s religious 

connotations.  
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Figure 3: Wang Xingwei, 1995; The Oriental Way: The Road to Anyuan; Oil on canvas; 186 x 146 cm 

 

 

Figure 4:Wang Xingwei, 1996; Blind; Oil on canvas; 219.5 x 179.8 cm 
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Figure 5: Caspar David Friedrich, 1807; The Tetschen Altar; Oil on canvas; 115 x 110 cm 

In “X-Ray” (Fig. 6) Wang Xingwei juxtaposes and older Mao in front of his younger 

self, holding a bending body, which, one could argue, represents the weakened 

revolution.  

 

Figure 6: Wang Xingwei, 2000; X-Ray on Mao goes to Anyuan; Scan, paper, colour, acrylic on canvas; 200 x 165 cm 
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In “Chairman Mao Goes to Anyuan” (Fig. 7) Yin Zhaoyang interestingly places a 

worker in the background of the original painting, projected on a darker, muddier 

and red filter. The worker waves to the viewer and the Chairman, perhaps calling him 

back or bidding him – and the revolution – farewell. Yue Minjun questions the spirit 

of the revolution in “Chairman Mao goes to Anyuan” (Fig. 8), removing Mao from the 

painting, depicting only the foggy mountains in the background. 

 

Figure 7: Yin Zhaoyang, 2005; Chairman Mao Goes to Anyuan; Oil on canvas; 180 x 150 cm 

 

Figure 8: Yue Minjun, 2003; Chairman Mao Goes to Anyuan; Oil on canvas; 210 x 160 cm 
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One can see, therefore, how the societal dynamics of the Cultural Revolution had 

mutually influenced Chinese art through simultaneous processes. As he ascended 

towards a God-like state which warranted veneration, Mao Zedong’s image was 

reproduced throughout various works of art. “Chairman Mao goes to Anyuan” was 

the central piece in this process. Not only did it greatly influence Chinese society 

during the Cultural Revolution itself, but it was also utilised by the Chinese artistic 

community to discuss Mao’s position, responsibility for actions, relationship towards 

society, and other aspects of his figure in its aftermath.  

For the Anthropology of Art: Methodological Approach 

In analysing an art piece, one would often resort to explaining it in what may be called 

craft terms – in terms of tonal progressions, colour relations or prosodic shapes. This 

is especially true in the West, where subjects like pictorial composition and harmony 

have been developed to become akin to minor sciences. However, the approach to art 

from the side of Western aesthetics, and indeed from any sort of prior formalism, 

blinds us to the very existence of the data upon which a societal understanding of it 

could be built. In fact, much more can be comprehended from artworks than simply 

combinations of elements to be understood under the craftsmanship framework, 

where these combinations are taken at face value in order to make a judgment purely 

about aesthetics. Moreover, attempts at interpreting works of art are usually all-

encompassing statements that, more often than not, neglect the implicit relationships 

which are also important for an understanding of the origins and maintenance of art. 

In that sense, Picasso famously said “Everyone wants to understand art. Why not try 

to understand the song of a bird?... People who try to explain pictures are usually 

barking up the wrong tree” (Goldwater and Treves, 421). 

Consequently, this argument suggests that the means of an artwork and the 

feeling for life that animates it are inherently combined, and fully inseparable. 

Matisse states that: “The purpose of a painter, must not be conceived as separate from 

his pictorial means, and these pictorial means must be more complete (I do not mean 

more complicated) the deeper his thought. I am unable to distinguish between the 

feeling I have for life and my way of expressing it” (410). One can no more understand 

aesthetic objects as a stringing-together of pure form than one can understand myth 

as a set of structural transformations in a series of stories. Indeed, the West’s attitude 

towards the artistic endeavour is an ethnocentric one, believing that the whole secret 

of aesthetic power is located in the formal relations among sounds, volumes, gestures 

or images. The talk about art is not merely technical. It is largely directed to placing 

it within the context of these other expressions of human purpose and the pattern of 

experience that they collectively sustain.  

Let us take, for example, the Yoruba people’s sculpture, which has as its central 

element the line; a matter seemingly transcultural and abstract. Linear precision, the 

sheer clarity of line, is a major concern of the Yoruba carvers, and the vocabulary of 

linear qualities, which the people use colloquially and across a wide range of concerns. 

Linear precision is nuanced and extensive. The Yoruba not only carve lines in their 
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sculptures, trees, chunks of wood and the soil, but do so in their faces as well. Lines 

of varying depth, direction and length are sliced into their cheeks, serving as means 

of lineage identification, personal allure and status expression. The terminology of 

the sculptor and of the cicatrix specialist parallel one another in exact precision. 

However, meaning is not solely limited to artistic perfectionism and appreciation. 

The Yoruba, it appears, associate the concept of the line with civilisation. “This 

country has become civilised” means, literally, “this earth has lines upon its face” in 

the Yoruba language. In fact, the basic verb “to cicatrise” in the Yoruba language has 

multiple associations of disposing human pattern upon the chaos and disorder of 

nature. The soil, the trees, and ultimately even their own faces are all “opened up”, 

allowing the inner quality of the substance to shine forth (Thompson, 1973).  

The intense concern of the Yoruba with the line, and with particular forms of 

line, stems from much more than an aesthetic preoccupation, and a detached pleasure 

from its intrinsic properties. It is located within a perpetual state of flux, growing over 

a lifetime which itself participates in the formation process, namely the meaning of 

things which are the scars that men leave on nature. The realisation that this sort of 

sensibility exists precedes the perception of art as a cultural system and – more 

broadly – the birth of the anthropology of art. To study an art form is to explore a 

sensibility, such sensibility is essentially a collective formation, and the foundations 

of such a formation are as wide and deep as social existence (Geertz, 1976).  

In Painting and Experience in the Fifteenth Century Italy, Michael Baxandall 

looks at quattrocento painting in an attempt to define what he calls “the period eye”, 

that is the equipment that a fifteenth-century painter’s public brought to complex 

visual stimulations like pictures. According to the author, a man’s capacity to 

distinguish and comprehend a form, or a combinations of forms, will directly impact 

the attention with which he addresses the picture. He argues that much of what we 

call “taste” is, in fact, this: the conformity between the discriminations demanded by 

a painting and the skills of discrimination possessed by the beholder. These 

appropriate skills, importantly, for both the beholder and the painter are not 

inherently present and built in their senses of self, but are rather drawn from general 

experience. This experience, according to the author, is living a quattrocento life and 

seeing things in a quattrocento way. Some of the mental equipment with which a man 

orders his experience is variable, and much of this variable equipment is culturally 

relative, particularly in the sense that it is determined by the society that influenced 

his experience. Amongst these are the categories in which he classifies the visual 

stimuli, the knowledge that he supplements with the immediate vision of the painting, 

and the attitude he adopts to judge it after seeing it. The beholder must use his visual 

skills to assess the painting, the majority of which are not specific to painting, and he 

is likely to use those which society esteems highly. The painter, in turn, responds to 

this. Whatever his own specialised professional skills, he is a member of the society 

he works for himself, and it is with this society that he shares his visual experience 

and habit (Geertz, 1976).  

Indeed, all these broader cultural matters interworked to produce the 

sensibility in which quattrocento art was formed and found its being. We plan to 
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bring this approach to artistic analysis in looking not only at “Chairman Mao goes to 

Anyuan” itself, but the paintings that followed, inspired by the original. Different 

aspects of the Chinese shared cultural experience come together, evidencing what 

Clifford Geertz calls “the painter’s true medium”, namely the capacity of his audience 

to see meanings in images. The ability, variable among peoples as it is among 

individuals, to perceive meaning in pictures (or poems, melodies, pots, dramas, etc.) 

is, like all other fully human abilities, a product of collective experience which far 

transcends it, as is the far rarer ability to put it there in the first place. It is out of 

participation in the general system of symbolic forms which is commonly 

denominated “culture” that participation in the particular field commonly 

denominated “art”, which actually but a sector of it, is possible. Thus, a theory of art 

is simultaneously a theory of culture, and not an autonomous enterprise (Geertz, 

1976).  

For these reasons, the argument concerns not only the painting of “Chairman 

Mao goes to Anyuan”, but also the entire context over which it was created, 

reproduced, and adored, ergo it cannot be fully understood without a systematic 

comprehension of China’s cultural specificity. Appreciating it from a craftsmanship 

perspective is evidently insufficient of an analysis to fully grasp the meaning the work 

had and still has on Chinese society.  

From an anthropological perspective, paintings act as social agents, and must 

be analysed as such. Without a comprehension of China’s traditional and cultural 

structures, which are seemingly unrelated to artistic knowledge, one may be able to 

appreciate the precision of the artist’s brush strokes, the choice of colour, and 

perhaps delineate comments as to what certain elements present may indeed 

represent. Without specific cultural knowledge, however, one cannot fully 

comprehend the specific intention of the artist as a member of Chinese society 

speaking to his own people. Under that context, the analysis sets out to conduct an 

ethnography of the vehicles of meaning within the painting and the related paintings 

that followed it, in order to fully comprehend its power and meaning, not from a 

universalistic standpoint, but rather from uniquely Chinese perspective.  

In the search for method, we turn to “Art and Agency: An Anthropological 

Theory”, in which Alfred Gell delineates a theory for anthropological analyses of 

artworks. In summation, the anthropological theory of art, is a theory of the social 

relations that obtain in the neighbourhood of works of art, or indexes. These social 

relationships form part of the relational structure of life within the anthropological 

frame of reference. Social relations can only exist if they are made manifest in actions. 

Performers of social actions are “agents”, acting upon “patients” (who are social 

agents themselves, in the “patient” position relative to an agent carrying out an 

action). Relations between social agents and patients, for the purposes of the 

anthropological theory of art, obtain between four “terms” (entities that can be in 

relation). They are:  

1. Indexes: Namely, artworks, or material entities which motivate abductive 
inferences, cognitive interpretations, etc.;  
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2. Artists (or other “originators”): To whom are ascribed, by abduction, causal 
responsibility for the existence and characteristics of the index;  

3. Recipients: Those in relation to whom, by abduction, indexes are considered 
to exert agency;  

4. Prototypes: Entities held, by abduction, to be represented in the index, often 
by virtue of visual resemblance, but not necessarily (Gell, 1998). 

We now proceed to an analysis of “Chairman Mao Goes to Anyuan” and related 

paintings utilising this framework.  

Analysis of the Artwork 

Firstly, in the context of the anthropological theory of art, “Chairman Mao Goes to 

Anyuan” (and in fact, all paintings that followed and are related to it) work as indexes. 

That is because they permit a particular cognitive operation, the abduction of agency. 

Before proceeding to further analysis, it is important to first establish what abduction 

actually means. According to Boyer, abduction is induction in the service of 

explanation, in which a new empirical rule is created to render predictable what 

would otherwise, be mysterious. It is an indispensable inference principle, as it is the 

basic mechanism that allows for constraining the indefinitely large number of 

explanations compatible with any event (Boyer, 1994). It is, in other words, the 

process through which the beholder draws from his own personal lived experience 

to attribute meaning to indexes. From looking at the indexes, the beholders are able 

to infer meanings and interpret cultural significations of the many elements present 

in painting. Effectively, “Chairman Mao Goes to Anyuan” possesses religious 

connotations, and serves this function of being a “call to action” of the cultural 

revolution. This is not necessarily because of its aesthetic qualities itself, but instead, 

the aesthetic qualities of the index serve the purpose of conveying the agency which 

was imbued unto it by the artists and originators. This agency is, in turn, abducted by 

the beholders. 

Secondly, we proceed to the artists and originators. Liu Chunhua, the painter 

behind “Chairman Mao Goes to Anyuan” is to be credited with imbuing the painting 

with his agency as a social agent. The meanings behind the prototypes present in the 

picture – which will be later discussed in detail – are the physical representations of 

his agency, just as the index is as a whole. The interchangeability of the agent-patient 

relationship becomes evident when the story behind the ascension of the painting to 

a religious artefact is considered. Jian Qing, Mao’s wife and member of the Gang of 

Four, held responsible for leading the cultural revolution, exclaimed upon viewing 

the painting that it would be a perfect model for the religious-style adoration of Mao’s 

image. In fact, it was by her decision, and not Liu Chunhua, that the painting rose to 

such a high level of prominence, and becoming a religious artefact. By looking at the 

painting, relishing at its grandeur not only from an aesthetic perspective, but also its 

rich cultural meanings – these being encapsulated by the prototypes, discussed in 

detail later – she became a patient to the artist’s agency imbued in the index. However, 

when she declared that the picture served the purpose of an ideal model for adoration, 

she became a social agent herself, attributing new meaning to the painting – which, 
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in this specific exchange, became the patient – that eventually led to its widespread 

distribution and, ultimately, its fame (Perry, 2012). So, whereas Liu Chunhua is 

undoubtedly credited as the “author” of the painting, an argument can be made for 

Jiang Qing as the “originator” of the process of abduction of agency that took place 

when considering the agent-patient relationship between the painting and the 

beholders, respectively. The adaptations and satirical reproductions of the original 

painting all contain in themselves the social agency of the authors, who are at times 

questioning the “Anyuan spirit” in modern times, or appropriating the specific 

conception of what the original painting represents in order to utilise in a critical 

framework. One example is found in “Qian Yunhui Petitioning”, where the same 

“Anyuan spirit” is put into question to create a criticism of the actions of the central 

leadership in dealing with the accident suffered by Qian Yunhui.  

Next, we consider the recipients. The anthropological theory of art states that 

the public, or “recipients” of a work of art (index) are in a social relationship with it 

as patients, as the index causally affects them in some way. Just as any art object 

indexes its origins in the activity of an artist, it also indexes its reception by a public, 

the public for which it was primarily made. They were, in essence, the common 

Chinese people at whom the agency of the religious connotations in the original 

painting were aimed. The painting worked not only as a supposedly perfect model for 

adoration, but very much as an encapsulation of the qualities that individuals living 

under the cultural revolution were expected to cultivate and revere in their peers. 

Most importantly, however, is the fact that “Chairman Mao Goes to Anyuan” was not 

reproduced in a widespread fashion because it supposedly had religious 

connotations – despite Jiang Qing’s statements – but specifically because it was 

reproduced so widely, it indexed these religious connotations.  

Finally, we proceed to the Prototypes which are representative – through 

abduction – elements contained within an index. Any given icon, given the 

appropriate conventions for its reception, could function as a “representation” of any 

arbitrarily selected depicted object or “referent” (Goodman, 1976). A picture of an 

existing thing resembles that thing in enough respects to be recognised as a depiction 

model of it. A depiction of an imaginary thing (a God, for instance) resembles the 

picture that believers in that God have in their minds as to the God’s appearance. That 

is to say, prototypes present in an index can represent different concepts, provided 

the beholder is embedded in the cultural structures necessary to understand it.  

Under that light, the original painting of “Chairman Mao goes to Anyuan” 

carries significant prototypes, utilised to establish rapport with the broader Chinese 

population, making it an ideal model for adoration. First, there is Mao’s traditional 

scholarly robe. This puts Mao (and by consequence his ideas) on a high intellectual 

level, readily understandable to the whole of Chinese population who adducted the 

scholarly robe as a prototype of Mao’s intellectual refinement, despite the fact that he 

brought the revolution and sought to break the Chinese Confucian traditions. The 

Hunan umbrella – also a traditional item in Chinese rituals – serves as a prototype, 

symbolising not only good fortune and complete happy lives (that he is supposedly 
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bringing to the miners of Anyuan), but also the banishing of evil spirits – assumedly 

the spirit of revisionism that took over the lives of the workers (Logan, 1995).  

In terms of prototypes, Liu Dahong’s “Spring” shows itself to be even richer 

than in the original painting, taking the religious connotations one step further and 

making them more apparent. The first example of this is the halo around Mao’s head. 

In effect, one cannot argue to know the true image of God, but indeed it can be 

understood that by the placing of a halo around someone’s head can grant this person 

holy, supernatural or God-like connotations. Following this pattern of utilising clear 

prototypes for Mao’s grandiosity, a golden dragon is placed on the sky. Not only the 

animal itself, but also the colour chosen for it reflect the implicit meanings that Mao’s 

power is equitable – if not bigger – to that of an emperor.  

Also of important notice is the skeleton by the tree, a very peculiar choice in 

the context of Chinese art. Skeletons depicted in a metaphorical theme is an 

extremely rare occurrence in Chinese art, being mostly used instead in insignificant 

scenes, such as lintel decorations. Li Sung’s “Puppet play of the skeletons” is credited 

as one of the first in doing so, imbuing it with provocative charm and immediate 

appeal. That it suddenly appeared in the Southern Song and was given a touch of folk 

humour across a mildly melancholic tone of world-weariness suggests the emergence 

of a new religious theme – a theme visualised in symbolic disguise whose doctrinal 

meaning must have been readily comprehended by its audience (Committee on 

Scholarly Communication with the People's Republic of China, 1980). The skeleton, 

therefore, works as a prototype for the common Chinese folk, worn down by the 

hardship of their menial lives, also in need of saving by the Great Helmsman.  

In conducting an anthropological analysis of an artwork, we take in 

consideration the necessity of tracing the life signs of a society, the necessity of deeply 

entrenching oneself in the societal dynamics of the specific society in question, going 

past an invented world of dualities, transformations, parallels and equivalences. We 

attempted to move semiotics beyond the consideration of signs as means of 

communication, codes to be deciphered, to a consideration of them as modes of 

thought, idioms to be interpreted. Furthermore, we move from outside the micro-

interpretation of artwork, looking at elements inside the picture, to a macro approach, 

delineating a broader understanding that includes the placement of the artwork itself 

in society and how it helped construct social networks, conceptions of the individual, 

and even mythology. This, we believe, moves away from the highly-specialised 

craftsmanship approach to artistic analysis to a new territory, one of a broader 

comprehension of the act of living, for the variety of artistic expression stems from 

the variety of conceptions men have about the way things are.  

Concluding Discussion 

This research delineated an anthropological analysis of Liu Chunhua’s “Chairman 

Mao Goes to Anyuan” and related paintings to understand the ways in which Chinese 

society negotiated the figure of Mao Zedong as a God-like image during the Cultural 

Revolution and its aftermath. Utilising Andrew Gels Anthropological Art Theory, it 
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was proposed that to fully understand the meanings behind the craftsmanship of 

“Chairman Mao Goes to Anyuan”, a deeper understanding of the Chinese cultural 

context is necessary. In fact, an ethnography of the painting was conducted, looking 

at the entire process from the painting’s conception, elemental analysis, to the 

responses that the painting elicited in the Chinese people. From the early stages of 

the Cultural Revolution one can see the attribution of God-like characteristics to Mao 

Zedong, culminating in his religious like cult of personality. Art thusly followed suit, 

depicting Mao as a God. After the Cultural Revolution, however, artists proceeded to 

question not only his original ideals, but also his position in Chinese culture and 

society.  

From an anthropological perspective, it is interesting to note how artists have 

used various symbols (or prototypes) from different paintings to symbolise meaning. 

This developed to a point in which the entire painting of “Chairman Mao Goes to 

Anyuan” has itself become a prototype. Found in the microblog “Weibo”, the collage 

titled “Qian Yunhui Petitioning” (Fig. 9) utilises the original painting with Communist 

Party Officer Qian Yunhui photoshopped onto Mao’s body, with an added truck in the 

background. Qian Yunhui rose to prominence in international media when, in the 

midst of petitioning for better conditioning for local workers in Zhejiang province, he 

was ran over by a truck, supposedly sent by the National Security Bureau (The 

Guardian, 2016).  

 

Figure 9: 2011, Unknown author; 钱云会上访 (Qian Yunhui Petitioning); Photoshopped Image 

By utilising the original painting in the collage, the Artist can easily communicate Qian 

Yunhui’s intentions and position in the entire debacle. In effect, the Artist utilises the 

index as a prototype to negotiate the identity of Qian Yunhui. That is how art and 

culture are constantly affecting and shaping one another. “Chairman Mao Goes to 

Anyuan” has become an image loaded with enough cultural meaning in itself to 

communicate a certain ideal that needs not be necessarily associated with Mao 

Zedong himself. As Geertz argued, the study of culture and the study of art are indeed 

the study of the same thing.  
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Secondly, from the perspective of Chinese society’s religious rituals, the 

analysis of this research brings a new question to the fore, one related to the stability 

and changeability of the image of Gods in Chinese culture. Confucius is, undoubtedly, 

the closest Chinese society achieved to a God, being widely adored and respected. His 

principles of harmony and order have been included in Chinese Communist Party 

rhetoric, with a particular emphasis during the “Harmonious Society” period of Hu 

Jintao and Wen Jiabao. After the Cultural Revolution, however, it has become clear 

that Mao is the image that, according to the CCP, Chinese society should be adoring. 

This speaks to the incident in which a statue of Confucius was swiftly removed from 

Tiananmen Square, where it shared Beijing’s main political stage with the portrait of 

Chairman Mao that towers over the square (New York Times, 2016). When two 

conflicting God-like images stand face-to-face, Party orthodoxy demands that no one 

stands above Mao. The real question that this poses is for how long can that image 

stand. Given that cultural and societal dynamics make for a changeable figure of God, 

the standing of Mao as the current God of China seems strongly connected to the 

Chinese Communist Party’s grasp on power.  
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