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Niu Wen

August, 1922— August,2009

Born in Lingshi County, Shanxi Province, he joined the revolutionary ranks in April 1937. In June
1938, he joined the Party and successively participated in the counter-diehard campaign, counter-
“mopping-up” operation and Hundred-Regiment Campaign in Northwest Shanxi. In September
1940, he moved with the army to Yanan. In June 1941, he entered the 5th phase of Yanan Lu Xun
Academy of Art and Literature. Graduated in July 1943, he worked in the Battle Theatre Society
of 120 Division of the Eighth Route Army, the Lu Yi Cultural Service Group of Northwest Shanxi,
the July Theatre Society of Jinsui and the Jinsui Federation of Literary and Art Circles, and served
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as secretary-general of the Jinsui Federation of Literary and Art Circles. In December 1945, he was transferred as
art editor of the Counter-Japanese War Daily, People’s Pictorial and Jinsui Daily. In October 1949, he went south with
the army to Chongqing, Sichuan Province. He was successively the art editor of Chongqing Xinhua Daily, Xinhua
Pictorial, Popular Pictorial, secretary-general of Southwest China Artists Association, director of China Artists As-
sociation, vice-chairman and consultant of China Print Artists Association, standing committee and consultant of
Sichuan Federation of Literary and Art Circles, secretary-general, vice-chairman and honorary chairman of Sichuan
Artists Association, member of the 3rd and 4th CPPCC of Sichuan Province. Member, vice-chairman and consultant
of Chongqing Federation of Literary and Art Circles, chairman and honorary chairman of Chongqing Artists Associ-
ation, president of Chongqing Traditional Chinese Painting Academy, and the 8th, the 9th and the 10th people’s rep-
resentatives of Chongqing People’s Congress as well as experts who enjoy special allowances from the Government of
the State Council.

His prints have been displayed in many art exhibitions both at home and abroad and have won many awards. They
have been collected by galleries, museums, art academies and individuals domestically and oversea. His prints and
traditional Chinese paintings have entered large-scale auctions in Beijing, Shanghai, Guangzhou, Shenzhen, Chengdu
and Chongqing for many times. The engraving Measure Land, was selected as the stamp of “German-Chinese Friend-
ship Month” by German Democratic Republic and collected by the Museum of Chinese Revolutionary History; the
Oriental Red Sun Rising, was selected as the hanging painting of Tibet hall in the Great Hall of the People in Beijing
and was successively collected by UNESCO and British Museum; the Rising Sun won the bronze prize of “the 6th Na-
tional Art Exhibition” and won gold medal in Japan-China Art Research Association; the Fragrant Grassland won the
award of “the First National Minority Art Exhibition”; Horse Racing won the silver prize of “the First Chinese Sports
Art Exhibition”; Xiao He Chases Han Xin under the Moon won the excellent creation prize of “the 9th National Print-
making Exhibition”; Rainbow won the bronze prize of “the 7th National Art Exhibition”; and Book Collection Ticket
won the honor award of “the 4th National Book Collection Ticket Exhibition”

He was successively invited to visit the Soviet Union, Czechoslovakia, Hungary, German Democratic Republic, Yugo-
slavia, Vietnam and so on. The catalogue is included in the Dictionary of Chinese Artists, History of Modern Chinese
Art, Dictionary of Contemporary Calligraphy and Painting Seal Carvers, Famous Almanac of Modern Chinese Artists
and Chinese Characters Dictionary. His works Jinsui Border Region Children’s Activity Picture Book, Selected Works of
Niu Wen, Snow Mountain Red Sun, Woodcut Pictures, Selected Works of Modern Vietnamese Art, Selected Prints of Niu
Wen and so on were published.

In 1988, he was awarded the first-class artist of the country. In 1991, he was awarded the “Outstanding Contribution
Award of China’s New Printmaking from 1931 to 1991” jointly by the China Artists Association and the China Print
Artists Association.
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1946
it

PR R Z1 B
A Black and White Woodcut Print
13.8cm x 12cm



K E A 4E S Donated Print Works

1947

TR T2

Defending Yan'an

A Black and White Woodcut Print

11.8cm x 14.4cm
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PR R Z1 R )
A Black and White Woodcut Print
14.8cm x 19cm
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K E A 4E S Donated Print Works

1949
FIREa 5 E

PR R Z1 R
A Black and White Woodcut Print
18.4cm x 27.3cm
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1949

S

Measure Land

AR 21 R 1

A Black and White Woodcut Print

]
B

18.5cm x 29cm
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1950
PREBIERGE

To See Chairman Mao's Photo

PR R Z21 R ey
A Black and White Woodcut Print
21.1cm x 16.8cm
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1954
AERUR AR B R

Freshmen of Peking University

PR R Z1 B
A Black and White Woodcut Print
27.2cm X 46cm
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1959
N TE
Artificial Lake

0 R ZI R I
A Colored Woodcut Print

27.7cm x 19.3cm
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Auspicious and Happy Everywhere Brocade
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A Colored Woodcut Print

31lcm X 46cm
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1959

RITELRIATE (X4 (ORI LZE ) )
Oriental Red Sun Rising (also known as Happy Tibetan Children)

A Z1) Ji i
A Black and White Woodcut Print

30.5cm x 32cm
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1978
e

Lakeside

PR R Z1 R )
A Black and White Woodcut Print
35.5cm x 50cm
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1980
TR
New Expedition of Grassland

AR 1) B i
A Black and White Woodcut Print
55.5cm x 83.6cm
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1984

g

&

Spring Thunder

AR 21 R 1

A Black and White Woodcut Print
54.7cm x 69.6cm
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1984
A

Summer Wind

AR 1) B i
A Black and White Woodcut Print
56.8cm x 79.5cm
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1984

S

Rising Sun
8

A Colored Woodcut Print

56cm x 96cm

B R Z i
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1985
FE A

Horse Racing

0 A ZI R I
A Colored Woodcut Print

96.8cm x 66.3cm
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1989
HT

Rainbow

B8 R ZI R 1]
A Colored Woodcut Print
64cm X 99.4cm
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Family Members’ Interview

KUiN: RLF (PEZARRBERIPII R )

ZUIN: AN (BT

DI A (AR eh)

Interviewer: Wu Shixin (Associate Research Fellow,
Chinese National Academy of Arts)

Interviewee: Niu Xiaoniu (son of Niu Wen)
Interview arrangement: Niu Ke (the grandson of Niu Wen)
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Mr. Niu Wen was one of the most important figures in the history of Chinese modern printmaking. He had
gone through different periods, such as the War of Resistance against Japanese Aggression, the War of Lib-
eration and the founding of New China. Mr. Niu Wen was not only the witness of the development history
of printmaking in different periods, but also an important writer. Could you introduce Mr. Niu Wen’s print-
making achievements in this respect?

Mr. Niu Wen came all the way as a warrior and artist along with the smoke of the gunpowder the War of
Resistance against Japanese Aggression. After three years of cultivation and polishing in Lu Xun Academy of Art
and Literature, honored as the sanctuary of China’s new printmaking movement, in Yanan, he stepped out of
school and went to the front of the war of resistance, he quickly grew into the backbone and representative fig-
ure of the China’s new printmaking movement. In the course of more than half a century’s history, he inherited
and continuously expanded the essence of “Yan'an Painting School”, wrote history with prints, and created many
well-known printmaking works with distinct characteristics of the times, rich themes, diverse forms and styles,
as well as personalized printmaking language, including many classic works recorded in the history books. Niu
Wen’s proud artistic practice not only shows the strong vitality and endless development space of China’s new
printmaking movement, but also positioned him as a printmaker of great academic significance in the history of
modern Chinese printmaking.

Take the road of realism and highlight the strong popularity

Steadfastly following the path of realism constitutes the main line of Mr. Niu Wen’s artistic life. Counting
Niu Wen’s creative experience and achievements, we must base ourselves on real life, grasp the characteristics of
the times, keep abreast of the pulse of reality, discover, understand and refine touching subjects from real life,
reveal the relationship between people, people and things, and fully express people’s thoughts and emotions and
affective experience. Whether in the works reflecting the war years, such as Training Soldiers, Defending Yanan
and Receiving Land Certificate and Measure Land, which depicted the great social change of land reform, or in
the works reflecting the liberation of Tibetan people in the period of peacebuilding, such as Freshmen of Peking
University, Oriental Red Sun Rising, and later in the period of reform and opening-up, a new technique of expres-
sion known as “Huajia Reform” was applied to show Tibetan people’s new life and new look , which was depicted
in Spring Thunder, Rising Sun and Horse Racing. The position of the masses in his mind has not changed in real-
ism even though the time, space and scenes in the works have changed dramatically. Behind each work, there is
always a story, a personal experience and a personal feeling. As a result, the detailed works are realistic and cor-
dial, which always a shining page for China’s new printmaking career.

Keep abreast of the situation and keep forging ahead

Mr. Niu Wen’s artistic career was colorful and fruitful. Mr. Qi Fengge summarized it into three stages of de-
velopment and two major changes. The three stages of development are the period of revolutionary war, the peri-
od of peacebuilding after the founding of New China and the period of reform and opening-up after the “Cultural
Revolution”. The two major breakthroughs are the two distinct variations in the style of printmaking that are
advancing with the times from the war era to the period of peace-building and from the follow-up to the period
of reform and opening-up.

During the war, Mr. Niu Wen inherited the Yanan painting style, with distinct revolutionary theme and
content, with the unique regional cultural characteristics of Northwest Shanxi and the unique personality and
aesthetic customs of the soldiers and civilians in the resistance base, and his works all showed the characteristics
of strong flavor of life, simple painting language and distinct spirit of the times. These works directly served the
war, aroused the people, reflected directly served the war, aroused the people, reflected the aspiration and pursuit
of the army and the people during the War of Resistance against Japanese Aggression, recording that period of
history which were widely welcomed.

After the founding of the People’s Republic of China in 1949, Mr. Niu Wen went south with the army, from
the countryside to the city, from the war to the period of peacebuilding, profound social changes that led to
newer and higher demands. The change of times contributed to his first style change. When the Good News of
Peaceful Liberation of Tibet Reached the Kang-Tibet Plateau (in cooperation with Li Shaoyan), Golden Flower and
Oriental Red Sun Rising appeared one after another during this period. These works, in terms of artistic style, not
only retained the refined and lively characteristics of the war era, but also rose from the natural description of
real life to the grasp and creation of active depiction of objective objects. but also rose from the natural descrip-
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tion of real life to the grasp and creation of active depiction of objective objects. The works turn from narrative to
lyric and expressive. The pictures are more vivid and exquisite. They also give art a wide space for free imagination
and romantic expression.

After the “Cultural Revolution” in 1976, the motherland ushered in the spring of reform and opening-up, and
the advent of a new era, which inspired his second style mutation. New Expedition of Grassland, Rising Sun and
Horse Racing which appeared successively in this period, sprung up in an unprecedented and new way in keeping
with the times. Although these works still depict the new life of the Tibetan people, the former naturalistic ele-
ments have vanished. Instead, more reasonable subjective yearning and pursuit have been incorporated into the
objective description and beauty has been achieved. Creation rises to a higher level, so that the romantic thought
can be brought into full play in the realistic creation, and the viewer can get spiritual edification and enjoyment
beyond visual angle and intuition.

Whenever a new era comes, we can see Mr. Niu Wen’s image of not disgracing his mission, but moving for-
ward, seeking new ideas and making changes, and standing bravely in the tide. It can be said that every sudden
change in artistic style means a painful process of denying and abandoning the past complete creative materials,
and a process of enduring the test of success or failure. Strong anxiety, change consciousness and enterprising
ambition bring more unique artistic perception and new value orientation, thus ushering in excellent works cor-
responding to each era, in order to show and promote the advance and development of China’s new printmaking
movement from one side.

Telling national stories in national language

Mr. Niu Wen was born in a remote mountain village in Shanxi Province, where there are many folk as New
Year paintings, paper-cut, cabinet stickers and door gods in the countryside. Neighborhood aunts and elder sisters
were all skilled artists, and Niu Wen’s mother was a well-known paper-cut expert, known as “a knife”. In the influ-
ence and infiltration of the colorful folk art, he developed a strong love and infatuation for the painting art since
his boyhood. As Mr. Niu Wen said: “I love these paintings and the painters, for they enlighted me to be a good
man.” It can be seen that such a profound national folk art complex will surely accompany Niu Wen’s artistic jour-
ney along the way.

Mr. Niu Wen joined the counter-Japanese team in 1937 and went south to Sichuan in 1949 where he stayed
for 12 years. He spent the last 10 years in Jinsui resistance base, except for more than two years of study in Yan'an
Lu Xun Academy of Art and Literature. That is to say, he has been dedicated to art on the land where he was born
and raised, and his childhood feelings and favorite forms of folk art have been fully developed and poured into his
works. That is to say, he has been dedicated to art on the land where he was born and raised, and his childhood
feelings and favorite forms of folk art have been fully developed and poured into his works. Woodcut Group Paint-
ing—New Window Flowers (4 pieces) depicts the new life of the people in the border areas. Its form of expression
is directly borrowed from the folk paper-cut style and integrated with the western woodcut, making the works
both simple, lively and concise scissors flavor, as well as the delicate and refined knife carving beauty of western
woodcut. Celebrating Victory is a scene of the military and civilian celebration of victory in the border area. The
author draws on the simple, clear, full and strong style of folk paper-cut and New Year paintings, making the pic-
tures novel, vivid, distinctive theme, festive and full of rich decorativeness. In that special era, Niu Wen’s works
can speculate about the shadow of the folk art of his own nation because of his special feelings for folk art and the
people’s likes and dislikes.

Mr. Niu Wen went south to Sichuan in 1949. That is to say, he took Tibetan areas as the base of life creation,
and began to be willing to travel for more than half a century. The print works with strong national, regional and
contemporary characteristics came out with the long-term penetration into Tibetan areas, one by one, facing the
real life of Tibetan areas from different angles, describing the simple and natural human feelings and features of
Tibetan areas with realistic techniques. In the early stage, there were many portrayals of Tibetan scenery, such as
Return of Learning Medicine (in cooperation with Li Shaoyan) , Freshmen of Peking University, and works show-
ing the scenery of Tibetan—Evening Show in the Mountain Village and Beside the Road of Kang-Tibet. After the
democratic reform in Tibet, such works as Auspicious and Happy Everywhere Brocade and Oriental Red Sun Rising
reflected the new climate and new hope of the Tibetan people striding over the Millennium step by step. After the
reform and opening-up, Niu Wen changed in style and form of printmaking, and his new works Rising Sun and
Horse Racing combined the delicate and elegant lines of Ming and Qing Dynasties with the intense contrast be-
tween Modern Printmaking blocks in black and white, etc. In Niu Wen’s series of works on Tibetan themes, there
is a special situation in the stories he tells, that is, more images of Tibetan women appeared, and Tibetan women
were given more attention, sympathy and respect. This comes from Niu Wen’s perception over the years that Ti-
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betan women have lived at the bottom of the society for generations and have become a vulnerable group with
heavy suffering. They played an absolute supporting role in the family. Their strong body and broad maternal
love breed the industrious and brave plateau nation. Their nature of singing, dancing together deeply touched
the heart of Niu Wen. He had no choice but to take Tibetan women, a very special carrier of Tibetan culture, as a
long-term life to make the special amorous feelings of snow-covered plateau a long-lasting topic, from which we
can see Mr Niu’s determination and profoundness. Mr. Niu Wen, with his new feelings and experience in Tibet
for a long time, embeded the Tibetan people’s strange life style, special customs, unique national temperament,
yearning for and pursuit of a new era and a new life into his prints, and told national stories in national language,
thus arousing people’s concern and resonance, which has been widely recognized and affirmed.

Acquisition of all strengths and incorporation

After the “85 Art Trend” in 1985, various western literary and artistic trends of thought poured into the
country. Mr. Niu Wen did not think that this was a fierce beast of floods but he believed that a pluralistic society
would inevitably produce a pluralistic culture and art suited to it. The fierce collision of eastern and western cul-
tures with the same stage showed that they all had their own audiences, market, and the value of existence. Their
only conflict was that they practice their own internal skills, strive for the audience. It was survival of the fittest.
At the same time, he also believed that the entry of various complex forms of western art will bring us a golden
opportunity to understand, learn and absorb them selectively.

Mr. Niu Wen’s idea of embracing the world with an open mind and inclusive dialogue with the world has
been put into practice as early as 20 years ago. In 1960 Niu Wen and Li Shaoyan led the Chongqing Acrobatic
Troupe to visit and perform in the Soviet Union, Hungary, Czechoslovakia and German Democratic Republic for
more than three months. In the hinterland of Eastern Europe, they took advantage of various opportunities to di-
rectly observe and touch a variety of western painting art forms and many works of different styles, which really
broadened their horizons, broadened their knowledge, and especially left behind abstract painting art. It was im-
pressed that it completely broke the limitation of emphasizing theme realism, combined the basic elements of art
in an abstract way, and created an abstract form, thus breaking through the barrier that art must have identifiable
images, and creating a new world for the development of art. This personal experience laid a foreshadowing for
future initiatives to learn from. In 1961, eight Sichuan printmakers, Li Shaoyan, Niu Wen, Wu Fan, Li Huanmin,
Song Guangxun, Zheng Wei, Wu Qiangnian and Xu Kuang, accepted the task of illustrating the prints of the
novel Red Rock. Niu Wen was the only author of the illustration who was related to the Red Rock Martyrs. Yang
Hanxiu, a classmate of Niu Wen in Yan'an Lu Xun Academy of Art and Literature, When he arrived in Chonggqing
on Dec.6,1949, he rushed to the scene of the massacre to find his old classmates on hearing the news that Yang
Hanxiu was detained in SACO and was killed. At that time, the Chongqing Military Regulatory Commission was
organizing personnel to the spot. The remains of scholars were cleaned up, registered, and coffined. Niu Wen was
on his way to find the body of Yang Hanxiu when he encountered the scene that the bodies of the General Yang
Hucheng and the three family members of Little Radish Head were cleared up. At this time, he was deeply im-
pressed by the tragic situation in which the eight-year-old Little Radish Head was killed. This forms the character
prototype that Niu Wen inevitably selected in the printmaking illustration of Red Rock. The illustration Victory
in Red Rock depicts a martyr holding her head and chest high to welcome the victory. The characters are realis-
tic. She is Jiang Jie and Yang Hanxiu. She is also a revolutionary martyr who throws her head and blood for the
cause of the people. It is noteworthy that the background of the picture, in the form of abstract painting art, the
whole picture is filled with flowing lines carved with small rounded knives. In an article, Mr. Kang Ning wrote:
“What are the grey lines and knife marks? Is it wind? Is it a cloud? Is it fire or smoke? Maybe they are nothing, or
all of them. It is this kind of non-deterministic and non-concrete treatment that makes it abstract, divorced from
and transcended specific scenes and events, and the depiction of specific people and objects, which sublimates
the theme of the work, becomes a deeper and broader symbol and implication, which is the embodiment of the
author’s passion and ideals, spirit and feelings” Mr. Kang Ning also commented on another illustration of Niu
Wen’s Red Rock—Dream of Little Radish Head that: “Dream of Little Radish Head has a stronger subjective color.
Today, we may say that it has some surrealist elements. Of course, this is consistent with the theme and content
of the works. The expression of Little Radish Head’s dream in prison coincides with the author’s personality, ro-
mantic spirit and bold exaggerated methods and rich imagination drawn from folk art. In a dark cell, the door is
locked by a huge iron lock. Two vultures, symbolizing the dark forces, stare fiercely at an isolated prisoner... The
work profoundly embodies the interweaving of despair and hope of the young weak under the shadow of dark-
ness, and places the author’s heavy thinking, concern and sympathy on it. The composition of the picture also
uses extremely full congestion to increase the sense of depression. In terms of handling techniques, trees, houses
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and so on,we have boldly absorbed the modelling methods of folk art”

Mr. Niu Wen’s two works in the illustrations of Red Rock were the first bold attempt to graft and merge the
elements of western painting art forms. The unique artistic techniques formed by Niu Wen were quite different
from those of other printmakers because of their different interests. On the whole, they have unexpected effects.
As Mr. Qi Fengge said in an article, Niu Wen’s two works of printmaking— Red Rock, enriched the whole set of
illustrations in terms of artistic techniques.

In 1981, Mr. Niu Wen went to Ljubljana, Yugoslavia, to attend “the 14th World Print Exhibition of Slovenia”.
As a Chinese judge, he was in the Award Committee with representatives from Yugoslavia, France, Britain, Spain
and Argentina to select 1547 works of printmakers from 61 countries and 584 printmakers. This is a rare opportu-
nity to have a comprehensive understanding of the development status of foreign prints, the characteristics of var-
ious schools and the trend of development. Niu Wen mentioned in his report on his work in China that the world
printmaking art forms also deviate from the appreciation tastes and habits of the people of all countries. Most of
world art language”! Abstractionist painters

3

them have lost their national artistic characteristics and become the
are away life and concrete images to pursue formal beauty, and express abstract concepts that are difficult to un-
derstand with various combinations of abstract points, lines and color blocks. It was also mentioned in the report
that in a large number of “new”, “strange” and “bewildering” works, there were some new forms of creation and
discovery which has made its own contribution to meet people’s aesthetic appreciation requirements and enrich
the world’s printmaking art forms. Things are always divided into two parts. It is quite touching that these paint-
ers, with spirit of artistic exploration, the courage and perseverance of artistic innovation, devote themselves to
the career of art, not afraid of the difficulties. It is quite touching that these painters, with spirit of artistic explora-
tion, the courage and perseverance of artistic innovation, devote themselves to the career of art, not afraid of the
difficulties. If they are good at learning, Chinese painters should be able to get some useful enlightenment from it.
Niu Wen'’s subsequent printmaking Autumn Moon in 1984 echoed the views expressed in the above-mentioned re-
port. Autumn Moon depicts the pastoral scenery of Tibetan areas. The pictures use abstract painting language, rely
on simple form combination, in an independent display form, freely and boldly summarize the sky, fields, crops,
mounds, dirt ridges, depressions and so on in real images, virtually summarized as black, white, grey, dots, lines,
surfaces, rectangles and triangles to form the sky—a harmonious and unified form of land and objects. In the cen-
tral part of the picture, the clothes and Tibetan costumes, unique to farmers, delicately designed scarecrows and a
round of meniscus in the sky, however, dealt with realistically. This reality is empty, which gives rise to an internal
response, contrast and association, thus giving space for interpretation of the remote and difficult abstract paint-
ing language, and making the distortion of aesthetic orientation into stretch, and making the distortion of aesthet-
ic orientation into stretch without breaking the critical point of people’s appreciation habits, the embellishment
of foreign painting elements is blended in, thus providing a different and unique artistic experience and feelings,
which is the success of Autumn Moon.

Similarly, the Horse Racing created in 1985 and the New Road created in 1987 both show the acceptance and
grafting of foreign art, and both show that the late Niu Wen prints not only in form, but also in spirit and concept
which have realized the modern transformation of oriental imagery art.

Mr. Niu Wen pays attention to the merits of foreign countries in different periods and make good use of
them. He takes all the advantages of others and integrates them. Through selection, refinement, processing and
integration, he has constantly produced works of different styles, constantly enriching his painting forms and
techniques, and constantly providing people with new artistic feelings and spiritual food of various forms.

Art serves the workers, peasants and soldiers. Printing had become a warrior weapon against the enemy in a
special period. How do you understand this?

Printmaking really became the most special and powerful cultural weapon in that very special war era. Dur-
ing the War of Resistance against Japanese Aggression, living conditions in Yanan and other resistance base were
extremely difficult and materials were extremely scarce. Wood carving knives, willow boards, earth paper, earth
ink and so on could be self-made. The basic learning of woodcut is also easier. As long as there was a little basic
painting, some people gave advice and got started quickly, and woodcut could be reproduced, printed in large
quantities, and could reach the masses faster and more widely. These factors made woodcut the preferred art form
and important propaganda tool for the revolutionary war. In addition to woodcarving, Niu Wen’s works in those
years included posters, New Year paintings, cartoons, comic strips, portraits, illustrations of newspapers and
books, headlines of newspapers and magazines, maps on newspapers and magazines, designs and draws advertise-
ment trademarks for banknotes in border areas, leaflets for propaganda against enemies, and carving official seals,
meal tickets for border authorities in no great detail food stamps and so on. All of these are presented in the form
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of woodcut. These woodcut prints are used to express people and events in wars with various contents, which not
only shows the strength and charm of woodcut prints as a popular art, but also shows the people’s special feelings
and dependence on woodcut prints.

The Taihang Memorial Hall of the Eighth Route Army in Wuxiang County, Changzhi City, Shanxi Province,
is a revolutionary memorial hall that comprehensively reflects the history of the Eighth Route Army’s War of Re-
sistance against Japanese Aggression. Among the precious historical materials and revolutionary cultural relics
on display, there is a paper leaflet with a size of 25.3cm X 22.5cm. It is composed of seven comic strips. Its name
is Inappropriate Stubbornness Threw Eighth Route Army, Two Freedoms to Work Home, a leaflet for the United
Front propaganda which Niu Wen and Su Guang created in the form of engraving. It shows the comparison be-
tween the Eighth Route Army and the stubborn army in Shanxi Province in terms of popularity, food, clothing,
shelter and transportation, in order to achieve the propaganda, education and influence of the stubborn army
with the hope that they will come to the ranks of the Eighth Route Army. At that time, there were a large number
of flyers printed and distributed, which produced a good response and effect.

Mr. Niu Wen recalled that the popular book—People’s Pictorial, run in Gaojia Village, Xing County, Jin-
sui Border Region in 1946, was mainly in the form of continuous painting, woodcut, cartoon and paper-cut.
It closely coordinated with the political trends and tasks at that time, and timely reflected the struggle against
the enemy, the support of the front line, the unity of the army and the people, and the situation of drought and
famine. The newspaper provided vivid textual images, and the content is all about the border area military and
civilian affairs. A sence of intimacy could be felt while reading. Therefore, the newspaper was very popular. The
pictorial is published every half month. Because of the limited conditions at that time, it is usually posted to the
Party, government and military organs and relevant departments in the border areas, as well as to the gathering
places of people in villages and towns. After each issue of the pictorial newspaper was distributed, there were
always people blocking in the doorway to ask for it. Many of the villagers who had traveled hundreds of miles
with solid food are among those people. As a result, due to the fact of no reserves, a batch of villagers were finally
persuaded to leave, but the next day when they opened the door, they stood waiting at the doorway, saying that
the villagers in the village had entrusted them, and they couldn’t go back empty-handed. Niu Wen said, looking
at the countrymen outside the door for a night of frozen expectant eyes, he could not stop crying, and decided
on additional print without saying a word. When he saw the countrymen coming from a long way back with pic-
torial newspapers, Niu Wen said: “I really feel warm-hearted, heavy burden on my shoulders”

In December 2017, I visited Gaojia Village in Xing County, an old revolutionary area. As long as the old
people in the village asked about Niu Wen, Jinsui Newspaper and the woodcut paintings, they all remembered
that: “He was the big man. He was very kind and helped us sweep the floor and carry water when entering the
yard. He also helped us pick up crops” “We often went to see them depicted with knives in twos and threes. The
woodcut they used was still the one, we helped to push the leveling repair” The villagers took me to where they
used to work and live. When they came to the small square in the center of the village, they pointed out one by
one. When we got to the wall in the west side of the square in the center of the village, there were a big prints
more than 2 meters in size next to the paintings. There were Li Qun’s Sending Horses and Helping People Repair
Spinning Wheels, Li Shaoyan’s Transporting Wounded Men on the Yellow River, Niu Wen’s Measure Land and Re-
ceiving Land Certificate and so on. The villagers said that: “They had gone, but these woodcarvings had stayed
with us all the time. They came here every day to have a look, and they can feel at ease”

When a popular book and a printmaking work are closely linked with the hearts of the people, integrat-
ed into their lives, and become a way of life and attitude for them, this cultural phenomenon fully reflects the
strength and self-confidence of woodcut printmaking art as a special weapon.

During the War of Liberation, Mr. Niu Wen created Measure Land and the Oriental Red Sun Rising after the
founding of New China, which produced great social reflection. Can you talk about the creation process and
historical significance of these two works?

In 1947, the Chinese People’s War of Liberation took a historic turn. The PLA’s goal of “overthrowing Jiang
Jieshi and liberating China” has been put in front of the people of the whole country. In order to achieve this
historic great goal, the Central Committee of the Party timely issued the famous May 4th Directive to solve the
peasant’s land problem, in order to liberate and mobilize millions of slaved and oppressed peasant masses, and
implement the policy of land ownership by the tillers, so as to develop agricultural production, support the front
line and seize the national liberation. Thus, an unprecedented and magnificent agrarian revolution in the history
of mankind opened its curtain on the land of China.

In May of the year, Jinsui Daily, a newspaper in Xing County, northwest Shanxi Province, was responsible
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for the collection and editing of People’s Pictorial of Jinsui, Su Guang and Niu Wen received instructions from
their superiors to suspend the operation of People’s Pictorial of Jinsui. Li Qun and Niu Wen participated in the
“Land Reform Work Group of Guo County, Dai County, Jinsui Border Region”, and Su Guang participated in the
Land Reform in Nine Districts of South Shanxi. The People’s Pictorial of Jinsui was founded in January 1946, 32 is-
sues were published in more than year until the suspension of publication. They had made much effort to publish
the magazine and built up deep feelings. They were reluctant to stop publishing, but it was a rare opportunity for
them to participate in the land reform. So they were glad to obey the orders.

In June, the “Land Reform Working Group of Guo County, Dai County, Jinsui Border Region” arrived in Guo
County, and the force group was assigned to Qianshacheng Village, while Niu Wen was assigned to Houshacheng
Village. After entering the village, they lived in the families of the people according to the plan. They eat, live and
work with the villagers. The work of land reform has probably gone through such a process as visiting the poor
and asking for hardship in advance, publicizing policies and mobilizing the masses, which has made the villagers’
class consciousness continuously improve, their political enthusiasm soar, and the establishment of peasant asso-
ciations, women’s associations and militias, laying a solid foundation for the further development of land work;
then come the dividing the class composition, conducting household-by-household deliberations, democratically
assessing and sorting out the stage front; A complaint conference against the landlords. They would complain
about class misery and account for exploitation, and the people who are excited by the crowd would hold their
head high because they turn over to be masters of their own homes; then they would collect and distribute land-
lords’land and property for redistribution; finally, they would review and summarize and mobilize production.
Niu Wen not only finished his main work, but also painted murals and wrote slogans for the village to enrich the
cultural life of the village.

Mr. Niu Wen has experienced the end of land reform for more than a year. But in the day and night of this
most important change in modern and contemporary rural areas of China, the farmers are always immersed in
excitement. They have liberated their desire for land, their inner joy after land acquisition, and their enthusiasm
for active production and supporting the front. These impacts on perspective and collision in mind are long-last-
ing, as Niu Wen said: “I just closed my eyes, just by writing and remembering, I can depict the details of those
scenes and the characters'voices and smiles in the land reform.” Consequently, successive works on land reform
were created, such as Receiving Land Certificate, Military Families Writing Letters to the Front, Hearing the Victory
News, Measure Land, etc.

Measure Land is a traditional realism method of the liberated area painting school. It directly describes the
plot of farmersmeasuring and distributing land in the land reform by choosing the composition of big scenes and
the complex combination of characters. It shows the concern and controversy of beneficiary farmers about the
actual measurement of family area in the land distribution, as well as the orderly persuasion and judgment. The
work is in the conception, composition, character shape, black and white gray rhyme. The law and knife law have
carried out the overall management of art, focusing on shaping the fresh and strong local flavor and simple and
honest vivid image of the peasants in the rural areas of Northwest Shanxi in the land reform, and reproduced typ-
ically from one side of the great social change that the rural areas of China had experienced.

Once published, Measure Land was reproduced in various newspapers and periodicals as an influential print-
making work during the period of land reform in China. At the beginning of 1951, the State Commission for
Culture and Education, after consulting the German Democratic Republic on painting, recommended Gu Yuan
prints Portrait of Chairman Mao and Niu Wen prints Measure Land, to German Democratic Republic. On the eve
of the 30th anniversary of the founding of the Communist Party of China, German Democratic Republic issued
a set of stamps entitled “German-Chinese Friendship Month” on June 27 of the same year. The stamps consisted
of three stamps. Gu Yuan printmaking Portrait of Chairman Mao was in the first and third stamps, and Niu Wen's
printmaking Measure Land was in the second. This was the first set of foreign stamps reflecting the activities of
the Communist Party of China after the founding of New China. It was also the first set of foreign stamps reflect-
ing the theme of China after the founding of New China. The printmaking Measure Land, was also introduced to
foreign countries.

Talking about the Tibetan theme printmaking Oriental Red Sun Rising , Niu Wen’s complex with Tibetan ar-
eas can be traced back to a day in 1941 when he was studying Yan'an Lu Xun Academy of Art and Literature dur-
ing the War of Resistance against Japanese Aggression. With an accidental opportunity, Niu Wen, in the school
library, saw a yellowing geographic brochure, in which he was attracted by the introduction of Tibetan geographic
customs in the book for a while, and he was the first in his life. Secondly, I know that there is such a remote and
mysterious place in the southwestern border of the motherland. The spectacular snow plateau and colorful na-
tional culture deeply touched Niu Wen’s heart. A strong impulse to explore was deeply buried in his heart.

After the founding of the People’s Republic of China in 1949, Mr. Niu Wen went south to Sichuan with his
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army to Chongging, a key town in southwest China. In 1951, after new places and new jobs were stabilized, he
learned that the 18th PLA Army marched into Tibet in the name of a reporter from Xinhua Daily. After being
approved, he and his colleague Tan Xuekai embarked on the first Tibetan march in October of this year, and fi-
nally the wish they made ten years ago finally came true.

Niu Wen entered Tibet for the first time under extremely difficult conditions. While challenged by the re-
stricted area of life, he was shocked and convinced by the unique blue sky, white clouds and sacred lakes in Tibet.
Especially when he witnessed the scene of peaceful liberation of Tibet by the PLA and that dawn and hope was
brought to the disaster-stricken Tibetan compatriots, he, after deep embrace with the Tibetan Abba and Mom,
despite his inner suffering, once again firmly decided to depict with a knife brush the magic of the land and its
people that live on it for generations. Since his first entry into Tibet, it has been irremediable. He spent in Tibet
for at least 3 months and as many as more than half a year. Someone asked him: “You have a comfortable life in
a big city, but why do you have to eat the hardships that ordinary people can’t bear?” Niu Wen said: “Every time
I come back from Tibet less than a month, I miss Tibetan Abba and Mom again. My emotional sustenance lies
there. There are inexhaustible resources and materials for artistic creation. There is a need to introduce their
closed and unknown customs to the outside world.”

In the early days of Tibet, Niu Wen had confusion and tangle. At that time, although the PLA peacefully
liberated Tibet and the Party’s sunshine shone on the Qinghai-Tibet Plateau, and some new changes had taken
place, the dark serfdom was broken and the serfs still lived in deep water and heat. At that time, Niu Wen was
continuously creating When the Good News of Peaceful Liberation of Tibet Reached the Kang-Tibet Plateau(co-
operating with Li Shaoyan), Freshmen of Peking University and Return of Learning Medicine (cooperating with
Li Shaoyan) and other works expressing some new things. Whether there are any unspeakable concealments
remains a secret but eyes were artificially turning to the scenery of Tibetan areas, they have continuously creat-
ed End of the Village, Shigatse Corner, Evening Show in the Mountain Village, Tibetan Farmer, Beside the Road of
Kang-Tibet and so on. These works mainly focus on the scenery of Tibetan areas, although they are delicate in
style and rich in light and dark levels. There is a strong Tibetan flavor and black and white interwoven rhythm
beauty, but it is difficult to conceal the image of a little deep and dignified. Niu Wen’s mood at this time was de-
pressed and dreary.

The turning point of events took place in 1959. The Central People’s Government and the People’s Liberation
Army put an end to the rebellion organized by the Tibetan reactionary upper-class group headed by the Dalai
Lama, carried out democratic reforms, abolished completely the ownership of feudal serf-owners, and the slaves
broke the millennium chain and became independent for the first time. Niu Wen was relieved by the news of
happiness and encouraged Tibetan compatriots to truly embark on the road of happiness. The Oriental Red Sun
Rising came out in this festive and happy atmosphere.

According to Li Huanmin's recollection, Niu Wen and Li Huanmin lived in a Tibetan village in Aba Erya for half
a year. “One day we heard that there was a nursery in the village, so we went to visit it. In the old Tibetan house where
the nursery was, we went upstairs and saw the teacher standing in the middle beating. The children were singing and
dancing around the teacher. It was very interesting. We drew some sketches. When we were ready to leave, the teachers
and children sent us out. In the yard dam, the children surrounded us and danced song after song. We were tired in
the middle. The children did not enjoy themselves to the full yet. They also attracted a lot of Tibetan villagers to
watch and enjoy the atmosphere” Looking at these lovely children’s happy, exciting faces, childish and delicate
dance posture, it was really touching. When Niu Wen lost sleep that night, he thought a lot. He had “words” to
say, but he didn’t know how to say it. Soon, the sketch came out-a group of children danced in front of the stone
stockade. Although it was real, it was very dull. At most, it was a style painting, which could not arouse the read-
ersemotions. Niu Wen was very distressed, as a pregnant woman could not give birth. Art creation is like this.
Truthful description can not express your feelings from many aspects, let alone talking about your extensive
Association and thinking about life. At this point, the true description is like a cage where you are locked in.
At that time, the painter, like a lion in a cage, whirled anxiously around in circles, growling for a breakthrough.
After Niu Wen came back from Tibet, he still did not find a breakthrough. He helplessly turned the sketch to the
wooden carving board and revised it repeatedly. The more he painted, the less confident he was. Finally, he had
to give up. Finally, one day, “Just as is said in the word that time and time again, I searched for you in the crowd.
Suddenly , I spun round and saw the very you standing amidst thin lights”, Niu Wen removed all the background
and added teachers and organs to the dancing children. From then on, the drawing went on the right path. The
deeper the drawing went, the more distinct the theme became, the more vivid the children became. The author’s
passion leaped with the music and dance gestures. The black and white processing and knife technique of the
picture also have life, even the knife marks left intentionally or unintentionally are in rhythm.

Theme commands the printmaking language. The printmaking language embodies the theme, which makes
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the works rise from the real life to the artistic realm, and become the fine works of art with both aesthetic value
and the flavor of the times. At the same time, the success of Niu Wen’s works is that Niu Wen got rid of the strict
regulation of theme and plot and the division of character modeling, and began to enter a more free realm in the
artistic conception and the expression of artist’s personality and emotion. The shape and form of this work are all
breaking through the shackles of detail description in an all-round way. Niu Wen has brought his own art a wide
space for imagination and romantic expression.

After the completion of the work, Niu Wen firstly named it Happy Tibetan Children, but Niu Wen has always
been bitter about it. He always felt that his intention is not exhaustive, and he always felt unable to fully express
his original intention of creation. At 7 a.m., every day, the Central People’s Broadcasting Station broadcasted the
tunes of Oriental Red on time. The tunes heard every day on this day, but that day, Niu Wen had a different feeling.
It sounds very heartfelt and kind. They shine in the heart of an instant. Hey! Isn’t this a painting Title that’s been
searching for? “Red Sun Rising in the East” is widely known, and the catchy lyrics and the metaphorical meanings
of the works fit perfectly. The theme of the works is clearly stated in a concise and concise way, which expresses
the Tibetan people’s voice in a profound way. It fully demonstrates that the road of the Tibetan people is wider
and wider, and also reveals the inevitable trend of the Tibetan people’s painstaking and willing history. Oriental
Red Sun Rising and Auspicious and Happy Everywhere Brocade completed at the same time participated in “the
3rd National Art Exhibition”, which was recognized and praised by experts and audiences. Later, it was selected
as a Tibet Hall hanging picture by the Great Hall of the People in Beijing and collected by UNESCO and British
Museum. Interestingly, when the British Museum collected the painting, it gave a collection certificate with the
title Happy Tibetan Children, which indicated that they recognized the painting, but did not accept renaming. This
may be the difference in the understanding of the connotation and extension of Chinese characters between the
East and the West, or the similarities and differences in a political trend.

After the reform and opening-up, the historical mission of printmaking has changed, and Mr. Niu Wen’s crea-
tive direction has also changed significantly. Can you talk about the changes of Mr. Niu Wen in this period?

During the period of reform and opening-up after the “Cultural Revolution”, Mr. Niu Wen has changed his
creative direction and style, which is different from the past and refreshing. With a brand-new thinking and print-
making form, he completely overturned the previous creative mode, which is quite shocking and landmark. This
is well-known in printmaking circles. The origin of the “Huajia Reform” in the year of Niu Wen’s Huajia(60 years
old) should be traced back to the early stage of the “Cultural Revolution”.

Since the beginning of the “Cultural Revolution”, Niu Wen has been put in prison and stopped working and
creating. Niu Wen said: “You can stop my work, but you can’t stop my thinking” In this rare free time, Niu Wen
carefully reflected on the frustrations and harvest of the creative road along the way, and soon realized that with
the advancement of the times, there should be new achievements and breakthroughs, but where is the choice of
breakthroughs? The premise should be a combination of various forms. In the process of repeated reflection and
comparison, I had thought of drawing on the familiar forms of folk art such as paper-cut and shadow play, intro-
ducing the techniques of Western abstract school, and at the same time, he also thought of taking “line” as the
form of painting language in Chinese traditional art. Although he was not familiar with it, he had an unknown ex-
citement and a long time. In this way, there would be an attempt to open the first picture after the “Cultural Rev-
olution” and mourn Premier Zhou’s printmaking work Mourning with line as the creative language. Ling Cheng-
wel wrote in an article that Niu Wen’s first work, Mourning, appeared at the end of 1976 after ten years of twists
and turns, but it was conceived at the beginning of 1976. When the literary and artistic works of rememberance
to Premier Zhou Enlai’s suddenly like snowflakes flying all over the sky, Mourning is just a small piece of them,
which wouldn't attract people’s attention. But when we pursue Niu Wen’s artistic path, we must not ignore this
minor work. Its appearance indicates that the artistic style of Niu Wen will undergo new changes. In Mourning,
the painter resolutely abandoned the usual expressive techniques. He shifted his attention from the management
of black and white blocks to the use and expression of lines. For the first time, the painter portrayed the characters
with strict lines in his works. These lines are either tight or loose, or firm or soft, corresponding to the contrast,
forming a special sense of rhythm. Paying attention to the refinement of verve to convey the painter’s thoughts
and feelings marks that Niu Wen’s art will enter a new milestone.

Thereafter, Niu Wen met Zhou Wu, an old classmate and printmaker of Anhui Province during the period
of Yan'an Lu Xun Academy of Art and Literature. Zhou Wu, a native of Chao County, Anhui Province, had been
teaching in Anhui University after the founding of New China. He had devoted himself to studying the history of
ancient Hui school printmaking for many years. This was really a golden opportunity for a thousand years. After
the old classmates met and expressed verbal concern, the topic quickly turned to the ancient Hui school prints
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that they all wanted. Niu Wen had a thorough understanding of the ancient Hui school prints for the first time.
He had a deep understanding of the ancient Hui school prints which rose in the mid-Ming Dynasty and were
praised as the essence of Chinese ancient prints. Their white-drawing techniques were modelling, rich and ex-
quisite workmanship, beautiful and fluent. Its fine and delicate artistic style, elegant and quiet, undoubtedly rep-
resents the highest achievement of Chinese printmaking in the history of Chinese printmaking, and has become
a part of China’s outstanding artistic heritage. An all-night chat is not enough, and the next day we talked, and
the harvest was full. Subsequently, there were frequent correspondence and telephone contacts between the two
places. Zhou Wu’s “Ancient Hui School Printing Research Society” also hired Niu Wen as a special researcher.
Various materials of the Society were constantly mailed to them. With the deepening of the research and explo-
ration of Ancient Hui School Printing, the preliminary aim of incorporating the expressive force of the line into
his own printmaking creation was constantly strengthened.

The rational understanding of the line is only a good beginning. The most important and real test is how to
grasp the inherent form and the ever-changing law of using the line and to fully express it in the works. For this
reason, Niu Wen said that there was no shortcut to go, there was no downwind boat to sail, only a “dumb way”—
copying learning. Mr. Wang Wei wrote in an article: “Niu Wen started in the world of art, folk art is a teacher,
after becoming a printmaker, still diligently strive to learn from folk art. He loved folk art just like the industri-
ous bees searching for flowers, and kept collecting pollen to make honey. On one occasion, when he happened to
see my collection of Mianzhu Folk Woodcut New Year paintings, he was just like children wearing new clothes
and hats for the New Year. He took the time to read carefully and repeatedly, and then borrowed more than ten
copies, day after day, night after night, to achieve the degree of physical and mental intoxication.” Niu Wen said
at a symposium in Shanxi: “Creators have to copy and become familiar with this set of rules. If we grasp this set
of rules, we can shake shape, we can make historical figures and we can also make modern figures. Comrade
Su Guang gave me a New Year paintings. At my age, I wore glasses, stayed up at night, and copied one by one. I
could not learn anything without praising”

Since the “Cultural Revolution”, the decades-long arduous theoretical exploration and technical reserve
made the emergence of an extraordinary and brand-new printmaking works possible, instead of imitation of
ancient woodcut or the modern western woodcut reproduction such as Fragrant Grassland, New Expedition of
Grassland, Spring Thunder, Rising Sun, Summer Wind, Autumn Moon, and Horse Racing, in the early 1980s. Niu
Wen once said with emotion: “How can the fresh, moist, implicit and simple oriental charm merge with the
simplicity, washing, intensity and striking of modern prints to create prints with both Chinese characteristics
and modern sense? This is a question that has been pondering for many years” Niu Wen answered his original
intention and purpose of thinking so deeply and practicing so boldly in the year of Huajia with his own works
and uncommon works. Mr. Qi Fengge wrote in an article: “Since the beginning of Mourning in 1976, a series of
line engraving works which are more exquisite than Chinese white sketches have been launched. The style is gen-
tle and delicate, the lines are elegant and elegant, and the sentiment is warm and elegant. They are diverted from
the strong and rough regional style of Sichuan, forming a stylized personal style, thus entering the later stage
of personalization... This variation of style, in terms of language style, is the purification of ancient Hui school
printmaking language family. With modern aesthetic consciousness, the painter re-examines and excavates the
mineral deposits of traditional art, especially the delicate and exquisite techniques of Wang and Huang carving
workers in Huizhou in Ming Dynasty, changing the meticulous construction of black and white blocks in the
past, and pursuing the neat and elegant style of Yang carving fine lines. In the early 1980s, the knife techniques
of New Expedition of Grassland, Spring Thunder and Summer Wind are meticulous and scrupulous. It can be
seen that the painter skillfully mastered the rigidity, gentleness and high-quality skills of the knife carving. His
cadence and fluctuation show a sense of rhythm. The gentle movement of the characters is reflected by the mi-
cro-wave of the fine grassland, whose composition, image and lines are all shown. There is a beauty of rhythm?”
Mr. Qi Fengge wrote in another article: “In the new era, there are not many old printmakers who can make new
breakthroughs in creation like Niu Wen and form the artistic peak. His artistic personality is also reflected in the
works of this period. No one thought that after ten years of putting the knife on hold, he had given up the past
expressive techniques and turned from black and white blocks to line engraving. He found nutrition sources in
ancient Hui school prints to show the rhythmic beauty of lines with more delicate effects than traditional Chi-
nese painting.”

Chinese traditional painting art is the art of line. Niu Wen excavated, refined and used for reference from
the treasure house of Chinese ancient painting art, and realized the magnificent turn in the new period and
achieved fruitful results. As Mr. Ling Chengwei said, Niu Wen and his companions, when black and white prints
were denounced as simple, primitive and lacking of the significance of the times, tried to develop rich treasures
of traditional national culture and folk culture with modern aesthetic consciousness with abundant confidence
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and enthusiasm. Niu Wen’s artistic practice has proved to be successful. It not only shows the wisdom, respon-
sibility and responsibility of an old printmaker in the new era, but also demonstrates the guiding significance of
the development of the China’s new printmaking movement. At the same time, it further demonstrates the bright
prospects and infinite development space of the China’s new printmaking movement.

Can you talk about Mr. Niu Wen’s influence on you from the perspective of his families?

In our impression, Mr. Niu Wen was always busy, always had endless things to do. Usually, he was either on
business or in meetings, or squatting in the studio to draw pictures. He seldom stooped to have a rest for a while.
Time was never enough to make him sit down and chat. He had become an octogenarian when he had time to sit
down and have a chat. So for me, it’s more about teaching by example than by preaching.

What touched us most was his obsession and persistence in art and his devotion to self-neglect. Niu Wen was
born in a small mountain village in Lingshi County, Shanxi Province, with a thousand-year history and culture.
He was infatuated with the folk culture around him. His childhood companions said that Niu Wen not only loved
paper-cut and shadow play, but also loved the clay sculptures and murals in the temples in the countryside. He of-
ten slipped out to see them in the middle of the night and at dawn. Sometimes he stayed for a while and watched
until chickens crowed. On one occasion, Niu Wen followed the shadow puppet team from village to village in an
erratic way. After ten days of walking, he followed the team to eat and watch. Later, the team leader gave him a
shadow avatar, coaxed him and persuaded him to go back. His mother scolded several times, but he always an-
swered that he loved the shadow puppet too much and it was never enough to see. All these were indispensable to
his mother, but he always answered that he liked it too much and it was always watching without it. It can be seen
that his younger yearning and obsession with art has entered a state of fire and enchantment.

When the War of Resistance against Japanese Aggression broke out, he joined the revolutionary ranks. And
because he had only attended primary school and liked literature and art, he became propagandist. He worked
on acting, singing, painting wall paintings and writing slogans and etc. He fought when war came. Niu Wen said
many times: “The dual identities of propagandists and combatants are really difficult. When the battle started,
they went to the battlefield to rest, and we were busy with propaganda. After graduating from Yan’an Lu Xun
Academy of Art and Literature and returning to Jinsui Border Region, the business ability has been improved and
the scope involved has been wider. I saw the works at hand of that period during that period, such as prints, post-
ers, New Year paintings, cartoons, comic strips, portraits, illustrations of newspapers, books, textbooks, headlines
of newspapers and magazines, maps on newspapers and magazines, leaflets for designing and drawing bills adver-
tising trademarks in border areas to propagandize to enemies, as well as engraving official seals, meal tickets, food
stamps for border authorities in great detail, etc. Beyond count. A painting, even if it is a small headline or a meal
ticket or food ticket, was not accomplished overnight. It had a process of conception, design, drawing, engraving
and printing. Although sparrows are small, they are full of courage and courage” It can be seen that the workload
at that time was huge, and the effort and physical strength were great. Niu Wen once said: “At that time, as long as
there was need, we would take the job under any conditions. There was no reference material to learn from. We
had to work on our own. We were urged to hand in our works, and as a result we had to crash the schedule. Some
paintings had no time to make more modifications. That was how we worked night after night and day after day”

Since the founding of New China, Niu Wen went south to Sichuan with his army, that is, taking Tibetan areas
as his base of life and creation. Every year, there are less than three months and more than half a year. Now, it is
very convenient to enter Tibet with airplanes, trains and cars. At that time, it was totally different. He had to hitch
a ride by the roadside. Drivers in the wilderness mountains were afraid of hitchhikers, so they had to walk if they
could not get a ride. As a result, It took more than a month to reach his destination when he entered Tibet for the
second time. Some people commented: “Niu Wen is a tough fighter, a bit desperate!” What people do not know
is that He had found the artistic palace in his mind since he entered Tibet for the first time in 1951, with which
he had an indissoluble bond. If he was willing to devote himself to art, he would recognize his reason, and even
eight horses will not be able pulled back his decision. Niu Wen had been faced with many opportunities for pro-
motion, which would mean the end of artistic life and therefore he refused many times. In the 1950s, the Central
Propaganda Department was transferred and the order was issued, but he was in Tibet at that time and dragged
it out. In the 1960s, the Ministry of Foreign Affairs was transferred to the Chongqing Cultural Bureau and the Si-
chuan Academy of Fine Arts was transferred to the Ministry of Foreign Affairs. At the end of 1972, when we were
planning to seek innovation and change in the style of artistic creation, we were instructed by the Culture Group
of the State Council to take charge of the fine arts work. First, we couldn’t go, and then we were blamed and went
in response to the telephone call from Beijing. To work in Beijing, we must be at the top of our official career. We
shoulder great responsibility and dare not neglect it. Niu Wen visited old artists in Beijing for their willingness to
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work on the promotion, and went to various places for investigation. He drafted more than ten plans on restor-
ing the work of the China Artists Association, strengthening the development of mass art work, and restoring
the reputation of old artists. Unfortunately, in the conference under that situation, more attention was paid to
the so-called political struggle. Niu Wen’s proposed work programme was ignored and ignored. For a long time,
because of his unsatisfactory work, after many unsuccessful resignations, he resolutely left for Sichuan. It can be
seen that he was not affected by fame and wealth, he kept his love for art.

I often heard Mr. Niu Wen said: “A painter is worthy to be called as a painter only when works are made”
That’s how he warned people, and that’'s how he warned himself. Niu Wen’s works are abundant all his life. In the
process of collecting and collating materials for compiling his painting album 70 Years of Niu Wen Painting, he
has created more than 300 prints,370 comic strips,200 cartoons, nearly 1000 sketches, as well as Chinese paint-
ings, illustrations, exercises and so on in various periods, which can be described as a magnificent and endless
stream of works, among which there are many influential classics. Niu Wen was one of the main organizers and
leaders of Sichuan Artists Association. He always motivated and led the people around him with his own artistic
practice, making Sichuan prints enter a new milestone from 1950s to 1960s, producing works and producing tal-
ents. His style was unique, especially black and white prints, which had great influence in the whole country and
became a dazzling bright pearl in the history of Chinese art. At that time, in Chonggqing, Sichuan printmakers
worked and lived in a quiet and chic courtyard near the Jialing River. They met each other every day. It was like
a warm and harmonious family. I was still young, but I was impressed by the fact that they were close to each
other in their studios, and when they were free to visit, they sat down to discuss new drawings and invited their
neighbours to come and see them. In addition, they also hold periodic manuscript reading meetings to comment
on each painting, so each of their works has been carefully crafted, condensed everyone’s efforts, is the crystal-
lization of collective wisdom. Niu Wen’s individual and collective achievements are remarkable. No effort, no
harvest, pay and harvest are proportional. In a sense, this kind of pay also includes personal sacrifices, such as
neglect of family care, but as a member of our family, we understood and supported his work.

Mr. Yan Han once inscribed Niu Wen’s inscription “De Yi Shuang Xin”, which is a pertinent evaluation of
Niu Wen’s validity. In our mind, his character and character are just like an upheld mountain. In and out of the
circle, Niu Wen is well-known for his sincerity, enthusiasm, easiness and straightforwardness. Modest and unas-
suming, Niu Wen is a kind elder, who refused nobody, answered questions, responded to requests and enjoyed
it. At the beginning of the rise of farmer prints in Qijiang, Chongqing, it was in this atmosphere that Li Yili, the
organizer of farmer prints in Qijiang, and others, came to the door with fresh farmer paintings for verification.
After seeing the paintings, Niu Wen made a good case, praised them, encouraged them and introduced them in
many ways, which helped the farmer prints in Qijiang, Chongqing, step by step embark on the road of success.
Also, Gou Xingqiong was a folk paper-cut artist in Yuanda County with whom he made acquaintance in an ac-
cidental contact. Niu Wen saw the hope of paper-cut art. He encouraged and supported her to explore more and
produce more works. He also helped her hold a solo exhibition in Sichuan Art Museum. His works also partic-
ipated in the National Art Exhibition, which made an unknown folk artist achieve remarkable results. Niu Wen
cared much more about other people’s affairs than his own affairs. There were numerous exhibitions of his works,
but he had never held a personal exhibition. This could be a good opportunity to summarize and display, but he
always said: “I had no time. Let it be done by future generations.” This has always been a knot in my heart.

Niu Wen was full of innate wisdom, wit, good-spoken and joking. No matter in the committee or outside
the committee, he always spoke, he always spoke with witty words that made people laugh. People in the circle
were willing to communicate with him, because they could feel a harmonious atmosphere and its happiness and
harmony. Niu Wen was open-minded and magnanimous. No matter how difficult and dangerous things were,
he would not be alarmed and calm. Li Huanmin once told a story. In January 1957, he and Niu Wen returned to
the mainland in a military car from Lhasa. The car went to the top of Tanggula Mountain. The car broke down
at an altitude of 5600 meters and had to wait for backup. The snowstorm hit hard that night and the temperature
dropped to below 30 degrees. Five of them put on their overcoats, huddled together and covered their quilts.
They were still shivering with cold, and their trucks squeaked. At this time, when everyone was extremely de-
pressed, Niu Wen laughed and said: “If this time is over and later generations find paintings in the car, maybe

1« 1

they will open a legacy Exhibition for us!” “That’s exactly right!” everyone echoed, and the feeling of depression
ebbed away.

Mr. Niu Wen was most moved and unforgettable by the news of the opening of the Qinghai-Tibet Railway
in July 2006. On the journey to the roof of the world, the rainbow-like heavenly road changed its way in an in-
stant, and the powerful motherland realized the Tibetan people’s thousand-year expectations and the dreams of
generations. Over the years, Niu Wen has encountered many hardships and tribulations on his way to and from

Tibet. He has experienced what it means to challenge his physical and psychological limits. He has tasted the
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haze behind the splendid scenery of the snowy plateau. But for the countless experiences of life and death, hope
and swansong, he would not have realized the “gold content” of this heavenly road, nor the position of this heav-
enly road in people’s minds. At this time, a strong desire for expression and creative impulse surged in Niu Wen’s
heart, but the ruthless geriatric disease was like a big mountain in front of him. He fantasized about the heroism
and pleasure at the low mountains when he talked and laughed with Li Huanmin and Qijiadawa. He fantasized
about returning to the road of “capacity to go abroad and difficult to go to Tibet”, hoping that time would flow
back to the age of ten or twenty. He wished he would be younger. Happiness and auspiciousness in the distant
place haunted by dreams...
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Niu Wen’s Art Road
Li Qun

Comrade Niu Wen has been a leader in fine arts for many years, but he always insists on printmaking crea-
tion. Although he would squeeze time, the most fundamental reason is his love and perseverance for the cause of
printmaking creation, which could be described as “perseverance, stone carving’.

Comrade Niu Wen’s foundation is relatively shallow. However, he tried hard to believe that love is the best
motivation and is good at overcoming these weaknesses, thus making great achievements in printmaking.

A man’s career as an adult is usually related to the environment, habits and hobbies of his childhood, but
sometimes his fate is ruthless. His hobbies are like unearthed buds. Maybe the climate and rain are suitable, so the
trees are finally formed, and maybe the year of drought, and as a result they are strangled in the cradle. Comrade
Niu Wen’s childhood was in a mountainous area with backward culture, but the folk paper-cut, New Year paint-
ings, door paintings and gold decorative paintings on the cabinets... But there was no lack of appreciation. These
folk art, invisibly affected his later interest and hobbies in art. Fortunately, the buds of his childhood love of art
were not strangled in the cradle, but were later cultivated and developed in the revolutionary ranks, just as the
buds of trees met with the wind and rain and eventually became big trees.

Comrade Niu Wen was born in 1922 in a poor peasant family in Lingshi County, Shanxi Province. During the
September 18th Incident, the Japanese invaders occupied the three eastern provinces and the national crisis was
serious. Inspired by patriotism, in April 1937, he joined forces under the leadership of the Communist Party, when
he was under 15 years old. After joining the army, he became a propagandist, acting, singing, painting and any-
thing else. It can be said that he learned painting on the first day and served the revolutionary cause with painting
on the first day, although he knew nothing about the principles of art. It may seem inconceivable now, but at that
time it was for the needs of the revolution. However, this way of learning and exercising in revolutionary work has
finally brought up a large number of revolutionary literary artists born and bred in China. Naturally, once they
have the opportunity to enter art schools, they will rapidly improve their art.

Such an opportunity finally came. In 1941, comrade Niu Wen was lucky enough to enter the Art Department
of Yan'an Lu Xun Academy of Art and Literature (hereinafter referred to as “Lu Yi”), and finally got a good oppor-
tunity to sit down and study art at ease. Although the learning conditions here were not perfect and there were too
many extracurricular activities, it was a rare pursuit for Comrade Niu Wen. He learned sketch in “Lu Yi’, contact-
ed woodcarving, and gained some basic art knowledge. He also read the works of Marxist-Leninist philosophy,
political economy and Chinese and foreign literary classics that he could find at that time. In particular, Comrade
Mao Zedong’s Speech at the Yanan Literature and Art Symposium gave him a profound education. All these are
necessary accomplishments and preparations for him to engage in revolutionary art in the future.

Comrade Niu Wen officially engaged in printmaking art in the Jinsui Border Region during the War of Lib-
eration. At that time, he returned from Guo County and Dai County in Shanxi Province to participate in the land
reform work. He had rich and hot experience of revolutionary struggle life. He created Receiving Land Certificate
with high enthusiasm, and then created Measure Land. From the former to the latter, we can see Comrade Niu
Wen’s progress in woodcarving. Whether the characters in his works or the use of woodcarving knife, Measure
Land has improved significantly compared with Receiving Land Certificate. Although it is still tender and weak, it
is full of revolutionary breath of life, reflecting a new era of earth-shaking rural reform in China.

After the “Yan'an Literature and Art Symposium’, revolutionary artists in the liberated areas actively penetrat-
ed into the fiery struggle of the masses, breathed and shared joy with the masses, striving to reflect the new social
climate from life in their works, and striving to express the new era and new themes. The artist’s creation should
show the life he is familiar with, the life he is interested in and the life he feels most deeply. This is the law of real-
istic artistic creation. But in order to eulogize the people and the new era, he also has the responsibility to turn the
revolutionary struggle life of the unfamiliar masses into a familiar, interesting and deeply felt life. The production
of Measure Land is the concrete embodiment of the above artistic thoughts. Artists in today’s socialist era should
also inherit this fine tradition of art.

An artist’s creative career is the process of constantly enriching his life experience and creative experience.
The so-called life experience is the experience of how to integrate with the masses in life, how to observe life, how
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to collect creative materials, and how to find extraordinary creative subjects in ordinary life; The so-called creative
experience is how to turn life into art, how to concentrate on summarizing the experience highlighting the theme.
Comrade Niu Wen, in the Jinsui period, was the beginning of accumulating life experience and creative experience,
which was related to the future development. It should be said that Comrade Niu Wen’s experience in Jinsui period
laid a good foundation for his later creative career.

After the founding of the People’s Republic of China, Comrade Niu Wen transferred his work from Jinsui Bor-
der Region to Sichuan Province. In order to make his works more pioneering, he decided to use Tibetan areas as
a new base for creation and to reflect the new life, destiny and hope of the Tibetan people after liberation with his
woodcut works. This idea was very good, but it also gave him a task of changing unfamiliar life into familiar life, life
of interest and life of the deepest feeling. It was not an easy task to accomplish this task because he was not familiar
with Tibetan people’s feelings and language. It was not easy for him to get close to the masses because of various
factors before the democratic reform. Therefore, it was extremely difficult to accomplish this task.

But Comrade Niu Wen did not retreat from this arduous task. Since the 1950s, he and Comrade Li Huanmin
had traveled to and from Tibet and the Tibetan Autonomous Region in Sichuan for more than ten times. Every
year, he stayed there for at least 3 months and as long as half a year. After several years, he had finally become famil-
iar with the Tibetan working people and their living habits and thoughts and feelings.

But familiarity is one thing. What should we do to translate life experience into works of art? How to behave?
Another thing, is it expressed by the combination of revolutionary realism and revolutionary Romanticism? Or is it
expressed in the way of critical realism? When Comrade Niu Wen and Comrade Li Huanmin learned the darkness
of Tibetan serfdom society and its cruel facts, they were shocked and filled with sympathy for Tibetan people’s mis-
erable life. At this time, Comrade Niu Wen’s original creative ideal met the ruthless wall of reality, and there were
contradictions. Is it to expose the darkness of serfdom in Tibet, or eulogize the brightness of the Tibetan region? If
we want to expose the darkness of Tibetan serfdom or depict the backward life of the Tibetan people, the subject
matter is just a handful of words and scenes, and if we eulogize it, it will be like gold panning in the sand, which is
extremely difficult. But after thinking, they decided to eulogize the light.

Comrade Niu Wen said in his article Talking about Li Huanmin’s Print Creation: “In the early 1950s, in terms of
the situation in Tibet and Tibetan areas, it was not appropriate to create exposing works. We could only seek light
in darkness and praise it. At that time, although serfdom had not yet been touched, after all, the PLA came to Ti-
bet and the Party’s sunshine had shined on the Kang-Tibet Plateau, which would inevitably bring about many new
changes in real life. There was a realistic basis for the creation of works praising the bright future” Under this cir-
cumstance, Comrade Niu Wen has created such works as Freshmen of Peking University, Beside the Road of Kang-Ti-
bet and Herdsmen on the Grassland to praise the light. I think it’s right to do so.

Art, whether the author intends to or not, always plays a propaganda role, especially for foreigners. In reality,
there are light and darkness, advanced and backward. Because of different political standpoints, some foreigners
welcome works that extol light and depict new things, while others like paintings that expose darkness and depict
backward life. As an artist, of course, we should never lie, but the choice of eulogizing the light and exposing the
darkness is related to the author’s political accomplishment and artistic thought. But I would never advocate that in
the special period of the “Gang of Four’s dark rule”, artists should eulogize the so-called light, which means lying.
However, as a socialist China, under normal circumstances, especially when the policy practice of the Party Central
Committee has proved to be correct, shouldn’t we praise the bright? Should we not publicize to foreign countries
the new life and new ideological outlook of our people? But it still seems to be a question worth discussing.

Before Tibet’s democratic reform, Comrades Niu Wen and Li Huanmin advocated praising the bright future,
and they did so, not lying. After the democratic reform, the Tibetan people turned over completely under the lead-
ership of the Communist Party, and went from a serfdom society to a socialist society. In reality, the bright side
expanded, the dark side narrowed, and the Tibetan people were liberated politically and economically. Comrade
Niu Wen witnessed these changes and was extremely excited. He eulogized with enthusiasm the new life, destiny
and hope of the Tibetan people. Thus produced his very mature works, such as Auspicious and Happy Everywhere
Brocade and Oriental Red Sun Rising (also known as Happy Tibetan Children). These two woodcarvings are novel
in conception and description, vivid and beautiful in character, fluent and powerful in knife technique, smooth in
black and white processing, elegant and concise in color set, and have reached a higher level. To be honest, some
people’s works are not bad in a certain political climate, but after ten or twenty years, they become unsustainable.
However, Comrade Niu Wen’s two works can still withstand deliberation after a long period of time. The reason for
this is that it has not only ideological, but also high artistic and aesthetic value.

Art should not serve politics mechanically, let alone become a slave to politics. But as an artist in the socialist
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era, it is still valuable to be politically sensitive to life. Otherwise, we can’t see the meaning of the times from the
ordinary life. Auspicious and Happy Everywhere Brocade is a work which Niu Wen saw women scattering gray pic-
tures on the ground in the streets of Lhasa. He wished for a good harvest and good luck in the coming year. After
that, Niu Wen finished it through a long period of artistic conception and processing. In this picture, the author
gives a brand-new meaning to the ancient customs: expressing the joy of the Tibetan people turning over after
the democratic reform; expressing the Tibetan people’s feelings of creating a better life under the leadership of the
Party as the master. It symbolizes the Tibetan compatriots who smashed the shackles and want to draw the latest
and most beautiful picture on this poor and white land—the bright prospect of socialism.

The Oriental Red Sun Rising was inspired and created by Comrade Niu Wen when he saw children singing
and dancing in nurseries in Aba Tibetan Autonomous Region in Western Sichuan. Comrade Niu Wen thought
that Aba’s today would become the whole Tibetan region’s tomorrow. Therefore, through this ordinary theme, he
could create works that are much more than just describing the life of nurseries.

The above two woodcuts have political implications. They all require art to serve politics. Art came into being
in the “left” era of politics. However, they are not political preaching works that illustrate politics. They are new
flowers that the author cultivates from the sense of life and the soil of life.

After “ten-years of turmoil”, Comrade Niu Wen picked up his carving knife and plowed his long-deserted
woodcut garden. But at that time, the art of extreme “left” trend of thought was already clearing, but blindly fol-
lowing the fashion of modern Western European art was rather popular. Comrade Niu Wen said at a conference:
“We can’t always beg for food with a golden bowl” He also said: “It would be great if anyone could combine Chi-
nese folk art with Western art organically and create works of art with both Chinese and contemporary character-
istics” This is not only what he said, but also what he has been doing in recent years. He did not follow the path
of printmaking to sketch, so it is easy to reduce the characteristics of printmaking itself, but difficult to play its
creativity. He plunged into the folk art of our nation and tried to innovate. In recent years, he created New Expe-
dition of Grassland, Fragrant Grassland, Rising Sun, Horse Racing and so on, which are the practice of this artistic
thought.

I think an artist should constantly explore and innovate his creation, so as to realize that “Just as the weary
traveler despairs of finding a road, Look! A village appears and the shade of willows and riotous flowers beckon”,
which will make people feel that he is advancing, he is developing, rather than being self-confident and dead. Ex-
ploration is experiment, just like scientific experiment, it will not succeed in one experiment. Comrade Niu Wen
said: “If the experiment fails, don’t lose heart. If you persist in doing it, you will have the hope of success”

His above works are mainly exploratory experiments in form. Although they can not be said to have been
very successful and perfect, they make people feel the novelty of form and the elegance of lines. Their flavor is
rich in national characteristics. The whole picture has a fresh, elegant style and a bright and beautiful appearance.
Therefore, these woodcuts are loved by Chinese people and international friends.

These works created by Comrade Niu Wen are the result of learning from Hui School woodcut in Ming and
Qing Dynasties. Hui school printmaking is a kind of duplicate printmaking, but its delicate, round, meaningful
and graceful engraving is well-known in the history of Chinese printmaking. Unfortunately, it has never been val-
ued by Chinese woodcut artists. Niu Wen, however, was interested in it and favored it. He studied the black and
white relationship of those prints and the use of lines in Tang Dynasty paintings. His ideal was to create bright,
fresh, beautiful and elegant works. For this reason, we must abandon the light and dark sense and stereo sense of
the body, transform the shape, and achieve a certain degree of exaggeration and deformation. He has been to Xish-
uangbanna, where women’s clothes are also of interest to him. These are the artistic conceptions that Comrade Niu
Wen pursued in exploring and experimenting, thus creating woodcarving with national characteristics and new
styles. These works not only make people feel that there are exotic flowers in China’s new printmaking garden, but
also show that we should not “beg for food with a golden bowl”.

Unfortunately, up to now, there are still many people in the Chinese art circle who do not know enough about
the independence of the great Chinese nation’s art, whether in understanding or in creative practice.

Comrade Jiang Zemin pointed out in October 1996 that: “Only when a nation strives to develop its economy
and maintains and develops its own national cultural characteristics, can it truly stand on its own in the world’s
national forest” This passage is very important. I think we should never be dependent on others under the slogan
of learning foreign countries.(Of course, no one opposes learning foreign good things. The question is what to
learn and how to learn.) Premier Zhou has long put forward that: “Learning foreign countries should be based on
our own.” Therefore, we should have our own national characteristics. I think every Chinese artist should have this
theoretical understanding. Otherwise, it would be difficult for him to create works of art with Chinese style.
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Although Comrade Niu Wen has entered the ranks of the old printmakers, he is still energetic and has an ever-
lasting fighting spirit. He believes that he will make new achievements in his efforts to create national artistic char-

acteristics in the future.

(Originally published in Li Qun Art and Literature Review Collection, Beiyue Literature and Art Publishing
House,2000)
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Realistic Principles and Romantic Feelings— On the Printing Art of Niu
Wen

Kang Ning

Hand in hand, a group of Tibetan children took a tender, stretching and happy step, fading the bitter shadow
of former slave descendants, showing a sweet smile. They danced in a circle, with a young Tibetan female teacher
playing a piece of Oriental Red. The pictures are relaxed, stretching, simple and full of rhythm. Meanwhile, they
are full of the unique romantic feelings of Chinese folk art. This is Mr. Niu Wen’s printmaking Oriental Red Sun
Rising in 1959. In 1965, Shanghai People’s Fine Arts Publishing House published a series of pamphlets entitled In-
troduction to Fine Arts Works. In the second volume, there is Mr. Niu Wen’s work. At that time, I was a junior high
school student. I just had a strong interest in painting. In the small bookstore in the county town, I bought this
album with my saved allowance of twenty-four cents. Among them, this picture of the Oriental Red Sun Rising im-
pressed me deeply, although I could not really understand all the artistic connotations of it at that time. It was the
first time that I known Mr. Niu Wen from his works. Thirty years later, this little picture album is still treasured on
my bookshelf.

True art transcends time and space. After filtering and accumulation of time, it still shines. Thirty years later,
when we look at this work, we cannot help but be moved by its simple, natural, warm and harmonious artistic lan-
guage. The conventional three-dimensional perspective relationship is deliberately weakened here, which strength-
ens the planar composition. The circular composition has a very strong decorative effect and is extremely natural
and vivid, without the feeling of far-fetched fabrication. Fifteen children tread on a harmonious rhythm, and each
character shape has subtle changes and different characteristics, black and white alternate changes, adding to the
rhythm of the picture. The female teachers who play the piano are in the central point of view of the picture, with
dignified and natural shapes. The whole painting is succinct, lively and fluent with knife. The use of round-edged
knife shows the artist’s skilled technique, decisive, agile wisdom and full of unrestrained artistic enthusiasm. It
completely abandons the description of the specific background, thus making the theme more concentrated, con-
cise, more typical and generalized, and sublimating this ordinary scene of happy singing and dancing to the direct
expression of the author’s subjective feelings. Here I also want to talk about the blank area of the picture, that is,
the treatment of the residual knives in the center and the lower left corner is very wonderful. These carefully pro-
cessed knife marks greatly increase the vivid atmosphere and the sense of momentum and rhythm of the picture.

Mr. Niu Wen devoted himself to the revolution in the 1930s and began to create woodcut in the 1940s. His
early works, such as Receiving Land Certificate, Defending Yanan, Hearing the Victory News and Training Soldiers,
reflect his fiery struggle and life in the torrent with great political enthusiasm. Because he lived in the mountain-
ous countryside in his childhood, the edification and influence of folk art such as paper-cut, New Year paintings
and door paintings in the countryside made his works not only have a serious and definite theme, but also reveal
the influence of concise, lively, enthusiastic and optimistic spirit of Chinese folk art from time to time. This ro-
mantic spirit of Chinese folk art has been running through Niu Wen’s realistic artistic creation. We can clearly feel
it from his works of various creative periods.

From the 1950s to the mid-1960s, printmaking in Sichuan gradually formed a strong and United creative
group. During this period, artists created a large number of excellent prints, which pushed Sichuan printmaking,
especially black and white printmaking, to a peak and had a great impact on the whole country. They stood side by
side with Heilongjiang set-color printmaking and Jiangsu watermarking printmaking at that time. In this creative
group, Niu Wen’s artistic style is obviously unique and full of personality.

In the early 1960s, black and white prints of novel illustrations of Red Rock, which were collectively created
by Sichuan Artists Association, had a great impact on the whole country. In this set of paintings, Niu Wen made
two pictures, namely Victory and Dream of Little Radish Head. Victory is symbolic and moral. Full composition,
simple, concise, smooth knife method, simple contains high passion. Particular attention should be paid to the
handling of the background of this work. The planar, holistic and generalized figure shape and the fluttering red
flag are in good contrast with the gray composed of flowing lines carved with small rounded knives. They are har-
monized, unified and have a strong sense of rhythm and convey a surging mood and momentum. What are the
grey lines and knife marks? Is it wind? Is it a cloud? Is it fire or smoke? Maybe they are nothing, or all of them. It
is this kind of non-deterministic and non-concrete treatment that makes it abstract, divorced from and transcend-
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ed specific scenes and events, and the depiction of specific people and objects, which sublimates the theme of the
work, becomes a deeper and broader symbol and implication, which is the embodiment of the author’s passion and
ideals, spirit and feelings. This way of handling appeared in Niu Wen’s early and late works, especially in later works
in the 1980s and it became a conscious and active application and pursuit.

Niu Wen’s another work, Dream of Little Radish Head, for illustrations of Red Rock, has a stronger subjective
color. Today, we may say that it has some surrealist elements. Of course, this is consistent with the theme and con-
tent of the works. The expression of Little Radish Head’s dream in prison coincides with the author’s personality,
romantic spirit and bold exaggerated methods and rich imagination drawn from folk art. In a dark cell, the door
is locked by a huge iron lock. Two vultures, symbolizing the dark forces, stare fiercely at an isolated prisoner... The
work profoundly embodies the interweaving of despair and hope of the young weak under the shadow of darkness,
and places the author’s heavy thinking, concern and sympathy on it. The composition of the picture also uses ex-
tremely full congestion to increase the sense of depression. In terms of handling techniques, trees, houses and so
on, we have boldly absorbed the modelling methods of folk art. In the whole set of illustrations of Red Rock, Niu
Wen’s two works are quite unique in style. Judging from the two paragraphs he chose, we can also see that he is
looking for themes that are consistent with his personality and temperament, so as to achieve harmony and unity
between content and form.

The unique character of Niu Wen’s artistic creation lies in his integration and maintenance of his own romantic
temperament, bold exaggeration and rich imagination under the premise of adhering to the realistic creation meth-
od. In the way of expression, he dares to break the limitations of specific events, plots and scenes, and incorporates
some abstract expressive factors into realism, thus making his works have more profound content and unique per-
sonality strength. In the same period, Niu Wen also had a large number of works, such as Auspicious and Happy
Everywhere Brocade, Brocade Flower Slope, Southern Letter and Snatch Gun, which also reflected his creative princi-
ples.

After the “ten-years of turmoil’, especially the spring breeze of emancipating the mind and reform and opening
up has blown all over China. Niu Wen has rejuvenated and aroused a strong desire for creation, which was beyond
control and has created a large number of brand-new works. This is another peak period in his printmaking ca-
reer. Some critics call it “Huajia Reform”. The works of this period, from Fragrant Grassland , New Expedition on
Grassland, Rising Sun, Spring Thunder to Horse Racing, and New Road, poured out one by one from the tip of his
pen. In the form of expression, we should change the way of contrast between black and white and light and shade
in earlier works, and emphasize the expression of lines more, mainly line, supplemented by the slightly decorative
black-and-white changes of local plane, which gives people a fresh impression. This is a breakthrough in Niu Wen’s
long-term study of Chinese traditional art, drawing on the nutrition of national folk aesthetics, and creating his
own artistic expression language. The picture is fresh and elegant, bright and beautiful. He drew the essence from
the line carving art of Hui Style woodblock print in Ming and Qing Dynasties, and injected himself into the artistic
creation of his “line” research and experience results in Chinese traditional painting, thus forming strong national
characteristics and distinct personal style. Many scholars have already discussed this point. Here, I want to do a lit-
tle more superficial analysis from another angle.

First of all, Niu Wen, through his long-term creative practice, has a deeper knowledge and a more profound
understanding of the principles of realistic creation, expanding the field of expression of realistic creative methods.
In the past, our understanding of the realistic creative method of “truly reproducing the typical characters in the
typical environment” was mostly confined to the specific narrative expression of objective events, specific characters
and plots, neglecting or even obliterating the exertion of artists’personality, which was a general tendency in the
field of literary and artistic creation in China at a certain stage. Niu Wen’s early works, such as Measure Land, Hear-
ing the Victory News, which were created in Jinsui Border Region, and his works, such as Return of Learning Medi-
cine, Freshmen of Peking University, and When the Good News of Peaceful Liberation of Tibet Reached the Kang-Tibet
Plateau, reflect the Tibetan people’s life after the founding of New China, in order to eulogize the torrential tide of
revolution and the fiery life with full enthusiasm, and express the new events in the process of social change. Mate-
rial, propaganda of the Party’s principles and policies, solidarity with the people, had a very good social impact. His
works are acknowledged to be excellent in that historical period. However, the works of this period mainly focus
on the events, characters and social problems and phenomena experienced by the people around them. They are
expressed through specific scenes and plot descriptions. They also rely more on the choice of “theme” to determine
“theme”. In terms of expressive techniques, they also pursue more objective, real and direct ways of simulating re-
ality, or stay more on the intuitive expression of literary forms. In the 1980s, Niu Wen’s works concentrated on his
exploration and Reflection on aesthetics and artistic form language. At this time, he had a deeper understanding of



78 ] ¢ SEARANE dnSURURI SR I 2R 51 - 4-3C

“self” in artistic creation, developed “self” and boldly strengthened the artist’s unique artistic feelings in artistic
creation. The works of this period have diluted the plot and narrative, the description of specific scenes and details,
the selection of “subject matter”, and even the typical description of the specific personality characteristics of the
characters. They have focused more on emphasizing the overall “emotion” and “momentum”, “rhyme” and “spirit”
of the picture. Here, it should be noted that “dilution” does not refer to the theme of the work. The theme of Niu
Wen’s artistic creation has always been very clear, that is, eulogizing the revolutionary cause, praising life, pursuing
truth, goodness and beauty and criticizing ugliness. Niu Wen is an artist with poetry temperament. He has a keen
sense of beauty in life. Since the early 1950s, he determined make Tibetan areas the base of his creation. It can be
said that his works record the image course of Tibetan people in various historical periods after liberation. But
unlike those painters who go to Tibet with curious eyes to search for “barbarism”, “primitiveness”, “bitterness” and
“heavy” feelings, his characters are full of beauty, an idealized poetic beauty. He did not deliberately emphasize
poverty and ignorance, hardship and heaviness in life. His works are full of light and hope, which is inseparable
from the romantic feelings in his personality. It is also the spiritual expression of his open-minded and confident
love for life and the sincere feelings of the Tibetan people. In his works of this period, he avoided the intuitive
narrative description and focused on the pursuit and expression of “beauty” and on the research and exploration
of the ontology of artistic language. Through the purification of artistic language, the theme of the work can be ex-
pressed more profoundly. Perhaps it can be said that Niu Wen has gradually turned from the past “mission” crea-
tive process to “art” itself. This is a long process of pursuing the unity of content beauty and form beauty to achieve
harmony and integrity. It should be said that Niu Wen has never stopped exploring artistic language since his early
creation, but the exploration has changed from an instinctive response to a more conscious and active pursuit and
grasp. From learning the skills of Western woodcut, and drawing on the nutrition of Chinese folk art and studying
the essence of Chinese traditional culture and art, Niu Wen sticks to the traditional Chinese art and folk art world.
He created a pure world, a beautiful world, a simple world with the combination of fresh, meaningful and smooth
lines, the national and folk decorative black and white contrast, with different patterns and color blocks as well as
highly dynamic and expressive knife method.

It is also worth mentioning that Niu Wen, in the process of devoting himself to the exploration of artistic lan-
guage innovation in this period, gradually consciously, purposefully and actively refined an abstract factor into ar-
tistic language symbols into his own creation. Some of the works mentioned above, such as Oriental Red Sun Ris-
ing, and Victory, have already shown such a tendency in virtualization and treatment of the specific environment
and background. Others are the treatment of the background in the Auspicious and Happy Everywhere Brocade
created in the 1950s. The patterns painted by Tibetan lime on the ground have been intensified and exaggerated
in a large area. The visual tension and impact are no longer acceptable to the reality of the specific plot. Here, as a
linguistic symbol, patterns have been transformed into spiritual symbols of Tibetan people’s longing and hope for
life. In the same period of Jinhua Slope, vegetable beds, ridges, crops and ditches on the hillside were summarized
and refined into different movements composed of changing and flowing lines, points, blocks and knives, while
the authenticity of the specific scene was less important. Compared with his earlier tendency to pursue reality,
objectivity and imitation in Tibetan landscape prints, this was obviously a great progress in drawing lessons from
folk art forms and exploring artistic language. By the 1980s, Niu Wen’s exploration in this field had become a con-
scious and active pursuit and grasp. In Fragrant Grassland , heaven and earth are integrated, and what impacts our
vision is the flow and rhythm of lines. In Spring Thunder, the gray, which is full of full-width and with carefully
carved lines in highly dynamic knife technique, is grassland, but not concrete grassland. It has a very harmonious
and contrastive relationship with the characters with extremely interesting and dynamic characteristics. It brings
an unspeakable emotion and momentum to the audience, and makes people feel the author’s delicate and rich
emotional declaration in the depth of his heart, and also felt the mystery and rhythm of life of Tibetan grassland.
The background of grey lines in Rising Sun and Horse Racing is difficult to determine whether it is grassland or sky.
They are more integrated with the lines, clothing and patterns on the characters, forming the rhyme and rhythm
of the whole picture. The brick pavement, road signs, stars and moonlight in the background of New Road are jux-
taposed, not to mention the real reproduction of specific scenes, locations and environments. It can be considered
that they enter the picture as abstract linguistic symbols. It is this abstract, non-specific and non-objective treat-
ment that enables the appreciator to have more opportunities to imagine and play in the process of appreciation. It
also enables the work to transcend specific limitations and have a deeper spiritual connotation, making the deep-
ening of the theme possible. It greatly strengthens the rhyme and rhythm of the work as a whole, the expression
of the author’s subjective feelings, the unique aesthetic value of knife organization in woodcut printmaking, and
the appeal of the unique artistic form of knife and woodcut to a greater extent, which makes the artistic language
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more pure. In my opinion, this is an important achievement of Niu Wen’s artistic creation exploration in this peri-
od.

In his creation, Niu Wen also made great efforts to explore the new concept of printmaking color scheme. The
principle of color treatment in national folk painting is creatively, proportionately and appropriately applied to
black-and-white composition, breaking the general concept of color-matching printmaking, using simple and eco-
nomical colors, and playing the wonderful role of finishing the painting. The sun in Rising Sun and the treatment
of red, yellow and blue in the costumes of the characters in Horse Racing are very full, rich and not vulgar. They are
really very original and vivid.

In the late 1980s, Niu Wen created a number of black and white woodcut works of opera characters, absorbed
the nutrition of folk paper-cut, New Year paintings and shadow play, and continued his persistent exploration and
pursuit in expression methods and artistic language. Through these works, we can feel his constant concern for
social reality and strong sense of responsibility and mission. We can also see his love for Chinese traditional drama
culture, and he learn from it constantly to enrich and create his own artistic language. In his works, the characters
in ancient operas are a kind of sustenance for him to express his passion, ideals and spirit.

As a pioneer of new prints from the revolutionary war, Niu Wen is first and foremost a realist artist. He always
adheres to the creative principle of realism, insists that life is the source of creation, adheres to the direction of art
for the masses of the people. With the development of the times, and with the constant exploration and experience
of art, he gradually found and improved himself, in his own personality characteristics. His bold and rich imag-
ination was shaped by his romantic feelings and nutrition gained from national folk art. These gradually became
the main theme of his artistic creation, forming his unique style and appearance of pursuing and creating beauty.
In artistic language, abstraction and representation are combined, and the use of abstract factors is emphasized in
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concrete description. Pursuing the overall “feeling” and “momentum’, “spirit” and “rhyme” of the picture, a large
number of excellent prints with national and folk characteristics, as well as modern spirit and characteristics of the
times have been created.

Mr. Niu Wen is a revolutionary. He never forgets his responsibility and ideal. He is also a tireless explorer who
never satisfies in art and never stops. Mr. Niu Wen is also a generous, kind and approachable elder, who spares no
effort to support, care for and help young people on learning. He has long been the organizational leader of Sichuan
Artists Association, and has many young artist friends. He has devoted a lot of labor and effort to training and
bringing up young artists. A few years ago, when I talked about the contribution of the older generation of Sichuan
printmakers to the development of Sichuan printmaking, I said: “Our generation has grown up on the basis of their
nutrition” Mr. Niu Wen is an old printmaker we respect. We sincerely wish Mr. Niu Wen a long and healthy life and
keep his artistic youth forever.

(Originally published in Modern Artists, No.1,1997)
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Foreign Countries, Homes and Communities—An Interpretation of Ti-
betan Prints in Niu Wen

Zou Jianlin

Minority theme is an important aspect of New China’s fine arts. It is generally used to express the theme of
“national unity”, but it is not limited to this theme. In the history of New China’s fine arts, Sichuan and Chongging
are the areas where ethnic minority paintings are concentrated. The representative painters are Niu Wen and Li
Huanmin, and later Qijiadawa, Xu Kuang and A Ge. Interest in ethnic minorities extends even to local paintings
in the 1980s. It can be said that the ethnic minority theme works from 1949 to 1979 constitute the “prehistoric” or
hidden resources of Sichuan local painting. So why do painters in Sichuan have a special preference for minority
themes? Are they merely expressing the theme of “national unity”? This paper attempts to take Niu Wen as an ex-
ample to examine the relationship between ethnic minority paintings and their historical context.

1. Origin

Niu Wen is from Shanxi Province, came to Chongqing in 1949. His earliest works on ethnic minorities were
written in 1952 When the Good News of Peaceful Liberation of Tibet Reached the Kang-Tibet Plateau (in coopera-
tion with Li Shaoyan; hereinafter referred to as Good News). At that time, he and Li Shaoyan were both art editors
of Chongqing Xinhua Daily.

From a nationwide perspective, the performance of Tibetan theme by Chonggqing painters not only started
early, lasted a long time, but also created many works, which was related to the geographical location of Chong-
ging. In the early days of the founding of New China, Chongqing was the seat of the Southwest Bureau of the Cen-
tral Committee of the Communist Party of China. The Southwest Bureau has undertaken the important task of
liberating Tibet. Because the painters in the cadre system of the Southwest Bureau not only had their convenience,
but also had a serious political task in expressing the liberation and construction of Tibet.

The group of Chongging painters mentioned here mainly refers to several painters in the fine arts group of
Xinhua Daily: Li Shaoyan, Niu Wen, Li Huanmin, Tan Xuekai, An Lin and so on. Xinhua Daily is the official news-
paper of the Southwest Bureau. Although it follows the name of the famous newspaper published by the Commu-
nist Party of China in the Kuomintang-controlled area during the War of Resistance against Japanese Aggression,
it differs greatly in organizational structure and personnel composition. The Xinhua Daily was first published in
Wauhan in 1938 during the War of Resistance against Japanese Aggression. Zhou Enlai invited the Kuomintang
elder Yu Youren to write a headline. In the winter of the same year, Wuhan was occupied and newspapers were
transferred to Chongqing. In 1947, the Kuomintang authorities ordered the suspension of publications. Newspa-
per staff were forced to evacuate to Yaman. In 1949, the Southwest Bureau was established, and its organ newspa-
pers were also being prepared. Earlier, Deng Xiaoping had asked Mao Zedong to write a headline at a meeting in
Beijing. After the staff of Xinhua Daily reported to the Southwest Bureau, Deng Xiaoping gave them the headlines
inscribed by Mao Zedong and ordered them to follow the Third Corps marching towards Chongging.

At the beginning of the publication of Chongqing Xinhua Daily, the cadres were mainly composed of three
parts: the former Jinsui Daily, the former Xinhua Daily and the Southwest Service Corps Press and Publishing
Squadron. The latter was a group of journalists recruited from Shanghai, Nanjing and other places. Among them,
the former Jinsui Daily had more staff, and Niu Wen and Li Shaoyan belonged to this group.

The predecessor of Jinsui Daily is the Counter-Japanese War Daily, which was founded on September 18,1940
and renamed on July 1,1947. It was the official newspaper of the Central Jinsui Branch. On April 2,1948, Mao Ze-
dong met with editors of Jinsui Daily in Xing County, northwest Shanxi Province, and made important comments
on news work. This is the famous Talk to the Editors of Jinsui Daily, which was included in Selected Works of Mao
Zedong. On May 1,1949, the final issue of Jinsui Daily, the staft of the newspaper moved to Linfen in Southern
Shanxi with the Jinsui Branch Bureau to study intensively, prepare to take over the Kuomintang’s Central Daily
and mop up the newspaper, and set up Xinhua Daily. In early October, under the leadership of Zhang Ziyi, for-
mer Minister of Propaganda Department of Jinsui Branch Bureau, and Chang Zhiqing, former president of Jinsui
Daily, some of the personnel traveled to Western Hunan via Shijiazhuang, Zhengzhou and Wuhan from Linfen
to accompany the army to Chongqing. Each unit arrived at Haitangxi on the South Bank of the Yangtze River in
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Chongqing on December 4 and 5, and joined the city in a unified formation on December 6.

The new Xinhua Daily was first published on December 10,1949. After the launch of the publication, a telegram
was received from the Ministry of Propaganda and Publicity that the Xinhua Daily has been published in Nanjing.
It was suggested to use the name New Southwest Daily instead. On December 11, the Propaganda Department of
the Southwest Bureau, in accordance with Deng Xiaoping’s instructions, sent a reply to the propaganda department,
stating that the telegram of the Propaganda Department of the Southwest Bureau was received only on December
11, and that the newspaper had been published on the 10th. Considering that Xinhua Daily had been deeply im-
pressed by Chongqing readers, Comrade Deng Xiaoping had agreed to write the headline when he went to Beijing
and “renamed for fear of bad influence” On December 15, the Ministry of Propaganda and Publicity responded and
agreed that the newspaper should not be renamed. Later this newspaper was called Chongqing Xinhua Daily.@‘

Niu Wen, born in 1922 in Lingshi, Shanxi Province, joined the army in 1937 and was admitted to the fifth class
of the Art Department of Yan'an Lu Xun Academy of Art and Literature (hereinafter referred to as “Lu Yi”) in 1941.
In 1943, due to the tension of the war, Yan’an “Lu Yi” was terminated in advance and assigned to the Battle Theatre
Society of 120 Division of the Eighth Route Army, editing the Battle Pictorial and participating in literary and ar-
tistic performances. In 1945, he was transferred to the People’s Pictorial under the Counter-Japanese War Daily in
Shanxi-Suiyuan Border Region as an art editor. In 1946, the Counter-Japanese War Daily was renamed Jinsui Daily.
After the final issue of Jinsui Daily, Niu Wen accompanied the army to Chongqing and joined the fine arts group of
Xinhua Daily. Li Shaoyan was the head of the fine arts group and Niu Wen was the vice-chairman of the fine arts
group. Shortly afterwards, Tan Xuekai, a former teacher of Sichuan Provincial College of Art, and An Lin, a student,
were recruited to the Art Group of Xinhua Daily. In February and August 1951, Li Huanmin and Song Guangxun,
who graduated from the Central Academy of Fine Arts, were also assigned to the Art Group of Xinhua Daily. In ad-
dition to some other art cadres who were recruited and mobilized, “the Art Group of Xinhua Daily actually became
the leading body of the Communist Party in the art circle in the southwest region at that time”®.

In March 1953, the first Cultural Congress of Southwest District was held in Chongqing. The Southwest Dis-
trict Artists Association was established. Li Shaoyan was elected as the executive vice-chairman and presided over
daily work. Niu Wen was appointed Secretary-General. In June 1954, the administrative organs of the major re-
gions of the country were abolished. On August 31, Chongqing Xinhua Daily, as a large regional newspaper, also
completed its historical mission, renamed Chongging Daily. The staff of the fine arts working group of Xinhua Daily
continued to stay in Chongqing, specializing in the work of the Southwest Artists Association. As the National As-
sociation of Artists of China was renamed the China Artists Association in October 1953, the Southwest District
Association of Artists was renamed the Chongqing Branch of the China Artists Association. The venue of the Asso-
ciation was relocated from Xinhua Daily House in the city center to No.24 in Huacun, a suburb. The positions of Li
Shaoyan and Niu Wen remain unchanged.”

During the work of Chonggqing Xinhua Daily, the task of Li Shaoshan and Niu Wen was to cooperate with the
policy to produce woodcut illustrations. For example, in the second half of 1950, the Southwest Bureau launched a
campaign against banditry and hegemony, rent reduction and remand in the countryside. From August to Septem-
ber, Xinhua Daily published Niu Wen and Su Guang’s long comic book Never Die, which exposed the evils of the
feudal land system, and later published a book. During the anti-town movement in 1951, Xinhua Daily published
Niu Wen, Tan Xuekai, Su Guang and Li Shaoyan’s comic strip Yi Guan Dao Harmed My Family. In February 1951,
during the War to Resist U.S.Aggression and Aid Korea (DPRK), Xinhua Daily serialized Niu Wen, Li Shaoyan, Tan
Xuekai and An Lin’s comic strip How was My Daughter Deceived?. In February 1952, Xinhua Daily serialized the
painting History and Painting of the Emperor’s Invasion of China, which was co-authored by Li Shaoyan, Niu Wen,
Su Guang and Tan Xuekai.

Niu Wen’s Tibetan prints were produced under this background. His first trip to Tibet with Tan Xuekai on
October 1951. At that time, Tibet had just been peacefully liberated. On May 23,1951, The Agreement Between the

(D See Peng Yu, Sun Xiazhen, Guan Jifen, Southwest Xinhua Daily Editorial Board Editor, A Brief History of Southwest Xinhua Daily,
Chongging Publishing House, 1995, pp.1-7.

(2 Ling Chengwei, Ling Yan, History of the Development of Emerging Printing in Sichuan, Sichuan Fine Arts Publishing House, 1992,
p-131.

(3 See Ling Chengwei, Ling Yan, History of the Development of Emerging Printing in Sichuan, Sichuan Fine Arts Publishing House,
1992, pp.131-132.
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Central People’s Government and the Tibetan Local Government on Measures for the Peaceful Liberation of Tibet (i. e.
the 17-Article Agreement) was signed in Beijing. Good News is the result of this trip to Tibet. In a 2008 autobiog-
raphy, Niu Wen recalled that: “When the Good News of Peaceful Liberation of Tibet Reached the Kang-Tibet Plateau
was a work created by Comrade Li Shaoyan and me in 1952. I remember that when I came back from the experi-
ence of life in Tibet, I made few suggestions and cooperated with each other, so we striked an instant chord with
each other. I have sorted out the material of experiencing life in Tibetan areas, put out the conception and sketch
of the picture. We discussed together and finalized it. The work was finished with a few words and a knife to the

wood”®

2. Tibetan areas

According to the chronological statistics attached to the book 70 Years of Niu Wen Painting, from 1951 to
1979, Niu Wen went to Tibetan areas 14 times, basically with Li Huanmin. The details are as follows:

Sequence Number Time Destination
1 October 1951 Tibet
2 Spring and Summer,1952 Tibet
3 March-August 1953 Garzé (Tagong Township)
4 March-June 1954 Garzé
5 February-August 1955 Aba
6 September 1956-February 1957 Tibet
7 April-September 1957 Aba
8 February-August 1958 Aba (Erya, Barkam County)
9 September-November 1960 Aba (Ruoergai)
10 May-September 1961 Aba (Ruoergai)
11 June 1962 Aba (Ruoergai)
12 September 1963 Aba
13 September 1964-February 1965 Tibet
14 March-June 1979 Aba

As can be seen from the table above, Niu Wen went to Tibetan areas mainly in three places: Garzé, Aba and
Tibet. According to the traditional Tibetan saying, the area where they live is divided into three parts: upper Ali
Sanwei, central Weizang Siru and lower Duokang Liugang. Ali is the most mountainous area to the west of Tibet.
The area with Lhasa as the center radiating southward is called Wusizang, which was renamed Weizang after the
Qing Dynasty. The eastern part is Wei, also known as Qianzang, with Lhasa as the center; the western part is Tibet,
also known as Houzang, with Shigatse as the center. In fact, Duokang Liugang includes two dialect areas: Amdo
and Khams. Amdo pointed out the grassland area north of Nyainqéntanglha Mountain, mainly in Qinghai. Khams
refers to the Hengduan Mountains in the southeastern part of the Qinghai-Tibet Plateau, including Garzé and Aba
autonomous prefectures in Western Sichuan, Changdu in Tibet, Diging in Yunnan and Yushu in Qinghai. Khams

(D 70 Years of Niu Wen Painting Editorial Board Editor,70 Years of Niu Wen Painting (Part I), Sichuan Fine Arts Publishing
House,2012, p.121.
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means “frontier” in Tibetan. The administrative divisions of the past dynasties are also roughly based on this. For
example, the central government of the Yuan Dynasty set up three routes of propaganda and consolation missions
in Tibet: Mdo smad, Mdo Khams, which is composed of two nouns of “Amdo” and “Khams” in Tibetan, and Wusi-
zang Nali Sugulusun (equivalent to Weizang; Wusi is Wei, Tibet is Houzang, Nali is Ali, Sugulusun is three parts),
which are not unified with each other. It is under the management of Xuanzheng Yuan. In the Ming Dynasty, the
commanders of Wusizang Nali (equivalent to Weizang) and Dogan (equivalent to Duokang, equivalent to Amdo
and Khams) were both commanders and envoys.”

Niu Wen went to Garzé in 1953 and 1954, which was then called Xikang Tibetan Autonomous Region. That
is to say, he went to the earliest Tibetan Autonomous Region. The system of Xikang Province was formally estab-
lished in 1939, although there were motions in the late Qing Dynasty. On December 9,1949, under the pressure of
the People’s Liberation Army (PLA) marching to the southwest, the provincial chairman Liu Wenhui, Deng Xihou
and Pan Wenhua sent a telegram to Peng County to announce the uprising, and Xikang Province declared peaceful
liberation. In 1950, Xikang Province was headed by the Southwest Military and Political Commission, which is
also under the jurisdiction of the Southwest Bureau. Residents in Kangding are divided into Kangding, Ya'an and
Xichang. In November 1950, Kangding District was transformed into Xikang Tibetan Autonomous Region. In July
1955, Xikang Province was abolished and its administrative region was divided into Sichuan Province, which was
transformed into Garzé Tibetan Autonomous Prefecture of Sichuan Province.

As for Aba, which he went to after 1955, it was called Maoxian Prefecture in the early days of the founding of
New China. In December 1949, the PLA stationed in Chengdu. In 1950, Sichuan Province was divided into four
administrative bureau districts: Eastern Sichuan, Southern Sichuan, Western Sichuan and Northern Sichuan, which
belonged to the Southwest Bureau. Each Department has several districts under its jurisdiction, and Maoxian
district belongs to the West Sichuan Provincial administrative district. In 1952, four administrative districts were
merged into Sichuan Province. In 1953, Maoxian Prefecture was abolished and Sichuan Tibetan Autonomous Re-
gion was reconstructed. In 1955, it was transformed into Aba Tibetan Autonomous Prefecture. Niu Wen did not go
to Aba until 1955 to experience life, which may be related to the late establishment of the region as a Tibetan auton-
omous region. Why did he go to Garzé, Aba instead of other places? A pamphlet published in 1954 may offer some
clues:

The number of Tibetans is also large, about two million or more. Xikang has the largest Tibetan population,
about 1.2 million, almost double the number of Tibetans in Tibet. To the east of Jinsha River and to the west of
Dadu River, Xikang Tibetan Autonomous Region (Garzé) has been established with a large scope. In Xichang Spe-
cial Zone, there are Muli Tibetan Autonomous Region. In Changdu area west of Jinsha River, Tibetan people are
the main body of the population. In the northwest of Yunnan, there are about 300000 Tibetan people gathered... In
northwest Sichuan, there are nearly 400000 Tibetan people, who account for three-quarters of the total population
of the Sichuan Tibetan Autonomous Region (Aba), making it the second largest Tibetan Autonomous Region in
the country.”

There are two kinds of drawing methods for maps of Xikang Province. One includes Changdu area (before
1949) and the other does not include Changdu area (after 1950). The reason may be that the Changdu area was
nominally affiliated to Xikang Province during the Republic of China, so when Xikang Province was peacefully
liberated in December 1949, it was included in its jurisdiction. But in fact, it was not until the end of the battle of
Changdu in October 1950 that the area of Changdu was liberated. The Changdu People’s Liberation Commission,
which was subsequently established in December, was not subordinate to Xikang Province, but directly under the
jurisdiction of the State Council of the Central People’s Government. After the establishment of the Preparatory
Committee of the Tibet Autonomous Region in 1955, Changdu district was under the jurisdiction of the Prepara-
tory Committee of the autonomous region. Xikang Tibetan Autonomous Region (formerly Kangding Region, now
Garz¢), Xichang Region and Changdu Region had a total Tibetan population of about 1.2 million, Sichuan Tibetan
Autonomous Region (now Aba) had a Tibetan population of about 400000, and Tibetan population in Tibet was

o« »

(D Refer to Ren Naiqiang and Zewang Duoji’s “Textual Research on ‘Duoganshi”, China Tibetology, No. 1,1989.
(2 Edited by Ying Gu, Southwest of Great Motherland, New Knowledge Publishing House, 1954, p.13.
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about 600000. This material refers to Xikang Tibetan Autonomous Region (now Garzé) and Sichuan Tibetan Au-
tonomous Region (now Aba) as the first and second largest Tibetan Autonomous Region in China respectively,
which shows the importance of these two regions.

3. Foreign Countries and Hometown

Good News is the result of Niu Wen’s cooperation with Li Shaoyan after his first trip to Tibet. Its theme is the
peaceful liberation of Tibet. However, the painting shows this theme from the side by Tibetans in the Kang-Ti-
bet Plateau. This point deserves attention because it follows the expression of Niu Wen’s previous works: Military
Families Writing Letters to the Front(1949), Hearing the Victory News (1949) and Liberation of Commander-in-chief
Zhu'’s Home (1950).

In the later period of Jinsui Daily’s work, Niu Wen was sent to Guo County and Dai County to participate in
the land reform. “After the land reform, we returned to Jinsui Daily in Xingxian County, Shanxi Province. At this
time, just before the founding of New China, newspapers were suspended... My prints Measure Land, Military
Families Writing Letters to the Front and Receiving Land Certificate were created in these short months””Hearing
the Victory News was first published in Jinsui Daily on January 18,1949%, and Xinhua Daily on January 31,1950,
with the title of Hearing the Broadcasting. The liberation of Zhu De’s hometown (now Yilong County, Sichuan
Province) was in December 1949. The Liberation of Commander-in-Chief Zhus Home was published in the Xinhua
Daily on April 10,1950. So the first two works were created in Shanxi and the second in Chongqing. The three
works have a common feature, that is, news is transmitted from one place to another. The news in Military Families
Writing Letters to the Front is transmitted from their hometown to the front, and the news in Hearing the Victory
News is transmitted back from the front. There is an implicit echo relationship between the two works. Since then,
the Freshmen of Peking University (1954) and the Return of Learning Medicine (1954) have once again formed this
implicit echo relationship: the main characters in the picture are all Tibetan young women, one is to go to Beijing
from his hometown to go to school, the other is to return from other places t after completing education.

Liberation of Commander-in-Chief Zhu’s Home implies a structure of a different place/home through the word
“home” in the title. In the center of the picture is a friendly conversation between a PLA and a fellow countryman.
There is a horse behind the PLA, which indicates that they are from other places. On the right, someone is hanging
the plaque of “Mother’s Loving Home” presented by the PLA on the door of Zhu De’s family. On the left, there is a
portrait of Zhu De displayed by the women’s PLA to the villagers. The portrait serves as a messenger. As a token, it
shows that it was Zhu De’s own army who came to liberate his “hometown”. It seems that besides liberation, there
is another reason for the excitement of the villagers - the return of their relatives.

Similarly, in Good News, the message is delivered by a paper scroll in the hand of a young Tibetan horseman
in the center of the picture, and a Tibetan newspaper that Tibetan women on the left are reading; in Military Fam-
ilies Writing Letters to the Front, the message is delivered by a letter; in Hearing the Victory News, the message is
delivered by an invisible voice from the radio. It is through the media of words, sounds and images that the corre-
sponding structures between different places and home towns are formed. Volunteer Army’s Story of Fighting (1952)
also uses this technique. The Tibetan volunteer soldier in the painting is telling his compatriots vividly about the
battle experience. It is the voice (or language) that transmits the message.

In 1956, Niu Wen’s painting style changed, creating a group of Tibetan rural landscape prints, including End
of the Village, Shigatse Corner, Evening Show in the Mountain Village, Tibetan Farmers, Beside the Road of Kang-Ti-
bet and so on. One of the obvious features of these works is that they mainly focus on scenery, with few narrative
elements and strong black and white contrast. The main elements of the picture are some Tibetan rural buildings,
embellished with one or two characters in less striking places. As there is no longer any news coming from afar, it
seems that there is no obvious antagonism between the different places/home towns in these works. it seems that
there is no obvious antagonism between the different places/home towns in these works. But it is worth noting

(D Niu Wen, “A Memory of Past Events”, edited by the Editorial Board of 70 Years of Niu Wen Painting, in 70 Years of Niu Wen Paint-
ing(Part II), Sichuan Fine Arts Publishing House,2012, p.274.

(2 Mr. Niu Xiaoniu, son of Niu Wen, informs us of this point, and gives us pictures and texts for this article and comments on the
preliminary draft. Page 49 of 70 Years of Niu Wen Painting (Part I) was mistakenly planted as Jinsui Daily on July 18,1949.
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that these works are not purely scenery, but have character activities. Some of the characters in the works (such as
End of the Village and Shigatse Corner) can not see whether they are foreigners or locals, and some of the characters
in the works (such as the Evening Show in the Mountain Village and Tibetan Farmers) can be seen that they are lo-
cals. As the main factor of “landscape” in the works, there are tombs of lamas or houses of Tibetans. The bicycle in
Beside the Road of Kang-Tibet is also a means of transportation connecting local and foreign areas. Therefore, there
is still a relationship between the embellishing figures in the picture and the land, buildings or scenery as the back-
ground: they are either strangers who occasionally pass through the place, or they are active in their own home-
town. Nevertheless, there seems to be a sense of alienation between the painter and the object of expression.

This change in Niu Wen’s style may be related to the “life” he experienced in Tibet. Li Huanmin recalled that he
and Niu Wen went to Tibet to experience life together, one in 1953 and the other in 1956. In 1953, the destination
was Garzeé:

At that time, the serf system was outside the highway, and there were chiefs above the people, who were “pro-
Han” or “anti-Han”? It’s not clear. Some people saw us coming, tie the dog and let us go in and rest; some people
pretended not to see, Tibetan mastiff jumped up, you can’t help it. Comrade Niu Wen felt that it was impossible
to go on like this. He wrote to his superiors and asked to be appointed. Quickly approved, Comrade Niu Wen was
appointed Secretary of the Party Committee of the Yingguan District Committee of Garzé County, and I was a
member. It sounded like a big official. In fact, there are only a few people in the whole district committee, mainly
propagating ethnic policies, striving for the upper echelons, cultivating activists and recruiting Party members.
From then on, we went to the countryside on horseback with local cadres, did mass work, lived with the Tibetan
people, and put up a small white cloth tent in the evening.”

In 1956, however, the situation was somewhat different:

In 1956, we went to Tibet again. That time, the general political painter Ai Yan organized Niu Wen and Ma
Changli to go to Tibet with me. We entered Tibet by Sichuan-Tibet Highway in October 1956 and returned from
Qinghai-Tibet Highway in February 1957. In Tibet for more than five months, he traveled all over southern and
Northern Tibet, brushing past death several times. we had encountered mudslides, land slides, hunger, cold, and
lack of oxygen, rebels fired cold guns.”

The difference between the two Tibetan tours is that in 1953, Garzé and Niu Wen went to work, which can
penetrate into Tibetan life; in 1956, they went to Tibet and “traveled all over southern Tibet and northern Tibet”
Li Huanmin even described in detail that their car breaking down on the Qinghai-Tibet Highway, Niu Wen almost
died. The Freshmen of Peking University in 1954 and the Return of Learning Medicine can be regarded as the results
of the Ganzi trip in 1953. The journey to Tibet in 1956, however, was mainly about scenery, not about the specific
content of Tibetan people’s life, because it only entered Tibetan areas as an outsider. In 1964, Niu Wen published an
article about “going deep into life” in Fine Arts. It should be a talk of experience.

To create, the most important thing is to go deep into life. In order to master a large number of indirect ma-
terials and enrich the Treasury of creative works, writers should not only experience directly, but also take notes
of interviews and study provincial and county chronicles. Take the minority areas for example, they are not fluent
in language, the situation is complex and the change is fast. All these need to be understood layer by layer. For
example, we started with the Party committees of provinces and autonomous regions, and then went to counties,
communes and so on. It was very useful to listen to more information and try to read some social investigation

(D Tang Kaiqi, “Niu Wen’s Life is Glorious and Happy—Mr. Li Huanmin, A Famous Printmaker, Talks about Niu Wen’, edited by
the Editorial Board of 70 Years of Niu Wen Painting, in 70 Years of Niu Wen Painting (Part II), Sichuan Fine Arts Publishing
House,2012, pp.396—397.

(2) Tang Kaiqi, “Niu Wen’s Life is Glorious and Happy—Mr. Li Huanmin, A Famous Printmaker, Talks about Niu Wen’, edited by the
Editorial Board of 70 Years of Niu Wen Painting, in 70Years of Niu Wen Painting (Part II), Sichuan Fine Arts Publishing House,
2012, p.397.
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The reason why Niu Wen was unable to penetrate into Tibetan life in 1956 may be related to the situation in
Tibet at that time as well as the lack of convenient conditions for his posting. This time, Ai Yan, a painter of the
general administration, organized the entrance to Tibet. Ai Yan was a painter in the Propaganda Department of
the Political Department of the Second Field Army. When they entered Chongqing, from 1950 to 1954, he be-
longed to the Ministry of culture of the Political Department of the Southwest Military Region. In 1954, when the
Southwest Military Region was abolished, he was transferred from Chongqing.” Li Huanmin recalled: “On New
Year’s Day in 1957, Tibetan insurgency was rampant and the Kangzang Highway was closed to traffic. Ai Yan flew
back to the mainland by military aircraft. The Tibetan Military Region arranged for us to evacuate and give us a
truck, two drivers, two barrels of petrol, a bag of steamed bread and several boards. We said goodbye to Lhasa and
returned to the mainland from the Qinghai-Tibet Highway. At first, it was okay. When we got to Tanggula Moun-
tain, something went wrong..”

The time of entering Tibet was not long after the establishment of the Preparatory Committee of the Tibet
Autonomous Region (22 April, 1956). In late March 1956, the Central Committee sent more than 800 delegations
headed by Chen Yi and vice-headed by Zhang Jingwu to Tibet to congratulate the establishment of the Preparato-
ry Committee of the Autonomous Region. On September 4,1956, the Central Committee gave important instruc-
tions to Tibet’s democratic reform: the implementation of ethnic reform in Tibet will certainly not be within the
first Five-Year Plan period, or may not be within the second Five-Year Plan, or may even be postponed to the third
Five-Year Plan.

This is the background of Niu Wen and others when they entered Tibet in 1956. It can be imagined that,
unlike going to Garzé in 1953, they were not easy to integrate into Tibetan life this time, nor dared to touch the
political status in Tibet. Later, when Niu Wen introduced Li Huanmin’s prints, he said something that might
also apply to himself: “The author (referring to Li Huanmin) was shocked to learn a lot of dark and cruel facts of
Tibetan serfdom society, and his heart was filled with sympathy and resentment for the suffering of the Tibetan
people... However, in terms of the situation in Tibet and Tibetan areas in the early 1950s, it is not appropriate to
create revealing works. We can only seek light in the dark and praise them.” Niu Wen’s 1956 series of prints, black
and white contrast is strong, some works in large areas of black dominated, and it seems melancholy and dignified,
which is also about the implicit reflection of this grief and indignation.

4. Community

After returning from Tibet in 1957, Niu Wen mainly went to Aba. In fact, since 1955, his destination in Tibet
has changed from Garzé to Aba. It is said that Aba was the first area to carry out democratic reform, “The local
people have established Party organizations and people’s communes among herdsmen. Niu Wen Served as secre-
tary of the Party branch of the district committee. Two members (Niu Wen and Li Huanmin) and Tibetan Party
members formed a group. The group leader is the daughter of a serf””. On the basis of this experience of life, in
1959, Niu Wen created a very influential printmaking Oriental Red Sun Rising (also known as Happy Tibetan Chil-
dren). Regarding this work, Li Huanmin has the following recollections:

When Niu Wen created Oriental Red Sun Rising, I was with him all the time. In 1958, we lived in a small
village called Erya in Aba Prefecture of Sichuan Province for half a year. One day we heard that there was a

(D Niu Wen, “In-depth Life to Maximize the Horizon”, Art, No. 10,1964, edited by the Editorial Board of 70 Years of Niu Wen Paint-
ing, cited from 70 Years of Niu Wen Painting (Part I), Sichuan Fine Arts Publishing House,2012 edition, p.329.

(@ See Ling Chengwei and Ling Yan, History of the Development of Emerging Printing in Sichuan, Sichuan Fine Arts Publishing
House, 1992, p.132.

(® Tang Kaiqi, “Niu Wen’s Life is Glorious and Happy—Mr. Li Huanmin, A Famous Printmaker, Talks about Niu Wen”, edited by
the Editorial Board of 70 Years of Niu Wen Painting, in 70 Years of Niu Wen Painting (Part II), Sichuan Fine Arts Publishing
House,2012, p.397.

@ Niu Wen, “Jingiao—Talking about Li Huanmin’s Printing Creation”, edited by the Editorial Board of 70 Years of Niu Wen Paint-
ing, in 70 Years of Niu Wen Painting (Part II), Sichuan Fine Arts Publishing House, 2012, pp.104-105.

(® Gao Yan, “Mining, Refining and Foundry—Notes on the Interview of Chongqing Printers (Excerpts)”, edited by the Editorial
Board of 70 Years of Niu Wen Painting, in 70 Years of Niu Wen Painting (Part I), Sichuan Fine Arts Publishing House, 2012, p.333.
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nursery in the village, so we went to visit it. In the old Tibetan house where the nursery was, we went upstairs and
saw the teacher standing in the middle beating. The children were singing and dancing around the teacher. It was
very interesting. We drew some sketches. When we were ready to leave, the teachers and children sent us out. In
the yard dam, the children surrounded us and danced one song after another. We were tired in the middle. The
children were not happy enough yet. They also attracted a lot of Tibetan villagers to watch and enjoy the atmos-
phere.”

It seems that the Tibetans in Aba are more friendly to the painters who come to collect styles. However, ac-
cording to Li Huanmin, Niu Wen’s creation was not smooth at the beginning, and he had not found a breakthrough
for a long time. Finally, all the backgrounds were removed and teachers and organs were added among the dancing
children. Only then did the drawings get on the right track. In this work, Niu Wen transforms from landscape to
character. The tone of the picture is cheerful, and the Tibetan children in a circle form a visual rhythm in repetition,
which skillfully expresses the sense of music in the auditory sense that the works are trying to convey. At the same
time, its composition has a certain symbolic meaning: the minority people are singing and dancing around a center.
The organ in the center of the picture not only implies the existence of music, but also indicates that it is a new and
modern music, which coincides well with the title Oriental Red Sun Rising. Music links the new life of the Tibetan
people with the new socialist regime. In this way, it reminds people of a paragraph Li Qun said when talking about
Niu Wen’s engraving:

After the founding of New China, Niu Wen left Shanxi to Sichuan. Obviously, time was needed to adapt to
a new environment when he got to a new place to artistically reflect the life of the people in this new area. So Niu
Wen chose the Tibetan people as the main object of praise and went to the Kang-Tibet Plateau areas several times
to live in depth. Soon after, he carved works such as Freshmen of Peking University, Beside the Road of Kang-Tibet
and Herdsmen on the Grassland, which showed the Tibetan people’s new life.”

As mentioned earlier, Niu Wen’s works imply a structural model of a different place/home. The meaning of Li
Qun’s words seems to be that Tibetan life is regarded as a characteristic of Sichuan as a “new area’, a new resource
that can be used artistically. Since his interest has always been Tibetan, as Li Qun said, he needs to “familiarize”
with Tibetan life, that is, to overcome the differences between him and the Tibetan people. In a sense, this means
that the unfamiliar Tibetan areas needs to be transformed into its own home. How could he make it?

Perhaps the solution lies in the media that deliver the message, including the newspapers in the Good News,
the schoolbags and airplanes in the Freshmen of Peking University, the medical boxes in the Return of Learning Med-
icine, the bicycles in Beside the Road of Kang-Tibet, the voices in the Volunteer Army’s Story of Fighting and the mu-
sic in the Oriental Red Sun Rising. From Anderson’s point of view, the reason why these media could overcome the
antagonism between different places and their home towns and transformed them into their home towns was that
they could arouse the idea of “community” and bring them into a larger community at the same time.

According to Anderson, printed words and songs were important media for the emergence of the “imaginary
community” of “nation-state”. He pointed out that there was a “contemporary community of special types that

»3)

hinted at its existence entirely by language, especially in the form of poetry and songs™”. Singing reminds people
of the existence of community: “We know that while we are singing these songs, other people are singing the same
songs—we don’t know who these people are or where they are, but they are singing where we can’t hear them. The
only thing that connects us all is the voice of imagination”®”

As far as Niu Wen is concerned, the imaginary community implied in the Oriental Red Sun Rising is “Socialist

China”. The work connects a group of Tibetan children with socialist China through music, suggesting the existence

(D Li Huanmin, “Niu Wen, His Person and His Painting”, edited by the Editorial Board of 70 Years of Niu Wen Painting, in 70 Years of
Niu Wen Painting (Part I), Sichuan Fine Arts Publishing House,2012, p.167.

(@ Li Qun, “Preface to Selected Works of Niu Wen”, edited by the Editorial Board of 70 Years of Niu Wen Painting, in 70 Years of Niu
Wen Painting (Part I), Sichuan Fine Arts Publishing House,2012, p.335.

(3 Benedict Anderson, The Imaged Community—The Origin and Dissemination of Nationalism (Revision), translated by Wu Ruiren,
Shanghai People’s Publishing House, 2016, p.139.

(@ Benedict Anderson, The Imaged Community—The Origin and Dissemination of Nationalism (Revision), translated by Wu Ruiren,
Shanghai People’s Publishing House, 2016, p.140.
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of the community. This community is not only the home of the Tibetan people, but also the home of foreign style
painters. From this point of view, Niu Wen’s works which involve the structure of different places/home towns are
all related to this community. Liberation of Commander-in-Chief Zhu’s Home is to connect a specific place with
Zhu De, the military leader of the Republic; Military Families Writing Letters to the Front and Hearing the Victo-
ry News are to link ordinary people with the war of liberation; Freshmen of Peking University is to link a Tibetan
young woman in an unknown place with the capital of socialist China; and Good News is also to link the unknown
place with the capital of socialist China. The well-known Tibetan compatriots are associated with the capital, Bei-
jing, where the peace and liberation agreement for Tibet was signed.

5. Change

Of course, not all Niu Wen’s works adopt the structure model of different places/hometown, and therefore not
all of them imply the concept of community. Since 1976, Niu Wen has made a new exploration in printmaking,
trying to introduce the lines of traditional Huizhou printmaking, while absorbing the nutrition of folk art such
as paper-cut, forming a clear black and white gray block surface, symmetrical lines and smooth artistic style. Al-
though he continued to take Tibetan characters as the object of expression, the enhancement of decoration and
the reduction of narrative factors make the characters on the screen no longer have the meaning of “action”

Mourning (1976) is the first work of this style change. In the painting, Niu Wen abandoned all the background
and replaced the former realistic language with decorative lines - the printmaking language from Yan'an “Lu Yi”. In
the picture, a Tibetan girl holds a small white flower in her hand, expressing her memory and mourning for Zhou
Enlai. Because only one person is depicted, it gives the impression that this kind of mourning is more an individ-
ual activity, and it is difficult to connect with the Tibetan group, nor does it involve the changes in the life of this
group. Fragrant Grassland (1979) and New Expedition on Grassland (1980) continue this creative idea and style.

Before 1976, Niu Wen created Tibetan works as an artist, but after that year, his consciousness as an individ-
ual artist gradually awakened. In 1976, Niu Wen actually created two pieces of works to mourn Zhou Enlai. In ad-
dition to the aforementioned Mourning, there is also a piece of Spring Flowers and Autumn Fruits. At present, only
one sketch and relevant notes can be found. In his notes, Niu Wen wrote:

In 1949, we marched into the southwest of China and transferred his creative base to Tibetan areas. We re-
peatedly went deep into life and created works reflecting the Tibetan people’s lives. Our organ was near Red Rock
Village. It organized many visits and accompanied visitors. It has gone to Red Rock Village many times. It was
full of emotion, but I still don’t know where to begin to show this revolutionary holy place. When the Premier
died in 1976, Comrade Guan randomly sent a wreath to Red Rock Village. He was very excited. Then President
Zhu and Chairman Mao passed away one after another. During the reign of the “Gang of Four”, it was impossi-
ble to eulogize the Premier and Red Rock Village. After overthrowing the Gang of Four, I was able to conceive the
painting Spring Flowers and autumn Fruits. In numerous visits to Red Rock Village, I somehow was most moved
to see the pictures and introductions of Premier Zhou, Zhu De, Deng Yingchao and others who were engaged in
production in Hongyan Village in 1941.

Why do I feel so deeply about the production of the Red Rock Revolutionary Holy Land alone? The reason is
that in 1941 and 1942, I participated in the mass production movement in Yanan. I was trained and educated in
my work, and I also got great happiness! ”

Niu Wen realized that with the death of Zhou Enlai, Zhu De and Mao Zedong, an era was over. The “Gang of
Four” opened another era. In this sense, Spring Flowers and Autumn Fruits is not only the memory of Zhou Enlai,
but also the memory of his past. How to face this new era? In 1979, he and Li Shaoyan co-wrote an article summa-
rizing the work of the China Artists Association and published it in Art. The article is divided into five sub-head-
ings: first, the main task of China Artists Association is to protect artistic productivity; second, China Artists

(D Niu Wen, “The inscription of spring flowers and autumn fruits”, edited by the Editorial Board of 70 Years of Niu Wen Painting, in
70 Years of Niu Wen Painting (Part I), Sichuan Fine Arts Publishing House,2012, p.384.
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Association should work independently; third, China Artists Association should have a group of creative backbone
directly; fourth, to respect the personality of artists; fifth, to adhere to unity and promote democracy.” Generally
speaking, they all emphasize the independence of artistic creation.

Niu Wen’s Tibetan prints lasted until the 1980s, after which his interest gradually shifted to Chinese folk art.
With the 1976 Mourning as the boundary, the content of his later Tibetan prints no longer involves the theme of the
big social background, but only some daily activities of Tibetans (mainly Tibetan young women), such as reading
and walking.

Epilogue

Niu Wen’s prints imply a different place/home structure. The emergence of this structural model is not only
because he is engaged in art creation as a foreigner in Chongging, but also because he needs to overcome the dif-
ferences between himself and his Tibetan compatriots. In order to achieve this, he needs to turn to socialist China,
a political community he belongs to with the Tibetans. When Niu Wen created Tibetan prints, he played a certain
role as an art editor and art cadre of Xinhua Daily. This identity places him and his subjects (Tibetan people) in this
community. In this social identity structure, he can use realism to describe the Tibetan people who have the ability
to act. However, with the start of market economy, Niu Wen’s interest has shifted from Tibetan theme to Chinese
folk art, and the foothold of artistic creation has also shifted from the great social era to the excavation of specific
aesthetic objects.

This paper is the research result of the doctoral research project of Sichuan Academy of Fine Arts, Research on the
History of Modern and Contemporary Chinese Art(No.17BS002).

(D See Niu Wen, Li Shaoyan, “The Task of the Association of Fine Arts is to Output Talents from Works”, Art, No. 12,1979, edited by
the Editorial Board of 70 Years of Niu Wen Painting, cited from 70 Years of Niu Wen Painting (Part I), Sichuan Fine Arts Publishing
House, 2012, pp.385-387.
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