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(B ) 3K “E MR NZARKIE” 4% (2001 4F ), @A SEHR R E 22 ARBRINE (ILZRE
W) FSEAE AR (FRIETTA MR EET ).

Chao Mei

Born in Heze of Shandong Province in 1931, he is now a consultant and member of the China
National Academy of Painting, a researcher of the Printmaking Academy of the China National
Academy of Painting, honorary president of Heilongjiang Artists Association, honorary director
of Heilongjiang Art Museum, honorary president of Heilongjiang Printmaking Academy, mem-
ber of the Calligraphy and Painting Academy of the Central Research Institute of Culture and
History, and an official of Heilongjiang Province People’s Government Research Institute of Cul-
ture and History.

He served as director of China Artists Association, a member of the Committee of Print Art of
China Artists Association, core leadership team member of National Art Museum of China Soci-
ety, a member of the Committee of the National Urban Sculpture Steering, a member of commit-
tee of the Chinese Contemporary Art History Compilation, president of Heilongjiang Federation
of Literary and Art Circles, president of Heilongjiang Artists Association, the gallery director of
Heilongjiang Art Museum, president of Heilongjiang Printmaking Academy. He was once em-
ployed as the director of the creation course in the department of printmaking of the Central
Academy of Fine Arts. He was a member of the 6th, the 7th, the 8th and the 9th National Art
Exhibition general review committee and the chairman of the printmaking review committee, as
well as the chairman of the 8th, the 9th, the 13th and the 15th National Printmaking Exhibition
review committee. He was elected as a deputy to the 3rd National People’s Congress, a deputy to
the 12th and the 14th National Congress of the Communist Party of China, and a member of the
standing committee of the 5th, the 6th and the 7th People’s Congress of Heilongjiang Province.
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His works have been exhibited in more than 60 countries and regions, and more than 300 works have been collected
by art galleries and museums at home and abroad. He has held more than ten exhibitions of his art works at home
and abroad. His works were displayed in important national art exhibition and won many awards, including Awak-
ening of Spring awarded with the second prize of “the 5th National Art Exhibition” (1979), New House, “the National
Land Reclamation at the First Art Exhibition” honor (1983), Pine Valley, “the 6th National Art Exhibition” gold award
(1984), A Long Way to Go, “the 9th National Printmaking Exhibition” excellent creation (1986), Gaze, “the First
World Chinese Art Exhibition” gold award (2001). Chao Mei Print Art Exhibition Hall (Heze City, Shandong Prov-
ince) and Chao Mei Art Museum (Harbin City, Heilongjiang Province).



Fil 1o 8 I A
Donated Print Works



R FARNE ST 5251« SEHe

1961
HH

Summer

0 R Z1 R
A Colored Woodcut Print

43cm x 37cm
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1961
T R
0 A Z1 R 1
A Colored Woodcut Print

31cm X 66cm

el ¢ SEARAE ORI TR I 2 51 - SE A




9 K FE 4 /E i Donated Print Works




10 ] 2% SR AR S SORORI RIS 3R 51 - SE A

1962
7% el
Apricot Garden

B8R Z1 R ]
A Colored Woodcut Print
43cm X 59cm
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1963
LI LA

September in the North

B8R Z1 R
A Colored Woodcut Print
41cm X 63cm
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1973
L NS

Prelude to Dawn

B8R Z1 R ]
A Colored Woodcut Print

53cm X 84cm
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1975

A ¥ )
Clad in White

B8R Z1 R
A Colored Woodcut Print
53cm X 89cm



14
1979
£ AT
A R Z1 R
A Colored Woodcut Print

42cm X 69cm
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1980
ELA

Cedar

0 A Z1 R I
A Colored Woodcut Print

42cm X 68cm



18 el ¢ SEARAE ORI TR I 2 51 - SE A

1980
B

B8R ZI R i
A Colored Woodcut Print

44cm X 62cm
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1982
B

Song of the Countryside

B8R Z1 R
A Colored Woodcut Print
41cm X 61cm

M e 4E 5 Donated Print Works
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1982
Bk
Autumn Song

B EOARZ

A Colored Woodcut Print
40cm X 67cm
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1982
ERa

Breeze

B8R Z1 R
A Colored Woodcut Print
46¢cm X 54cm

M e 4E 5 Donated Print Works
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1984
AT
Pine Valley

B8R Z1 R ]
A Colored Woodcut Print

74cm x 103cm



1986
=¥

Cloud and Shadow

B8R Z1 R
A Colored Woodcut Print

57cm X 67cm

M e 4E 5 Donated Print Works
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1996
e

Autumn Charm

B0 R Z1 BRI
A Colored Woodcut Print

57cm x 57cm
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2004
Z3
Green Wind

(0 K 2] Ji i)
A Colored Woodcut Print
6lcm x 120cm
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Family Members’ Interview

KUiN: RLF (PEZARRBERIPII R )

YN 5RJT)T (RHEZT)

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

Interviewee: Chao Fangfang (son of Chao Mei)
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KIE1i1% Family Members Interview
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Wu Shixin:

Chao Fangfang:
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Mr. Chao Mei is a famous printmaker in China. Can you talk about his artistic growth experience?

My father was born in 1931 in Heze, Southwest Shandong Province. My great grandfather was a famous lo-
cal squire in Heze and a doctor of traditional Chinese medicine. My grandfather used to learn from Liang Shum-
ing and Chen Yasan, who were doing research on rural construction in Heze. He founded Heze’s First Women’s
Primary School and served as the principal. After the Japanese invasion of Heze, he refused to take the post of a
puppet, fled to the Catholic Heze church, and established the school of benevolence affiliated to the church as the
teaching supervisor.

When my father was studying in Catholic school, he learned from famous local experts in Heze to practice
painting and calligraphy after school. In his spare time, he studied ancient poetry with his father and brother. In
1946, he was admitted to the Affiliated High School of the Nanjing National Institute of Social Education. After
class, he learned from Wu Kui, an art teacher from the Affiliated High School of the National Institute of Social
Education to draw with the method of Western painting.

During his study in the Affiliated High School of the National Institute of Social Education, he was influ-
enced by Chao Yue, his elder brother, who was the underground Party of the Communist Party of China, and
Wu Kui, his art teacher. His thoughts tended to the left-leaning, and he came into contact with the information
of Yan'an Lu Xun Academy of Art and Literature and woodcarving in Yan'an. He began to learn woodcarving and
try to make a slightly decorative Gouge out the Vegetables to show a rural woman picking wild vegetables in a
basket, from which he began to contact with woodcarving.

On April 23,1949, when Nanjing was liberated, he took part in the People’s Liberation Army and was ad-
mitted to the preparatory course of the Second Field Army Military and Political University. After graduation in
December, he was sent to the art team of the cultural working group of the military and Political University. In
December, he arrived in Wuhan, a city in Central South China, with the army, met Wang Renfeng, the woodcut-
ter, and asked him for his woodcut creation skills.

In January 1950, my father joined the army in the southwest. The Second Field Army Military and Political
University was renamed Southwest Military and Political University and the Second Senior Infantry School. He
was appointed as the leader of the art team of the school’s cultural work group. The black and white woodcut
Morning, which was created during the exhibition, was displayed in the First Art Exhibition of Chongging, and
the work Raise Vigilance and Protect the Motherland was published in the Southwest Pictorial. The work was pub-
lished for the first time, which strengthened his belief in woodcut creation. At the end of December 1952, he was
sent to Harbin, Northeast China, to participate in the construction of Harbin Institute of Military Engineering.
During this period, the first colored woodcut Guarding the Border of the Motherland was completed and selected
into “the First National Printmaking Exhibition” and “the Second National Art Exhibition”.

In order to complete the creation task of the art exhibition celebrating the 30th anniversary of the found-
ing of the army, the Political Department of the Central Military Commission arranged him to experience life
in Changbai Mountain and the Lesser Khingan Mountains. When he came back, he created colorful woodcut
printmaking works such as Under Changbai Mountain, Sunset Mountain and Tracking, among which Tracking
was selected into the military art exhibition and won praise. At the last stop of this trip, Luobei County, Heilong-
jiang Province, he met the first reclamation team of New China, which was composed of more than 60 Beijing
educated youth. He worked with them in the collective farm and experienced the boiling life watered with youth
and blood. Therefore, he firmly believed that he would leave the army to participate in military reclamation and
increase his life and creative experience.

In March 1958, he applied for transfer to join the construction of Great Northern Wilderness Army recla-
mation and obtained approval, which was an important turning point in his life. My father and his generation,
full of poetry and ambition, were eager to try their hand in the hot years. When they collided with the burning
years of passion, the picturesque nature, and the hard work life, they burst out great courage, perseverance and
extraordinary energy. On March 6, when he arrived at the Bureau of Agricultural Reclamation of Mishan Rail-
way, he took the initiative to ask the 853 farm, the most difficult production line, to build a new five branch farm
to work as an agricultural worker. He came into the new branch with his painting tools and carving knives. After
checking the grass and reclaiming wasteland, he started to create prints in the temporary horse rack. He began to
conceive Spring Night in the Wasteland in April and began to draft and engrave it. He stopped and stopped in the
labor and gap until the first color swatch was printed on June 24. This is his first colored woodcut work in Great
Northern Wilderness reclamation area, and also the first print work reflecting the theme of Great Northern Wil-
derness military reclamation. It was defined as the first work of Great Northern Wilderness printmaking school
by Chinese art history scholars.

If we can say that the early environment of the family gave my father the instruction of traditional culture
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and established the aesthetic set of his traditional Chinese culture, the ten-year military career, especially the four-
year military reclamation of Great Northern Wilderness, increased his aesthetic feelings of revolutionary heroism
and revolutionary romanticism, which were rooted in his inner edification and influence and guided the way and
pursuit of his artistic creation in the rest of his life.

As we all know, Mr. Chao Mei is one of the founders and representatives of Great Northern Wilderness print-
making. How did Great Northern Wilderness printmaking come into being? What is the difference between
Great Northern Wilderness printmaking and other prints? What is the relationship between its formation
and Mr. Chao Mei? What are the main characters of Great Northern Wilderness printmaking group? What is
the unique place of Mr. Chao Mei’s artistic style?

The initial formation of Great Northern Wilderness printmaking was closely related to Great Northern Wil-
derness Literature and Art and Great Northern Wilderness Pictorial sponsored by the Bureau of Agricultural Recla-
mation of Mishan Railway at that time. My father worked in the grass-roots farm for three months, and was trans-
ferred to the editorial department of Great Northern Wilderness Literature and Art to do art editing. At that time,
Ding Cong, a cartoonist who was wrongly assigned to the right, was in charge of the illustrations in the magazine,
and my father was in charge of the four pieces of art. Due to the limited printing conditions at that time, the effect
of color separation printing was good, and the black and white woodcut printing was better, so the four seals were
basically printmaking works. In fact, the four seals of Great Northern Wilderness Literature and Art have become
a publishing place for print works in reclamation area. Zhang Zuoliang, another organizer of Great Northern Wil-
derness printmaking, was originally an art editor of the Pictorial of the People’s Liberation Army. He came to work
in the reclamation area and became the director of Great Northern Wilderness Pictorial.

After the publication of the first issue of Great Northern Wilderness Literature and Art, many authors sent
their drawings to the editorial department, and found many well-established authors among them. Zhang Zhenqj,
a painter of the Great Northern Wilderness printmaking, was found among the contributors. At that time, the
editorial department of Great Northern Wilderness Literature and Art and Great Northern Wilderness Pictorial
had gathered a lot of professional art creative talents, becoming the gathering place, concentration area and stable
platform for art creation in reclamation area. In September 1959, the Propaganda Department of the reclamation
area appointed Zhang Zuoliang as the director of the editorial department of Great Northern Wilderness Pictorial
and Chao Mei as the deputy director. The editorial departments included Hao Boyi, Zhang Zhenqi, Yin Shoushi,
Zhang Qinruo, Xu Jiecheng, etc., as well as Zhang Lu and Ding Cong, who are wrongly assigned to the right.

The large-scale aggregation of the early main authors of Great Northern Wilderness printmaking started
from the basic platform of Great Northern Wilderness Pictorial. Although Great Northern Wilderness Pictorial only
published its first issue number and then stopped publication due to various factors, the pictorial society, as an
art creation platform in the reclamation area, especially the printmaking platform, gathered outstanding talents
and produced a large number of works. From 1960 to September 1962, my father recorded that: “The large room
of the editorial department of pictorial, which is also the office, dormitory, studio and classroom, is actually like a
hostel and transfer station for the mass art creation activities. When the creation of the same chronicle in pictorial
is in a stage, we need to supplement the living materials, so we will go down in twos and threes. Grassroots writers
sometimes come from all directions with sketches and finished products to ask for opinions. If they can’t go back
on the same day, they will crowd into a long big bed to set up a camp. In the space of less than 50 square meters,
people were bustling with activity. It was quite lively and boisterous”

In August 1960, Bureau of Agricultural Reclamation of Mishan was downsized. The Party committee of the
bureau decided to let these art professionals set up an art service agency, with Zhang Zuoliang and my father as
the chief and deputy managers respectively. Among these people, my father, Zhang Zhenqi and Zhang Lu were
the professional woodcarvers, while Zhang Zuoliang and Hao Boyi were the masters of comic books and oil paint-
ings. In their spare time, they were also woodcarvers. Zhang Qinruo and Xu Jiecheng were oil paintings, and Yin
Shoushi were traditional Chinese paintings. In addition, Xu Leng and Li Yiping, the art editors of the agricultural
reclamation newspaper, the units directly under the Bureau of Agricultural Reclamation, also carved wood, and
some of the farms affiliated to the Bureau of Agricultural Reclamation, such as Du Hongnian, Liu Luosheng, Wu
Zhehui, Fang Yuan, Yang Kaisheng, Liao Youkai, Ge Defu, etc., were engaged in printmaking, with a total of more
than 10 people. In 1960 and 1961, the “Great Northern Wilderness Art Works Exhibition” and “Mudanjiang Rec-
lamation Area Print Exhibition” were held respectively in Beijing. When preparing for to be exhibited in the capi-
tal, Zhang Zuoliang was appointed as the leader of the preparatory group and Chao Mei as the deputy leader. The
two exhibitions caused a sensation, and especially the “Mudanjiang Reclamation Area Print Exhibition” attracted
great attention of the art circle. The People’s Fine Arts Publishing House selected 42 printmaking works of 15 au-
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thors from two exhibitions, edited a album of Selected Works of Great Northern Wilderness Printmaking, and the
proper term “Great Northern Wilderness Printmaking” officially appeared in national publications. Since then,
the loud name “Great Northern Wilderness Printmaking” has spread throughout the country, and its reputation
has been growing for more than 60 years. Now “Great Northern Wilderness Printmaking ” is not limited to the
concept of farming and cultivation print group at that time, and it has been the general term of academic con-
cept and print semantics including all print creation groups in Heilongjiang Province.

As one of the important schools of contemporary Chinese printmaking, Great Northern Wilderness print-
making, together with Sichuan black and white woodcut printmaking and Jiangsu watermark woodcut print-
making, is known as “three schools” in the second half of the 20th century, and stands in the field of Chinese
printmaking. The emergence and rise of this group of printmakers with local regional characteristics is a unique
phenomenon in the development history of China’s new printmaking. The “three schools” are all famous for their
distinctive regional characteristics and national reputation, which enriches the style of Chinese print.

Great Northern Wilderness printmaking, with its unique creation path, language style, painter group, classic
works, theoretical construction and aesthetic value, provides a new reference for modern Chinese printmaking
and injects new vitality. Great Northern Wilderness printmaking has been recognized as a famous cultural brand
and artistic wealth in Heilongjiang Province, which is a significant sign of the prosperity and development of
Heilongjiang art. My father was the first generation of printmakers who grew up after the founding of New Chi-
na. Before he went to Great Northern Wilderness to participate in the Army reclamation, he had already started
to create engraving, and showed his talent. He moved from Nanjing in the southeast to Chongqing in the south-
west with his troops, and woodcut was always his means of creation. In 1952 he was transferred to Harbin which
used to be the place where the Russians opened the ports and gathered. The natural environment of Heilongjiang
outside the Great Wall is similar to that of Soviet Russia. In the 1950s, it was difficult for the domestic color
matching method of black and white wood engraving to properly reflect his perception of the new life coming
from his face. After several years of exploration, the father’s color matching wood engraving work has been sig-
nificantly different from that of the contemporary Chinese color matching printmaking work in terms of pro-
duction technology and plate dividing method. At that time, the black main plate of the domestic color matching
wood engraving played an absolute leading role. In my father’s woodcut with color matching, the effect of the
side plate is the same as that of the main plate. Sometimes, the effect of the side plate is even greater than that of
the main plate. This is actually influenced by the color matching method of Russian lithographs.

Yuan Geng, the second generation of Great Northern Wilderness printmaker, wrote in the article Engraved
Dahuang: the Development of Great Northern Wilderness Printmaking—Heilongjiang Printmaking. “In this bright
cluster of artists, Chao Mei is undoubtedly the most outstanding representative. The argument is based on the
fact that from November 12 to December 4,1960, in the‘Great Northern Wilderness Art Works Exhibition’ or-
ganized by the Chinese Artists Association and the Political Department of Mudanjiang Bureau in Beijing, a
total of 132 prints (139) by 30 authors were exhibited, accounting for more than 65% of the total 202 works in
the exhibition, while Chao Mei’s 15 works were exhibited, more than three times the amount of works per capita;
From August 31 to September 15, 1961, the ‘Mudanjiang Reclamation Area Print Exhibition’ jointly sponsored
by the Chinese Artists Association and Mudanjiang Bureau of Agricultural Reclamation was held in Beijing.
There were more than 100 works on display, with Chao Mei’s 20 works on display. Not only the number of works
was far more than other authors, but also his understanding of the essence of life and the language of printmak-
ing reflected in his works were more mature and in place. On December 1,1960, China Artists Association, Chi-
na Academy of Fine Arts, People’s Fine Arts Publishing House and Art magazine jointly held the Great Northern
Wilderness Art Symposium, which was presided over by Cai Ruohong, vice chairman of China Artists Asso-
ciation at that time, experts such as Wu Zuoren, Liu Kaiqu, Ai Zhongxin, Wang Zhaowen, Li Hua, Li Qun, Gu
Yuan, Yu Feng, Wu Biduan, Fang Cheng and cadres of Propaganda Department of reclamation area, Xia Weiyi,
the author Zhang Zuoliang, Chao Mei, Du Hongnian, Liu Luosheng, etc. Chao Mei,29, was speaking on behalf of
the artists in the reclamation area. It can be seen that since the inception, Chao Mei has established its position
as the master and leader of Great Northern Wilderness printmaking.”

Some researchers have summed up the classic works of Chao Mei’s engraving creation career in different
stages, themes and styles as “Reclamation Series”, “Forest Sea Series” and “Long River Series” The first two em-
phasize realism and convey feelings and ideas through image depiction; the latter is multi-faceted, with highly
generalized and nearly abstract images of color, shape and knife technique, and fully obeys and serves the image
transmission to make the works present colorful philosophy and image of life. Comparing Chao Mei’s different
series, such as Thawing, Spring Returning to the Earth, September in the North, On the Job, Black Soil Zone, First
Oil Well Painting, Endless Loading and Transportation, Clad in White, Barrier in the North, Awakening of Spring,
Cedar, Long River Trip, Sound of Wind, Song of the Countryside, Pine Valley, Long Road, Spring Tide in the North,
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Beauty of Autumn, Elegant Demeanor, Autumn Charm, Tianzhu, Green Wind and other works, and then compar-
ing horizontally his works with the works of other authors in the same period, we will clearly discover the forma-
tion or transformation of Chao Mei’s field of vision and topic selection direction, way of thinking and depth of
excavation, language style in different periods, which has a profound impact and guidance on many painters and
even school clusters.

“Among the representative painters of Great Northern Wilderness printmaking, Chao Mei has many classic
works, many collection records and published works, many awards and honors, many academic positions, and
the most significant role in leading and promoting Great Northern Wilderness printmaking school.” (Yuan Geng’s
Engraving Dahuang: the Development of Great Northern Wilderness Printmaking—Heilongjiang Printmaking) Mr.
Hua Junwu called Chao Mei the “master general” of Great Northern Wilderness engraving. According to Mr. Yan
Han, “Chao Mei is the representative of Great Northern Wilderness print”. Mr. Shao Dazhen commented that:
“Mr. Chao Mei, the printmaker... Great Northern Wilderness an important group and school of engraving in New
China, he is a pioneer and leader of engraving because of his lofty ideals, selfless dedication, down-to-earth, prac-
tical courage and enterprising spirit. Of course, there are opportunities created by the times for him, great support
from his peers, and his talent and poetic artistic temperament have to be mentioned” Mr. Ma Ke discussed that:
“When mentioning Chao Mei, he must talk about the Great Northern Wilderness, and when mentioning the
Great Northern Wilderness, he must also talk about Chao Mei. Because Chao Mei is so closely related to the Great
Northern Wilderness, it can be said that the milk of the Great Northern Wilderness fed his growth, and he also
made great contributions to the Great Northern famine”; “Chao Mei... is the pioneer of construction, the organ-
izer of print, the leader of art, and more importantly, a creator”. Mr. Liu Xilin commented that: “Great Northern
Wilderness painting school with him (Chao Mei) as its core rose in the north of China, together with the local
schools such as Sichuan printmaking and Jiangsu woodcut watermark, which constituted the prosperous situation
of the new printmaking in the contemporary era” Mr. Li Song commented that: “Among contemporary artists,
Chao Mei belongs to such a group that his creative career has been closely linked with the art career of a region.
His artistic achievements have become an outstanding representative of the regional culture of Great Northern
Wilderness, which is based on the contemporary art history” Mr. Qi Fengge praised “Chao Mei is a banner of
Great Northern Wilderness printmaking and the best representative of Great Northern Wilderness printmaking.
No one can reach his height in terms of learning and cultivation, and in terms of work quality”. Mr. Fan Meng
analyzed: “The relationship between Chao Mei and Great Northern Wilderness painting school is just like the re-
lationship between flesh and blood or between fish and water as the saying goes. Without Great Northern Wilder-
ness painting school, it is very difficult to evaluate Chao Mei in isolation. If you want to evaluate Chao Mei accu-
rately, you must closely integrate with Great Northern Wilderness painting school. In China’s print industry, and
even in the art industry, no painter like Chao Mei has been so closely integrated with the group of his school” Mr.
Hao Boyi thought that: “Chao Mei is the outstanding painter of Peking University. His outstanding artistic talent
and unique style of his works are well-known in China’s painting circle. With the development of the wasteland,
the printmakers of several generations, all of whom were directly and indirectly influenced by him, grew up and
developed into the Great Northern Wilderness printmaking creative group with the main characteristics of color
wood carvings” Mr. Hao Boyi’s close reading is especially direct and true.

Mr. Chao Mei has created many engravings on the theme of northern famine. Which one do you think is the
most representative? Why?

Over the past decades, there have been many famous scholars at home and abroad to understand, identify
and appreciate Chao Mei and his works. There are countless appreciation, but Sun Meilan’s poetic comments are
the most vivid: “There are black soil, mountains forests as well as deserts on the earth. The pioneering was full of
hardship and joy. Chao Mei’s engraving is the heart song of the pioneers to awaken the earth; it is full of the beau-
ty and richness of the black land dedicated to people, and it is saturated with the youth and sweat of our whole
generation. There is passion and ideal in the works, so there is poetry. Chao Mei, with the blade of a knife, digs
the beauty of life and engraves poems on wooden boards.” Such evaluation is still in the ear, which can be called a
historical judgment that can stand the test of practice.

My father began to read poetry when he was young. He accepted more Chinese traditional culture and was
greatly influenced by it. Chinese traditional painting works always agree with the artistic conception pursued by
painting creation, which is the same as Chinese poetry, “painting in poetry, poetry in painting”. Good poetry is
beyond words, and good painting is beyond pictures.

Great Northern Wilderness printmaking is obviously different from other regional printmaking at home and
abroad in its main characteristics. It is based on the time characteristics, regional characteristics and language
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style characteristics forged by cultural thinking and artistic practice of life practice and production practice.
What it reflects is the black earth flavor, Dahuang style and spirit of the times contained in the works. The close
relationship between Great Northern Wilderness printmaking and labor life, the way of creation, and the formal
rule of focusing on color modeling are fully reflected in his works. My father has created nearly 400 printmak-
ing works in his life.95% of his works are color overprint printmaking with Heilongjiang theme in northern
China. He has many representative works and has won many awards and honors. I think my father’s works can
be praised in every period of his creation, such as Spring Night in the Wasteland which was determined by the
researchers of printmaking history as the mountain opening work of Great Northern Wilderness printmaking,
The First Footprints which symbolized and recorded the spirit and great achievements of Great Northern Wilder-
ness printmaking, the most representative works of Great Northern Wilderness printmaking recognized by the
art circles at home and abroad, September in the North, which has been awarded by Great Northern Wilderness
printmaking so far, Pine Valley, which has won the highest level of awards, and his final work, Everlasting. His
later printmaking works include Long Road, Between Heaven and Earth, Cloud and Shadow, Setting Sun, Tianzhu,
etc.

What influence did Great Northern Wilderness printmaking have on New China’s art creation?

Great Northern Wilderness print group is a centripetal group. After nearly 60 years of ups and downs, it has
gradually formed its own artistic characteristics, and formed the development mode of Great Northern Wilder-
ness’s engraving spread, help and belt, and cultivated a large number of printmakers, who have made outstand-
ing achievements in various exhibitions across the country. Great Northern Wilderness engraving is now an art
brand of black soil culture and northern regional culture. Great Northern Wilderness engraving has established
cultural confidence for black soil civilization. As a cultural phenomenon, its social effect has gone beyond the
category of painting itself. Great Northern Wilderness printmaking, with its unique creation path, language
system, painter group, classic works, theoretical achievements and aesthetic value, provides a new language para-
digm and aesthetic reference for Chinese contemporary printmaking, and has a profound impact.

The artistic practice of Great Northern Wilderness engraving shows that the collective consciousness fails
to prohibit the inherent aesthetic purport drive and individual expression of each author in the creation cluster,
and there are obvious differences in the perspectives of focus, artistic treatment and individual extension of each
author in Chao Mei, Zhang Zuoliang, Zhang Zhenqi, Du Hongnian, Zhang Lu, Xu Leng, Liao Youkai and Hao
Boyi under the same topic selection direction. Of course, the composition is magnificent, the modeling is re-
fined, the sabre technique is strong, and the color is vivid, which constitutes the common style characteristics of
this group. For more than 60 years since the rise of Great Northern Wilderness printmaking in 1958, nearly 1000
artists have participated in Great Northern Wilderness printmaking (or Heilongjiang regional printmaking) and
nearly 3000 representative works have participated in all previous national art exhibitions, national printmaking
exhibitions and large-scale exhibitions at home and abroad (the criteria included in the “representative works”
are the specifications, times, media publication and evaluation indexes of works’ participation), and various me-
dia journals have taken place. More than 10000 articles, special topics and related comments (Times). It is grat-
ifying to note that, relying on the creative structure of Heilongjiang Printing Academy, Great Northern Wilder-
ness Printing Academy, Acheng Printing Academy, Daqing Printing Academy, Jixi Printing Academy, the Great
Khingan Mountains Printing Academy, Qing’an Printing Academy and Suiling Printing Academy, as well as the
print departments or print majors of Harbin Normal University, Qiqihar University and Jiamusi University, a
large number of young authors’ creative strength with continuous improvement, outstanding works continue to
emerge, further consolidating and expanding the resource layout, noumenon form, comprehensive strength and
social impact of Heilongjiang printmaking based on Great Northern Wilderness printmaking.

Can you talk about Mr. Chao Mei’s influence on you from the perspective of his son?

My father insists on teaching me to be kind and practical, which is close to strictness. On the contrary, we
are allowed to develop our interests and hobbies in our studies. Among the three of our brothers and sisters, only
when I applied for college entrance examination, I chose to go to Print Department of art college, which is his
expectation for me and my own choice. After graduating from University, I didn’t have the chance to be a profes-
sional, so I changed my career to work in journalism photography, and then I returned to university as a teacher.
Now my siblings and I choose to teach, to engage in literature and to do business.

“Snow ridge, horse rack, bonfire, morning glow, roaring locomotive, waking wasteland are fascinating; blue
sky, green field, black soil, birch, golden wheat wave, red sorghum are dazzling” This poem is like a description
of the scene of Great Northern Wilderness printmaking works. As a successor of the great cause of northern
China’s reclamation and Great Northern Wilderness printmaking, I think it is the spirit of our parents that our
generation is inspired and imbued.
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As we all know, after the founding of New China, Great Northern Wilderness printmaking became the repre-
sentative of Chinese printmaking, and Mr. Chao Mei was also the representative of this painting school. Can
you talk about Mr. Chao Mei’s contribution to Great Northern Wilderness printmaking?

First of all, we associate Mr. Chao with Great Northern Wilderness printmaking because he is in the group
of Great Northern Wilderness printmakers, but in fact, his influence on printmaking has exceeded that of Great
Northern Wilderness printmaking. We know that Chinese modern printmaking has gone through several impor-
tant historical periods. The first period is the period of War of Resistance against Japanese Aggression; the second
period is the period of Liberation War, which is represented by Yan'an prints and Chongqing prints; the third peri-
od is the prints after the founding of New China. After the founding of New China, the direction of print creation
has also changed. Printmaking is not only a weapon of revolutionary struggle, but also a tool to express peaceful
life and eulogize the changes of the times. Mr. Chao changed the scene used to show the struggle between people.
Therefore, from this point of view, Mr. Chao has created a precedent of praising the new country, the new society
and the party. Mr. Chao’s works are based on his love from the heart, his love for the vast land and beautiful na-
ture of the motherland, and give them a personal spirit. Therefore, in my opinion, his historical achievements go
far beyond the scope of Great Northern Wilderness printmaking.

The works of the painters are of the times. The prints of Gu Yuan, Yan Han, Wang Qi, Li Qun, Li Hua and so
on all have distinctive revolutionary spirit, which is not so strongly reflected in Mr. Chao Mei’s prints. But the
vast and desolate lyric scenes in his works are impressive. Why does this happen?

Mr. Chao has also created prints with the spirit of revolutionary struggle, but this is not his representative
work. Instead, his representative works focus on the relationship between human and nature. His creative thought
embodies the idea of “the unity of human and nature” The relationship between human and nature is equal, not
that human is superior to nature. This concept was actually very advanced at that time.

When the idea of harmonious coexistence between human and nature is used in print creation, Mr. Chao’s
idea is really ahead of his time. So, how does he put this idea into his printmaking?

Mr. Chao is not a conservative academic printmaker. He has a good modeling ability, but he is not limited
to the description of “shape”, focusing on the expression of meaning and artistic conception. In his view, form is
always a means, and meaning and artistic conception are the purpose of expression. When Wang Guowei talks
about poems, songs and Fu, he emphasizes that those with artistic conception are the highest. Our painting has
a very important spiritual direction, which is the contextual space he created. Only when this artistic conception
exists, can we put ourselves in the picture and be led by its aesthetic spirit. Therefore, Mr. Chao tries to create a
kind of artistic conception after human influence. In his printmaking works, there are no personal sentiments or
interests but great artisitic conception. It’s amazing that he has such a big mind. I think this kind of great concep-
tion is derived from Mr. Chao’s understanding of the traditional Chinese culture “unity of human and nature”, and
from his strong confidence in the coming of a new era after the founding of New China. Therefore, in his print
works, there are both traditional support and modern expression, which contains a lot of meaning.

After the founding of the People’s Republic of China, how did Great Northern Wilderness printmaking led by
Mr. Chao affect the national print art and even the development of art?

In the face of a new country, what position should artists take to express their understanding of the new era
with their works? This is the question that every painter needs to answer at that time. The beginning of a new era
and a new society is exactly the beginning of a new chapter in re-establishing the relationship between human
and nature. A good work must be a very profound work of human nature, which has grasped the very key point of
human nature. Human nature is complex. It has both a strong struggle and a lyrical and harmonious side. In the
choice and transformation between the two, Chao found his own aesthetic concept and artistic position. If in the
old society before the founding of the People’s Republic of China, there were still antagonistic classes, reactionar-
ies and other objects of struggle, then after the founding of the People’s Republic of China, when these objects of
struggle did not exist, how to quickly turn from the thinking of struggle to the thinking of peace to observe and
express the world needs courage and insight.

Historically, after the founding of the People’s Republic of China, the whole Chinese art circle was still im-
mersed in struggle thinking and recalling the hard years of the past. This reflects that people are not fully aware of
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the new era. From this point of view, the transformation of Mr. Chao’s engraving creation was full of courage and
belief, which had an important impact on later art creation.

Mr. Chao’s printmaking has formed a unique style. How do you think of Mr. Chao’s innovation in printmak-
ing language?

Here, we should take Mr. Chao’s engraving language into consideration in the history of Chinese engraving,
so0 as to have a clear understanding. Since the 1920s, the biggest difference between the new woodcut movement
advocated by Mr. Lu Xun and the traditional reproduction print was to replace schema with creation, replace
technology with art, and replace mediocrity with individuality. After the outbreak of the War of Resistance
against Japanese Aggression, new woodcut, as a tool of fighting, took part in the struggle between the enemy
and ourselves. Print art encountered some problems in the liberated area of Yan'an. Western three-dimensional,
black and white gray three-dimensional modeling was not easy to be accepted by the common people, and the
common people preferred the traditional two-dimensional linear modeling of the plane. The Yanan Forum on
Literature and Art held at this time was aimed at this problem, re-emphasizing the issue of literature and art
serving the workers, peasants and soldiers, and creating the art that the people loved. The language of print art
began to turn, from three-dimensional black and white gray language to two-dimensional, flat and line language.
The print language gradually absorbed and used with reference to folk, national and folk art. This reformed print
language is closer to our Oriental aesthetic connotation, and more in line with the aesthetic habits of Chinese
people.

After the founding of the People’s Republic of China in 1949, there appeared a new problem in printmaking:
Is printmaking language to be improved with the development of the times? In the past, in Yan'an, printmak-
ing faced the farmers in the mountain valley. After the founding of New China, printmaking faced not only the
farmers in the mountain valley, but also the intellectuals in the city and other people of all walks of life. How to
meet their aesthetic demands? Then, we need to constantly improve the quality of print language and strengthen
the artistic expression of print language. Mr. Chao’s prints, especially the overprint prints, draw useful ingredi-
ents from the traditional Soviet prints and the traditional Chinese woodcut New Year paintings, so as to make
his prints more bright and bright. In this change, Mr. Chao’s unique experience and understanding of Chinese
traditional color concept are hidden.

Can you talk about the influence of Mr. Chao’s print art on your personal creation?

I always regard myself as a disciple of Mr. Chao. He is not so much a pioneer in technique as a mentor in
my artistic spirit. I have always regarded his spirit of praising the greatness of human nature as a theme of his
own creation. What I have learned is precisely the essence and intrinsic quality of Mr. Chao’s art. Many people
learn Mr. Chao’s composition and color, but ignore his artistic spirit. But it is precisely the spirit that cannot be
learned.

Although I didn’t become Mr. Chao’s entry-level disciple, it didn’t hinder me from absorbing his artistic
spirit, or from studying the artistic concept of the relationship between human and nature reflected in his prints.

How to evaluate Mr. Chao’s contribution to modern Chinese printmaking?

If we divide the printmakers according to the historical period, the new woodcut movement period is the
first generation of printmakers, such as Gu Yuan, Wang Qi, Yan Han, Li Qun, Li Hua, etc.; the second generation
of printmakers is after the founding of New China, such as Chao Mei, etc.; the third generation of printmakers is
our group. Our generations of printmakers have been developing their printmaking to the theme of creation as
the ultimate goal advocated by Mr. Lu Xun, striving to make the printmaking to the society and the public, rather
than limiting it to such a narrow range as the college to let it really become an art of the masses, not a plaything
of the masses. If engraving is not supported by the public, then it will become a personal, minority art, and it will
not have such a broad impact today.

From the first generation of printmakers to the third generation of printmakers, to today’s fourth and fifth
generation of printmakers, each generation of printmakers is constantly expanding the influence of printmaking
and improving the development quality of printmaking. Today, Chinese print has become the best print in the
world. First of all, there are all kinds of Chinese printmaking, and the number of Chinese printmakers is the
largest. Secondly, Chinese printmakers always think about the social reality, and have a sense of responsibility
and duty for the society, rather than a kind of emotional expression just like some printmaking in other areas.
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Finally, Chinese print has broken through the scale limitation of printing, and there have been larger and freer
forms of print expression. Large-scale prints, such as four or five meters or even ten meters, have great artistic ex-
pression.

Every artist has his own time. In a new era, how can an artist embody his own value? I think Mr. Chao has
a keen judgment, which is why his print art is respected and loved by so many people. His artistic spirit runs
through the history and is constant and lasting. He stands at the height of human nature to perform art, which
can go through history. And many other painters can not perform like that. Mr. Wang Guowei said a word in the
evaluation of people—the big hall. The so-called “big room” means broad mind. In his opinion, people are people.
The most remarkable thing is not your words, but your mood is bigger than others. China is rich in land and ma-
terials. Chinese culture and art need a kind of broad mind and upward atmosphere, as well as a spirit of the Han
and Tang Dynasties. Therefore, the broad spiritual image of Mr. Chao’s print art is far beyond other printmakers
of the same era.
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Chao Mei’s Artistic Pursuit and Theoretical Thinking—Preface to “Chao
Mei’s Art, Prints”

Qi Fengge

Chao Mei is an outstanding representative of printmakers who grew up in New China, and one of the pioneers
and leaders of Great Northern Wilderness printmaking school. As a diligent and productive painter, he has creat-
ed more than 400 prints in over half a century of artistic practice. Especially in the development of our country’s
mimeographed landscape prints he made outstanding contributions, with a large number of Chinese painting, cal-
ligraphy and sketching works reflecting his comprehensive cultivation and outstanding talent. At the same time, he
is diligent in thinking after his creation, and has made achievements in theory. The two anthology published so far
are not only the summary of his creation practice, but also his in-depth discussion on the law of art. This paper will
focus only on his printmaking and theoretical achievements and analyze his artistic characteristics and thinking
pattern.

Bold, broad, full-bodied—the formation of pioneering period style

From the late 1950s to the early 1960s, Great Northern Wilderness printmaking was the pioneering period
and also the formative period of Chao Mei’s artistic style. Different from the overwhelming sichuan prints known
for portrayals of characters and the Jiangsu watermarking woodcuts known for portrayals of water towns in the
south of the Yangtze river, Great Northern Wilderness prints focus on the exploits of 100000 retrained officers and
soldiers to develop the wasteland and the vast and magical landscape in the north. So far as means of expressions is
concerned, its heavy set of distinctly strong mimeograph is different from the black and white contrast in Sichuan
print and the beautiful and elegant Jiangsu prints with water halo ink. The rise of Great Northern Wilderness print-
making school not only opened up a new world in the field of landscape printmaking in China, but also change in a
way the situation that colored woodcuts were equal to black and white woodcuts, which was a significant contribu-
tion to colored woodcuts in China.

Chao Mei, as the leader of Great Northern Wilderness printmakers, marked the level of Great Northern Wil-
derness printmaking and embodied the characteristics of this school. Different from some painters’ forming their
own style in a long profess, Chao Mei’s printmaking style is synchronized with his artistic process of Great North-
ern Wilderness. Of course, there had been nearly ten years of learning and exploration before, and in the past ten
years, a number of prints have been exhibited in national exhibition and published in various newspapers. In 1958,
he devoted himself to the Great Northern Wilderness, which was the turning point of his life course and the mile-
stone of his artistic journey. The initial expression of this mysterious and barbarous land made him knock on the
door of style and realize his first transcendence in the history of printmaking. His works, such as Spring Night in the
Wasteland, Black Soil Grassland, The First Footprints, and Thawing, were praised by experts and peers for their rug-
ged and bold manner, broad and magnificent momentum, and rich and strong colors.

If viewed from the angle of aesthetic form, the aesthetic quality of Chao Mei’s prints about Great Northern
Wilderness should be masculine beauty, majestic beauty and lofty beauty. In one of his early papers, Li Dazhao has
ever wrote that: “Beauty is not a kind. There is beauty in beauty and grandeur. The former is called beauty, while the
latter is called height”® Chao Mei’s prints belong to the latter’s so-called sublime beauty. It triumphed with strength
and grandeur, and in showing the struggle of men to conquer the wilderness, expressed the strong will and fearless-
ness of the conqueror. This kind of character is not only embodied in the contradiction between subject and object,
but also manifested by the object itself. Great Northern Wilderness has “the vast expanse of the wild”, featured with
blizzard, wasteland, snow, desolate, wormwood man, wild animals. This harsh natural environment itself is different
from the graceful landscape character of “the river is like a green ribbon, while the hills are emerald hairpins” (Han

(D Selected Works of Li Dazhao, published by People’s Literature Publishing House, 1981, p.116.
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Yu). Without the position of a picture, broad perspective, the strong momentum of Great Northern Wilderness
could not be fully manifested. Therefore, almost all the engravings of Chao Mei in this period showed the broad
momentum of the wasteland with large scenes. However, the heroic spirit and ambition of one hundred thousand
converted officers and soldiers—conquerors are the soul of the work, and the root of the noble feeling of the work.
Although the author seldom presents the scene of conqueror fighting with nature, the process of transforming the
Great Northern Wilderness into the “northern village” through Wheat Sea, Rest of the Day, Prelude to Wheat Har-
vest, September in the North and the expression of feelings can inspire and power people.

Although the success of these works first comes from the inspiration of hot life and the author’s own expe-
rience and feelings of pioneering, the establishment of its style is achieved by the author’s careful exploration on
the art itself. Rudolf Arnheim, a modern American psychologist, believes that the “meaning” of works of art is
inherent in form and color. Although his proposition that works should be separated from reality is unacceptable,
his viewpoint that form and color play an important role in people’s visual and perceptual experience is reason-
able. The spiritual shock generated by our aesthetic observation of Chao Mei’s works also starts from the visual
form. Chao Mei’s style is marked by its bold and powerful cutting style and strong color. The knife method in the
printmaking is the same as the brush method in the traditional Chinese painting. According to the needs of the
portrayed objects and expressing emotions, different knife shapes and the tone of the knife method should be
selected. During this period, Chao Mei liked to use a round and thick Spindle gouge in his works. According to
the geomorphic structure of Great Northern Wilderness, Chao Mei used to make a bold and vigorous sword, but
less careful carving. In the aspect of color, Chao Mei developed a new field of landscape print in China by using
the strong color effect formed by heavy mimeograph. The color of his prints is summarized and refined. For ex-
ample, the first print on the theme of Great Northern Wilderness, Spring Night in the Wasteland, has only three
color plates;Black Soil Grassland, The First Footprints, Eve of Harvest, and Morning in the North also have few color
plates, but they are rich and dense, with the effect of “less is better than more”. Some works of colorful, simple,
comparative and bright, such as Spring Returning to the Earth, September in the North, Rising Sun and so on, bold color,
not the pursuit of rich, soft, even the primary colors were used, such as the strong contrast between red sorghum, green
grassland, the blue sky, white clouds, the rosy clouds, but with the color in the middle of the cushion, it does not appear
curt. He generalizes and refines the multifarious colors of nature and transforms them into simple color relations, which
are concise and unified, loud and lively, and full of rhythm. According to his painting friend Hao Boyi, Chao Mei need-
ed to grasp and apply the color rules according to the physical characteristics of Great Northern Wilderness. At that
time, “He created a set of varied rubbing techniques, such as thick printing, overlapping rubbing texture and multiple
overprinting in one edition. This set of mimeographed techniques, first popularized in the reclamation area among the
authors, has become an important means to pursue the characteristics of the art of Great Northern Wilderness prints”
“This colouration method, which has been used in and around the reclamation area for 30 years, is still in use today.
Chao Mei took the lead in establishing the northern wilderness painting style and the solid creation method from life,
which made a historical contribution to the formation of printmaking group in the reclamation area and the develop-
ment of printmaking in the whole province.”

Objectively speaking, Chao Mei’s engraving has not become mature before “Cultural Revolution”, even some
rough works needed to be modified, and the lineament was not so delicate as his friends’ But his art characteristic
was preliminarily formed, his method and was often accompanied by lyrical style, with landscape is given priority
to, focusing on the plot, extensive cutting, and rich color, summer composition, which reflect a kind of big, and
great courage.

Poetic interest, implication and philosophy—the search for artistic conception in the
mature period

From the late 1970s to the 1980s, Chao Mei’s printmaking was at its peak and his art was becoming more and
more perfect. In addition to going deep into the oil field in the late period of “Cultural Revolution” and creating
a group of figures’ prints on the subject of oil workers, he still focused on landscape prints. However, during this

(D Hao Boyi, “Footprints Carved on the Black Land—Review of Chao Mei’s Creation in the Great Northern Wilderness Reclamation
Area’, in Yu Meisheng edition of Chao Mei Lun, Heilongjiang Fine Arts Publishing House, 1995.
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period, the subject consciousness was enhanced, and compared with the prints in the pioneering period, he paid
more attention to emotional melting and spiritual character, and raised his prints to a new level in the exploration
of artistic conception. Artistic conception, as the product of blending scenes, wins by implication and interest. It is
necessary to turn scenery into sentiment and sentiment into scenery. Instead of mechanically reproducing objective
images, it is just like what Liu Yuxi said: “The situation is born outside the image.” That is, the painting has poetry
and the poem has painting.

The creation of artistic conception puts forward higher requirements for the painter, which is a test of the
painter’s imagination and poetic quality. Chao Mei spent his early years reading poetry and literature. His father
was a teacher of literature and history in a middle school. Influenced by the family culture, Chao Mei laid a solid
foundation for literature. The theme of Uninvited Guest is to show the specific life of the forest investigation team
members. However, there is no one investigation team member in the picture. In the deep forest, the moon is hang-
ing in the treetops. It is left to the reader to wonder whether the intruder is a fawn or a member of the investigation
who disturbed the silence of the forest. Forest, Good Morning to You and Wild Goose Nest Island bring people into
the realm of lyric poetry. The little squirrels that echo up and down in the former forest are full of humour, and add
life and interest to the morning of the forest. The graceful melody formed by countless wild geese and the cadence
formed by reed clouds are a praise to the land where the author once shed sweat. Chao Mei once expounded on his
conception of artistic conception by saying that “the vivid scenery comes from spiritual likeness, and the profound
meaning derives from deep love”, which is also a summary of his creative experience.

Implied meaning in the environment can not only deepen the connotation of the work, but also can leave the
space for the reader to imagine and re-create. Some of Chao Mei’s works are ingeniously conceived and have pro-
found implications. For example, his work Cedar has “a unique charm with endless artistic meaning”. There is no-
body in the picture, but the two saddled horse under the cedar leaving a space for the reader to imagine. The author
portrayed several cedar trees of gigantic stature in the background of quiet and solemn environment, prominently
showing their great, noble character. Similarly, the unyeiding pine standing in the snorter in the work Sound of
Wind presents the theme of the border frontier; Barrier of Northern Backland is showed with patrol cavalry and
patches of pine forest containing the double meanings; Pine Valley is magnificent and has profound meaning. All
of these works show the pursuit of the artist that: “Emphasise on profound meaning and disgust superficiality and
vulgarity”

If the works above focus on allegorical and poetic expression, Long Road and Long River Journey contain cer-
tain philosophical meaning. In the Search for Artistic Conception, Chao Mei once expounded his thought as follows:
“In my work named Long River Journey, I attempt to break away from the restriction of the concept of concrete
habits in real life and endue it with more philosophical connotation. People are faced with the limited images on
the screen—the black land with sunset glow and the flowing river, warriors and war horses resting on the shore
for drinking... What will they think of? Can we associate with the joys and hardships of life, the hardships of the
journey, the perseverance of the will, or the broadness of the earth and the endless flow of history..”" Of course,
the associations and recreations of aesthetic receivers vary according to different people’s life experience, artistic ac-
complishment and cultural quality. However, the acquisition of aesthetic enjoyment is based on the aesthetic object,
which is beyond doubt. Such works of Chao Mei’s can not only make people happy and pleasing to the eye, but also
give them thought and enlightenment, which is commendable.

The profound artistic conception of the work, in the painting topic need careful deliberation, temper to close
the finishing touch. The titles of many Chao Mei’s works are poetic and philosophical in themselves. In addition to
the works above , there are such extraordinary works as Song of the Countryside, Love of Snow, Polar Region, Can’t
Make You Stay, Between Heaven and Earth, Travel in Wind and Rain, Spring Tide in the North and so on. Of course,
more importantly, the object of the performance should be firstly carefully observed, experienced and understood.
Chao Mei’s effort in the process of “teacher and nature” is admirable. When he first came to Great Northern Wilder-
ness, he took the initiative to become a farm worker instead of staying in the government office. Later, he became a
professional painter. He went to live in farms and forest areas almost every year. However, how to turn the material
into a work depends on the subjective conditions of the author. Emotion is a very important factor. Chao Mei once

(D Chao Mei, “The Search for Artistic Conception”, Beautiful Garden, No.1, 1982.
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said: “The scene in the picture must be attractive, the idea in the picture must be moving” @ Chao Mei had a deep
affection for Great Northern Wilderness. He devoted himself to the development of the wasteland with passion
and attached himself to this land with deep feelings. During this period, he had several opportunities for further
study and transfer, but all of them were politely declined by him. He fuses this kind of emotion in his works, and
he is good at mobilizing various artistic means to expand and deepen the artistic conception, thus making some of
his works fresh and poetic, profound, philosophical and thought-provoking.

Composition, conciseness, image—new changes in painting style in the development
period

In the mid-1980s, Chinese prints began to transform from the traditional single realistic form to the modern
multi-pattern. The external reason is the impact of western modernist art, while the internal motivation comes
from the artists’ artistic needs for innovation and change. When the country is open to the foreign trade, western
modern art was widely spread to China. Due to the differences in concepts and knowledge structure, the younger
artists were excited and active while the old artists were relatively conservative. However, the middle-aged artists
of that time were confused and lost, because it was conservative and out of time to insist on the inherent artistic
claims but to start art new should be with reference to western modern art, which was hard to accept and cannot
be compared with the younger generation in terms of ideas and knowledge structure. So some artists are stuck in
a dilemma. However, Chao Mei was calm and sober, and in his creation, he not only inherited and insisted on the
previous artistic orientation, but also changed his painting style. A comprehensive review of Chao Mei’s works
since the mid-1980s shows two forms—one is his previous lyrical and realistic style of painting, which developed
in a submissive style, such as Autumn Fruits, Love of Snow, Awakening of Insects and Spring Tide in the North. The
other one is the enhancement of the consciousness of composition, which is quite minimal, but its spiritual char-
acter is still oriental, and its material and image resources are still connected with Great Northern Wilderness. It
just changes the traditional pattern of Great Northern Wilderness prints in the visual form, reflecting the painter’s
pursuit of modern times.

Composition, conciseness and image are the outstanding features of such works. The painter got rid of the
shackle of objective objects and entered a subjective free world of creating images by means of intention. Moreo-
ver, this kind of image is more than simple, which expresses the painter’s new aesthetic interest in the extremely
simple relationship of composition. Take the Cloud and Shadow as an example, the picture with only a piece of
cloud, shadow, three cows, only black and yellow, dark sky, yellow grassland, which are subjective alienation of
natural landscape, but in black and yellow color piece in weaving, contrast, forming a strong, pure, rhythm and
distinctive effect of optical illusions. Yellow lets a person feel the intensity of the sun; black, lets a person feel the
heaven and the earth brought low, both inside and outside the three cows, makes the picture in a static dynamic,
for the purification of prairie life and move feeling. And Eagle Song is depicted with only a few simple yellow, black
and orange color blocks, but through interspersing, overlapping and constitute a strange and dangerous sense of
balance. These form elements, such as color blocks, lines, etc., have only the function of expressing the meaning
and are only the medium of emotional expression, and almost no effect of the shape, which is far from the objec-
tive image. Between Heaven and Earth, on the other hand, takes straight lines, curves and arcs as the relations of
formation, expressing the eternal themes of heaven and earth, mother and son. The Setting Sun is more refined to
the extreme, the whole black, a red across the screen. The painter replaced the infinite rich colors of the sky, clouds
and grassland when the sun was setting in the west with black, and the night came, solemn and melancholy. But
a ray of red and birds in a hurry to return not only point to live the picture, but also make the work deep artistic
conception. “The sunset is charming, only that it is near dusk” This is the sigh of time, the treasure of life.

Chao Mei’s works not only surpass the previous works, but also deepen them on the spiritual level. From the
1950s and 1960s, influenced by the realistic creation methods of Soviet Russia, the realistic reproduction truly
reflected the hot life of conquering the wasteland. To the 1970s and 1980s, the enhancement of the subject con-
sciousness, he emphasized on more refined generalization and the expression of artistic conception, and then to

(1 Chao Mei, “The Search for Artistic Conception’, Beautiful Garden, No.1, 1982.
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the simplicity and simplification of such works in this period. He has experienced a road of simplification. In fact,
Zheng Bangiao’s method of “cutting the redundant and keeping the essence” is somewhat different from Chao’s. He
did not subtract objectively but alienate subjectively. In addition to the fact that livingstock birds to point out the
scenery in the picutre remain in objective image, other objects were subjectivize to simple color lump which were
pure but strong. Some of theme barely has no relation with shape and colore. Does it enter a state of “painting is
mature when it comes to life”?

On the spiritual level, he turned from the early expression of the theme of developing the wasteland and the
ambition of transforming the Great Northern Wilderness into “northern village”, to the joy and pleasure brought
by the new atmosphere in the new period to the expression of the later philosophical implication. This is a process
of deepening the context of the work, which shows the painter’s profound understanding of life, society and history
after conquering the wasteland, suffering from the “Cultural Revolution” and opening up and reform. When talking
about this piece of writing, Mr. Chao Mei once said: “I am trying to find the most concise, the most general, the
strongest and the most individual modern printmaking language to express my understanding, cognition, emotion
and attitude towards life, society and life” “People say my style is changing and it’s in keeping with the way things
are going. I think, this change comes from my artistic thought and creative idea above all. However, I still insist that
I will continue to expand my life accumulation and deepen my understanding of the essence of life while seeking to
further control the laws of art. Life and creation remain the god of my artistic life This is exactly his creation to
modern and different from the young painter.

Exploration, thinking and evaluation—sublimation of theory in practice

Chao Mei is a thinking painter, which not only refers to his careful thinking and repeated deliberation on for-
mal language when conceiving ideas in his creation, but also mainly refers to his rational analysis and thinking on
art rules, art status quo, Great Northern Wilderness printmaking group and painters at the academic level.

1. Explore the law of art in combination with creation practice

As a painter, the discussion of the rule of art mainly comes from his own creation practice. During Chao Mei’s
long career in printmaking, “from studying rules to using them, from no rules to having rules, from creating rules

)
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to breaking rules, and from obeying rules to reforming”™®, Chao Mei experienced hard practice and exploration,
and it was in the 1980s that he summarized and combed the rules and regulations. At that time, he published such
articles as The Search for Artistic Conception, A Talk on the Colors of Cross-coloured Woodcarving, Shallow Under-
standing of the Performance of Knife Method, Detailed Records of Composition Practice, and Brief Views on the Crea-
tion of Landscape Prints. He made a systematic and comprehensive summary of the creation of overtone prints from
conception and layout to specific techniques. In this point, the contribution of his generation and the next genera-
tion of painters are unmatched. The important reason for this is his cultural attainment and theoretical attainments,
in addition to his rich experience in creation and standing on the top of the chromatic landscape prints. Although
he did not carry out abstract speculation like scholars in the study, he was good at applying the law of unity of
opposites in the revelation of laws, which was full of dialectics. This is not only reflected in the interpretation of
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the contradictory categories of composition, such as “whole and part”, “full and empty”, “hidden and exposed”,
“simplicity and complexity”, “light and dark”, “static and dynamic”, “risk and stability”, but also in the summary of
the color expression rules and the performance of the tool. He often emphasizes one side of things while seeing the
other side of things. For example, “the color of the color-register woodcut is not limited by the inherent color of the
object, but sometimes it is unified by the inherent color of the object that occupies the main part of the picture...
The color of the chromatic woodcut is not restricted by conditional color, but sometimes it is intended to enhance
the color sense of conditional color, so that a certain conditional color envelops all the objects on the picture, form-
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ing a unified tone””. And through the analysis of their own works the understanding of the reader is deepen. In

(D Chao Mei, “My Art Practice”, Jiangsu Painting Magazine, No.12, 1990.
(2) Chao Mei, “Detailed Records of Composition Practice”, Beautiful Garden, No.4, 1994.
(@) Chao Mei, “A Talk on the Colors of Cross-coloured Woodcarving”, Art, No.3, 1981.
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addition, such insights as “the strangeness of composition is innovation”, “the vivid scenery comes from spiritual
likeness, and the profound meaning derives from deep love” have enlightening effects on people’s creation and ar-
tistic thinking.

2. Review and reflect on the current situation and problems of printmaking

Chao Mei’s focus, observation and thinking on the print derives from the sense of responsibility as vice Pres-
ident of China association of print and his years of experience of presiding and participating in the selection of
Chinese printmaking exhibition, which enables him to differentiate the development tendency, find the problems,
and wrote in time so as to promote and guide by getting close to the national prints. From the 1980s to 1990s, he
published some articles and some conference speech where you can see that his thought was steady but not con-
servative, he argued for innovation but he was not radical, and his views and opinions was based on creating reali-
ty. He dared to raise questions, and often put forward the solution to solve the problem, which reflects the wisdom
and courage of a thinker of the arts.

The middle of 1980s was the most active period in Chinese art circle, with the update of ideas and collision of
ideas, and the creation also presents a situation that transcends tradition and moves towards pluralism. Accord-
ing to the selection of “the 9th National Printmaking Exhibition”, Chao Mei wrote several articles, such as Print
Creation Needs Diversification and Diversification is an Important Feature in the Development of Contemporary
Printmaking, to evaluate and analyze the new trend and pattern of printmaking and clearly express his own views.
It is pointed out that “for a long time, we have been accustomed to create a cocoon of ourselves in an artificial pat-
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tern”". This is a wonderful phenomenon. When some people strongly opposed and repudiated some crazy forms

in strange, image distortion, which challenge the traditional mode of aesthetic phenomenon, he points out: “to di-
verse, we must learn to be tolerant”, “When treating such kind of drawing we can neither stop them from drawing
nor force to change their aesthetic view. It has its own, maybe little, appreciation level, which reflects a group of
young people’s mood and pursuit... We should trust in the critical thinking and pioneering energy of the younger
generation.” ® This reflects the mind and tolerance of a famous predecessor. After “the 7th National Art Exhibi-
tion”, he wrote an article on the topic of Comments Outside the Selection Meeting and published his own opinions
in the Art magazine, in which he happily pointed out that: “Over the past few years, the upsurge of blind worship
of foreign cultural styles has gradually cooled down and entered a higher level of melting and reflection”® Howev-
er, with a strong sense of problems, he made an in-depth analysis of the shortcomings of prints, including the sub-
sequent different periods, and put forward specific problems, analysis and solution. For example, in the tide of so-
cial change in the printmaking team restructuring analysis, to the non-professional print-painters and professional
print-painters positioning, mission analysis, including the overall quality of the young print-artists to improve
the quality of the key to improve the creation, are very valuable practical advice. At a time when the tendency of
alienation from life was on the rise, he stressed that no real work of art could be produced if it was shut up in a
room and made up. When the market impact, printmaking sales blocked, he stressed to improve the development
and living environment of printmaking, but reminded “to prevent the creation direction to let the commodity
painting led by the nose” phenomenon; When the printmaking theory lags behind and restricts the development
of printmaking, he pointed out that: “Our theoretical articles on the emerging printmaking movement have been
a platitude for 40 years, with little development, little reform, and few new discoveries and developments”® He
called for strengthening the theoretical construction of prints. Chao Mei has always advocated that both life and
creation should be based on reclamation areas, while academic and artistic issues should be looked at the whole
country and the world. His examination and reflection on the current situation and problems of national prints
have played a positive role in the promotion of his own creation and the healthy development of national prints.

(D Chao Mei, “Print Creation Needs Diversification—Speech at the Second National Printing Congress”, Heilongjiang Fine Art
Newsletter, No.2, 1986.

(2 Chao Mei, “Print Creation Needs Diversification—Speech at the Second National Printing Congress”, Heilongjiang Fine Art
Newsletter, No.2, 1986.

(® Chao Mei, “Comments Outside the Selection Meeting”, Art, No.9, 1989.

(4) Chao Mei, “Comments Outside the Selection Meeting”, Art, No.9, 1989.
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3. Summary and analysis of Great Northern Wilderness prints

Among Chao Mei’s theoretical achievements, there are a certain proportion of articles summarizing, reviewing
and commenting on the creation of Great Northern Wilderness printmaking group and painters. As the leading fig-
ure of this painting school and the leader of Heilongjiang fine arts, he paid great attention to and guided the growth
and development of Great Northern Wilderness prints and Heilongjiang fine arts. In the Early Creation Activities of
Prints in Great Northern Wilderness, A Longitudinal Talk on the Printing of Great Northern Wilderness, Pioneering
Group Creation Practice—Commemorating 30 Years of Prints in Great Northern Wilderness, Thoughts on Group Art
of Prints, etc, he introduced and analyzed in details about the periodization and development of Great Northern
Wilderness engravings, the art pursuit of Great Northern Wilderness prints and characteristics, the structure of the
three generations of the author and limitations, and wild prints positioning, contribution and problems and so on.
What’s more, he is not a sentimental person, whose calm, dialectical and objective analysis makes people sincerely
believe in him. For example, “Great Northern Wilderness prints are more local, but their national style seems to
be inadequate”, “The works of Great Northern Wilderness prints have their common features, but the author’s per-
sonal style is not clear enough, and the works sometimes were alike”. In the early 1980s, he pointed out with some
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concern that young writers’ “cultural level and artistic quality are poor, and if they are not solved in time, the con-
tinuous improvement of their creative level will encounter great resistance”. Up to now, these are still The challenge
faced by Heilongjiang prints as well as the realization of self-transcendence faced with the actual issues.

Chao Mei’s comments on printmakers and their works cover three generations of authors of Great Northern
Wilderness prints. Although these critical articles were written at the invitation of the painter and the publication,
they reflect the objective attitude and academic level of the printmaker who avoids exaggeration and strives for ac-
curacy. From the connotation of the work to the formal language, from the color to the knife technique, “it can be
said that Chao Mei’s familiarity with the objects discussed is very clear”®.

On the whole, Chao Mei’s theory is a rational thinking based on feeling, neither making subjective assump-
tions divorced from reality, nor empty preaching. His rich experience in art practice, extensive knowledge, simple
dialectical thinking and high cultural perspective make his theoretical articles popular and smooth, knowledge,
professional, academic, readability integrated, so that readers in the knowledge acquisition and ideological enlight-
enment generated a sense of satisfaction, a spiritual pleasure.

As for Chao Mei’s artistic pursuit, style evolution, theoretical thinking and interaction with creation, the above
is an account of his artistic course of more than half a century and the magnificent and colorful artistic world he
has exhibited. In terms of subject condition, Chao Mei is not superior than others. He did not receive strict pro-
fessional training and good education and the deficiency, but he has shaped his image as a great master in Chinese
contemporary art his story by his sincerity of an artist and perseverance of a soldier, his wise choice, diligence and
deep thinking in his later life as well as the accumulation of his creation achievement and theoretical results.

»

(D Deng Fuxing, “Preface to ‘Painting inside and painting outside”, in Chao Mei’s Painting inside and painting outside, Heilongjiang
Fine Arts Publishing House, 1998.
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Beauty of Sincere Feeling Inscribed in the Black Land—Written in Chao
Mei’s Sixty Years of Art

Zhang Jiang

Chao Mei Art Museum was completed in Harbin City Acheng Jin Shangjing Historical Museum. This is a gen-
erous gift returned by Mr. Chao Mei to the people of Heilongjiang Province, which is worthy of their cherishing.
The completion and opening of Chao Mei Art Museum is a recognition of Chao Mei’s achievements and success
in printmaking in the past 60 years, and also a valuable treasure for the Heilongjiang culture and even the world
culture admired and studied by later generations.

Chao Mei, as a master of contemporary Chinese printmaking, is the pioneer and representative figure of the
Great Northern Wilderness printmaking school, and enjoys a high position in the art circle of our country. For
decades, he has been diligent and fruitful, which has exerted a profound influence at home and abroad. This bright
pearl embedded in the map of the swan will shine brightly in the Chinese painting garden and the forest of world
culture. Great Northern Wilderness printmaking is an important part of black soil culture, a beautiful art brand,
and the pride of Heilongjiang people. It is of great significance for us to study the artistic style and creative thought
of Chao Mei’s prints in order to understand the development track of the whole Great Northern Wilderness print-
making.

From the Angle of studying the aesthetic value of Chao Mei’s printmaking, this paper will make an in-depth
discussion on the artistic beauty, emotional beauty, artistic language beauty, and interesting aspects of Chao Mei’s
printmaking.

I. Artistic beauty in Chao Mei’s printmaking

Prints, like other arts, have cognitive, educational and aesthetic functions. Undoubtedly, among the three
functions, its aesthetic function is the most important and fundamental function of print art, the core of beauty
and the decisive factor. It can be said that the cognitive and educational functions of printmaking can only be re-
alized through aesthetic functions. It is on this basis that we can say with certainty that beauty is the lifeblood of
printmaking. Prints must use “beauty” to infect people, edify people, shock and conquer people. Beauty, should
be the conscious purpose set by a printmaker in the process of printmaking. Mr. Chao Mei fulfilled this great goal
perfectly.

The aesthetic of print art consists of three aspects—the beauty of content, the beauty of form and the beauty
of thought. The primary factor of content beauty is emotional beauty, followed by form beauty, image beauty, har-
mony beauty, beauty of fun, hazy beauty and so on. From the point of view of style beauty, there is a strong beauty,
graceful and restrained beauty, bold and unconstrained beauty; From the point of view of poetic beauty, there is
implicit beauty, rhythmic beauty, detail beauty.

The success of Chao Mei’s prints depends on the artist’s aesthetic concept and cognition of beauty. The beauty
of art is appealing, exciting, thought-provoking and irresistible. Only in this sense can a work of beauty be called
“a poem in a picture or a picture in a poem” Chao Mei’s print art is the product of the painter’s creative labor in
accordance with the law of beauty, the flash of the painter’s aesthetic thoughts and aesthetic ideas, and the embod-
iment of the painter’s aesthetic taste and aesthetic thought. The Great Northern Wilderness printmaking repre-
sented by Chao Mei are also wonderful works of Chinese art, fine works of art that affect the soul of the majority
of readers, and poetic prints.

II. Emotional beauty in Chao Mei’s prints

Emotional beauty is the essential feature of artistic beauty of Chao Mei’s prints. Emotional beauty is the com-
mon quality of all kinds of literature and art. Each of Chao Mei’s prints embodies his sincere emotion towards life,
which has aesthetic value and gives people enjoyment of beauty. This kind of emotional beauty lies in the starting
point and aesthetic perspective of the painter’s conception, and in the painter’s real perception of the natural scene,
that is, the artistic feeling. Mr. Chao Mei uses his keen artistic feeling ability to experience and observe life, so as
to express his emotion in his works. He always takes artistic observation as the premise of his artistic expression. It
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is precisely because Chao Mei’s prints are rooted in Heilongjiang and have blood relations with the black land that
his artistic career has been kept dynamic and vigorous in this fertile land.

Chao Mei also had “the eyes of a poet” and had the insight to make a candle faint. Therefore, viewers can look
at the world through the eyes of the poet and feel the beauty created by the painter. This kind of artistic feeling is
the poet or painter’s main means, which is the internal cause of Chao Mei’s printmaking’s unique emotional charm.
In the second dimension of the universe and the soul, he pursued the connotation of the phenomenon of life and
the beauty of “quality”. The establishment of Chao Mei’s printmaking and Great Northern Wilderness printmaking
school is exactly the accumulation of unique artistic feelings in black soil culture, which makes it possible to express
their thoughts, feelings and aesthetic thoughts, and to realize their consciousness of subject, independence, creation
and competition.

Chao Mei once wrote in his essay Life, Emotion, Imagination and Others: “ That in the process of conceiving a
work, what triggers the creative impulse may be a specific thing in the life seen by the eyes, but in the whole process
of creation, all one’s life experience, life knowledge and life feeling should be used.” The arrival of inspiration has
two preconditions: one is the subjective aspects of the long-term accumulation of rich materials, personal feelings
and endless thinking; the other is that the new information from the external world stimulated the painter’s pre-
pared mind for meditation. It is not difficult to see that beautiful works of art come from natural and social beauty.
That is to say, only when a painter has the ability of perception, observation and aesthetic judgment, can he find the
material of beauty creation in nature and society that corresponds with his subjective emotion. Nature is material,
society is powerful. And what the print picks is the flower of feeling—it turns material into soul, super utility and
aesthetic. All things give form and color to prints; Painting gives life and soul to everything. When the painter’s
aesthetic potential interacts with the aesthetic potential of all things, it is the discovery and confirmation of the
painter’s works, as well as the discovery and confirmation of the beautiful paintings. Chao Mei’s prints practiced the
whole process of artistic beauty.

The beauty of lyric expression is the highlight of Chao Mei’s printmaking which combines realism with ro-
mance and is another embodiment of emotional beauty in his works.

Chao Mei is an outstanding landscape printmaker and a lyrical printmaker. The First Footprints is an exciting
woodcut, which is both narrative and lyrical. The work depicts the vivid scene when the military personnel who
changed jobs entered the “Great Northern Wilderness” to explore the wasteland. In the limited picture, it shows
the broad realm of life intensively and gives people rich associative space. The main idea of the author is to show
the power of man to transform nature, to praise the pioneer’s determination, the courage to overcome difficulties,
the spirit of victory, and the ambition to conquer nature. The aesthetic value of the work lies in the originality of
the author’s conception, the cleverness of the materials and the profundity of his thought. Its highlight lies in the
footprints of the enterpreneurs left in the deep snow, which shows the hero image proceeding in the cold wind and
the strong will of victory of a soldier and the battle aganist the forthcoming “snowstorm”. The aritist created a scene
that two soldiers are lighting a cigarette which is another highlight. Its mood is profound. In addition to expressing
the effect of night scene through the cadence of color and the firelight shining on the characters’ faces when draw-
ing fire, the author also has a deep meaning, that is, “a single spark can start a prairie fire”. The desolate long night is
about to pass and the dawn is about to appear. Comrades in arms struggle forward! To the marcher, it was a horn of
victory. The vast wilderness formed the difficulty of advancing, and it showed that these officers and men, who had
been tested in war, were not afraid of hardship, nor of sacrifice, nor of victory. That is the footprint of the victory of
the PLA.

Concentration can be clearly seen from the works of Chao Mei’s. In the late 1970s he focused more on lyrical
style, with a poet more imaginary ingredients to enrich the direct observation of objective things. Although the
picture on the big activity decreased, the show in front of people more is lyrical quiet, elegant and deep boundless
universe boundless universe. The natural scenery shows murmuring streams, deer singing, clever small animals,
flying eagles and cranes... These natural landscapes interspersed in the works vividly highlight the vast space of
such works and the mystery of nature. Chao Mei is an artist who is good at exploring the charming life and interest
as well as the simplicity and natural beauty of the original ecology from the nature, such as Deer Spring ; Forest,
Good Morning to You ; Uninvited Guest ; Hometown of Crane ; A Clear Day after Snow and other works. Especially
Pine Valley which once won “ the 6th National Art Exhibition” gold award works, is to his art style mature old spicy
affirmation. The group of tall and straight proud pine, is the vigorous upward praise to the motherland, is the hero
of the high praise, is the poetic style of the pine. Moral and skill comes in pair, painting reflects the painter—is a
praise for chao mei’s moral integrity and the leaders of Great Northern Wilderness printmaking. Pine Valley was
created in the sixth year of China’s reform and opening up—in 1984. It was the spring of the forest area, when pines
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were soughing with the wind and the trees were waking up. It was a printmaking work in the new period that his
creation and ideological liberation brought more unique and personalized artistic expression. This is a new leap of
strength and depth in Chao Mei’s print art. In this magnificent linhai hymn, he shows a boreal forest world grow-
ing in the black land for people with his unique conception, novel composition, magnificent momentum, concise
color and bold and unconstrained sword.

II1. The beauty of Language in Chao Mei’s print art

1. The beauty of image is the value embodiment of the integration of truth, goodness and beauty in Chao
Mei’s prints

The image beauty of printmaking is the product of the creative work of artists in accordance with the laws of
beauty and accompanied by aesthetic activities. It is the carrier of painting emotion, the first step of beauty that
the painter leads the readers into the painting environment, and the aesthetic object that the viewers are absorbed
in. In the artist’s imagination, that is, in the process of the painter’s image thinking, whether it’s the painter in the
field of mental thoughts, or rational world of abstract concepts, or deep subconscious mental representation, can
be expressed through the painter’s subjective imagination and natural object in the objective world, to make it
have qualitative feeling which can be seen and touched.

For a tree, the scientist is concerned about its scientific value, the carpenter is concerned about its practical
value, but the painter is attracted to its aesthetic value. The painter always starts with the perception of the tree,
and the soul accompanies with “trees” to change the memory image into the imaginary image of creation, and
then the “tree” carries feelings and attached affection to it, so as to creat the image of tree with aesthetic value.
Such as Cedar; Pine Valley; Forest, Good Morning to You and other works.

Truth, kindness and beauty are the basis of image beauty. A painter mixes beauty with truth. Without true
and good painting, there is no source of beauty, the value of beauty, not to mention the beauty of art. Chao Mei’s
printmaking is the unity of truth, goodness and beauty. It should have the cognitive value of truth, the educational
value of morality and the aesthetic value of art. The essence of painting is to give the concept of three-dimensional
body vivid, emotional, beautiful image. The painter combines truth with beauty, and truth comes from feeling. If
there is no painter’s careful observation of objective things and unique feelings, and no painter’s actual “internal
experience” of the fictional situation, there will be no real feelings, thus there will be no “paintings made by feel-
ings” paintings, and there will be no beauty. There is no weakness so fatal to a painter as insincerity.

The beauty of image makes Chao Mef’s prints perfectly express the richness of content and achieve the harmo-
ny and unity of content and form. Its artistic image has authenticity, typicality, ideology and infectivity in content.
In form, it highlights the individuality, vividness, richness and completeness of the work. In his artistic practice,
he tries every means to mobilize the initiative of self-creation and give full play to all artistic means to achieve the
goal of “creating image beauty”. The image that he moulded, appear in the work with challenge posture mostly. The
First Footprints ; Forest, Good Morning to You ; Long Road ; Cloud and Shadow, etc., provide flesh and blood for
the formation of these images and the marriage of ideas. His works often show how to transform ordinary and ab-
stract things into vivid and visible images, and how to store philosophical thinking and profound thoughts in the
images he has observed, felt, thought and artistically processed. The chief features of these vivid images are both
from life and above it.

Chao mei was a “singer” who was good at using national art language and woodcut art language. His prints
are famous for their landscapes. He is an engraving poet who “digs up the beauty of life with a knife and pen, and
inscribes poems with a board”. This is indeed “a heart song to wake up the earth” by startling the world and crying
for ghosts and gods. This is a general artistic interpretation of Chao Mefi’s printmaking.

2. The beautiful color is the artistic color of Chao Mei’s prints

Color is an important part of painting language. Printmaking in the 1930s and 1940s has become a brave
poem based on black and white, and from the 1960s to the 1980s, the Great Northern Wilderness printmaking
represented by Chao Mei mainly focused on color. Chao Mei’s print is a rainbow rising from the black earth. Sep-
tember in the North is a red tune embellished autumn harvest scene, is a praise of harvest, praise of labor, a better
life, the black land fiery red music. The whole picture reflects the whole and part, dynamic and static, complex and
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simple, hidden and now, bright and dark ingenuity design and clever arrangement. It is the red sorghum and the
scene of labor formed a harmonious and unified artistic whole, the atmosphere of labor harvest and workers’ feel-
ings of joy carved incisively and vividly; It was the deep purple Black Soil Grassland; That is the contrast between
black and blue Summer landscape; It is the grey, white and black scattered point layout of Wild Goose Nest Island; It
is red, green, black, white and become Spring Returning to the Earth, two lines of flying white swan across the de-
sert in the bird’s eye view and newly turned black soil, leaving a few diagonal lines corespond with the retractor set
on the oblique lines. The picture is mainly covered with green, giving a visual effect of spring. The tension of color
is further strengthened through the color contrast. He skillfully combined the beauty of color with the beauty of
artistic conception to achieve better results, such as brown and yellow in Prelude to Wheat Harvest, grey green and
yellow in Birch Forest Autumn, and grey blue and greenish component in Pine Valley, which enhanced the charm of
color in the harmonious arrangement of similar colors.

One person and one horse in Long Road was walking on the rough mountain road. The abstract background
in the distance seems to be the mountain peak in the bright sunset. Maybe beacuase the surging waves or large
clouds stained with red sunset, the image of human shows a determined attitude of progress. The combination of
the mountains, waves or cloud points, lines and surfaces of the red main tone presents a great momentum, arousing
people to march forward bravely. The wonderful work Long River Journey, which is pure in form and rich in con-
notation, is even more interesting. There are two warm black river banks and a huge river. The bright and dazzling
white light of the sun or the moon is reflected in the river. A traveler is drinking on the bank. What kind of philo-
sophical enlightenment will this poetic picture bring to people!

“Blank space” is another embodiment of the formal aesthetic feeling of Chao Mei’s woodcut. This is the main
composition of Chao Mei’s prints. In his creative practice, he realized that “the blank space in the picture is the
open field of infinite space, the vast river’s lake, the deep dawn and the skylight of the soul, which can make people
suddenly enlightened and invigorate the spirit” (Chao Mei: A Talk on the Colors of Cross-coloured Woodcarving).
I appreciate very much the implicit white space in Chao Mei’s color-coded woodcuts. These blank play a “paint-
ing eye” role to a fit just for his landscape lyric. For example, the white headscarf flashing in the red main tune of
September in the North reminds the bustling scene of the autumn harvest in the north; the reflection of Long River
Journey shows the reverie of “the road is long and the road is far away, I will go up and down to look for it”; the
gurgling mountain spring hanging in Deer Spring and the white feather of the Red Crowned Crane in Hometown of
Crane is all given small pieces of white space with quiet and profound poetry, so that the audience’s visual feeling of
the aesthetic charm, lingering in the deep heart.

3. The beauty of artistic conception is the soul of Chao Mei’s print art

Why can an excellent work of art arouse people’s thinking, association and emotion? The key is the mood. The
work of art which lacks artistic conception can only be pleasing to the eye but not emotional, and its vitality is weak
and transient. However, Chao Mei’s printmaking pays much attention to exploring the artistic conception of the
work, so as to inspire the viewers to understand the “charm outside the image” and “taste outside the rhyme”.

How to deal with the expansion of artistic conception and the deepening of the theme of the work is a crucial
issue related to the life of art. Chao Mei just grabbed the things in life that are easy to arouse people’s thinking and
imagination, and ingest the plots and scenes that can cause people’s aesthetic psychological effect. Through the ar-
tistic processing and rendering of the pen and knife, he presented a world full of imagination for the general audi-
ence.

The work New Residence, with a strong sense of the times, stands on the top of the red tiled house, which al-
most occupies most of the space of the whole picture, three quiet and beautiful doves symbolizing peace. The red
roof gives people a warm, harmonious, soft and full of vitality. After the Third Plenary Session of the 11th CPC
Central Committee, the author skillfully combined the beauty of color with the beauty of artistic conception to
express the epitome of the real life changes in that era when the country was prosperous and stable and the people
lived and worked in peace and contentment. The old gray house has become history, while the new warm red house
symbolizes the beginning of life. It is not difficult for us to find that the corner of the small quiet quiet, containing
China’s reform and opening up era of the magnificent connotation. The whole work exudes the happiness of ease
and freedom.

Through appreciation of Chao Mei’s works, we can draw the conclusion that artistic beauty is “created” and
is the result of the distortion of objective objects by the artist’s imagination. The artistic conception created by the
painter does not originate from the objective world, nor from the subjective world, but from a new field of cog-
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nition after the combination of the aesthetic subject and the aesthetic object. This original artistic conception is
rich, sensible, derivative and leaping. It is the only bridge that the painter has to build in the process of poetic life
through the “spirit and things”. Only through this “bridge of images” can real life be transformed into vivid images
of works of art. Artistic conception is expressed comprehensively through the unity of content and form of the
work. That is to say, the artistic conception expressed by the author is closely related to the author’s thoughts and
feelings, artistic accomplishment, aesthetic taste and so on. When the painter expresses his ideas, these contents
are closely related to the formal factors. In order to express different themes and explore different artistic con-
ception, the painter intentionally handled the structure and form of the picture differently. For example, in Wild
Goose Nest Island, the author, through the layout of black and white and gray blocks and dots, first gives readers
a visually dynamic structure form, together with the interlaced arcs of wild geese and clouds in the sky, as well as
the straight lines between the ground and reed plough marks, and the horizontal and vertical interlacing of the
horizon, consciously guides readers’ attention in multiple directions. In order to express the grand scene of the
conquest of Great Northern Wilderness by the army of reclamation, the author further expresses the rare sense of
desolation and the surging atmosphere of wind and clouds fully and perfectly, thus further deepening the readers’
worship of the revolutionary heroism spirit and great image of the heroes who developed Great Northern Wil-
derness, who did not fear hardship and fought against the heaven and the earth. However, Awakening of Spring
presents from another angle that the cultivators were plowing and sowing in the conquered landscenes. In order to
show the potentiality that the black earth just wakes up after the long sleep in winter and the solemn and tranquil
atmosphere at dawn, the author increases the intensity of the bright spot of the word “wake up”, which fully shows
that the earth wakes up at the beginning of the year, “the plan of the year is in the spring, the plan of the day is in
the morning’, the expression that makes the pulse beat.

In addition, the creation of artistic conception must also focus on the integration of the inside and outside.
In this respect, Chao Mei’s works are even more sophisticated. Can’t Make You Stay depicts that a bunch of leafless
maple leaves were inserted in a bottle in the corner of the table, with dozen pieces of maple leaves falling to the
desktop. From the perspective of the picture, although the corner of the work is simple, the originality of the in-
tention embodies the author’s careful thinking and constitutes a vivid poem with profound philosophy. In front of
the picture, people can’t help but realize that the pieces of red leaves a few days ago were brilliant and graceful, full
of vitality to show the elegant demeanor, but now they are falling down one by one, touching the scene, to make
viewers sigh. Chao Mei once talked about the conception of this work, and he was quite interested in the fine sen-
tence of the ancient poem “one hour of spring and night is worth a thousand pieces of gold” and after repeated
consideration, it became the profound philosophy in Can’t Make You Stay.

The image and the artistic conception are the high unification of the painter’s subjective and the objective
cognition. Awakening of Spring and Can’t Make You Stay are poetic images. The characters “wake” and “stay” are
not only the eyes of poetry, but also the eyes of painting. It “polishes” the word as well as the meaning. They inject
fresh blood into the works and make them full of vitality. They are not only moving but also touching. They have
far-reaching implications, showing the profound literary skills, profound thoughts and the sagacious observation
of Chao Mei, the master of art.

4. The beauty of connotation is the lifeline of Chao Mei’s works

The red line of connotation beauty runs through all the works of Chao Mei, which is the core of Chao Mei’s
print art as well as the driving force of his creation. His revolutionary career, his values of life, his moral character
and the charm of personality has laid a good foundation for his creation. He has a high degree of revolutionary
dedication and responsibility, He is urgent for what reclamation area is urgent and think for the reclamation
area;He actively carried out the party’s “Double Hundred” policy; He has the courage to think, to practice and to
create. He is the pioneer of reclamation area construction, the organizer of printmaking, the leader of fine arts,
and more importantly, a creator. His greatest support and care for Great Northern Wilderness and other groups
are mainly reflected in his creative ideas. He is good at discovering different problems and proposing problems
in different periods, refining his creative ideas, writing books, discussing them theoretically, and influencing his
peers with his creative achievements. He realized very early that the styles of many authors of Great Northern
Wilderness prints were similar to each other and lacked distinct personality characteristics. In order to solve this
problem, he consciously kept a distance from others and highlighted “self” in his creative practice. He strives to
create each painting with own unique discovery and expression technique, which is different from others and
does not repeat himself. He said: “The gradual formation of the painter’s personal creative style is not a superficial,
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artificial play with the form, mystifying, grandstanding, but one of the important signs of the painter’s artistic life
is maturing” That is to say, the form of personal style can only leave its own mark in the works by combining the
artist’s own ideological consciousness, aesthetic taste, cultural and artistic accomplishment and other internal moti-
vation.

Chao Mei’s engraving focuses on the spiritual and cultural connotation, pursues the perfection of life spirit,
lofty realm and self-worth, radiating and reflecting the development of oriental cultural spirit in the new era, so
as to further show the state of all things in the work, which is comprehensive, profound, perfect and beautiful.
Chao Mei was good at conceiving and creating images based on life, with imagination as the means, emotion as
the power and thought as the soul, so as to achieve artistic effects of blending scenes, full of poetry and touching
people deeply. If the author does not have a beautiful idea, a beautiful soul, a beautiful consciousness, how can he
create a work of art that is popular with the masses? ! But just imagine, if the author had not personally enrolled
on drought, seeding, summer hoeing, the autumn harvest of hard work thus establish a deep affection with Great
Northern Wilderness established the deep affection and he had not been nurtured and impelled by the magical
and magnificent natural landscape of black land, how could the Black Soil Grassland, The First Footprints, Thawing,
Summer, September in the North and a series of works exhibition be displayed in front of us? The establishment of
Chao Mei’s personal artistic status won the reputation of Great Northern Wilderness printmaking group and made
a milestone contribution to the development of new landscape printmaking in China.

The ideological beauty of his works is he’s being good at playing nature’s “symphony”. He was not only the
“composer” of the Great Northern Wilderness Area, but also a “performer”. His works are mostly strange and or-
dinary natural landscapes, expressing his true feelings of love for nature, and the ambition of the vast number of
farmers to conquer nature and ask for food from the wilderness. Under his knife pen, there are virgin land waiting
for development, fields with fragrant grass seedlings, early spring where ice melts snow and everything wakes up,
golden autumn where harvest is in sight, ice and snow world in the northern border, lush virgin forest, sunset with
blood like sun, waves in the deep forest, flying eagles, beautiful swans, little squirrels, lovely fawn, and so on. These
life of nature are described by him as vivid, moving, moving, real, transcendent, beautiful to the extreme, which
makes the audience admire and marvel at.

Write for the hero’s deeds, and live for the hero’s deeds. In the reclamation area, Chao Mei volunteered to be a
farm worker in a remote farm production team. The idea of his life in the reclamation area was that if he could not
learn to swim in the ocean of life, he would be buried in the ocean of life. In a word, Chao Mei’s love for the boil-
ing creative life has turned his warm heart into a burning line of passion, singing the feelings of caressing the cold
and black land, and praising the entrepreneurial aspirations of the Great Northern Wilderness pioneers. That is the
beauty of the black soil culture, the beauty of the Great Northern Wilderness printmaking and that is the crystalli-
zation of Chao Mei’s print art thought.

IV. The interest contained in Chao Mei’s prints

What is interest? The so-called interest refers to people’s aesthetic ideal, aesthetic temperament and interest,
including people’s aesthetic orientation, interest, understanding and requirements of artistic beauty. The interest in
printmaking works is the intention of the painter to transform, refine and cast his aesthetic feelings and experience
of real life according to his subjective interest. It was achieved by the painter’s unique style and taste through certain
artistic means; it is the result of the painter’s materialization of his interest in the work; it is his performance in the
artistic characteristics and aesthetic effect of the work. Chao Mei, who had a sharp eye, was good at discovering the
interesting phenomena in life that could reflect the essence of things in life, and then created a new artistic image
full of interest through artistic processing, thus becoming an artistic work with profound meaning. His works creat-
ed in the 1980s—Forest, Good Morning to You ; New Residence ; Spring Melody and Song of the Countryside all beat
the pulse of the times, full of fresh and upward vitality. His works were like a poetic picture of life and the hymn of
nature, it arouses people’s love for life and vision for the future, and encourages people to work hard.

Temperament and interest is beauty. Based on interest, it is the appreciation and recreation of beautiful things
and the natural exposure of people’s spiritual realm. Only noble interest, can derive a painting of the other fun.
Therefore, we believe that beauty is the essential beauty that is naturally contained in the image, which is based
on life interest and derived from it. A picture is interesting, can attract people, infect people, move people, intoxi-
cated people; Only a fascinating and interesting picture can be a good one. Therefore, the other interesting beauty
of painting often confronts the insipid flavor of painting with the disdainful eyes. It can be said that all successful
painters and poets, with their outstanding and outstanding creative achievements, show that they are the owners
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and creators of “interest”. The reason why chao - mei’s works can attract, infect and conquer people is that his “taste”
releases energy.

Painters and poets can’t live without “fun’, paintings and poems can’t live without “fun” and especially people’s
life can’t live without “fun”. It can be asserted that, with the development of the society and the improvement of
people’s material and cultural living standards, in the spiritual life, people’s need for “fun” will be more and more
intense, urgent and diversified. The beauty of Chao Mei’s prints is a kind of artistic charm, which can arouse the
aesthetic feeling and aesthetic attributes of the viewers, through understanding, wit, curiosity, spirit and hidden
interest.

Look at those important sparrows in Spring Melody, they are the eye-catching highlights of this work. They
play an important role in image and artistic conception. With simple pictures and novel ideas, the whole work
shows the beauty of other interests, which integrates rational interest, funny interest, strange interest, spiritual
interest and hidden interest. Such interesting and intoxicating masterpieces can be picked at will from Chao Mei’s
engraving art.

The stable psychological structure of the Chinese nation is an ethical system centered on the doctrine of the
mean. “Harmony is the most precious” is the core concept advocated by Confucianism. The doctrine of the mean
emphasizes fair and balance. It emphasizes the balance and harmony of all parts of the whole structure, and ad-
vances together in the balance and harmony. Therefore, the view of “beauty lies in harmony” has become the main
melody of our modern “harmonious society” in the traditional psychological structure of our nation and the relat-
ed categories of ethics, morality and emotion, as well as in the fields of architecture, art and literature.

2008 marks the 60th anniversary of Mr. Chao Mei’s performing arts and the 30th anniversary of China’s
reform and opening-up. The whole country is immersed in the passionate atmosphere of the Beijing Olympic
Games. It was a wonderful and unforgettable year. Looking at the artistic road that Chao Mei walked along, he left
a very precious spiritual wealth to the people of Heilongjiang, added luster to black soil culture, and made out-
standing contributions to Chinese printmaking. As an admirer and loyal reader of Chao Mei’s engravings and the
descendants of Kanto from the land of Qilu, I have written the above humble opinions, hoping to be criticized and
corrected by others. In celebration of the 60th anniversary of Chao Mei’s professional skills, a seven-law poem is
composed of the following:

The long river is full of reclamation, and the iron pen is full of hearts.

Standing proudly like an erect pine in the snow with the spirit of a sodier, he takes a stroll in the new resi-
dence and sings with the east wind.

The setting sun is sentimentally attached to the beauty of dawn;old as he is, he keeps vigorous and glowing.

Black land is eulogized in his woodcut; Chao’s works shines the whole nation.
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The Search for Artistic Conception
Chao Mei

When I was young, I learned Chinese characters from reading poetry. Poetry introduced me to a hazy, strange
and seemingly familiar realm, and I used all the wisdom, knowledge and life experience I had in my childhood to
understand and experience it. I also like to listen to the performance of Chinese classical music. The melodious or
gloomy melody, such as the rhyme of chanting and telling, sometimes brings tears to my eyes. The artistic realm
they present contains extremely strong artistic charm, which makes me bear a kind of aesthetic edification and pro-
duce impulse, arousing endless ripples of association...

The artistic conception of a work of art is an organic combination of emotion and scenery. Scenery is the ob-
jective reflection of the phenomenon of life, while emotion is the subjective creation of artist’s feeling and ideal, and
artistic conception is the real essence of objective life reflected in the organic unity of these two aspects. Artistic
conception is the essence and soul of Chinese national art. The same is certainly true of painting, especially of land-
scape. “There are paintings in poems and poems in paintings” refers to artistic conception. Good poetry is beyond
words; Good painting, meant to be beyond the painting.

The development of artistic conception is a complicated and creative labor by means of image thinking and
various artistic means. The realm of the work of art is connected with the spirit and thought of the author.

I have long been engaged in the landscape as the main body of print creation, artistic conception of the search,
which is one of my important topics.

I. The vivid scenery comes from spiritual likeness, and the profound meaning derives
from deep love

My works are mostly based on farms and forest areas. 80% of the more than 200 works I have created over the
past 20 years are about this subject matter. I am familiar with the farms and forest areas of Heilongjiang Province,
and the people, land and even vegetation there. I love them very much and have made an indissoluble bond with
them. It was there that my artistic life was born.

I take the farm and the forest area as the subject matter creation, mostly taking the scenery as the main body.
The author must have feelings and intention in order to discover the beauty in life and stimulate the desire of cre-
ation. He must has a process of concentration, generalization, elimination and refinement to show the aesthetic
feeling of real life in the picture, which needs to be handled deliberately so as to make people to be willing, love to,
have interest in appreciating the immersive, fascinating and emotional landscape painting.

People have personality and landscape has its distinctions as well. The vast snowfield, surging forest and sea,
thousands of changes are inseparable from its origin. Grasping the character characteristics of the environment is
the basic premise for the success of painting. Mastering and expressing the typical character of the environment
also requires observation, experience, familiarity and understanding. Scene is composed of things, which also has
their own personality. Thousands of people can not be painted in the same way. Painting objects follows the same
rules. Like painting trees, you can not paint thousands of trees in just the same way. People have personality, and
trees should also have personality. To seek the resemblance of form, we need to achieve the resemblance of spir-
it In the primeval forests of the north, one can see luxuriant pines. The Lesser Khingan Mountains are known as
the hometown of red pine trees. In fact, there are dozens of pine trees, seven or eight of which are common in the
northeast forest area. Each has its own shape and internal characteristics. There is no model in the existing pine tree
painting or the previous works. Only through field investigation and sketching can we be familiar with it and ex-
press it. Each has its own shape and internal characteristics. There is no model in the existing pine tree painting or
the previous works. Only through field investigation and sketching can we be familiar with it and express it. Paint-
ing people must have feelings for it, painting scenery must have feelings for it, painting objects also, otherwise it is
not a good painting. Pine and birch often appear in my paintings, partly because of their regional characteristics
and partly because I like them. In fact, in the forest area, there are many other miscellaneous trees. When I draw
the primeval forest, I always feel uncomfortable to mix miscellaneous trees in it.

For a period of time, I have a similar feeling in several paintings of pine trees with snow hanging in winter, and



80 el ¢ SEARAE ORI TR I 2 51 - SE A

the treatment methods are also a little stylized. The main reason is that “ study nature” is not enough—The ob-
servation to the object image and the research is not careful enough. I focused more on the commonality without
paying attention to the diversity of personality. Later, I investigated and understood the structure and characteris-
tics of all kinds of pine trees in the northeast forest region for many times. I also studied and recorded the different
shapes of the same kind of pine trees, so that I was more familiar with them.

People’s understanding of things, expressed in literary and artistic works, always has a specific personal emo-
tional factors, lyric fate, meaning in the environment. For example, “Curtain volume west breeze, the person is
thinner than the yellow flower” (Li Qingzhao), “The fragrance array penetrates Chang’an, and the city is full of
golden armor” (Huang Chao), the two poems both depicts a picture of people and chrysanthemum in the house,
but their temperament and realm is quite different. When I was creating, as for showing the environment of prim-
itive forest, I try to emphasize one aspect of its characteristics on different pictures according to the needs without
losing its basic characteristics in depicting the shape of pine trees, so as to comply with the overall requirements
of a specific theme and artistic effect, to effectively avoid the tendency of duplicating and stylization, and at the
same time, strengthen the personality of the object described. When I was creating, as for showing the environ-
ment of primitive forest, I try to emphasize one aspect of its characteristics on different pictures according to the
needs without losing its basic characteristics in depicting the shape of pine trees, so as to comply with the overall
requirements of a specific theme and artistic effect, to effectively avoid the tendency of duplicating and stylization,
and at the same time, strengthen the personality of the object described. For example, in Uninvited Guest (see Chi-
na Youth, No.14, 1981), I emphasized the tall, straight shape of the pine (based on the white pine’s shape) to help
convey the steepness of the valley and to suggest the professional nature of the forest investigation team. In Barrier
of Northern Backland (Beautiful Garden, No.1,1982, back cover), I bring the pine tree closer to the eye and make
its branches dense and free and easy (based on the white pine), so that a group of cavalry patrol can be seen in the
gap, in order to present the double meaning of “barrier” visually at the same time. In Sound of Wind, I drew the
pine tree as upright and unyielding (based on the shape of the red pine), so as to harmonise it with the theme of
the border defense struggle. In Cedar (Beautiful Garden, No.1,1982, p.6), I depict the pine tree as indomitable, neat
and solemn, so as to praise the integrity and purity of character.

Great Northern Wilderness farm is featured with boundless, flat and open field. Small ups and downs, insig-
nificant, were not the character of Great Northern Wilderness. However, how to combine the flat land with few
ups and downs into a variety of composition patterns is indeed a major problem to be solved to represent the land-
scape of Great Northern Wilderness farm. It is difficult to work without careful management in practice. I have
arranged the changes of the picture composition through bird’s eye view for many times, such as Spring Returning
to the Earth (Beautiful Garden, No.1, 1982, p.4), New Reclamation Land and so on. I also relied on the setting of
ground features to break through the flat flat mechanical, such as Wild Goose Nest Island, Spring Melody and so on.
Even if it is the same horizontal composition, it also emphasizes the different features of the land under specific
conditions according to the needs. For example, in the early creation of Black Soil Grassland, the flowers and plants
blooming in clusters are highlighted to show its richness and beauty. In Thawing, the ruts on the muddy road in
the snow are put in a prominent position to help remind people of the hardships of entrepreneurs. In Awakening
of Spring, the earth’s lines and straight furrows, which show up in back dark, correspond to a light in the sky and a
row of spring geese, which help to render a spacious, profound and tranquil atmosphere and point out the specific
environment of earth awakening.

The trees and land in the painting originated from the objects in real life, but it is by no means a copy of the
objective objects and naturalism. The performance process has permeated my understanding, knowledge, feelings
and even imagination. For example, the image of pine in Cedar is created by combining the appearance character-
istics of white pine and tarzan pine. Since a work of art should not be a copy of real life, the artist must make full
use of the right to deal with objective things according to needs.

It is one of the important factors to develop artistic conception to eliminate the reproduction of objective
object and image naturalism and to pursue the creation of image integrating subjective thoughts and feelings. The
vivid scenery comes from spiritual likeness; profound meaning derives from deep love. (Gu Kaizhi) I understood
the inner spirit of the depicted object, and then, through the gallop of imagination, he formed an artistic image
that could express the image, which was reflected through the means of painting. Faced with it, people will not feel
that it is an ordinary phenomenon of life, but will perceive that “the scene beyond the scene, the image beyond the
image” through the limited and individual images.
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I1. Typicality of environment and plot

In the prints I have created, the pictures are mainly landscapes (depicting the environment as the main body),
and there are few pure landscape paintings. Generally, they are equipped with certain plots. Although the plot
placement does not occupy a significant part in the picture, it is not an unnecessary ornament. It is also different
from the small figures in Chinese landscape paintings. Environment and plot in the picture is often expressed as
the echo of static and dynamic, scene (environment) and feelings (meaning) integration and unity. Each of them is
often in the same important position. Therefore, in my practical creation, I often encounter the problem of how to
bring out the best in the picture environment and plot. The ingenious combination and arrangement of typical en-
vironment and typical plot directly affect the success or failure of artistic conception development.

Although the phenomena of life are complicated and changeable, there are certain objective laws in the devel-
opment and formation of things. In the particularity and contingency of any circumstance there is also the univer-
sality and necessity of that particular circumstance. The artistic conception in line with this law is to make people
feel that the scenery is true and reasonable because it comes from life and is refined, reasoned and created accord-
ing to the law of life development. It is both strange (higher than life) and familiar (from life). On the contrary, it
will make people feel false and artificial, because it is not in accordance with the law of life, and it is invented and
imagined by the artist. Typical plot problems in typical environments are involved.

In the process of creative conception and composition, the breakthrough of environment and plot arrangement
is the key to the whole creative process. It is possible to have an environment first, a plot first, or both.

The creation of Cedar has its environment first. Once, I was sketching scenes in Wanda Mountain. It was
cloudy after rain, the atmosphere was clear, and the sunlight was intermittent. The light and shadow of the distant
mountain was close to trees, which changed endlessly. Later, I changed this picture into a winter environment,
cleaned up and weakened the partial contrast of light and shade, and emphasized the profound sense of space
formed by the whole near light and far dark, thus highlighting the image of cedar. The tractor carrying the original
wood is intended to be added to make the scene of winter transportation. The atmosphere of the picture and the
modeling effect of the cedar made me change my mind and the title was Cedar, which suddenly shocked my mind.
The plot of tractor transporting materials is obviously overwhelming, hindering the development of the artistic
conception of Cedar. What was added? After many twists and turns, I finally decided to paint two horses with sad-
dle on a young panasonic, making it helpful to show the tall and straight form of cedar in contrast, and strength-
ening the deep, quiet atmosphere. The horse’s bright color (white space) adds a note to the picture. There is no one
in the picture, and I imagine that people would add a bit of perhaps different but useful association to the existence
of the horse. Sound of Wind is actually a combination of two half-finished works. It shows that the composition of
the environment of the border defense radar station has not been determined, and it needs plots to depict the scene
with strong wind and loose wind. Two unfinished creative ideas complement each other, combine into one, and
find the desired destination just as the poem written. “Looking for him in the crowd, suddenly looking back, the
man is in the lamp languishing place” (Xin Qiji) Uninvited Guest is another case, showing the willingness of forest
investigators to live in a specific plot, and the environment of the dark valley winter night was selected from a vari-
ety of designs. Because I consider arranging this particular plot in such an environment, and the whole idea formed
thereby is more conducive to the development of artistic conception.

The sparrow, a small animal, has added a lot of pleasure to my life experience. In winter, it is a kind of beautiful
enjoyment to watch the movement of sparrows looking for food on the outdoor windowsill through the frozen win-
dow glass in the warm room. It is no wonder that Chinese painters have long depicted sparrows as objects, and they
are so vivid and lovely in many works. This feeling has been urging me to try to express the sparrow in the print.
I figured that maybe I could add a little national flavor to the print picture. Therefrom, I created A Clear Day after
Snow, which depicts a flock of sparrows flying and scattering on branches covered with snow and ice after the snow
clears. The completion of this painting still seems to be unable to satisfy my long-cherished wish. Later, during a
sketch on the next farm, I found another ideal environment and plot for the hilarious sparrow with the close-up
picture of a seeder, Spring Melody was created very smoothly.

The organic combination of environment and plot will sometimes be “nowhere to be found”, or takes “no effort
to get it”. In fact, the two are dialectical, “accidental’, is the result of “long-term accumulation”. The selection and
combination of environmental plots, in most cases, always requires the use of life experience knowledge and the
full repository of emotional leads. Sometimes, like the scenes on the screen, they can be overprinted, matched and
verified one by one, so as to find a satisfactory partner, to achieve the ideal effect of blending feelings and scenes,
harmony and unity, and “supporting both flowers and leaves”
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II1. The development of artistic conception requires the use of all artistic means

The scene in the picture must be attractive, the idea in the picture must be moving. To achieve this goal, the
author must first create an extraordinary artistic realm with his own passion. “I am strange person who indulge in
beautiful poems. If the poems can’t move people’s hearts, I won't give up until I die” (Du Fu) Life is moving, but
art should be more. Once the artist enters into the creation process, he will be immersed in more intense emo-
tions, and finally make the audience get emotional resonance through the appeal of his works.

People’s expression of thoughts and feelings generally depends on language and characters, and the richness
and profundity of their thoughts and feelings can’t be seen from inaccurate or incoherent words. The creative con-
ception of the artist depends on mastering the artistic means skillfully, so as to make the meaning in his mind into
visible artistic image. “God is in the breast... Content along the eyes and ears, and rhetoric tube its cardinal” (Liu
Xie) This is about the completion and development of artistic conception. Poetry relies on language and words,
music relies on sound melody, while the art should be reflected through composition, color and image. As for
prints (woodcut), the combination and rubbing techniques of carving knife, etc should be included. I even think
that the topic of work can also be used as a part of the artistic conception to treat.

For the same scene, if the angle of composition is taken to look down or up, the picture will appear complete-
ly different, giving people different feelings. How to choose the angle and attitude to depict the characters directly
affects the expression of the inner character; The same color woodcut picture, printed into a cold tone or warm
tone, will give people the illusion of two separate works. sometimes some slight differences in the color of a certain
overprint can affect the success or failure of the whole artistic effect. The print carved by the spindle gouge gives
a vigorous, open and unrestrained sense, while the print carved by the triangular knife gives a strong, plump and
rigorous sense of. The artistic effects presented by the two knife methods can never replace each other. In the pro-
cess of creation, the arrangement of picture composition, the design of color, the application of knife method, the
procedure of rubbing, etc., are all the components of the completion of artistic conception, as well as the crucial
means of the completion of the development of artistic conception.

In the creation of September in the North, the composition was made from a bird’s eye view, which was to fa-
cilitate the arrangement of the hilarious scene of sorghum harvest and make the red sorghum consistent with the
picture, so as to express the momentum of labor and the joy of harvest. The images of Gobi Forest Belt and Cedar
adopt a slightly upward angle, which is more convenient to shape the tall image of poplar and pine. If Dusk is not
unified in the rose tone, The real that “The glow of the setting sun is splendid” cannot be presented. The knife
method of wood carving is ever-changing and endless. It not only expresses the shape (body, quantity, quality and
space) of the object, but also expresses the painter’s interest (temperament, emotion, personality...). When I carved
the environment in Roping the horses, I abandoned the concrete shape of grass. Instead, I used the mark of the big
spindle gouge to gallop away with the horses, in an attempt to enhance the sense of movement of the specific scene
of horse racing.

The Northern Wilderness Reclamation Area once spread a folk song called Spring Return Wild Goose: “Over
the new reclaimed land, over the new farm; The wild geese don’t know their new hometown.” This was the theme
of my later work, Spring Returning to the Earth. Its original material comes from a sketch of the scene painting of
spring ploughing. When I changed it to a woodcut manuscript, I drew two lines of flying white swans, which just
made it cut through several oblique lines formed by the combination of the wasteland and the newly turned black
soil under bird’s eye view , and corresponded to the intersection of points, lines and surfaces formed by the red
tractor placed on the oblique line. “The spring breeze is green on the south bank of the river”, and green can pres-
ent the visual effect of spring better. I decided to adjust the wasteland to tender green, and formed even and soft
spots with repeated imprint rubbings instead of rigid knife marks, so that the long-distance land under the swan
body would not appear monotonous in the overall large color. The application of all these means is based on the
development of the realm of Spring Returning to the Earth.

The naming of the work cannot be ignored. The postscript of traditional Chinese painting has always been a
part of creative conception and composition. The role of comic book titles is also well known. I think other kinds
of painting can also learn from this.

Some of my painting titles are determined in the process of conception, even like the painting Cedar. It is this
name that contributes to the completion of conception and composition, as well as the painting Clad in White.
Some have been examined and changed. For example, Awakening of Spring, the original title has been Dawn and
Spring Dawn, and it seems that Awakening of Spring is more accurate. And besides, I had imagined the white light
on the horizon across the picture as a gap to open my eyes... I think Barrier of Northern Backland is a little better
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than the original Northern Territory Patrol, because the former seems to be able to promote the fusion of feelings,
scene, a pun. And the meaning is intended to be outside the picture.

Of course, if the realm of the work blindly begging for the title, it will be the neglect of the essence, which is
the performance of incompetence. The title of the work cannot be gild the lily, but sometimes it should play the role
of finishing the dragon.

IV. New and far-reaching artistic conception is important

Artistic conception should be new instead of out of date. “Mountains and rivers are difficult to paint, due to
the artistic conception. If the ink is not of great antiquity, the aura is not deep, and the rules are not dense, and
it falls into a set pattern, the paint will be nothing but ordinary” (Jin Shaocheng) Where did the new conception
come from? It is from the artist’s unique experience, feeling and discovery of life; It comes from the unique under-
standing, creation and development of artistic expression means in the process of mastering artistic laws. Artistic
creation should follow its own path firmly under the established general goal, be diligent in innovation, dare to
create new ideas, and follow its own course. The development of artistic conception should also have its own world,
individual characteristics. Due to the difference of artists’ life experience, thoughts, feelings, disposition, etc., the
life realm they capture and are familiar with is also different, which causes the difference of their creation style and
artistic conception. In ancient times, it was jokingly said that singing Liu Yong’s poems required a 17 or 18 years
old girl to hold the red teeth while singing Su Shi’s poems required a big guy from Guanxi to hold the iron plate.
This extremely vividly shows the distinct difference between the two styles. The colorful and ever-changing source
of life and the ever-changing and surging history provide a profound and broad foundation for artists with different
experiences and personalities to explore different artistic realms. Ambush on all side is swift as the wind and quick
as lightning, deep and exciting; The Moon over a Fountain is like a trickle, sad and indignant. The musical states are
different, but they are also touching and touching.

Living in socialistic China in the 1980s, as a member of the army marching towards the material and spiritual
civilization of human beings, artists naturally must deeply feel the pulse of the new era, share the fate with the revo-
lution, breathe with the people, love what they love and hate what they hate. The new realm of art must come from
the new life and new things in the new era, but also from the artist’s new ideas, new sentiments, new aesthetic ide-
as...

As far as T am concerned, the novelty of art (including artistic conception) requires that artist should not copy
others and should not repeat himself. The former is not easy, but the latter is more difficult. It’s not easy not to be
familiar, not to be tied up and not to be complacent! In my case, the artistic means are relatively single (mainly
landscape colored woodcuts), and the living base and creative theme range are limited (mainly farms and forest ar-
eas). Therefore, it is more necessary to deeply experience, carefully observe, keenly discover, emancipate the mind,
think hard and find new ways in life and art practice. “Beauty is everywhere. For our eyes, it is not a lack of beauty,
but a lack of discovery.” (Rodin)

It is not a bad thing that artistic creation has its own unified style, which is one of the signs of forming artistic
personality. But it should never be understood that every child born should be the same.

Artistic conception emphasize on profoundness and discust evil and vulgarity. The environment emphasise on
deepness. If you want to make a deep environment, you can’t explain it in a coherent way. You need to leave room
for the audience to recreate it, to receive the effect of sound outside the line and sound outside the picture. You
should store up as far as you want to go. You should not be so poor as to say nothing as the water is dry and the root
is dry. You should have as much capacity as possible. The capacity said here, of course, is not to be encompassing.
On the contrary, we should strive for perfection, take one as ten, be intriguing, and have endless meanings. To “see
bigness in the smallness, smallness within bigness”, that is to say, there is an infinite space in the limited picture,
and the details of the questions are deliberately arranged in the seemingly infinite space.

Wild goose nest island, in the agricultural reclamation area of Great Northern Wilderness, is the place where I
participated in the establishment of the farm and had a sweat. After 20 years of rapid changes, I visited the old place
many times and drew some studies, including a picture of horses grazing on the high slope of weidian. When I
returned back, I decided to process and carve it into a color woodcut. I have developed a habit in my long-term cre-
ation, that is, to ferment and complete the artistic conception, as the saying goes, “three days to the board” which
means that only when you have careful consideration and have an object in your mind can you start your work on
the board. Usually I draft directly on board. Sometimes it could be just a few different hue and chroma piece and
sometimes I could enter a state of when facing the color draft that did not form initially. The shape of the picture
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color block will present the illusion of different objects, sky—river—earth, cloud—mountain scene—trees... chang-
ing randomly. It is often from these unfixed hallucinations that I capture the ideal image and thereby immobilize
it. The final outcome of the picture may be completely clear from the original idea. This is how the composition of
Long River Journey evolved. The sky became a river. The reeds were painted black. Only one horse was left in the
herd. I regard this situation as a transition between content and form, and I even think that it is more conducive
to the process of imaginal thinking to imagine changes on the board than to brew them in the mind. The beauty of
the form of plastic arts, accurate scale, only through the vision can be reflected and identified. In my creative ex-
perience, I have never experienced the situation of fermenting maturity in my mind and putting it on the board in
an accurate and invariable way. A painter who paints bamboo all his life can be confident, but it is difficult for me
to do so.

In my work named Long River Journey, I attempt to break away from the restriction of the concept of concrete
habits in real life and endue it with more philosophical connotation. People are faced with the limited images on
the screen: the black land with sunset glow and the flowing river, warriors and war horses resting on the shore
for drinking... What will they think of? Can we associate with the joys and hardships of life, the hardships of the
journey, the perseverance of the will, or the broadness of the earth and the endless flow of history... I have asked
some comrades who are not artists, and their answers have not disappointed me. It may be a bold claim with little
chance of complete success, but I am inclined to persist in probing subtlety, at great cost.

The development of artistic conception is an extremely complicated and difficult subject. My exploration
practice, was at the beginning and has little effect, which was just a little footprint left on the journey of art.
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