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About Mau-kun Yim

Born in Hunan Province, China in 1942, Mau-kun Yim was a graduate of the Guangzhou Academy of Fine

Arts in 1965. He received wide acclaim as runner-up in the National Chinese Art Exhibition in 1974. In 1978, he



received first prize in the Guangdong Province Art Exhibition. He moved from Mainland China to Hong Kong in 1980.
In 1989, he moved to Taiwan, where he continues to live and work today.

Yim has held many solo exhibitions in Hong Kong, Mainland China and Taiwan. He is the author of nearly 30
books on oil painting and drawing. Yim is frequently invited to hold lectures and demonstrations at universities and
art academies in Mainland China, Taiwan and Hong Kong. He is represented in the United States by Greenhouse
Gallery of Fine Art ( http://www.greenhousegallery.com ) .

Honors and Achievements ( partial list ) :

* Oil painting series Taiwan Forefather received Golden Award at the 2006 China International Artistic Works
Investment & Collection Expo in Beijing. Reaching Shore entered the 100 Top Artists Show in Nanjing. Crossing the..
Surging Strait entered the Fifty Years of Realism Painting Show in Shanghai-and Beijing.

* Recent book: The Pastel Journal, published in 2006.

* Oil painting, Lady in Shimmering Light: Cover award and feature article, “A Language without Words” ,
January 2006 issue of The Artist's Magazine.

* Oil painting, Girl with Bronze Bracelet: First Place, Portrait Society of America's 2005 International Portrait
Competition.

* Oil painting, Lady in Shimmering Light: Best of Show, Salon International 2005. The painting is featured in
the July 2005 issue of Southwest Art.

* Feature article, A Language of Color, in the August 2004 issue of International Artist.

* Visiting Professor, Hunan Normal University, China.Visiting Professor, Hunan University of Arts and Science,

China. e
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Foreword
Pursuing the Highest Ideal of Drawing

Mau-kun Yim

The only reason why this book is called a "handbook" is its small format. It actually
contains the best of all my drawing works over the years. I quite like this format because you can
put it in your carry bag or on your shelf so you can flip through it at anytime. I am certain that it
will make a good reference book for young artists.

I'm quite proud of the sheer number of drawings I produced, something that I attribute to
how I established myself in Hong Kong long time ago. When I left Mainland China and arrived
in Hong Kong thirty years ago, I was a stranger in a strange land with only the clothes on my
back. After coming to Hong Kong, I was basically throwing away the career start I had made in
Guangdong with the oil painting Soldier Song which won the first prize in a major art competition.
Everything had to be started from scratch again with a "clean slate". Through a series of
accidents and coincidences, | opened a painting studio for private teaching. Once I started
teaching there was no turning back. Since drawing is something you must teach in the realism art
academy, | kept drawing for thirty years as well.

I must admit that it's because I like drawing. When I teach drawing classes, I can certainly
get by with giving basic instructions and sitting back to drink tea, having a smoke or reading
the newspapers. Though that's not my style. If the subject is there, why should I pass up on this
opportunity? That's why the models or still life I set up for students are all arranged the way I
like. A painter that doesn't like painting defies the imagination. A painter at work is just like a
farmer tilling the field or a blacksmith striking the iron. You call me an "artisan" if you like but I
agree with what Rodin once said, "If you are an artist then you can't possibly be anything else."

As a teacher you should not mislead your students and waste the golden years of their
youth. In the traditional arts, teaching is about giving instructions and answering questions. This
stands in stark contrast to modern art where teachers start out by pushing the student to "express
yourself" and "find your own style". Is it really that easy to paint portraits and objects? What

about proportions, perspective, shading and space? There are different degrees of mastery to
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each of these skills as well. You must start with the basics and master all of them step by step
because there are no shortcuts. It doesn't matter how famous you are either. If there is a gap in
your knowledge, to those in the know the flaw will stick out like a sore thumb. This is a flaw you
must fix if you wish to go any further.

For me, the basics of drawing lie in the practice of cast drawing. When I passed the
examination to enter the affiliated high school of the Guangazhou Fine Academy of Fine Arts
in 1959, Liu Shaoqi had been put in charge of the central government after the economy had
been crippled by the Great Leap Forward Movement over the past few years. The extremism of
the popular fronts was reined in and the educational establishment began encouraging teachers
and students to focus on basic skills and professional training. At our high school, these changes
allowed the two classes in my year to follow through on our curriculum until we graduated four
years later. Apart from watercolors and art creation, our classes involved a great deal of cast
drawing as well. Many people have commented on the number of outstanding artists produced
during this period of time. Many teachers and students also asked me what made our class
so special. In my opinion, it was because these two classes had no truck with the so-called
"educational reforms". Instead, we did a lot of cast drawing and built a really solid foundation.
Based on these experiences, | eventually came to the following conclusion: Cast drawing is the
basic of the basics.

What is the meaning of drawing? There are those who say that drawing is the foundation of
painting; that drawing is monochrome painting; that drawing is an independent art form... All of
these would be right. But I discovered that drawing was something far more. There is no end to its

possibilities and you can spend your whole life exploring its true potential.

Drawing is a Form of Construction

Drawing is a form of construction in a two-dimensional plane. Here the word "construction"
refers to building something like architects and sculptors. We are accustomed to thinking
of painting as a form of portrayal of a subject which doesn't imply a sculpting of physical
volume. Five hundred years Va;grc'),”an interesting debate occurred in Italy between Da Vinci and
Michaelangelo on the relative merits of painting and sculpting. However, the argument between
the two great masters of the Renaissance naturally is still unsettled. In sculpting, a physical
volume is recreated in physical form. In painting, the "physical volume" is recreated on a plane.
Though the physical volume on a plane is a virtual construct, the painter can use the space

around the object to depict any historical scene or imaginary setting. That is why the masters
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of the Renaissance explored the sculpting of physical volume and space in two dimensions to
discover techniques such as proportions, perspective, value, anatomy and aerial pérspective.
From these efforts emerged great artworks such as the Last Supper, Mona Lisa, Sistine Madonna
and Academy Athens. The paintings were the two-dimensional equivalents to architectural
masterpieces like the St. Paul Cathedral and Notre Dame in Paris in terms of sophistication and
artistic merit. As we approached the contemporary era, people started tearing down the walls,
doors and windows of those grand buildings then leaving them lying around on the ground. Today.
reconstructing shapes and volumes on paper has somehow become extremely difficult. We must
rediscover the principles of proportions, perspective, anatomy, value, light, shadow and surfaces

in order to rebuild the architecture of art.

Meaning of Structure

Many painting teachers talk about the need to "master the structure". So-called structural
drawing classes are offered by personal studios and even art academies. What is structure? Does
structure mean skeleton and musculature? My theory is that structures appear in several forms
within portraits:

1.Geometric structure. Examples include the cubes, spheres, rectangles and (}linders that
define the human form. Unless we can observe and comprehend these shapes in a systematic
manner, our drawings will feel haphazard and disjointed.

2.Internal structure. This usually refers to the skeleton and muscles underneath the skin.
The form of the skin is determined by this underlying structure. A lack of knowledge about the
internal structures leads to shallow and amateurish results.

3.Surface structure. The surface structure is defined by the contours of the skin as it appears
to our eyes under certain lighting conditions. The contours are very subtle yet filled with texture,
color, life and feeling. They determine the ultimate worth of the work. I've seen far too many
cases where the artist-got the proportions and anatomy right in their drawing but it still came
across as flat and lifeless. They invariably ignored the sensual nature of the subject under the

lighting of that particular time and space.

Observing the Wholeness

What is the wholeness observation and wholeness presentation? What does going from the
whole to the parts and from the parts back to the whole mean? Practically everyone has heard of

these two phrases ever since the Soviet artist Maksimov set up a training course in China. In my
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Complete Guide to Drawing the Head, I attempted to illustrate my understanding of this subject
through numerous sketches in progress: I start with large blocks, straight lines and masses of
light and shadow before gradually moving on to the features, details and expression. I often say
jokingly during the classes: Stop "nose-picking" ( focusing on details like nostrils ) ! When
people are about to start a drawing, I usually tell them to "ignore the person". In other words,
what they should be looking at is the relationship between the lines and blocks that make up
the human form. If they can get the relationship right then a harmonious whole will emerge. For
people that get hung up on the details, I say: "I wish I could gouge your eyes out--- And stick my
eyes there instead". This always gets a good laugh.

If you can master the concept of the whole then you might become a great painter. If you

don't then a craftsman is the most you will ever be.

Rediscovering the Mid—-tone

The mid-tones are an important element in the value scale when painting light and shadow.
They are also one of Renaissance's most important gifts to painting. Modern painting's emphasis
on the decorative and two-dimensional means that this important element has been neglected
and discarded. We must therefore train ourselves to master this skill once again. It is the mid-
tones that give.depth, variety, realism and interest to objects and images. Our eyes are required
to appreciate the finer rhythms of the mid-tones and this makes it all the more sensual. When
compared to pure black and white, don't the mid-tones come across as more musical? For the

painter, the exquisite variations of mid—tones make it all the more challenging.

Depicting the State of Mind in Realism

In Criticism and Interpretation, the early 20th century scholar Wang Guowei said, "The
state ( Jingjie ) does not just mean a certain place or object. Happiness, anger, sorrow and joy
are also the state of the human mind. Those that capture the essence of the scenery and emotions
can be said to have lived up to the ideal of realism; those who don't do not." What a clear and
concise description! I began using the concepts "Method", "Principle" and "State of Mind" more
than twenty years ago in my lecture notes on drawing to represent three different dimensions.
The concept of "state of mind" is the hardest of the three to explain in portrait painting. Wang
Guowei however managed to get straight to the heart of the matter and point out that the "state"
exists in portraits as well: happiness, anger, sorrow and joy represent the human state of mind so

we should strive to capture the true emotions. This ideal is what every painting should strive for.
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It defines the ultimate value of an artwork. It is not enough for a painting to look right and has
good likeness. It needs to be interesting, touching and evocative in order to become a true work

of genius.

Photo Realism, Artistic Realism, Exaggerated Realism

German Expressionist artist Joseph Beuys used a photo of himself holding a rabbit covered
in paint to express the headache that Modernism ran into seventy or eighty years ago. The
caption read," How do you explain art to a rabbit? " Today, it's the traditional Realist painters
that are having a headache. Unlike Millet and Repin of the 19th Century however, we are flanked
by two different schools. On one side you have those who spend their time copying photos and
are applauded by the general public for how true the painting is to the photo. On the other you
have those who turn photos into cartoons then claim that as true art. Realist painters now have to
spend a lot of time and effort explaining to people the difference between Realist art and the two
types of paintings mentioned above. Since Courbet began promoting the Realism school in the
19th century this has become a major sticking point. Despite the chaotic situation we face today,
we must emphasize once again that the true Realism does not involve exaggeration or warping.
It is about distillation and selection. It is not the equivalent of photos and it is definitely not the
same as Expressionism. In other words, it is about what is real but it is also about art.

Unless you can come to grips with the concept of artistic realism, you will end up following
the photo-realism road to slavish replication. The problem with this kind of photo-realism is that
it removes the aesthetics from art and obstructs the associations that art can create. The aesthetic
involvement of the audience is replaced by a trivial philosophy of realism. Photo-realism and the

exaggerated warping of Expression can all be considered art but they are not Realist art.

The Mark of Realism is Painting from Life

During the transition from classical Realism to modern Realism that occurred in the 19th
century, both the academy and non-academy painters affirmed that the knowledge, techniques
and methods of painting were derived from painting from life. The teaching and learning of
artistic techniques must also be conducted through painting from life. Realist education does not
rely just on books and words. The spoken and written words are just teaching tools. They are not
a substitute of painting from life.

Every life painting session is a new journey of exploration into life and art. We must

approach life with sincerity and respect. In order to experience the joy of discovering and the
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dignity of life, we must abandon our self-consciousness and self-awareness. We must also respect
the subject. Do not "improve" the subject without a good reason, or trample all over the subject
by forcing your so-called "personal style" upon them. After carefully observing the subject, you
must also maintain your distance from reality in order to find an image inspired by life. Before
putting brush to canvas, let the image take shape in your mind. Now use all of your skills and
experience to pin down that image. There is a famous quote by Qi Baishi on how art is judged
by resemblance and non-resemblance. I did not use that quote here because it is the criteria of
Expressionism. It may be the chosen criteria of artists like Qi Baishi, Picasso and Matisse but not
the artists like Da Vinei, Repin or Millet. Yet for many years, this was inappropriately used as
the sole standard by which art was judged.

All painters and not just Chinese painters should always let their thought guide the brush.
In Western painting, life painting puts the object in front of the artist so a lot of people think it is
enough to just reproduce what you see. This is a serious misconception that frequently leads to
stilted and lifeless paintings bogged down in the details. So you must not only paint from life but
also let your thought guide your brush and have the image already fixed in your head. You must
have a "higher purpose" in your heart. A century ago, the great Russian director Stasnislavsky
often told actors that their "higher purpose" was breathe life into their character.

Today, Ftalked about how drawing is construction on the two-dimensional plane. I also
talked about the three meanings of structure, finding the mid-tones and observation of wholeness.
I talked about how artistic realism and painting from life are a precious part of the Realist
heritage. I also said that the mind should guide the brush during life painting, and that character
portraits have their own ideal as well...

Finally, I would like to let you in on a little secret. When "constructing" a physical
volume on a flat surface, you must understand how to use blocks and surfaces. Now infuse
this understanding into the natural aesthetics of the subject. If you really understand this then
everything else is easy!

Is there anything else? No, that's definitely it.

Book on the compilatior; wp'ro'cess, obtained the Guangxi Fine Arts Publishing House editor
and executive editor in chief Huang Zonghu, editor of Mr Lv Haipeng's strong support, I woudld
like to express my heartfelt thanks to them.

Taipei. 2011/10/1
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