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Preface

I don’t know whether Shaohui is stealthily composing poetry, but his eager attempt
to approach the poetic realm as shown in his entire artistic activities (inclusive of his
writings) had enlightened me and I become convinced that he is a poet, or at least, a
poet in a broad sense, ever expanding the boundary of silent poetry day and night.
With his painting brush as my guide, I had searched for the root of his poetry, and
vet where could I get the answer?

Does it lie in Hunan, one of the six provinces in Central-South China? There 1
had consulted these all: the Miluo River which is well-known all over the world because
of Qu Yuan drowning himself in its waters; the Xiangjiang River which undulates like
a lovely girl’'s soflty beating heart; the red maples on Yuelu Hill, which the
flames turn into in one’s dreams; and the spirited and obscure mountain peaks at
Zhangjiajie ....

Does it lie in Beijing, the heart and ancient capital of China? There I had con-
sulted the statues of David and Venus on display in the Central Institute of Arts and
Crafts; the Dunghuang murals, the painted sculptures, and the algae patterns stored
in the institute’s reference room; the magnificent buildings in the Imperial Palace; the
snowflakes on the Great Wall, which are like the scalded scales of a gigantic dragon
which was seriously injured during the wars between the feudal lords; and the stone
lions in different postures on the railings of the Lugou Bridge ....

Does it lie in Yunnan, a peculiar piece of primitive land which is both rich and
poor? There I had consulted the ancient pagodas at Dali; the love tunes of the Chinese
wind pipe on Awa Hill; the frantic laughter of the Langchang River; the pointed
stone forest; the moon reflection on Lake E’hai; the narrow path covered by the tall
banian trees at Xishuang Banna; and the wing-spreading peacocks ....

Does it lie among the scenery in Guilin where he had recently settled down? There
I had consulted the elegant hair-like foliage at Yangshuo; the limpid waters in the
Lingju Canal, in the Lijiang River, and in Lake Banian; the unshakable Chinese firs
on top of Mao’er Hill; the intoxicating warm current of the hot spring at Longsheng;
and the never fading paintings on the cliff surface at Huashan Hill ....

How about to say “Yes” in answering these questions? symbolically, as the Tang



poet Wang Wei is quoted, “You’ll never be caught in the rain along the mountain
path.”

How about to say “No” then? Again symbolically, as the poet is quoted, “You’ll
get wet, passing through the verdant foliage.”

The water that has been cut with an axe leaves no trace of partition. Whatever
is marvellous lies in between existence and non-existence.

Facing any scenery or folk customs, Shaohui is willing to experience pains in
search of truth and knows how to develop the strong points and avoid the weak. S
does he when he watches the works of those masters of art such as Li Gongling and
Cheng Laolian in Ancient China; Gauguin, Matisse, Klee and Miro in the West; and
Zhang Ding, Zhang Guangyu, Pang Xungqin, Li Luogong and others of his time. Silk
comes into being only when mulberry leaves turn yellow.

The seeds of Shaohui’s artistic life were sown in Hunan and nurtured in Beijing.
It became flourished in Yunnan and reached a greatest height in Guilin like an uncom-
mon peak.

Shaohui is a modern, rushing toward the 2lst century. To him all the following
personages are his bosom friends and teachers: the righteous men and chivalrous
persons of the Spring and Autumn Period and the Warring States Period; the protag-
onists with traditional virtues that appear in the popular epics. These people are often
mentioned by him when he wants to express something implicit.

As a man ever in search of excellence, he is well versed in grasping the slipping
time when he is in difficulty; he knows how to build up his spirits and change in time
the old self into the new. He reaches his antenna deep into the earth, jumps over the
boundary of his teachers, avoids the pitfall of conservation, guards against the trap of
boastful newness, and absorbs modestly all the strong points of those people around
him, even including those who came to the world long after him.

When he receives his bosom friends at home in the evening , he often gives them
a treat of boiled sweet potatoes or some dog meat. Wine is indispensable during the
meal. Being a little drunken, he talks almost incessantly about things within and
without the painting circle tillhe becomes aware of daybreak. When painting, he may



paint pictures as large as ten square metres or as small as two square centimetres,
either with flowers to illustrate the themes or with a few strokes in an instance.
Sometimes there are occasions on which he has to hasitate for days, to take a walk
in the moonlight, to read late into the night, to listen carefully to his friends, or to
stand mutely facing the wall. When his idea about painting a thing becomes mature,
he at once moves his painting brush incessantly till it is fully expressed. Last time
when I sat for him to paint a portrait of me, he was so earnest that he had made
five charcoal sketches till he felt at last satisfied with his work . Then he began to
paint it with acrylic paints.

He never allows his self -satisfaction to expand when he finishes painting anything.
He reduces it to the least degree and soon becomes sober again, sincerely telling his
friends or students that his handwriting does not have a solid foundation; that the
lines at the tip of his brush are not implicit enough and far from the popular features
in Yunnan, of which he often thinks in the distance; that the sources of his mind are
becoming shallow; that he is afraid of his skill being too mature to get rid of such
dullness as shown in those replicas .... Without a reasonable view of the future deve-
lopment and a thorough understanding of one’s self, one will never be able to reveal
unreservedly such a monologue as his.

He likes to have a try at different kinds of painting and style: acrvlic painting,
Chinese ink painting, woodblock print, hanging-disk design, mural painting, picture-book,
new year picture, decorative painting, illustration, book-jacket design, filling-up design,
lyrical linear sketch, and animated cartoon ....

This album of his paintings contains only part of his works but not all. They are
in the main about man and Nature, each with a theme as eternal as love and death.
As he has a new understanding of folk tales and ecological balance, he intends to
derive the new from the old. The concept of God might not be an expression of sup-
erstition. It is a refle ction of man’s wishes. The excellent qualities of man might be
the raw materials out of which gods are created, and man’s vices the raw materials
out of which ghosts are created. “The Story about Nuwa Mending the Sky” is but an
expression of man’s dream-like desire to possess supernatural force. “The Story of



Eight Fairies Crossing a River” is also an expression of this kind in the Middle Age.
“The Story about Female Fairies Scattering Flowers” and “The Story about Yearly Sur-
plus” are but an expression of good wishes. Man has undergone different stages in his
relations with Nature: firstly, he was enslaved by Nature, then there came about the
unrealistic reformation of Nature; thirdly, the peaceful co-existence with Nature; four-
thly, the utilization and beautification of Nature in accordance with the natural rules;
and at last to beautify man’s inner spirit and environment. All through these stages
there exists a vast space for every master of art to explore. However the exploration
is by no means as simple as the preaching of a clergyman, who takes what everybody
knows for “The Bible”. On the contrary, the exploration should take emotions and imn-
ages as its starting point and let reasonable philosophy mix with undercurrents. Only
by this way can a 3-dimensional bridge be built between the painter and the appreci-
ator, and they be able to share happiness and bitterness with each other. Only by
this way can they share rich and want with each other and neglect any loss or gain.
And in the end they will smile to each other in mutual understanding.

A broad-minded person will never repulse success for fear of failure. Having a
desire to do something, even though it may turn out a failure, is better than being
reluctant to do anything for fear of it being done wrongly. If we have a thorough
understanding of the subjective and the objective body, to be content and to be dis-
content make no difference at all in the sense that they both can ever give rise to
happiness. The best idea we should have is to adapt our work to each particular time
or space. As to the attempt of others, we must be happy with it even if we are dis-
content with it. Now let our mind find its way into painting and soar beyond the sky,
Why should we, therefore, be restricted?

I shall be very pleased if Shaohui takes this to heart together with other persons
who have the same idea.

October 1988

Ke Wenhui
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