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T - 3982 (AP EN TR ) | Untitled - Reflection (Details on next page)
21\ | 75 _5AE | Painting | Oil on canvas | 200x250cm | 2015 ~ 2017, LXH_6622
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I_iu Xiaohui’s new works have gradually switched from a painting style with a hint of
narrative to an exploration of the ontology of painting which is more reliable and realistic.
The distinct order he has once established are at once challenged.

In his recent works, the movement of dressing or undressing makes the overall compositions
destabilized for the first time. Abrupt plants (in other words, the color blocks in green, yellow
and black) “grow” in a paradoxical world where truth and falsehood are hard to distinguish.
They are alienating object that competed for space on his canvas.

For the artist, the subjects of paintings are not clearly constructed by himself; they are
more like the outcome of the artist’s accumulation of experiences. Before touching on the
“truthfulness”, he continues to confront the struggles and breakthroughs of the individual
from the external world, which also reflect his repetitive query of “truthfulness”. From this
perspective, every brushstroke on canvas becomes a self-imposed mystery.

About the Artist

Liu Xiaohui was born in Shandong Province, China, in 1975, and moved to Beijing in 1991.
He graduated from Central Academy of Fine Arts (CAFA) High School, and subsequently
got his bachelor and master degrees from CAFA. In 2007, he was invited to London for
an exchange program. He currently teaches at the Mural Painting Department of CAFA.
Practicing primarily as a painter, Liu centers the structure of his practice closely around
life, taking it as the source of clue (or path). By employing a painterly language and tireless
repeating analysis of color, the artist both affirms and denies perennially the immediate
experience. He constantly deliberates and refines non-referring subject matters and ordinary
scenes. Finally, Liu aims at accurate expression of truth from an oriental view via permeating
effect of quality and quantity.



Toil — M ANAIFIK | Untitled - Form of Intervention
1\ | 75 _AE | Painting | Oil on canvas | 200x300cm | 2015 ~ 2017, LXH_2690
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T3 - 48RRI =£7 | Untitled - Triangle in Front of The Mirror
21\ | 75 _iAE | Painting | Oil on canvas | 250x400cm | 2015 ~ 2017, LXH_1433
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Tomh - 5 5E01F | Untitled - Blue and Movements
«21@] | #p_E5iE | Painting | Oil on canvas | 60x50cm | 2015 ~ 2017, LXH_0347
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T2 - = shfE | Untitled - Three Movements
#21m | 5 _iAE | Painting | Oil on canvas | 130 x 110cm (x 3 pieces) | 2016, LXH_8624
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T80 - EEnvERNE e avigET | Untitled — Plants in Front of the Mirror and Yellow Projections
#21m] | #5_L3AmE | Painting | Oil on canvas | 200x250cm | 2016, LXH_8282
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Line and Event
On the Painting of Liu Xiaohui

Text by Wang Min’an | Translated by Jeff Crosby

Two years ago, Liu Xiaohui painted a woman from behind. A woman in summer,
with white blouse, black skirt, short hair, high heels, bare arms and calves. She has
no face or expressions, which means people will not focus on the depths of her
mind, or, to put it in other words, the deepest part is her back. But this back view is
formalized, a body from behind composed of multiple lines. She is at the center of
the picture, oriented by the frame, or, to turn it around, she orients the frame. Body
and frame orient each other. Her body is composed of lines, lines which compose
a stable body, a sure body. Likewise, these lines reference the frame, and maintain
a steady distance from the frame. They are at once constrained by the frame of
the body and the frame of the painting. Thus, each line is strictly organized, to the
point that the body becomes a space constructed from lines. The body has been
marked out by the lines. Inside the outlines of the body, there are only quiet color
fields of black and white with no undulation, no flesh, no dimples, no folds. These
color fields are flat spaces, or, in other words, empty spaces, strictly surrounded
by boundaries. The entirety of the painting has been handed over to these carefully
laid and rigorously encoded lines, along the edges of the body. One could say that
these lines enclose and adapt to the body, not daring to overstep the boundary in
any way. The lines also echo each other, linking and converging, with each point
on the lines serving the overall layout and direction. Or, one could say, each point
accords with the overall meaning of the whole, and each line predictably following
the expected joining of the body.

Thus, the lines do not overflow, break off or burst out. It is precisely these pure lines,
these black and white lines, these whole lines, these steady, stable lines which have
excluded any impurities: both impurities of form and impuirities of life. Even just from
the back, this woman appears entirely unsullied, but she is isolated in the painting,
solitary, quarantined, all alone, and completely broken off from the outside world.
It is like the dividing aspect of the line. One could say this is a dividing line: “Any
strict division, any strictly dividing line encompasses a specific plane. It touches on
form and the development of form, subject and the formation of subject.” It is the
lines that have cut off this woman’s connection, this isolated woman's connection,
from her surroundings. She occupies a singular space. She looks off and walks into
the distance, but she has no distance; she cannot walk out of the boundary. She
possesses the purity of isolation. The white blouse and the black skirt consolidate
this purity. The line isolates the body, whirls about this wholeness, around the
structure of the body. The line has no points of distinction, no highlights, no turning



points or points of surprise. It serves the demands of the color field, the demands of
the figure. In this state of isolation by such lines, the body is decorated, isolated and
perfected.

Quickly, however, Liu Xiaohui discarded this isolated line and the purity that emerges
from this isolation. Perhaps unable to endure this isolating line that traps the woman,
he began to paint pictures of two or three men. They seem to be taking off their
pants, like athletes removing their outer garments as they prepare to take the field,
or a swimmer taking off his robe—regardless, they are taking off their clothes,
twisting their bodies, coiling up their legs, curving their bodies. They are turning their
bodies quite far, but they are not progressing or retreating through the space. They
have been confined within a frame, frozen in front of a mirror. It is the mirror that
has split them into two or three people. One person in front of a mirror is reflected
into a mirror image of another self. Sometimes the mirror frame overlaps with the
picture frame. The mirror frame and picture frame share the same line, and the figure
in front of the mirror sometimes intersects, or slightly overlaps with, his reflection.
The person and his reflection, the real person and the person in the mirror, are both
composed of clear lines, but both are moving quite a lot. The people on opposite
sides of the mirror are pulling apart from and playing with each other. Because of
the mirror, the lines are matched, and speaking to one another, but also because of
the mirror, they contradict and are dislocated from each other. They are divided by
the mirror, as they are connected by the mirror. They are brought together by the
mirror, as they are pulled apart by the mirror. In this way, the lines of the different
people diverge, but they do not entirely diverge. It is a limited rift, a divergence
with connections, with correspondence. The two images are engaged in an
intimate struggle. It is precisely because of this intimate struggle, because of these
connections within divergence, that there arises an indefinite rhythm to the lines.
This rhythm is sometimes rapid and fluid, as if the lines are sliding. Sometimes there
is an unexpected turn, or, a pause, a dislocation, a rest. Sometimes the lines grind
against each other, or argue. It is motion that causes different lines to connect and
divide. Lines begin to intersect with one another, to link with one another, forming a
link that crosses the mirror, a divided link. The mirror causes the lines to multiply, to
take on shadows. The lines tease each other, play with each other, contrast each
other, and strictly compare each other. They all seem to want to defeat or fight with
other similar lines.

We see that the lines in this series are completely different from those of the single
woman paintings. Compared to the definite, isolating lines of that woman in white,
the lines of the mirror men are divergent, turning, doubling or multiplying - a duet of
dual lines luring each other. They do not maintain a rigid relationship to the mirror
frame or the painting frame, nor do they ensure a stable relationship with the body.
The lines sometimes disappear at the edge of the body, and sometimes melt or
disappear into another body (a single head possessing two bodies). The edges



of the body, the lines of the mirror and the lines of the frame cut, permeate and
intersect with each other.

Quickly, however, Liu Xiaohui grew tired of these games of permeation and pairing
of lines. In other words, he wanted to break off and negate the flowing line. At
this time, he placed the figure in the mirror and the figure in front of the mirror in
a state of contradiction, where they no longer illuminate each other: one figure is
outlined in lines, while the other figure is filled with color fields. They are no longer
in a completely paired state, and this incomplete pairing diminishes the sense of
existence of the mirror, as if the mirror does not exist. Liu Xiaohui has now discarded
the mirror. He has removed the presence of the mirror from the picture, and now
paints different figures on the canvas, though they are still taking off their clothes,
and still in a state of motion. But now, the color fields surge forth, the lines rip apart,
the bodies break into pieces and the picture grows chaotic. These unexpected
color fields, these ubiquitous color fields, these color fields with no rhyme or reason,
are precisely what have broken the inevitability of the line, broken the stability and
inevitability of the picture itself.

Why do these chaotic color fields appear here? Evidently, it is not a Surrealist
dreamscape, Dadaist debauchery, or Pop collage, much less obscure symbolism.
Just what are these color fields, these scrambled lines, these color fields entirely
outside of the system and logic of painting? Perhaps we can call them on-canvas
“events,” unexpected incursions into the canvas, incursions that break established
logic and formulas, illegal incursions, violent incursions. They surprise people, fall
out of the sky; their occurrence leaving people lost and confused. We shall call
these unexpected actions “events.” What is an event? Derrida says, “an event is
something that erupts, and because of its eruption, surprises me, surprises my
understanding and delays my understanding: the event is first that thing | do not
understand, or, that thing | do not understand at first.” In Liu Xiaohui's paintings,
there emerges many things which are “not understood.” If the woman in white is
a completely understandable thing (with the reasonableness of the lines, and the
reasonableness of the structure), then now, these new, redundant color fields are
completely un-understandable.

Liu Xiaohui has gone from complete understandability, from the purity and isolation of
the line, to the intersection, pairing and play of lines, and on to the current rupturing,
breaching and concealment of lines, and the un-understandability of color fields.
This has been the trajectory of his paintings over the past two years — the paintings
have pivoted towards un-understandable events. This is the deterritorialization of the
isolating line. Once Liu Xiaohui territorialized the line, he attempted to deterritorialize
it. Territorialization is an inevitability, while deterritorialization is a surprise, an event.
If the real world always has incomprehensible “events” events which that exclude all
logic and causality, why can’t similar events erupt on the canvas? On the canvas,



there always exists remnants of understanding, remnants of flowing lines, remnants
of color fields. It is precisely these color fields that break the isolating and certain
lines, rupture them and lead them to oblivion. These color fields have no logic,
no basis, no shape. They wantonly intrude, span, spread, stir, rip and barbarically
expand. This is a humiliation of the flowing and cut line. These color fields, or these
ruptured lines, do not express meaning; they just move across the picture. Thus,
our aim is not to decode these signs, to point out what they mean, but to affirm
the actions of these signs, to confirm what these signs have done. That is to say,
the picture is not open to meaning. It does not strive to construct and decode
semiotics and iconography. Instead, it completes a form of action of signs, an event
composed of signs, an event that is difficult to understand, an event that cannot be
consumed and absorbed. Events that some pictures cannot swallow or absorb exist
here with stubbornness. They break the framework of painting, break the integrity
and expression of the line, and break the iconography of painting. To this end, they
press, shatter, rupture, burst forth, cut off and vilify. But this is not, in any way, an
Expressionist use of the canvas. For Expressionism, all scrambling and shattering is
an externalization of the shattering of the heart, the torn passions in semiotic form,
but with Liu Xiaohui, the shattering is pure shattering, shattering as event, shattering
that cannot be understood, the surplus of shattering, surplus action, traces of what
has happened and traces of what will happen—their actions are their own signs. We
see these black color fields, this entanglement, intersection and rupturing between
lines, the tangling of these completely disordered, unexpected color fields and lines,
the generation of these deterritorialized frenzies, these nomadic lines roaming in
diverse, unknown directions, not expressing any torn or embittered passions. They
are just pure expenditure of motion, the affirmation of events. Each bold smear is a
bold testament to an event.



Toah —s&FF0A3L | Untitled - Mirror and Stone
#21E] | #5_iAmE | Painting | Oil on canvas | 39.5x46.5cm | 2016, LXH_7420



T - FERiEF | Untitled — Two Mirrors
21| | F5_LiAmE | Painting | Oil on canvas | 200x250cm | 2016, LXH_6322
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Toah - =ffrotEp | Untitled -Triangular Plants
#21m] | F5_iAmE | Painting | Oil on canvas | 200x300cm | 2015 ~ 2017, LXH_0855
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Tt - =255k | Untitled - Triangle and Movements
¢4 | 5 _iAE | Painting | Oil on canvas | 80x100cm | 2015 ~ 2017, LXH_6833



T - =H4EF | Untitled — Three Mirrors
#o1m] | #5_iAmE | Painting | Oil on canvas | 200x300cm | 2015 ~ 2017, LXH_1950



Toah - B4 | Untitled — Natural Growth
#21m] | #5_3AmE | Painting | Oil on canvas | 220*660cm (in 3 pieces) | 2015 ~ 2017, LXH_4085
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About Truthfulness and Reliability

Text by Liu Xiaohui
Translated by Fiona He

In the recent phase of my painting, the question | am most concerned with, trying to
approach, and constantly pondering is, “what is truthful and reliable?”

1. Subject Matter — About Truthfulness

In choosing the subject matter for this series of paintings, rather than taking the
“choose a subject” point of entry, as it’s been done in traditional painting practices, |
arbitrarily selected the action of a figure getting dressed, or perhaps even undressed,
from my earlier narrative line drawings. By appropriating this action, it serves as the
parameter to unfold my painting experiences.

The appearance of the mirror grew naturally out of my painting practices day in
and day out . It’s not a pre-planned motif. At the same time, the specific form of
the mirror in the painting gradually resonates with what | understand as “truthful”
and “reliable.” (The reality from an artist’s perspective is entirely different from many
others, in my opinion. Even among painters of the same genre, with their disparate
points of inception, goals and worldviews, one can claim that they are engaged in
entirely different professions.)

The function of the mirror is not only to reflect, but also to project an alternative
scene. It projects “truth” or “falsehood”, in my paintings. It's analogous to a “frame”,
a “confinement”, a “setback”, and the figures handle various actions within this
“mirror” or “frame” to establish certain relationships with it.

To call it “handling” is because of our position in this world seems to demand us
to adjust our actions at every moment to be effective. The use of “form” in the
painting no longer “functions as the underpinning construct of figuration”, where
“form” is not aimed at depicting something verisimilar, or something that looks like
an actual object. Instead, “form” should be rationally examined and investigated in
the structure of my painting. The positional, reflexive and refractive relationships of
the figures with the mirrors are what | logically placed at the beginning and middle
phases of the composition, to a point that | can’t decipher the inside from the



outside, front from back, real from false, which ones are the actual subject and
which ones are illusions. The canvas and the image on it become my counterpart,
with which ongoing mutual reflections and investigations take place.

2. Ways of Experiencing Painting — as a “Layer” of Experience

Throughout the course of painting, everyday, every layer, every brush is replete
with affirmation and indecision, attempt and negation, which affords me a more
open-minded notion of “completion.” (Even though my aim is to operate rapidly
towards “completion.”) However, even until the last phase of the painting, the image
continues to present points of judgment. The essence of the painting gradually
becomes a delineated framework, rather than a framework of a set image.

My goal is to stimulate, rather than present a model or motif. In other words, | hope
to present the transformations that engendered from judging what’s been put down
on canvas and covering up the unwanted. | believe that in the visual experience
every layer addresses something, and they are replete with questions: what is the
relationship between the layers (formal relations, color relations, the impression
released from the subjects, stylistic variations of the brushworks, and mélange of all
pertaining relationships within one particular work)? They suffer from an excess of
experience or the lack of experience, and are excessively correct or overly aloof. The
approach of anxiously culminating the layers and covering them up on canvas is for
me, a path towards reaching the “reliable”, because it’s visible and tangible like the
traces and physical senses that inform the body.

3. The Additional “Things” - the Intervention of Factors, Quantity and Quality
For the works from the recent period, | actively used a large number of unmixed
colors: white, black, yellow, turquoise blue... rather than mixed ones.

| want the colors to act as “factors” (or otherwise called “pigments”). They should
not be considered as the “color of false impression”, but as the building blocks for
an architectural construct. As they are dissociated from aiming at being the mediator
for “verisimilitude”, the use of any color would become more proactive and “confined”.
When | render a form, | only use black and white to layer and compress upon each
other; when | paint with colors, | use those that have certain “weight”, for instance,
green, yellow, blue and etc., to aggrandize its quality. | make a lot of effort in pushing
out a borderline, and then placing a large stone into it. The course of repetitiously
layering over gives me the sense of generating infinite sectional layers. These
unidentifiable and infinite layers allow the colors on canvas to embody the qualities
of “cement” on canvas.

When | paint, | am always imagining the unexpected to happen, certain things would
enter into the image, so | could get to know what they are. Yet they are out of the



realm of my experiences, or are forever existing within my wishes and beyond my
understanding. As this series comes to its later stage, the shape of plants became
point of departure, and brushworks of spherical, triangle and square forms also
appeared, as if they’'ve grown naturally into the paintings as the final layer. (But
in fact, they are build on top of the previous layers, mixed and meshed together,
organically, rather than disconnected.)

Painting should be a state of contradiction, one in which there is an attempt to
strike a balance, to mediate and compromise, naturally; on the contrary, one has
the desire to mix in “quantified” materials. In other words, one hopes (or even
welcomes) certain “things” to be introduced, or even to forcibly intervene, by which
one questions whether there are possibilities of a quality beyond the ins and outs of
logic? | think, this is like stirring up what'’s been off limit. Then, the reliable devices
are not the control of the body and mind, but it is perhaps the arbitrary occurrences
that constitutes the real “body”.

With these three aforementioned notions, overlapped, mixed, fermented, afforded
by objects, quantity, factors and layered samples of dense sensibilities, lend to
the emergence of these indecipherable “lumps”. They are neither certain, nor
confirmed, and remain questionable. | hope they can become the “false impression”
of something truthful, or can continue to be the impetus for a kind of judgment.
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