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INTRODUCTION

Eight years after graduating from the department of mural painting, Central Academy of Fine Arts,
Liu Xiaohui eventually returned to the Academy in 2010 and has been teaching there ever since,
whilst focusing on developing his painting practise. Although he has experimented extensively
with other mediums and genres, he detours back to the language of painting, using it as his own,
exploring its nature, being immersed in this unique language, expressing himself and reflecting
upon the zeitgeist. For Liu, the organic fusion of painting and life has become a part of his daily
life, and the numerous trivial, insignificant, ‘uneventful’ events inspire and nurture his art. Liu’s
painting expresses a dissolution of painting itself, crossings and overlapping of art and life, and
representations of real, lived experiences. The extremely natural, almost opaque colours used
intentionally so as to not stir emotions depict ‘mundane’ scenes, and arrive at basic elements and
the radical nature of painting.

Liu Xiaohui’s early works are largely narrative, capturing numerous details from the everyday life.
The scenes are mostly developed directly from the immediate surroundings of the artist and his
experiences with it: the mechanical, repeated, dull life is astutely transposed onto the canvas.
Formally reminding one of comic strips and storyboards, the moderately sized early series of
landscapes, still lives and subjects are melancholic in tone, distanced and solitary. The narrative
is fragmentary and alienated; the viewer is therefore propelled to use his or her imagination to
complete the story. ‘One Day of A Model’ (2011) speaks of Liu’s experience as a teacher, conducting
sketch sessions at the Academy; ‘Youyi Hotel* (2011) recalls a trip to Lanzhou, accompanied by
fictional characters; The subjects in ‘Family Life’ (2010) are based upon the artist’'s mother and
mother-in-law. These works deal with the everyday life in its spontaneity, and with the triviality of
visual experiences; by presenting themselves in all their normality, Liu attempts to bridge the gap
between artifice and nature. Remarkable is also the fact that Liu is one among a small number of
artists who still practise plein-air painting today. This has to do with his academic background,
since he acknowledges the significance of such activity in art education; this has to do as well with
a basic idea: artistic creation is each time a lone journey. The outdated, almost abandoned mode
of plein-air painting in ‘Red Scarf’ (2013) and ‘Dunhuang’ (2013) - both created in Western China -
urges Liu toimprovise a mental image on the spot, composing quickly and rationally, fully exploiting
the natural colours, capturing the moment and expressing precisely his own conceptual ideas and
propositions.

Liu Xiaohui’'s recent works, on the other hand, no longer deal with the narratable, and have become
much larger in scale. The images, however, are still traceable, and are lively in every sense of the
word. The 2015 series of subjects turning away from the viewer appear to be depicting characters
from the ‘Family Life’; the dressing mirror series from 2018 finds its point of departure from Liu’s
early work on paper also titled ‘One Day of A Model’ (2007), where there were similar gestures and
poses. In the series of paintings depicting one’s backs, details of space and time are as reduced as
possible; reality is therefore lost, where the different resting and standing poses of the same figure
layer upon one another, losing its subjective meaning and becoming in turn a signifier appropriated
freely by the artist. Repeated smearing and covering are the most prominent features in this period.
The gestures are painterly in essence, yet blended with existentialist elements, and with a painterly
experience of repeatedly approaching the real but never arriving at it. In this sense, the images of
repetition emphasises exactly the tireless, restless painterly act and method, pertaining to a being
thatis metaphysical, more so than the image itself. Embedded in paintings as suchis also the artist’s
passion for labor, simple and mundane as it is; Liu perhaps never has presupposed the creative
nature of painting, but has been treating it more as an everyday labour. It is important, because it
brings about an accumulation of oscillations between positivity and negativity. For the artist, the
quantity reached in such a way is much more reliable and real than any external judgement abruptly
inserted into the realm of painting.

In the Movement series, Liu Xiaohui repeatedly depicts a figure's daily act of dressing and
undressing, emphasising a fleeting moment from reality with bright colours, bold strokes and sharp
geometrical shapes. Presented is effectively a formed, specific action, which captures reality in
transience. Making paintings as such, the artist attempts to get rid of unreliable factors such as
traces of experience, traces of convention and mannerisms, persistently projecting onto the canvas
reliables by constantly working on it, structuring a composition that is simple in appearance, but
complicated and firm in fact. Liu Xiaohui’s art is stunning, not because of its affinity with life, or its
narration of a certain specific reality, but because of its ability to consider the potential and essence
of painting via reality, challenging painting itself with basic painterly means such as chiaroscuro,
colours and lines.

Liu Xiaohui’s recent solo exhibition includes “Détournement” at AO7 798 Art Zone, Beijing, China
in 2020. His works have been widely exhibited in major institutions including Wuhan Art Museum,
Wuhan (2021), Beijing Minsheng Art Museum, Beijing (2020), National Art Museum of China, Beijing
(2015), CAFA Art Museum, Beijing (2013), and Guangdong Museum of Art, Guangzhou (2006). His
works are also held in the collections of K11 Art Foundation, Hong Kong; A4 Art Museum, Chengdu;
and X Museum, Beijing.
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“When | visited Hong Kong in the first summer after the pandemic, seeing all the cargo ships plying the sea,
the flowers swaying in the urban parks, and the crowds overwhelming the streets, it was as if Hong Kong had
remained unchanged in the flux of history. But as | walked in the evening breeze, the smell of Hong Kong and
the subtropical flowers along the roadside gave off an extraordinarily vibrant flavor. ‘Before eyeing this flower,
the two of you remain in tranquility; as you come for a view of the flower, it is at once brightened and elucidated,
and then you know that the flower is not outside of your heart’. One could read Wang Yangming's text on the
immanent blossom through the flowers of Hong Kong. When | thought about and looked at flowers and plantsin
Hong Kong, | also realised that this flower-heart relationship is also comparable to my day-to-day artistic labour
in relation to my constant review of the reconstructed images. These paintings, which have been detached
from me and exist independently, are both frozen and animated in time, and are both outside and inside of my
heart, just like those mesmerising flowers that made me stop as they danced in the night winds”.

—Liu Xiaohui

Kiang Malingue is pleased to present “Flowers of Hong Kong”, Liu Xiaohui’s first solo exhibition in Hong Kong,
showcasing twenty sets of oil and tempera paintings. A number of the artworks in the exhibition were created
when Liu was the artist-in-residence at Kiang Malingue in 2023. The recent paintings in various sizes combine
the artist’'s newly found interest in flowers; long-term fascination with the human body in action; a focus on the
solitary female figure, and an experience of identifying with the external world triggered by the environment of
Hong Kong.

Ten years ago, Liu pondered the themes of flowers and nature with a number of depictions of the Chinese
rose on paper. He revisited the subject in 2021 and created a series of hibiscus paintings, celebrating modesty
and tenderness of the plant. For Liu, the continuous and laborious practice of painting has influenced the way
he treats the forms and colours of flowers in recent years, and has also prompted him to regard flowers as a
symbol for natural, uncontrived, and truthful gestures. Brushstrokes, therefore, should emulate or mirror the
natural state of the flowers. Flowers and plants featured in “Flowers of Hong Kong” exhibition include lilies, red
and white hibiscus, hydrangea, and roses; Liu repeatedly examines the individual plants, portraying in different
scales the serene yet vivacious natural beings through contrasting colours and orderly compositions.

The two Lilies (2022) continues to isolate the flowers as the sole subject of representation, while Reading
and Lilies (2021-2023) in a more complex arrangement integrates the various elements Liu has explored in
the last two decades: subtle, quietly disturbing colours; overlapping, stacking rectangular structures and
shapes; pictorial depth that is playfully hindered and mystified; a solitary female figure who turns away from the
viewer, and a meek, graceful cat. White Hibiscus (2023), White Hibiscus With Black Background (2023), and
Untitled - Standling in Front of the Red Hibiscus (2021-2023) are related to one another in a similar fashion: Liu’s
recontextualisation of flowers turns the natural beings into pictures-within-pictures that are larger than life,
responding fancifully to the enumerated realness of the interiors. The nebulous Reading and White Hibiscus
(2023), on the other hand, confuses the figures in the foreground with the looming buds in the background,
evocative of Goya's engraved fantastic scene.

In the exhibition “Flowers of Hong Kong”, works focusing on the movement of the human figure such as Labor
Movement With Red Headband(2020-2024) and Labour work at Industrial Building (2023) reiterate the artist’'s
interest in labor and contortions. The Island (2023), On the Sea (2023), Hydrangea and Sunset (2023), and
other groups of small-scale tempera paintings splice fragmented objects and scenes, laying out meandering
narratives comprised of intricate and detailed sights. The exhibition space of “Flowers of Hong Kong”,
designed by Tian Jun, counterbalances the industrial atmosphere of the Kiang Malingue Tin Wan studio space
by remapping the room, introducing an artificial environment that intimately and physically contextualises the
paintings.
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Installation view of “Flowers of Hong Kong” at Kiang Malingue, Hong Kong
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Flowers of Hong Kong
(EATE)

2023

Tempera on wood
ARIRIEHE I

18.5x14cm

Hydrangea

(& 529

2023

Tempera on wood
AIRIBIEHL
18.5x14cm
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A Night by the Sea
(REERYE)

2023
Temperaonwood '
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14.2x18.2¢cm
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Hydrangea

(€= $39)

2023

Tempera on wood and cardboard, set of 2
AR AR _ERYIBIER > —4HMER
12x10cm, 14.2x18.3cm



ation view of “Flowers of Hong Kong” at Kiang Malingue, Hong Kong

ERNEIRERE FEEm &4

age courtesy of Kiang Malingue. Photo by: Kwan Sheung Chi
B FHREESBEME R FEE




Reading and Lilies
(FEHEES)
2021-2023

Oilon canvas
HEHE

150 x160cm



(Detail 4RE)



White Hibiscus With Black Background
(BB =AIRNEBARE)

2023

Oilon canvas
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80x60cm
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Lilies

(BED)

2022

Oilon canvas
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160 x150cm
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Reading and Red Hibiscus
(FBBAIBARIE)
2021-2023

Oilon canvas

mHEHE

180x200cm
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Installation view of “Flowers of Hong Kong” at Kiang Malingue, Hong Kong
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White Dress
(BT
2023

Oilon canvas
RHEHE
224x275¢cm

Night by the Sea
(RERRYED

2023

Oilon canvas
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246x33.3cm




Labor Movement With Red Headband
(AT EEEMBYEEBIED

2020-2024

Oilon canvas
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180x200cm



(Detail 4RE)
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White Multiflora Rose
(BesEi)
2021-2024

Oiloncanvas
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455x38cm
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Untitled - Standing in Front of the Red Hibiscus
(BB — AL BAREFD

2021-2023

Oilon canvas
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200x180cm




White Hibiscus
(BEAKRIE)
2023

Oilon canvas
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140 x120cm



Reading and White Hibiscus
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2023

Oilon canvas
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16x23cm









Untitled - Standing in Front of the White Hibiscus
(BE—ZEBARE)

2021-2023

Oilon canvas
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180x200cm
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Lilies

(BED)

2022

Oilon canvas
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100x80cm
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Hydrangea and Sunset

(RhEkEsE R)
2023

Tempera on cardboard, set of 8
4R ERYIBIEH —4H)\5R

16 x11.2cm,12.5x12cm,
12.2x10cm,11.5 x12.8 cm,

14 x10.5cm,12.7 x12.8 cm,
10.7x16cm, 11.3 x15cm



Installation view of “Flowers of Hong Kong” at Kiang Malingue, Hong Kong
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On the Sea

(EBLY

2023

Tempera on cardboard, set of 8
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11x11.9cm,10.7 x12.7 cm,
11.3x11.6cm,8.6 x12.7cm,
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Flower with Red Background
(AIBaE=FIRTE)

2023

Oilon canvas

RHEHE

33x24.5cm



Flowerpot
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2023

Oilon canvas
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24 x30cm
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The Island

(BE)

2023

Tempera on wood and cardboard, set of 9
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14.6x129cm,14.5x12cm, 126 x141cm
10.3x12.3cm, 11x129cm,10.6 x 14 cm
10x12.2cm,125x13.2cm, 14 x19.5cm



The Flower of Hong Kong
(BHETED

2023

Tempera on wood, Triptych
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Hibiscus
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“An area of the Beijing Airport Expressway side road is covered by hibiscus bushes, which sway in
the wind amidst the surrounding traffic, and | have kept a few white ones over the years. Hibiscus
is austere, gentle, and natural and thrives in almost any environment. | hope my paintings embody
hibiscus’ characteristics in approaching nature and austerity. In the rotation of the seasons, it
continues to grow, showing its original posture and quality.”

-Liu Xiaohui

Roughlinesrender the forms of figures or objects, impasto stacks up to purified blocks of color, and
repeated brushwork are evidence of the painter’s continuous thoughts and actions. Liu Xiaohui’s
paintings oftenrevealthe most mundane momentsinlife. These works come fromlife and are familiar
to everyone’s daily experience. They are not mere mechanical reproductions of photographic
images or reproductions of the external world but the artist’'s exploration and representation of
his inner world. Unlike previous solo exhibitions in which creative methodology was adopted as an
epiphenomenon, in this exhibition, Liu Xiaohui intends to incorporate more tangible life experiences
into his paintings.

“The hibiscus flowers blossom in the garden; their glory befalls in the same morning.” He began
raising hibiscus during the pandemic and sensed the power of nature in plants and their austerity.
The hibiscus grows abiding by the law of nature, although its flowers vary in color, but are not bright
and eye-catching. Despite its short flowering period, the plant seems to grow in any environment.
Its body is graceful, dropping with the pull of gravity and swaying in the wind. The painter is most
concernedwiththislaw of naturalgrowthinhis current paintings. Subjects suchascolor, light, shape,
form, composition, structure, and intention, Liu reflects continuously on these essential elements
of the image that inform his feelings, thoughts, decisions, actions, states, and transformations. The
emphasis is on regulation.

Instead of claiming the regulation of painting is the one for life, the medium of painting has become
the way and means by which Liu Xiaohui discovers and understands the truth of life. Although his
repetitive approximation of a particular motifis still evident, this approach, consistentin his practice,
provides apathto generate better dialogues with his subjects. As amode of thinking, a way to deeply
understand a motif through repetition and explore its meaning from multiple perspectives. Or, in
plain and simple terms, day-to-day life does not stage exaggerating theatricals, but the mundane.
Repetition may be closer to the true nature of life and painting.

More specifically, for Liu Xiaohui, the “truth” encapsulated in painting should reflect in its internal
“accuracy.” This kind of accuracy manifests not only as formal “precision” but how every painting
element “truthfully” assumes its roles and meanings on canvas, each in its own place. For this
reason, his paintings exclude general social semantics: flowers should be flowers, reading is about
reading, and the paintings are exclusively themselves, and to allow them to be themselves without
further allusion. This is the process of removing falsehoods and preserving the truth.

— Text provided by White Space
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Installation view of “Hibiscus” at WHITE SPACE (Shunyi), Beijing
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Untitled—White Hibiscus
mEE—HBAKE
2020-2022

oiloncanvas
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80x60cm

Courtesy the artistand WHITE SPACE
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Untitled—Hibiscus
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2020-2022

oiloncanvas
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150 x120cm

Courtesy the artistand WHITE SPACE
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Installation view of “Hibiscus” at WHITE SPACE (Shunyi), Beijing
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Untitled—Cat by Seaside
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oilon canvas
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150 x160 cm
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Untitled—Cat by Seaside and Stones
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2020-2022

oiloncanvas
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Courtesy the artistand WHITE SPACE
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Installation view of “Hibiscus” at WHITE SPACE (Shunyi), Beijing
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Installation view of “Hibiscus” at WHITE SPACE (Shunyi), Beijing
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Untitled—Someone Walking by Ancient Building
\E—TEELAESEFNA
2021-2022

oil on canvas, tempera on cardboard

mEHE HiRkiBIEH
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Persona and Parasite

BEEFE

WHITE SPACE, Beijing
ZERZER LR

18.6.22-14.8.22



In Akira Kurosawa'’s classic film Kagemusha, Takeda Shingen, the most powerful among the three
military leaders in the Sengoku period, is killed before he achieves the occupation of Kyoto. To
uphold the army’s morale, his brother decides to keep his death a secret and uses a thief, who bears
an uncanny resemblance to Shingen, as a kagemusha (shadow warrior) to impersonate the dead
general.

Althoughthe kagemushaand Shingen share similar appearances, their temperaments are inevitably
different. In the continuous process of imitation, the kagemusha is influenced by Shingen’s past
thoughts and experiences, and his words and behaviors become more and more like Shingen’s;
he even thinks that he is the warlord himself, “steady as a mountain,” as if the soul of Shingen has
become a parasite in his body. Although the kagemusha can fool the enemies and the public, he
cannot deceive Shingen’s close ministers; however, to maintain the order of the Takeda Empire,
even if they have seen through the disguise of the kagemusha, they still kneel in front of him, obey
his orders, and jointly hide the formidable secret.

In this drama, the resemblance in appearance is not enough; more important is how the substitute
hypnotizes and alienates himself to become the other and how the thoughts and mind of Shingen
convince the public through the intermediary of the substitute. Likewise, what the close ministers
abide by is the feudal ethics of a subordinate in the hierarchy, or what they submit to is the power
represented by the symbol of “Takeda Shingen”. Even the empire and the army seem to be the
parasitic machines of a giant system; without the command of a real general, they can still operate
as before. Evidently, whether they are substitutes, close officials, or ordinary soldiers and civilians,
their lives and actions are attachments and components of the Takeda Empire; Shingen’s will has
long been ingrained in everyone’s mind like a shadow, commanding and running the empire.

What this exhibition attempted to respond to is the paradox in the story above. Initially, the
substitute is the subject trying to imitate the appearance of the object. At a certain point in the
process of integration, the consciousness of the substitute becomes difficult to distinguish, so
the object replaces the substitute. On a larger scale, when a certain ideology is strong enough to
become the collective consciousness, it turns into the subject itself, living and transmitting among
the individuals as a parasite, so that everyone becomes a substitute. Just like at that subtle moment
in the film, even Shingen himself has been impersonated by the “Takeda Shingen” composed of a
specific set of appearances, behaviors, and thoughts.

- Text by White Space
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Installation view of “Persona and Parasite” at WHITE SPACE (Shunyi), Beijing
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Installation view of “Persona and Parasite” at WHITE SPACE (Shunyi), Beijing
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Untitled - Green Ground
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Untitled- Calligraph
(EE- %)
2021

Oil on canvas, Tempera on cardboard, Tempera on board group painting
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Untitled- Calligraph
(- %)
2021

Oil on canvas, Tempera on cardboard, Tempera on board group painting
REHE  AANRIEIERD ARIEZHIAAE

33.3x24 cm, 15.7x11cm, 16x11.8 cm, 16x12 cm,

8.5x14.5cm, 12x14.5 cm, 15.3x10.8 cm, 14.5x8.5 cm



Détournement

L P

AQ7,798 Art Zone Buildings, Beijing, China
FEIL R 798 &I EAC7IE

2011.20-29.01.21



By the time we decided we wanted to name this exhibition “Détournement,” we were already clearly
aware of the circumstances in which it would emerge. It is a movement being presented in the form
of an exhibition. This implies that the nature of the exhibition is not retrospective, but a moment-
in-progress. Furthermore, the moment of this movement’s occurrence is the occurrence itself, and
does not encompass any dramatic implications. For this reason, the exhibition will not be cut off
or embellished by any superfluous theme. In other words, there is no “outer appearance” to this
exhibition. We have done everything in our power to remove any potential “outer appearance” that
may emerge in this exhibition. The only things that are really important are a color, a shape, the
force and direction of a line, those actual facts of painting itself.

For Liu Xiaohui, this détournement, or turn, is not an outward-facing stance or metaphor for said
stance, but is aimed at the facts of painting in the here and now, and the conundrums that arise
as he experiences them. These conundrums cannot be resolved through a conceptual shift or
exhibition rhetoric, only through the very act of painting, that direct physical experience. The long
term repetition of themes and depictions of figures, the layered stacking of lines and colors, this
is done not to add something more to the world, but to turn back to the self and effect an opening,
cutting through the surface image into the interiority of painting, tearing open cracks in the smooth
surface of time. As he has done so, the artist has grown increasingly aware that the only fertile soil is
to be found in these fissures. Painting thus appears as an incredibly narrow yet unfathomably deep
field. The “truths” the artist has constantly sought through years of painting are none other than
those countless moments he has painstakingly opened through personal experience, moments
prone to close again at any time.

This exhibition’s hope is to restore these moments. Covered by the picture, they are quite difficult
to discern, so there is no point for the exhibition to add some new pathway for seeing. “Turn” is not
agreat, stirring piece of rhetoric, and likewise, the moment it signifies is perhaps that most ordinary,
mundane momentin Liu Xiaohui’s laborsin the here and now. Butin this progression from this instant
to the next, some change has taken place. It is like the title of this exhibition, “détournement”—if we
are to understand this termin the sense it applied to Guy Debord or Marcel Duchamp, itimplies that
what changes in this “turn” is not the thing itself, but the way we receive it. To use Liu Xiaohui’s own
words, painting at this point becomes a question of simply whether or not you believe it.
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Untitled - Movement of Moving Stones with Sail, Stones and Sea

BEE—-RAENEIE R RS
2018-2020

Oiloncanvas
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Untitled - Stones, Movement, Sail and Sea
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2018-2020
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Untitled - Movement in Front of Picture No.1
EE—-EmEaENE—I
2018

Oiloncanvas
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Untitled - Light and Shadow in a Corridor
mE—ER R
2015-2019

Oiloncanvas
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Untitled - Boundaries and Barriers
R BIpE
2015-2017
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Liu Xiaohui: Movements

SIBEHE: MIEENF

ShanghART Beijing
Bt R

04.03-08.0418



ShanghART Beijing presented Liu Xiaohui’s first solo exhibition “Movements” in the year 2018. Liu
Xiaohui's works had 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 had once
established were at once challenged.

In the works presented at this exhibition, the movement of dressing or undressing made 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 were alienating objects 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.

- Text courtesy of ShanghArt Gallery
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Liu Xiaohui: The Mysetery of Sisyphus
Eilli=y CRECTE D o

Antenna Space, Shanghai, China
RIRZEM, £is, PE

09.09-10.0615



Curated by He Jing

How faris the distance lying between a series of painting and an exhibition of that series of painting?
For an artist who has devoted himself in the studio thus rarely exhibited, what matters is this: in
order to move the works from the studio to the gallery and make sense,exhibition as a mechanism
has to provide a more concrete and clarifying vehicle for the aleatory vision in the studio. Therefore,
if we resolve the question “how to exhibit”, the answer to the more ontological question of why
should we move the viewing from the studio to the gallery emerges. Liu’s painting, strangely, with its
monotonous repetition, offers extended possibilities of imagination. When the exhibited works are
somehow visually unified, it is more likely that we treat the methodology behind such unification as
the starting point of the exhibition.

Why does the silhouette of the same woman appear in Liu Xiaohui’s oeuvre again and again?
According to the artist, “she” comes from a scene in Yasujiro Ozu’s An Autumn Afternoon. Liu
admits that his capture of this image may just be “unconscious”. As a matter of fact, before delving
into the psychoanalysis of this visual appropriation, we might need to distrust the artist's remark.
Tireless repeating certain image can be understood as being spiritually attached it, but in his work,
Liu paints over, modifies, and betrays the original image - “she” is not “she” anymore. She starts
in Ozu’s lens, but she varies in Liu's work: she walks, she stands, she is faced with the ocean, and
she gazes at the land afar. The repeated silhouette, in its silent variation, becomes an archetype
of Liu’s visual system. Meanwhile, Liu does not extend the image to a sort of vertical script, but
rather, he keeps it at where it starts. She is a borrowed image, flat and empty inside.The artist takes
the silhouette as departure and intends for something else. Liu appropriates the image and takes
it as agency, through which an experience is explored, an experience of perennially approaching
but never reaching “truth”, an obsession, a Sisyphean process. The monotonous repetition of one
image reinforces the unrepeatable acts and methods of painting behind it. It alludes to something
more metaphysical than the image itself. Sisyphus has become a hero in Greek Mythologies
because his endless act of rolling up the boulder symbolizes grief, not desperation. In his battle
with the mountain, the process is much closer to truth, if there is any, than the result. Therefore,
Albert Camus in his essay Le Mythe de Sisyphe pictures a “Happy Sisyphus” who, rather than being
desperate in a fruitless narrative, is satisfied during the process of eternal repetition.

That said, Liu Xiaohui is more interested in the process of repeatedly painting than the repetitive
image itself. Or, we can say that he starts all over again and again just to subvert those “finished”
images. The homogenization of the visual product is only fantasy, in some sense, or camouflage.
Painting over and even covering the same picture is the real game. What repetition eventually leads
to is “erasing” and “cleansing”. Liu negates the kind of symptoms and traces that are decorative,
pretentious, and superfluous, which may come from years of academy training or some “correct”
current visual models. He erases them again and again. According to the artist himself, “the work
does not leave any extra possibilities; it will become less and less, eventually a flat iron.” Here, “less”
does not mean anything quantitive, but something closer to “an experience” proposed by John
Dewey in his Art as Experience. It is an experience as a whole, in which “every successive part
flows freely, without seam and without unfilled blanks, into what ensues.”It is tightly interwoven in
an organizational sense and it prevents any exterior possibilities from invading or intervening.

And when our vision eventually gives up the burden of thinking and inquiring and lays on the canvas,
it is met with frustration, unknownness, and mystification. This is a road which leads forward but
on which we have to step backwards to get there. When the audience steps “back” in front of Liu’s
paintings, some mysterious “lumps” emerge. These lumps then become solidified and frozen,
hanging between strokes, color, and lines, preventing them from interacting with each other and
integrate into one complete, gentle image; what they bring are stagnation and weight. Mysterious
black lines repeatedly touch and leave the repeated image of the woman, with coarse accuracy and
hasty calmness. After all, these lumps form in the picture certain spiritual barrier and high density
cased by perennial laborious experience. As Camus describes it, the most touching moment in
Sisyphus's life is that paused moment when each time after the boulder is finally rolled up to the
mountain top and about to fall down again. In Liu Xiaohui’'s work, those mysterious lumps are both
physical and spiritual. They head towards the end of the image through a painting process that
repeats itself again and again. They put objects’ realness into question and call for the uncertainty
of perception, and meanwhile, they explore spirituality under layers of practical experience. If the
realness of “truth” is actually contained in that mysterious silhouette, the real myth of Sisyphus
is then the unreachable, the moving back and forth between negativity and positivity, the body of
Sisyphus that embraces absurdity, as well as the shadow he casts into reality.

- Text Courtesy of Antenna Space
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LIU Xiaohui: The Mystery of Sisyphus
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The Driving Range
RE 1%
2014

Oiloncanvas
mEHE
134 x165cm



The Driving Range
1RE 1%
2014

Oilon canvas
mEHE
180x160cm




Untitled - Highland Driving Range No.1
BE-SR&RES 5%
2014 -2016

Oiloncanvas
FEHE
180 x160cm

Untitled - Highland Driving Range No.2
BE-SR&RE% 5%
2014 -2016

Oiloncanvas
mEHE
180x160cm

Untitled - Highland Driving Range No.3
BE-SRARE%=%
2014 -2016

Oiloncanvas
mEHE
180x160cm



The Driving Range
2014

Oiloncanvas
mEHE

5 panels, 33.5x24.5cmeach
REE, 81 335x2450cm



Installation view
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Untitled - Kitchen
HE— iR
2013-2016

Oiloncanvas
EHE
180x160cm




Housework Practice - Drying Clothes
KIEMRE — IR RAR
2015

Oiloncanvas
RHEME
160x140cm
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Housework Practice - Cleaning No.2

RESRE —BIR R

2015-2017

HE
220x220cm

Oiloncanvas

Gil:1]



—

. oy
[ S

Housework Exercising - Cleaning
RIFRE -
2015

Oiloncanvas
mEHEE
130x150¢cm



Housework Practice - Beating a Carpet

RIZHRE - 1A
2013
Oiloncanvas
mEHE

141x150 cm
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Housework Practice
RIZHRE
2013-2014

Oiloncanvas

mEHE

Triptych, 140 x 150 cm each
=HiZ= S 140x150cm



Untitled - Movement and Landscape
EE-EFFHRS
2017

Oiloncanvas
nEHE
120 x140cm



Untitled - Three Consecutive Movements
A — = (EEENEE
2016

Oiloncanvas

RHEHE

Triptych, 160 x 160 cmeach
=Kz, S1160x160cm



Untitled - Scarf and Shapes
B — B AR
2016 -2018

Oiloncanvas
EHE
160 x160cm




Untitled - Scarfand Shapes No.2
e — EhEAR TS
2016-2018

Oiloncanvas
RHEHE
140 x120cm



Untitled - Scarf and Shapes No.3
mE—-E R =%

Oiloncanvas
EHE
141x150 cm
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Untitled - Pink Scarf
A — M BRYEEM
2017

Oiloncanvas
mEHEE
120x90cm



“Youyi Hotel’, a set of 10, 20.5 x 25.5cm, acrylic on paperboard, created in April, 2011, at Youyi
Hotel (now demolished, formerly a Soviet style foreign hotel) in Lanzhou, Gansu Provenance. It is
in a continuous relationship with the ‘Dunhuang’ series, which was created in Mogao Grottoes in
Dunhuang. They are painted on site, but the characters are fictional.

+R—4EMY (REEERIED , 20.5 x 25.5 cm, 4EHREIE, 201EMNBRER HBE BN RERIE GRERFR, RE
EIUHINEIE) IR (BUE) REEENRF - (FUE) BMEREFRBERSE - EXMHEREERSE
=, \YI2BBAY-

Youyi Hotel
REHERIE
201

Acrylic on paperboard, aset of 10
— 4 RARIRA G
Each20.5x25.5cm
FIRE205x%25.5cm



Youyi Hotel #1 Youyi Hotel #2
REERIE #1 REHERIE #2
2011 2011



Youyi Hotel #3 Youyi Hotel #4
REHERIE #3 REHERIE #4
201 201



Youyi Hotel #5 Youyi Hotel #6
REHERIE #5 REHERIE #6
201 201



Youyi Hotel #7 Youyi Hotel #8
REHERIE #7 REHERIE #8
201 201



Youyi Hotel #9 Youyi Hotel #10
REHERIE #9 REHERIE #10
201 201



Kiang | Malingue | Liu Xiaohul

EEER 10 Sik On Street, Wanchai, Hong Kong Office N°| E & +852 2810 0317

BELHEH 105 | BiF &8
Open: Tuesday-Saturday 12-6PM
kiangmalingue.com and by appointment.

Born 1975 in Shandong Province, China. Currently works and lives in Beijing.

Education

1995 The Middle School Attached to China Central Academy of Fine Arts, Beijing, China
1999 B.A.in Mural Painting Department, China Central Academy of Fine Arts, Beijing, China
2010 M.A.in Mural Painting Department, China Central Academy of Fine Arts, Beijing, China

Solo Exhibitions

2024
“Flowers of Hong Kong*, Kiang Malingue, Hong Kong

2023
“Liu Xiaohui: Hlbiscus”, White Space, Beijing, China

2020
“Liu Xiaohui: Détournement”, AO7 798 Art Zone, Beijing, China

2018
“LIU Xiaohui: Movements”, ShanghART Beijing, Beijing, China

2015
“Liu Xiaohui: The Mystery of Sisyphus”, Antenna Space, Shanghai, China

2014
“Liu Xiaohui: Labour,” Antenna Space, Shanghai, China

2013
“LIU Xiaohui”, Eastation Gallery, Beijing, China

2012
“Liu Xiaohui's Paintings”, Hemuse Gallery, Beijing, China

2009
“LIU Xiaohui”, QUAD Arts Centre, Derby, UK

2003
“Liu Xiaohui Solo Exhibition”, Tao Gallery, Beijing, China
Group Exhibitions

2022
“Persona and Parasite”, WHITE SPACE, Beijing, China

2021

“The Logic of Painting”, Xinjiang Art Museum, Xinjiang, China

“Will-1Do Commonweal Art Project”, | Do Art Space, 798 Art District, Beijing, China
‘Jiang Han Stars Plan 2021: Affect”, Wuhan Art Museum, Wuhan, China

2020
“The Logic of Painting”, Shijiazhuang Art Museum, Hebei, China
“Duration: Chinese Art in Transformation”, Beijing Minsheng Art Museum, Beijing, China

2019
“Winter Exhibition”, ShanghART Beijing, Beijing, China

2018
“White Flash”, ShanghART Beijing, Beijing, China
“Art Patrons”, Qiao Space & Tank Shanghai Project Space, Shanghai, China

2017
“Jungle llI”, Common, Platform China Contemporary Art Institute, Beijing, China
“Zhao Yang, Liu Xiaohui, Sun Xun”, ShanghART Beijing, Beijing, China

2015

“The Garden of Forking Paths, Tracks and Intersections of 15 Artists”, Shanghai Gallery of Art, Shanghai, China

“Relay, Exhibition of Works from Teachers of Central Academy of Fine Arts”, National Art Museum of China, Beijing, China
“The generosity in joyful limitations: 2 dimensions only”, Blackbridge OFF Space, Beijing, China

2014
“Life Road”, 01100001 Gallery, Beijing, China
“The generosity in joyful limitations: 3 dimensions only”, Blackbridge OFF Space, Beijing, China

2013

“Open Sesame - Opening Exhibition of Hongkun Museum of Fine Art,” Hongkun Museum of Fine Art, Beijing, China
“The Exhibition of Works by Teachers at CAFA 2013”, CAFA Art Museum, Beijing, China

“Life Drawing”, Platform China, Beijing, China

2012
“1st International Mural Painting Biennale”, Heyang Art Museum, Datong, China
“Postcard”, Eastation Gallery, Beijing, China

2010

“Involvement in Urban Reality, 2010 Annual Show of Creation Society, Mural Painting Department of CAFA”, CAFA Teach-
ing Exhibition Hall, Beijing, China

“Dad, Mum and Appropriate Narratives”, Blackbridge OFF Space, Beijing, China

2008
“The Red Mansion Art Prize Exhibition”, Lethaby Gallery, Central Saint Martins College of Art and Design, London, UK

2007
“The Nomination Exhibition for the Light of the Academy Art Prize”, CAFA Art Museum, Beijing, China

2006

“The Nobleness Found on Paper”, Guangdong Museum of Art, Guangzhou, China
Collections

K11 Art Foundation, Hong Kong

A4 Art Museum, Chengdu, China
X Museum, Beijing, China
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