
Oranges, Clementines 
and Tangerines
(Artist) Brook Hsu

Brook Hsu’s paintings are living and breathing, fueled by a commitment to 
her visual language. Comfort and illness reside in verdant shades, 
amplifying the artist’s role as practitioner of care and synthesizer of 
personal experience. 


Hsu insists that formlessness takes its own shape, resulting in an 
unbridled swell of abstract and figurative forms. Skeletons, girls and hares 
- expressions of animation within and beyond the mortal realm - emerge 
alongside efforts to maintain painting’s viability. Loops and lines 
commingle in sensuous fields of green and blue. Iron oxide enters as a 
violent sabotage, disrupting the more pensive hues while also providing 
complement to them: red as love and anger, green as tranquility and 
nature: It’s an unholy matrimony of opposites. Hsu just can’t seem to find 
her way out of green. Conceptual double binds execute the same 
tempestuous dance in her practice: love and death, violence and desire, 
bittersweetness. She reconciles differences by encouraging communion. 


Tragedy strikes and so does the brush. The content of Hsu’s work is 
generated in service of satisfying a painful event by transmuting it into 
something else. In the act of painting, rehearsals and demonstrations of 
love are fostered by affection and time invested. Koether’s maxim provides 
a competitive dimension, “Can desire be reinvented with and in painting? 
Slowly against the tide?” (Hsu has transcribed part of this lecture on 
fluorescent orange paper, which is on view in the gallery). The crisis of 
love and desire cannot be understated - nurture sustains the former while 
lack prompts the latter. This becomes a paradox that Hsu is tasked with 
working through. Desire proliferates as she paints, mirroring that of a lover 
who seeks an embrace from the Other. Consequently, an erotic tether is 
inscribed within the compositions - they become loving objects.


Drawing and reading are foundational to Hsu’s practice, her literary 
reference points making themselves known, whether scrawled on paper 
or evidenced in forms. Her drawings are intrinsically diaristic - providing 
the closest access point to the artist’s most intimate domain. “Drawing is a 
great school of truth and exactingness” proclaims Balthus! This exhibition 
is the first time that Hsu’s works on paper are viewable alongside her 
paintings, registering as a gesture to elevate drawing onto the painting 
field. The intimacy of pen and paper becomes maximized by its 
transformation on the canvas. One can see Hsu’s consistent elaboration 
of forms alighted on different surfaces. 


The spiral is a recurring form, compelling due to its uncategorical nature 
as either abstract or figurative. Its communicative properties are based in 
the eye of the beholder and the producer at once, an arcane exchange. 
Building an alphabetical code out of its symbology and eternal promise, 
Hsu asks again and again, “What is a spiral?” In one composition, beneath 
a tangle of stains rendered in blue, green and red, “SCIENCE” is written in 
a spiral script. 


In an interview with Benjamin H. D. Buchloh, Jutta Koether professed “I 
tried to find operations to pull painting into a problematized terrain where 
it could perform a change on its own terms, where it could develop into 
something that was not merely rehashed or pastiched but actively dealt 
with its own fucked-up history, its pleasures and pains,” a distinct onus in 
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Hsu’s practice as well. She is a disciple of her predecessors - making her 
references known. A Koether and Balthus union rendered with her 
specific formalism. Hsu’s process is nonetheless sustained between 
canvases, an untitled ink composition and Oranges each bear Hsu’s 
signature mark-making. The latter partially exposes an illustrative skull-
and-bones figure carrying a heap of orbic fruits - an energetic counter to 
Cézanne’s placid still lifes. 


In Hsu’s Pan et son élève, Pierre Klossowski’s Satan and flute player are 
replaced by two blue skeletons. Hsu’s contemporary manifestation is 
discrete and suffused with frivolity as she pares down the original’s 
perversities. She performs an operation of sketches rather than rendering 
minutiae, subsuming antecedents within her own vocabulary, searching 
and destroying in an infinite loop. Klossowski astutely notes that “Intensity 
is subject to a moving chaos without beginning or end,” with one’s self as 
the most dynamic sign, “Everything is led back to a single discourse, 
namely, to fluctuations of intensity that correspond to the thought of 
everyone and no one.” Frames of reference yield to this proverb: 
authorship remains an unstable tension prone to

updates and divergences.

 

Olympia sees a grid set faintly beyond a skeleton sprawled out atop a 
mess of books. The geometry is fussily doubled in the unorganized 
collection of literature situated at the painting’s fore. What’s crucial here is 
the painting’s relationship to Manet, made explicit by its title and exacted 
in the cartoonish figure’s sprawl as it improvises the original’s prostitute. 
Death and knowledge appear again in Meet Me at the Library, this time 
with sex as a new recruit. The two boney figures copulate in a similar pile 
of books, this time with haphazard shelves mounted in the background. 
Hsu reproduces settings and subjects with intrepid revisions, destabilizing 
whatever mythos her viewers may come to understand in other works. 
She poses affronts to her own oeuvre as well as to those of artists with 
whom she shares a lineage.


Hsu’s material approach is deeply entwined with the work of other artists. 
In regard to her use of fabric, this is especially the case with Sigmar Polke. 
Hsu invokes his tripartite usage of fabrics as ground, form, and 
iconography (Christine Mehring identifies this approach in the essay

“Polke’s Patterns”). How can sourced materials aid in the compositional 
process? How does the tangibility of cloth furnish context, texture, and 
form? Ink stains these textiles - art and design are staged in harmony and 
conflict at once. Subject is the point at which the two artists’ paths

diverge. Hsu paints in deference to old masters, the portrait of a girl 
persisting over the fabrics. In contrast to Polke’s women-as-material, the 
agency of Hsu’s girl is presupposed by defiant stances, sensitive linework, 
and repetition of form.


Allegories, personal experience, fact, fiction, and cultural products are all 
embedded in a fertile mass of reference material. Hsu’s inspirations and 
modes of creation are porous, consistently seeping into one another, and 
ultimately through her filtration system. She establishes a catalog of 
touchstones in an effort to renegotiate epochal virtues. Hsu’s endurance 
as a painter is inscribed with love’s status as a verb - continuity defines 
“success” in both endeavors. In seeking understanding she finds herself 
enmeshed within painting’s historicity and its ability to

rupture time’s supposed linearity.  
 
– Text by Reilly Davidson.




(About Brook Hsu)


Brook Hsu lives and works in New York. Recent solo exhibitions include: 
Fictions at Kraupa-Tuskany Zeidler Gallery, Berlin (2021); Conspiracy 
theory at Et al., San Francisco (2019); pond-love, Bortolami Gallery, New 
York (2019); Fruiting Body, Bahamas Biennale, Detroit (2018). Group 
exhibitions include: Particularities (curated by Chris Sharp), X Museum, 
Beijing (2021); More, More, More (curated by Passing Fancy), TANK, 
Shanghai (2020); LIFE STILL, CLEARING, New York (2020); The End of 
Expressionism, Jan Kaps, Cologne (2020); Polly, Insect Gallery, Los 
Angeles (2019-2020); A Cloth Over a Birdcage, Château Shatto, Los 
Angeles (2019); Finders’ Lodge, in lieu, Los Angeles (2019); and Let Me 
Consider It from Here, The Renaissance Society, Chicago (2018-2019). 
Her latest monograph and edition titled Norwegian Wood was recently 
published by American Art Catalogues. 


 



橙，柑橘和橘
(藝術家) 許鶴溪

許鶴溪的繪畫是有⽣命的、呼吸著的，在其中充盈的是對其視覺語⾔的專注。
恬靜和病態均棲息於她艷綠⾊的畫⾯中，強調了藝術家作為看護者及個體經驗
合成者的⾝份。


許鶴溪堅持要讓無形之物獲得形狀，在創作時催⽣了肆意擴張的抽象及具象形
式。骷髏、⼥孩及野兔——在有涯之⽣領域內外的⽣命體現——這些具象形象
不斷湧現；藝術家亦同時致⼒於保持繪畫的潛能。另⼀⽅⾯，抽象的圓環及線
條也在綠⾊或藍⾊的⾊域中交融流淌。在作品中時⽽出現的鐵鏽⾊則是暴戾的
構陷元素，⼲擾了沈靜的畫⾯⾊彩，但也為其提供了補充：代表愛慾與憤怒的
紅⾊，代表寧靜與⾃然的綠⾊——這是激烈對⽴⾯的不潔聯姻。許鶴溪似乎完
全不能從綠⾊中逃逸。其創作在觀念層⾯的雙重綑綁結構總能跳出狂亂的舞
蹈：愛與死、暴⼒與慾望、苦與樂。通過⿎勵分饗，她讓差異得以與彼此和
解。


悲劇落了下來，畫筆也落了下來。許鶴溪作品的主題因此⽬的⽽⽣：將痛苦事
件轉化為他種情感。在繪畫⾏動中，愛的排演及展⽰是通過傾注情感及時間來
催發的。尤塔·科特爾的定理提供了⼀種對⽐參照維度：「慾望能否通過繪
畫、在繪畫之內再造？緩慢地、⼒排眾浪潮地再造？」（許鶴溪在此次展覽中
展出的橘⾊螢光紙作品上轉寫了科特爾此次講座的部分內容）。愛和慾望的危
機不可被輕視——⾃然維持了前者，⽽缺失催⽣了後者。這種危機是個⽭盾，
⽽許鶴溪在創作時致⼒於解決這⼀⽭盾。慾望在其動筆作畫時不斷繁殖，反映
了⼀個愛⼈渴求來⾃他者的擁抱的願望。最終，她在眾多構圖中嵌⼊了⼀條情
慾紐帶——這些畫作變成了愛之物。 
 
素描和閱讀對於許鶴溪的創作來說是⾮常重要的，她不吝於展露其⽂學參考，
常在紙上直接寫出來⾃⽂學作品的語句或是描繪相關的形象。其素描作品的內
核是⽇記式的——提供了直接通往藝術家最私密領域的路徑。巴爾蒂斯曾感
嘆：「素描是真相與確切性的偉⼤學院。」此次「橙，柑橘和橘」展覽⾸次同
時展出了許鶴溪的繪畫及素描作品，在展⽰姿態上將素描提升⾄了繪畫的領
域。筆與紙的親密關係因藝術家在畫布上完成的進⼀步轉化⼯作⽽被無限放
⼤。觀眾可在這些不同媒介的作品中觀察到許鶴溪在眾多繪畫表⾯上發展的形
式⼀致性。 
 
螺旋是常在許鶴溪作品中出現的形式，因其既抽象⼜具象的不可分類特質⽽引
⼈⼊勝。觀者和創作者的⽬光共同催⽣了這螺旋的溝通屬性——⼀種奧秘的交
流形式。許鶴溪以螺旋的象徵主義及循環許諾建⽴了⼀種字⺟書寫體系，⼀次
⼜⼀次地詢問：「螺旋是什麼？」在其中⼀幅作品中，在藍⾊、綠⾊及紅⾊渲
染得出的斑跡下，藝術家以螺旋字體寫下「科學」。


在⼀次與本傑明·H. D.布克洛的對談中，尤塔·科特爾指出：「我想要找到能
夠將繪畫拉⼊⼀個被問題化處理的領域，讓它得以依照⾃⾝邏輯進⾏變化，讓
它得以發展出⼀種不僅是循環再⽤或重複利⽤其⾃⾝糟糕歷史的型態，⽽是能
夠積極地去⾯對這歷史，⾯對其中的愉悅與悲痛」——許鶴溪也將此視為⼰
任。她是眾多先輩畫家的學徒，毫不吝嗇於展⽰其靈感來源，其特異的形式主
義沾染了科特爾與巴爾蒂斯的融合⾵格。許鶴溪在不同畫作之間維繫了同⼀個
連續的創作過程：⼀幅無題⽔墨作品和以《橙》為題的布⾯作品均體現了她的
標誌性繪畫姿態。《橙》中另有⼀個部分可⾒的、捧著⼀堆圓形⽔果的骷髏形
象，以精神充沛的畫⾯回應了塞尚的安寧靜物繪畫。


在《潘神和他的學徒》中，許鶴溪將⽪埃爾·克羅沃斯基的撒旦與吹笛⼈形象
轉換成了兩具藍⾊骷髏形象。她的當代詮釋是不連續、不嚴肅的，降低了原作
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的乖張意味。她在這裏進⾏的是整體描繪⾏動，⽽⾮糾結於細枝末節；她⽤⾃
⾝的語⾔體系吸收了前⼈的語彙，在無盡循環中進⾏探尋與破壞⾏動。克羅沃
斯基曾犀利地指出：「運動中的、無⾸無尾的混沌決定了⼒度」；⼀個⼈的⾃
我是最富活⼒的象徵，⽽「所有事物都將被引領回⼀個單⼀話語中去，也就是
回歸⾄⼒度的波動⾄中去。這波動與每個⼈的思維相關聯，同時也不與任何⼈
的思維相關聯。」藝術創作的參考框架也為這陳述提供了⽀持：作者性始終是
⼀種需要不斷更新、不斷產⽣分歧的不穩定張⼒。


許鶴溪的《奧林匹亞》中有⼀具癱在書堆上的骷髏，其上還罩著⼀層薄薄的網
格。這幾何形式與散落在畫⾯前景處的⽂學著作互為呼應。很重要的⼀點，是
這繪畫與⾺奈的關係——作品標題即指向了⾺奈，⽽帶有漫畫⾊彩的癱軟骷髏
也就是⾺奈的《奧林匹亞》中妓⼥形象的即興演繹。死亡與知識在《在圖書館
與我相⾒》再次出現，這作品中新加⼊了性愛情景：兩個瘦⾻嶙峋的形象在另
⼀堆散落的書上做愛，背景中有書架和⼤量七零⼋落的書⽬。許鶴溪通過⼤膽
的修正⼯作重塑前⼈創制的景象及主題，讓觀眾從其他作品中了解到的神秘知
識重新變得不穩定。她在⾃⾝藝術實踐及其他與其共享創作脈絡的藝術家之前
擺出鮮明的繪畫姿態。


許鶴溪的創作材料選擇也與其他藝術家的傾向緊密相連。在使⽤織物、布料這
件事上，她與西格瑪·波爾克的聯繫尤其顯著。許鶴溪引⽤了波爾克分為三種
模式的布料使⽤⽅法——基底、形式及偶像（克莉絲汀·梅林在《波爾克的圖
樣》中指認了這種創作⽅法）。覓得來的材料要如何對構圖過程做出貢獻？布
料的實體性要如何妝點語境、肌理及形式？墨汁沁⼊這些布料中去——藝術與
設計的關係既是和諧的，⼜是互相衝突的。這兩位藝術家在主題層⾯則⼤相徑
庭。許鶴溪在創作時尊重⽼⼤師們，讓⼥性肖像處於布料之上。波爾克將⼥性
⽤作材料，⽽許鶴溪筆下⼥孩的主體性則配備有不敬的姿態，敏感的線條輪
廓，以及重複的形式。


寓⾔、個體經驗、事實、虛構及眾多⽂化產物均內嵌在許鶴溪豐饒的參考材料
體系中。她的靈感及創作模式是多孔、富有吸收性的，不斷彼此滲透，⽽這全
是在其過濾系統內發⽣的。她建⽴了⼀整套的試⾦⽯，以重新協調時代精神。
許鶴溪作為畫家的強韌體現在作為動詞的「愛」⾝上——持續性即是繪畫與愛
是否「成功」的重要定義。在尋求理解之時，許鶴溪將其⾃⾝陷⼊繪畫的歷史
性中去，陷⼊繪畫在線性時間中創造裂縫的潛能中去。


撰⽂：萊利·戴维森


（關於許鶴溪）

許鶴溪近期的個展包括「Fictions」，Kraupa-Tuskany Zeidler畫廊，柏林
（2021）；「Conspiracy theory」，Et al.畫廊，舊⾦⼭（2019）；「pond-
love」，Bortolami畫廊，紐約（2019）；「Fruiting Body」，巴哈⾺雙年
展，底特律。她近年參加的群展包括「微妙之間」，X美術館，北京
（2021）；「More, More, More」，油罐藝術中⼼，上海（2020）；「LIFE 
STILL」，CLEARING畫廊，布魯克林，紐約州（2020）；「The End of 
Expressionism」，Jan Kaps畫廊，科隆，德國（2020）；「Polly」，Insect
畫廊，洛杉磯（2019-2020）；「A Cloth Over a Birdcage」，Chateau 
Shatto畫廊，洛杉磯（2019）；「Finders’ Lodge」，in lieu畫廊，洛杉磯
（2019）；「Let Me Consider It From Here」， ⽂藝復興協會，芝加哥
（2018-2019）。American Art Catalogues最近出版了許鶴溪的最新個⼈畫冊
《挪威的森林》。

 


