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W.A.S.P Master, 2014

Floor, golf and polo equipment, c-print,
brass, hand-carved wood

136 x 92.5 x 19.5 cm

WHIREEH, REEHNEE) , ZREITRT —FE
LE BRI R, e FTEIE R B M L, A
R IERELRAERS LT E, BEIMREALRS EI77/A
AP BARE . X OB AN AR E s B AT E I
Bk, TR BRI — RS 559 (FERIX
ZH) RISRE T ZARZI B Y - BT Z AR, B
IR ZAROIERS : X B —RIBEIRERNAT, $17E
BB IR Z R KR MBS E ELEE, HE R
ik “5” 55 NmE TR LR RETTE (ZAR
KETNAW “BA” XFE/RFS) , e ZARK LE
HUEET 5 B e R ITRIR &R AR
ZF, X X OTFERT - BHHER (CERMBIFZ
RN RERESE, S AHBIMR.

ZEEEHETE (Takete 66) M ( AFIZEIZ ) BIHEMR
AT ENZERITE, WEZREERER—FEIE
HRRAE .. XME BAREZ AR ER.
T { Takete 66) H, fHIEIE L - 350 bl B SR B R RS

i, S/RKRESEERIEM, C—print, HEH,

BT — B2, FPREREZIN66 LT EAMNMBEAZ
BE iR a R E, BT RS R (3Y)
H_ BTN, ZRRPIZEN FHE R LT IEI A
BRI, MARRNARNE SRR T REES ZRI—
PSRBT =, BN IREE AR R F L,

WX B E T, RN Tz
BT ZARER SRR B EERHA, BEEXR
HBL, EEIAIRIAAR, EBRERE ARSI SO AR E
&, AT RS, £ ZAR R T 2 AR
IR, =R EEQ R A 2SR ZARA
ERAYIIE XS, AKX BI TS Z R, S8 EL
RIS, e 2B R X—AI G A R, R E R
HERRIEER: UZARRBE ZMREEANIAREEZ
REJNER, R LT “HEiB” HIBERN, BSHFHEERD
VIR L6 18 2 ELSEHY L AEEDHY ., BANTIRZIRY . BB R
oA B S B ? TEIRA 2R SERREI N T B | A
RBUARITEAS, LB I3 B X LS B A3, ATk,
FeETHBARIR ik EH O TEE IR &R, NE
SEHY BRI EHEREDRSZ R0 S5

Prior to this exhibition, Li Jingxiong published an essay
titled “Nine Little Things that have Destroyed Artists.” Assuming
the mocking tone of the intrinsically conceited artist, he shares
bold opinions on the relationships between artists, the art system,
the artindustry, and art history. There is a certain degree of con-
nection between the essay and the exhibition, which features hy-
perbolic metaphors that address the same topics through proxies
such as religion, race, gender, and individuality. However, I still
see this exhibition as an artist’s self-examination. As for which
phase of self-examination it represents—that remains difficult
to determine.

In Portrait 3, Li Jingxiong uses urine to cast aspersions at
Duchamp’s Fountain and spells out Rrose Sélavy—Duchamp’s
feminine pseudonym—in neon lights. Two speakers embedded
in a transparent acrylic box quietly play Dirty Beaches’ signature
tune, “Lord Knows Best.” As a self-portrait, the work amplifies
Duchamp’s sexual character as if to insinuate a kind of secret
connection and blending between the two artists. At the entrance
to the exhibition, this work established the artist’s identity as a
central theme.

We Spin around the Night, Consumed by the Breeze, an abstruse
piece hung on the wall, suggests that the artist was convinced of
the aesthetic beauty of a set of instructions for the production of
microchips. The instructions are printed on a fluttering piece

of silk and pinned to the wall with a pair of Givenchy ear clips,

which are in turn attached with fishing line to two pieces of fish-
ing tackle. This enigmatic work is not without a sense of conflict
in its combination of vacuity and exquisite formality. The neigh-
boring artwork, Dead Lewis, demonstrates Li Jingxiong’s inter-
est in Jasper Johns and also takes aim at the art-making process
itself. According to the artist, the mechanical arm attached to the
wall is a painting machine of his own design. Beside it, a series
of raised black square frames protrude from the wall (the artist's
idea of “anonymous” writing); these elements combine to analo-
gize the subtle, inflected relationship between repetition and the
production of significance in an artist’s work. In comparison, the
facing work, an apparent imitation of Lawrence Weiner titled Art
Arises from Other Art, is a bit too direct, not to mention a little wor-
rying.

In Takete 66 and W.A.S.P Master, Li Jingxiong employs
more circuitous methods to appraise the artist’s sense of self,
clearly carried out on a speculative basis. For Takete 66, Li created
an alcove corresponding to the dimensions of the Ghent Altar-
piece. He then stained the grooves in the alcove walls with blood
collected from 66 Chinese people. The other side of the alcove
is painted with spots in reference to Rainer Maria Rilke’s poem,
“Der Panther.” The artist is clearly interested in the aesthetic role
of religion, using intertextuality to postulate an abstract collision
between art and religion—but the work fails to directly address
the issue.

These references, distortions, and send-ups demon-
strate that Li Jingxiong operates with ease—perhaps too
much ease—while drawing on material from art history and
literature. In his strong desire for expression, he draws on di-
verse and overlapping texts, generating ample impact. In an
art world plagued by compromise and consensus, Li attempts
to use his work to continuously shape and shock the inter-
nal discussion of art in hopes of differentiating himself from
the average artist’s position and breaking down rigidifying
boundaries. I wholly approve of this, but also want to directly
state my doubts: when an artist uses multiple aesthetic forms
and texts to shape the interior of art and effect circumstances
of collision, must we not also remember to identify which col-
lisions are authentic, vivid, unaffected, profound, and even
unavoidable and thus all the more deserving of reflection? If
one uses art to respond to topics such as historical writing, the
evolution of individual politics, and the interchange of aes-
thetic discourse, must one not also identify their philosophi-
cal underpinnings in order to make the artirreplaceable, and
locate the independent power within the collisions of authen-

tic ideas? Su Wei (Translated by Daniel Nieh)
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