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理填充，从而制造出强烈炫目的幻觉。和西

方欧普艺术精于计算地制作出视错觉的过

程不一样，李姝睿第一次对光的描绘似乎出

于本能，这种本能一方面来自对学院写实体

系的反抗，更重要的是来自当艺术家助手过

程中的切身体验—画什么并不重要，重要

的是观众在作品中获得的生理反应。这也奠

定了之后李姝睿的创作基调，她的大多数作

品都在探讨身体在空间中的本能反应。

当观众站立在李姝睿巨大的看似没有

艺术家李姝睿的“光”系列绘画作品在

视觉图式上已经找到一种相当合理的表达，

甚至画面显得有点过分熟练，从2005年李姝

睿创作的一张名为《光》的作品开始，至今

已过去十年，这张作为“光”起点的作品对

李姝睿而言是里程碑式的，她曾经谈到：刚

从美术学院毕业的时候来到了北京当一位艺

术家的助手，那时候发现了画什么并不重要，

于是开始创作《光》。这张作品似乎描绘的

是太阳的边缘，从内到外按照色谱的补色原

cesses of Western Op art, which meticulously create optical illusions, 

Li Shurui’s initial depiction of light seems to be intuitive. Her instinct 

is part rebellion against the naturalistic system of art school training. 

More importantly, it is also derived from her experience of being an 

artist assistant: when what you paint is unimportant, what matters is 

the viewer’s physiological response. This also established the tone for 

Li’s later works, the majority of which explore the body’s instinctual 

spatial response. 

Standing in front of the “Lights” series—large-scale airbrushed 

canvases devoid of obvious content—the viewer must overcome her 

visual confusion and leverage her own personal knowledge and ex-

perience to reach a more imaginative understanding of the work. 

Herein lies an aesthetic question—aside from immediate visual 

experience, what else can the viewer take away? “Lights” has in fact 

gone through a number of changes over the past decade. In the earli-

est works, the greater part of the canvas is a re-presentation of LED 

lights photographed by the artist, and in the picture plane the outline 

of a human figure can be detected. Psychedelic and flickering, these 

hints of narrative point have a clear meaning: the poetic expression 

of urban culture. Very soon, Li Shurui further reduced the realistic 

element to a few geometric points of light. Her paintings of this pe-

riod may be closest to the Op art everyone is familiar with, yet Li’s 

dots of light are more emotional, transmitting the visual pulse of the 

LI SHURUI’S series of paintings “Lights” has found a relatively 

reasoned form of visual expression, to the point where the paint-

ings look almost too proficient. It has been nearly ten years since she 

began the series, with a single work called Light in 2005. This first 

work was a milestone for Li. As she once explained it, when she had 

just graduated from the academy and came to Beijing to work as an 

artist assistant, she realized that it didn’t matter what she painted. 

In this mindset, she started to paint Light. The painting appears to 

depict the edge of the sun, and from the center to the edge emanate 

complementary colors, creating a dazzling illusion. Unlike the pro-
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内容的“光”点喷绘作品前面，除了某个瞬

间产生的视觉晕眩感，他们只能凭借自身的

知识和经历去进一步想像性地理解这件作

品，迎面而来的是审美问题—除去作品的

现场视觉经验，观众还能获得什么。“光”系

列事实上在十年间是经历过几次进化的。在

早期的创作，大多数的画面是艺术家把随手

拍下来的LED灯局部描绘出来，画面中的闪

烁的灯光前面还可以发现人的形象，带着叙

事性的画面其意义的指向是相对明确的：迷
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幻、闪烁的画面是都市文化的诗意表达；很

快，李姝睿把写实的元素进一步简化成几何

光点，也许这时候的画面更接近大家熟悉的

欧普艺术，但李姝睿画的光还是带着强烈的

情绪，她的绘画总能让空气中弥漫着都市的

轻快节奏，这并不是通过精确和理性的计算

的欧普艺术可以表达的效果。

李姝睿的喷绘作品在关于中国年轻一

批抽象艺术家绘画的讨论中，被认为并不

能放置于中国八十年代初开始对形式美的

诉求而产生的抽象艺术来理解，而更多的

是一种当代艺术意识与对人道主义和现代

主义的反思1。李姝睿对此抽象艺术和绘画

的认识是理智的，关于光的绘画只是她实

践的一部分，在如何从平面的视觉体验向空

间感知转化的过程中，她一步步将作品中

的可以被解读的文化符号和叙事性剔除。

创作于2008年的《一个叫做电梯的房间》，

艺术家收集了一个废电梯，在里面排满了日

光灯管，光从电梯四周的缝隙泄漏出来散

落在黑暗的房间，这一场景直接切割自李

姝睿生活经历中的一个细节，至此，尽管艺

city into their surroundings—not an effect that can be achieved by 

the deliberate precision of Op art. 

In discussing Li Shurui in the context of the young generation of 

Chinese abstractionists, her work shoud not be positioned alongside the 

abstract art produced in China in the early 1980s, which was a response 

to the demands of formal aesthetics. Instead, it should be considered as 

contemporary art consciousness, and as a reflection on humanism and 

modernism.1 Li Shurui’s understanding of abstract art and painting is 

decidedly intellectual. Her light paintings are only a part of her work. 

In the process of figuring out how to transform two-dimensional visual 

experience into spatial perception, Li gradually discarded anything in 

her work that could be construed as a cultural signifier or as narrative. 

For her 2008 work A Room Called Elevator, the artist found a discarded 

elevator and filled it with fluorescent lights. The light leaks out through 

the cracks into a dark space: a scene taken directly from Li Shurui’s 

past experiences. Hence, although the artist considers the most im-

portant thing about the installation to be the light seeping from the 

elevator and arousing the viewer’s voyeuristic desire, it still draws from 

reality in both material and concept. 

Li Shurui’s 2011 solo exhibition “The Shelter: All Fears Come 

from the Unknown Shimmering at the Edge of the World” con-

sisted of one large-scale installation, over five meters high and 

made up of 104 paintings joined together and illuminated from 

the far end of the gallery. Like the dome of a church, the installa-

tion openly welcomed the viewers as they approached. Shunning 

interpretive possibility, only bodily experience was left. Merging on 

the surface of the installation, the otherwise “meaningless” paint-

ings granted the work a vague ritualistic feeling. Li seems to be 

experimenting with creating a new language both solid and spatial 

in form. She no longer forces meaning on the viewer, yet creates a 

new barrier to understanding the work by forcing the viewer pay 

attention to the corporeal sensation. 

In Li Shuirui’s latest exhibition “Modadology,” this way of 

thinking is even more apparent. We cannot derive any mean-

ing from the title or from a discussion of the show’s themes, and 

certainly we cannot find any meaning in the works. Included are 

three 2008 works from the “Lights” series, created for an exhibi-

tion that was never realized. Originally intended to be hung on 

the wall, instead they are suspended in the air as a triptych instal-

lation. In front of these is a work titled Fragile Yellow. Although the 

impression is not noticeably stronger than “The Shelter: All Fears 

Come from the Unknown Shimmering at the Edge of the World,” 

the artist’s control of space is. Displayed in another room is Sharp, 

a group of 57 metal sculptures of various shapes are scattered on 

a floor coated in white paint. The gray geometrical forms, and the 

bright color sprayed round the edges—particularly sharp against 

the metal—are an even braver experiment. The artist has cast 

aside the light she had been studying for so long, leaving only these 

pretty fragments on the ground. Li Shurui’s way of working and 

thinking is rigorous. She recognizes the prevalence and limitations 

of realist methodologies in Chinese art; over the past ten years she 

has systematically transformed her study of light into the study of 

spatial perception. Of course, she also understands the danger of 

a young Chinese artist steering too close to minimalism. Perhaps 

it is this very concern that will form the core of her practice in the 

future. (Translated by Vanessa Nolan)       

术家认为作品更重要的是光从电梯中泄漏

出来引起观众的窥探欲望，但作品从材料

到观念还是充满现实的气息。2011年李姝

睿个展“庇护所：所有的恐惧来自于世界边

际未知的闪烁”是一件巨大的舞台装置，高

5.5米，由104件绘画相互拼接而成，远处的

灯照射着正面的绘画，巨大的装置像教堂

的穹顶一样，半开放式地迎接着对面的观

众。这件作品彻底失去了可以阅读的语境，

只剩下身体的体验，无意义的光点绘画被

转换成装置表皮让整个作品只剩下一种模

糊的仪式感。李姝睿似乎正在尝试创造一

种新的语言，它在形式上是立体的、空间化

的，它取消作品中意义对观众的束缚，同时

也造成另一种对作品的理解障碍，迫使观

众不得不去关注作品为身体带来的体验。

在最近的展览“单子论”里，上述的实

践思路更加清晰，我们既不能从“单子论”

这样的标题或主题论述中得到作品的意义，

更加无法从展览的作品中获得“意义”。展

览中“灯光系列”是三张创作于2008年，却

未实施的个展计划的一部分，原本计划挂

《Sharp》，2013-2014年，铝，喷漆，尺寸可变 
Sharp, 2013-2014, aluminum, paint, dimensions variable
Courtesy of White Space Beijing

上：《光 No.5》，2006年，布面亚克力，230 × 205厘米

TOP: Lights No.5, 2006, acrylic on canvas, 230 x 205 cm
Courtesy of the artist

下：“单子论”展览现场，2014
BOTTOM: View of “Monadology,” 2014
Courtesy of White Space Beijing

在墙上的展示方式现在成为三幅巨大的绘

画空间装置竖立在空间，在这三个装置的

正对面是一张名为“脆弱的黄”的作品，这

一组作品所带来的感受并没有在程度上超

越“庇护所：所有的恐惧来自于世界边际未

知的闪烁”，可以预见到的是艺术家对空间

的使用越来越熟练。另一个展厅所展示的

作品《Sharp》，是一组57件形状各异的几

何形金属雕塑，它们散落在刷成白色的地

面上，灰色几何形状的金属，边缘喷绘的

亮色在灰色的金属上显得特别锋利，这是

一组更加大胆的尝试，艺术家把长期研究

的光也舍去，只留下满地漂亮的碎片。李姝

睿意识到现实主义的实践方式在中国的泛

滥和局限性，十年来按部就班地研究如何

将光的视觉感受从平面转变为空间感官体

验，当然，她也知道一个中国的年轻艺术家

作品走向极简主义的危险，这也许是她未

来最重要的课题。

鲍栋：《告别一个观念：抽象》，《艺术界》，
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