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  Wang Guangyi: On Contemporary Pop Art, 
“Covers,” Remix, and Political Th eology 

  Babette Babich  .    

   Overview  

 In what follows I discuss the art and thought of Wang Guangyi with an orienting 
overview of the notion of the contemporary and the post-contemporary as 
well as the broader context of Pop Art, including the culture of the “cover” 
and “remix” and “mash-up,” latterly borrowed from the music industry. In 
particular, I  focus on the changeable coincidence of contemporary art with 
the contemporary moment, pop, and commercial art (and capital speculation) 
with reference to Andy Warhol, Jean Baudrillard, and Arthur Danto, and 
thus Duchamp along the way. I additionally discuss the Kantian aesthetics of 
disinterested distraction, via Paul Virilio, and on the level of the political, shock 
and performance art, including Marina Abramovi ć /Ulay, as well as Christo and 
Jean Claude, the Fluxus group, and German agit prop (Joseph Beuys and Bazon 
Brock), with a brief allusion to the political sociology of Okakura’s “teaism”—
between Japan and China. I conclude with a reading of Wang Guangyi’s “New 
Religion” in the context of the cultural spiritual imperialism that has always 
disturbed us less than the scandals of today’s global Church centering on 
fi nancial abuses and sexual harassment.  

   Contemporizing the Contemporary: Pop 
Art, Covers, and Remix Culture  

 What counts as contemporary art? What is pop art? Is contemporary art what 
contemporary art museums currently exhibit? Is contemporary art whatever 
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112 Th e Philosophy and Art of Wang Guangyi

was once called contemporary art? Or—on the model of the modern and the 
postmodern   1   —is past contemporary art the referent for post-contemporary art? 
What about pop art? Is there contemporary pop art? What, given the connection 
between found art and Duchamp’s ready-mades, is the relation of the copy or the 
“cover” to remix?   2    How do such iconographic questions relate to the political 
and the theological? 

 All these terms have diff erent meanings, all these questions, diff erent answers, 
in diff erent contexts, for diff erent claimants. Th e contemporary is arguably the 
most elusive of all because it is a sliding term: the referent shift s: time changes. 
Hence, the question of the contemporary charges philosophical refl ection and 
theorizing about art and what we regard as contemporary by contrast with 
what previous generations called contemporary. At issue is also the changing 
contemporaneousness of an imperative, social and cultural, that also witnesses 
to passing fads, i.e., what once had counted as contemporary and is now no 
longer regarded as contemporary. Th e problem is all the more patent in the case 
of pop art as the very post-datedness, the pop aspect of pop art per se, maintains 
its then-contemporary aura.   3    At the same time, little seems to have a more 
precarious claim, qua art, than pop art. 

 If contemporary art can seem in need of a secure defi nition, reference 
to the post in post-contemporary highlights the move to what one may call, 
perhaps most of all in a digital context,  remix thinking :  adaptation, cooption, 
appropriation, and so on. By way of a refl ection on covers (musical and 
otherwise) and on the culture of the copy (both art works and human beings, 
as Nietzsche tells us), Wang Guangyi is an exemplar of contemporary pop art as 
artist. Here, I explore his work via Jean Baudrillard as well as Arthur Danto and 
Andy Warhol. 

 Philosophic authors have themselves thematized, if not always thematically or 
explicitly so, the question of covers or remix, the question of the contemporary, 
but particularly of interest for philosophers has been the theme of pop art. Such 
authors include Giorgio Agamben, who also writes on kitsch,   4    Jean-Luc Nancy,   5    
the late Paul Virilio, and his writing on “shock art,”   6    in addition to Danto,   7    and, 
by way of negative provocation, Baudrillard who, like Danto, wrote on Andy 
Warhol’s pop art,   8    and Peter Osborne   9    and Michael Newman (on conceptual 
art),   10    or via a kind of object illustration of pop theoretical exposition (a graphic 
novel on Walter Benjamin) but also thematic refl ections, Howard Caygill,   11    in 
addition to the Australian art historian, Terry Smith,   12    the anthropologist Paul 
Rabinow,   13    and others in addition to artists like Liam Gillick   14    and Wang Guangyi, 
himself,   15    articulating theoretical refl ections on the contemporary. I will return 
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to these authors below. Here, I begin with the culture of the (musical) cover and 
remix and mash-up culture.  

   Remix and the Culture of the Cover  

 Like Th ierry Bardini’s discussion in his assessment of “junkware,”   16    the notion 
of remix is marked today as contemporary. In music, remixing includes 
sampling from extant recordings, re-recording, recombining, mixing up. Th e 
same holds in fi lm, the same (but here it gets complicated) in the graphic 
arts. Like the remix, the musical  cover  is always already more than a copy or 
reappropriation (there are, as we shall see, legal elements) and what is key in 
both cases is the quintessentially Benjaminian means of technological—and, in 
the case of music and fi lm, acoustic, performative—reproduction. As Eduardo 
Navas observes, entire musical genres are shaped by the practice (the literal 
culture or application) of remix, thus, taking off  from Benjamin but even more 
from other refl ections—particularly Adorno—which other refl ections, fi tting 
for remix, do not come to mention in his work, “Th e relation of music and 
culture is defi ned on material terms by the rise of mechanical reproduction, 
which evolved into electronic reproduction.”   17    Today we typically hasten to add 
“digital,” just in case the Philip K. Dick allusion to “electronic reproduction” 
somehow had not covered this. 

 For David J. Gunkel, the Deleuzian schema articulates the fate of the (post-
Heideggerian) ontological diff erence as a question for which Benjamin already 
off ered an answer. By contrast with the  Phaedrus  (alluded to but in this locus 
unread),   18    Plato’s reference to textual repetition as printed (and hence liable 
to be read), and repeated (all without any guarantee of enlightenment as the 
“author” intended, whatever that is henceforth to be taken to mean), that is, 
 ad infi nitum , Gunkel explains that “remix does not consist in the technological 
preservation and reproduction of some original and prior live performance. It 
instead manufactures new originals from copies.”   19    

 Th e reference is to Baudrillard and the simulacrum, and below I will bring 
in Baudrillard and the question of the copy or the cover. Yet, like Lawrence 
Lessig who has been helpfully writing about this for years, Gunkel also 
foregrounds as key to any discussion of aesthetics and ethics (and law) the 
matter of money: who is paid, via whom, and how, foregrounding what is today 
increasingly unquestioned (putting this in question was key to Nietzsche’s 
critique of Christianity), that what is “good” is to be paid for what one does. 
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114 Th e Philosophy and Art of Wang Guangyi

In his own unsung refl ection on the culture of the copy, that is humanity: the 
remix, the “antiquatedness” of the same in what he called the third technological 
revolution, G ü nther Anders, writing from the point of view of the musician and 
phenomenologist of psychological acoustics on layered radio broadcast echoes in 
the 1930s and image culture (print, fi lm, TV) in the 1950s and 1960s could serve 
as counterpoint.   20    While refusing (as Platonic) in good Derridean/Deleuzian 
form, the privileging of the original, the  original  original (now to be seen as a 
fi ction) is replaced by a “new original” for which, back to the issue of licensing 
fees, as all of this is about copyright culture, the originator has every expectation 
(if not now, then later) to be paid. And yet, and this is the point that Anders will 
insist upon, this same remunerative expectation accelerates remix culture: give 
us this day, as Anders ironically prays, “our eaters,”   21    or to translate for our terms 
today: our followers or subscribers,  likes  and  retweets , with an ultimate monthly 
fee option for Patreon, a boon for musicians and ASMR artists, more elusive for 
academics who are not Jordan Peterson, and the like. And so the cycle that is the 
culture industry, emphasis on industry— content is king —continues. 

 As William J.  Levay writes with respect to mash-up culture, less than the 
question of esteeming as better or worse than the original, “the aesthetic value 
of the mash-up; rather, its authorship is the more interesting issue.”   22    Th ings 
are still more complicated in the graphic arts: if Warhol reproduces a print, it 
is still he who does the pull, likewise Wang Guangyi. Robert Rauschenberg’s 
“combines,” which can seem to be visual versions of a remix, whatever 
Michael Fried’s critical reservations,   23    are his alone, even where one has to 
emphasize, as the sociologist Howard Becker rightly emphasizes for his own 
part, as Gunkel is also careful to observe, the  communal  character of music, 
the  communal  character of the art world as such:  art schools, art galleries, 
museums, and thence indeed to critics and theory and philosophy. In the 
case of music, that community is blurred by the ambiguity of the reference. 
In addition to the questions Anders and Adorno (and Kittler et al.) pose to 
the mechanical/technological/electronic (and digital) means of reproduction 
(the record player, the radio, down to the speakers themselves),   24    considered 
at a phenomenologically crucial level of reproducibility as such, who is it who 
can be said to author and thus to fabricate or “make” the music? Th is requires a 
reference more to the demiurge of the  Timaeus  than the erotic theology of the 
 Phaedrus . In the case of the music industry, the writer is credited along with the 
record producer, rather exactly on the model of the text, where sometimes—
foreign as this notion may be to academic authors—authors are paid, and 
where the publisher’s share of the profi t to perpetuity is always the lion’s share 
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(sometimes the only share). For example, although it was the singer Leslie Gore 
who made  You Don’t Own Me  a hit, it was the two (male) authors who were paid 
residuals, in addition to the fees paid not to the singer but the corporate record 
label, in this case, the producer, Quincy Jones. 

 As Gunkel explains (referring in the process to the remix as to the cover): “Th e 
mash-up, therefore, does not so much violate authorship as it exploits and 
demonstrates that the concept of authorship has always been a construct that has 
its own history, assumptions, and political interests.”   25    Th us, typically, how-to-
books on remix culture include chapters on property and copyright law. Copies 
of copies of copies—more than a matter of staying on the right side of the law, 
at issue is a material question. Th us, Gunkel quotes Jacques Attali’s emphasis on 
the fundamental dependence of music today on the paraphernalia of electronic 
reproduction, not as an accident or a glitch but purposefully, deliberately (this 
is not Attali’s emphasis): “concerts of popular music, tours by artists, are now all 
too oft en nothing more than copies of the records.”   26     

   Pop Art and Big Business: Commercial Art 
as the Art of Copying the Copy  

 Christina Chang emphasizes the search for a defi nition of Pop Art with an almost 
Certeaulian metaphor, alluding to the plastic hyperreal (itself a reference to 
Baudrillard) in her essay, “Beyond Pop’s Images: Th e Immateriality of Everyday 
Life.”   27    Chang quotes the artist-poet, Richard Hamilton: 

   Pop Art is:  
 Popular (designed for a mass audience) 
 Transient (short-term solution) 
 Expendable (easily-forgotten) 
 Low Cost 
 Mass produced 
 Young (aimed at youth) 
 Witty 
 Sexy 
 Gimmicky 
 Glamorous 
 Big Business. 
 Th is is just a beginning.  

 (Richard Hamilton, 1957)   28     
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 Hamilton infl uenced Andy Warhol (and vice versa, as Chang contends 
that Warhol himself makes the claim) and to this Warholian extent there is an 
inevitable alliance between Pop Art and “Big Business.” 

 Pop Art’s industrial enthusiasm for profi tability coordinates with applied 
design to this day, both corporate and municipal. Fine art meshes with (if it 
was not always thus, one should consider Richard Brilliant’s discussion in his 
 My Laocoon  and, even more, Th ierry Lenain’s and my own discussions of 
Michelangelo in the context of the Laocoon)   29     applied art : the “commercial artist” 
makes good.   30    As Warhol is frequently cited as saying: “being good in business is 
the most fascinating kind of art.”   31    To be good in business as to be good in art, qua 
artist, is successfully to market or commodify one’s brand   32      (Figure 7.1)  .    

 But where Wang Guangyi has been called “the Chinese Warhol,” not only 
writing on Warhol but in the wake of some of Warhol’s own more iconic images, 
including Warhol’s own portrait(s) of Mao, Wang Guangyi takes the parallel 
further, including the religious element.   33    

 More than many mainstream approaches to the philosophy of art, but also 
more than Marshall McLuhan and even more than Guy Debord, Jean Baudrillard, 
given his focus on the market “system” of marketable “objects” and his attention to 
what he calls the “political economy of the sign,” and the simulacrum may help us 

       
  Figure 7.1      Andy Warhol,  Mao  (1974).  
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understand the pop eff ect of distribution or dissemination, as Wayne Koestenbaum 
personalizes this with respect to Andy Warhol as “twinship.”   34    Th is allure, this 
“twinning,” yields glamor by proximate association, rubbing shoulders with 
celebrity.   35    Hal Foster echoes the point to highlight the fascination Warhol held 
for academics, patent in the case of the analytic philosopher of art, Arthur Danto, 
himself, like Warhol, an artist in the 1950s but which fascination is illuminated by 
the hyperreal in its French continental articulation. As Foster writes, 

  doubling was the primary Warholian device. (For me it became delirious one 
night in the early 1980s at a club called Area, as I  watched Jean Baudrillard, 
the theorist of the simulacrum, watching Warhol posing as “Warhol” in a 
bare diorama of his own making, as if he were the wax model of his own dead 
specimen. I thought one of them would have to explode.)   36     

 Foster goes on to develop this point as doubling-unto-death.   37    Yet the double-
death reference is already well developed by Becky Cowser who earlier invoked 
Warhol’s use of replication, multiplication, via fetish and the neon/black velvet 
simulacrum that is Baudrillard’s  America .   38    For Cowser, who names Warhol “Th e 
Celebrity Death Machine,” the pre-occupation that is quintessentially American 
matches the changelessness that is death, and in particular the perfectly 
preserved, dead celebrity, the dead actress: that is the simulacrum   39     (Figure  7.2).    

       
  Figure 7.2      Andy Warhol,  Marilyn Diptych  (1962).  
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 Baudrillard invokes the simulacrum and takes it home, to where we continue 
to live our lives. In today’s transhumanist era, as we await our “upgrades,” we live 
in the culture of copy and remix, which seemingly embraces every metonymic 
expansion. Th us, Baudrillard can seem to have never been more timely: 

  Everything can have a second birth, the eternal birth of the simulacrum 
[Americans] dream of baptizing everything a second time and only accord value 
to this later sacrament which is, as we know, a repeat performance of the fi rst, 
but its repetition as something more real.   40     

 For Baudrillard, the earmark of American culture (and we should never forget 
that Baudrillard is as much a thinker in a sociological and anthropological mode 
as in a philosophical mode) is a matter of faith. More generally as the culture of 
America is “the world,” to quote a Coke commercial from years ago, we  believe  
in the culture of the cover, the culture of the copy, mash-up, remix, and we are 
blithely unconcerned with the fades or losses due to replication: the copy, so we 
suppose, is quite as good as the original, hey, maybe better. No data creep in the 
machine, of that we are sure. We take this beyond internet downloads, and so 
goes the remix segue, corporate culture and, in some cases, the law of the land 
contends, stipulates, decrees that GMO crops are the same as non-GMO.   41    

 In this way and without a hint of irony, philosophers debate the ethical future 
of robots (when we get them),   42    as indeed of algorithms as shift ing and making 
entire governments (Trump), whole body/head transplants, and solving global 
warming by transposing (this is another kind of upload/download) human life 
to the surface of the moon or Mars or Venus, and so forth. As Cowser presciently 
observes, Baudrillard misses the force of his own insight just to the extent that he 
fails to see how “far ensconced Americans were in the reality of the simulacrum.”   43    

 Setting Warhol as the null-point of modernity,   44    Warhol becomes the moving 
locus for Baudrillard: pop simulacrum of the contemporary. If Warhol also managed 
to morph his Marilyn series into a Mao series, it may be argued that Wang Guangyi 
is the heir. In the sense that Baudrillard foregrounds above, as Hal Foster argues 
this, Wang Guangyi has the twinship. Th us, with his own Mao series, and beyond, 
Wang Guangyi exemplifi es contemporary pop, inevitably as we shall see: political.  

   Wang Guangyi: Chinese Political Pop  

 Wang Guangyi, typically named in the metonymic fashion of advertising agencies 
and promotional literature, as a representative of Chinese Political Pop, when 
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not declared a “titan” among contemporary artists,   45    instantiates contemporary 
art and yet his work exemplifi es the political iconic refl ections, including the 
parodistic and ironic or distancing elements of Baudrillard, as suggested above 
well beyond Danto’s more American, philosophically analytic take on art as art,   46    
a central theme in Danto’s work. 

 Th e notion of the “cover”—thus the replay, reprise, taking over of an existing 
work as one’s very own—has its elusive cultural history and is, as we saw 
above, typically invoked, like mash-up and remix, with reference to music.   47    
In a monograph dedicated to the culture of the cover,  Th e Hallelujah Eff ect ,   48    
I backtrack from pop music (Cohen’s  Hallelujah  et al.)   49    to Adorno’s refl ections 
on radio broadcast and repetition, that is, commercial pop music, just because 
only repeated plays make a cover worth covering or prove its priming effi  cacity 
(this broadcast programming Adorno named  Th e Current of Music ),   50    read back 
into a thematization of Beethoven (and the Greeks) in Nietzsche’s  Th e Birth of 
Tragedy out of the Spirit of Music . Repetition, usually discussed with respect to 
Nietzsche’s eternal return, here concerns the copy as copy. As Nietzsche reminds 
us in an aphorism dedicated to “Copies” in the section of  Human, All too Human  
on the human being in interaction with others, “Not rarely, one encounters 
copies of signifi cant people; and for most people, as with paintings, the copy is 
more pleasing than the original.”   51    Nietzsche’s point is meant as provocation. It is 
not clear that the provocation would work today as we not only prefer the cover 
to the original but quibble over which covers exceed the others and how.    

 If Wang Guangyi “covers” or echoes Warhol,   52    his “cover” of Warhol’s Mao 
Zedong foregrounds political poster art, as in the case of Wang Guangyi’s 1988 
reduplication,  Mao Zedong:  Red Grid No. 2  ( Figure 7.3 ). For his own part, 
Warhol “covers” or reproduces Campbell’s soup cans,  Brillo Boxes ,  Marilyn 
Monroe  (1962), the original being a victim herself of the culture industry, 
like Elizabeth Taylor. Danto analyses Warhol’s portrait,  Liz  (1963), in perfect 
Warholian fashion, by highlighting, to clinch his argument, the speculative 
value added. Robyn Meredith, in her  Forbes  article on the speculative futures 
of Chinese art, as it were, regarded as an index of the value of American high-
end brands, makes a similar argument simply by using the sale prices of Wang 
Guangyi’s paintings.   53    But, as in the case of Danto’s estimations, and in accord 
with the challenge of keeping things contemporary or up to date, the conclusions 
themselves are subject to revaluation, appreciation—or loss. 

 Th e  Forbes  article meant to make a wry point, or two, not including Meredith’s 
titular fi lmic allusion to Peter Greenaway’s 1988  Drowning by Numbers . In his 
homage to Warhol, Wang Guangyi “covers” Coke and Pepsi and thus, arguably, the 
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icon(s) of American capitalism, as collages, as pastiche. Here (and it can be useful 
to read Howard Caygill on Benjamin, less for color, despite the title and beauty of 
Caygill’s sustained refl ection on Benjamin’s own word painting, describing the city 
Moscow, foregrounding a traffi  c light, a “red signal,” than for what may be the most 
perspicuous discussion of aura in Benjamin’s iconic study to date),   54    it is almost 
impossible, such is the contemporary force of the pop image that is Coca-Cola, to 
bracket our responses to that same image. Th us, Wang Guangyi brings clich é  images 
of Coca-Cola, the “real thing,” complete with accidentally Lacanian overtones, 
together with Chinese political iconography: the result layers icon on icon. 

 Th e power of the imagery of  Great/Mass Criticism  underscores the ease with 
which the capitalist red of Coca-Cola, the branded soft  drink, can be brought 
into coincidence with the cultural images of Communist Chinese revolution.   55    
Th e commentary remains in the juxtaposition as achieved. And not less in the 
diff erence between the scattered serial numbers, asserting individual distinctions 
between products in the age of technological reproduction, as these can oft en 
look the same, no change in design, and yet distinguishable thereby. Th e 1.2 in 
the  Mass Criticism  Series echoes various instaurations of popular products, the 
iPhone being iconic among these, but so, too, to quote the title of Steve Fuller’s 
plea for the desirability of human upgradability, we may now say “remixability,” 
 Humanity 2.0 .   56    

       
  Figure 7.3      Wang Guangyi, on the right,  Mao Zedong: Red Grid No. 2  (1988), oil on 
canvas, 150 × 130 cm; on the left ,  Mao Zedong: Red Grid No. 1  (1988), oil on canvas, 
150 × 130 cm.  
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 I have been using the term “cover” on metonymic loan from the music 
industry, and it is important to foreground that, like a monetized YouTube 
video, the term cover, its application and reference, its origin and defi nition is 
an industry aff air. Th us, any artist who undertakes to perform, that is, to put 
out their own version or re-recording of another artist’s work “covers” the 
original version, which may itself be a cover of a still more original version, in 
re-releasing the same song. In painting, Wang Guangyi “covers” Warhol. In the 
case of  Great Criticism , Wang Guangyi “covers” the iconography of commercials 
for Coca-Cola (echoing Warhol to be sure) together with the graphic iconology 
of the Chinese Cultural Revolution. 

 In every case, a fi nancial, commercial dimension is key to the cover, as is 
the issue of replication, which may include revisitation, like Warhol’s  Marilyn 
Monroe Diptych  or Wang Guangyi’s  Mao Zedong: Red Grid No. 2  (or even that 
same artist’s own work, frozen in time as the work of art in the age of mechanical 
reproduction freezes the work of art; this is what is meant by the loss of aura). 
Here, where there can be a cult of “fi rst editions,” the “original” exists no more 
than does Leonard Cohen’s original  Hallelujah  or Warhol’s “fi rst” print of 
 Marilyn Monroe  or, indeed, inasmuch as this remains the iconic simulacrum of 
contemporary art, Duchamp’s  Fountain , which is, as Danto and others remind 
us, only preserved as a Stieglitz photograph, the physical “original,” seemingly a 
one-off , plumbing design, having vanished, only to be fabricated in post-facto 
versions (by the artist to be sure) to meet museum demand.   57    

 Duchamp, Warhol, Cohen’s song, other songs, other works, think of 
Rauschenberg or Lichtenstein, think of Ai Weiwei, or, qua performative self-
installation,  Marina Abramovi ć : Th e Artist Is Present  (MOMA, March 14–May 
31, 2010), especially in her encounter with her former collaborator, Ulay, itself 
reprising, as the event also varied their (disparately located) collaborative 
performance event  Nightsea Crossing  (1981–87), or sitting across from the 
actors James Franco and Alan Rickman, such echoes and remakes characterize 
contemporary remix, cover culture. Indeed, literal coverings are sometimes, 
“literally,” a part of this, like Christo’s 1985 Paris installation,  Th e Pont Neuf 
Wrapped , or in Berlin (itself a project that took decades to organize, for 
obvious architectural and for perhaps less-obvious but equally patent political 
reasons), from 1971–95,  Wrapped Reichstag.    58        

 Inverting the order of Leonard Cohen’s 1988,  First We Take Manhattan , with 
the  Gates  as installation  (Figure 7.4) , by “covering” New York’s Central Park with 
“saff ron” swags hung from periodic stanchions, Christo and Jean Claude could 
compel visitors to the park to become, willy nilly, visitors to and through the 
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 Gates  by having to pass by, pass under, pass through, a kind of “people wash,” 
a title I assigned to a photograph of the installation.   59    Th e “found work of art” 
here was the park itself, including its nineteenth-century design, but not less, in 
a deliberate or incidental echo of Donovan’s allusion in his  Mellow Yellow  to a 
color (or a girl)— I’m just wild about Saff ron, and Saff ron’s wild about me —the 
February blue skies of the installation. 

       
  Figure 7.4      Babette Babich,  People Wash . February 22, 2000.  
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 Historically, the origin of the term “cover” is obscure and routine:  every 
YouTube version of Psy’s  Gangnam Style  is a “cover” of the original. To this 
extent, precisely as Adorno’s “currency,” cover culture tests the elusive question 
of taste, less good or bad, high or low, but personal fancy as the key to pop and 
to art history as this favor makes the pop star a star, Beyonc é , kd lang and so, too, 
by analogy, Andy Warhol, Wang Guangyi.  

   “Perhaps Simplicity Outshines Complexity.”   60    
Coca-Cola and Political Pop  

 Mixing, as gallery info materials will tell us about Wang Guangyi, agitprop with 
kitsch, post poster art, as it were, and thus patently post pop, the contemporary 
aspect is the most telling as it determines whether an artist remains on the cutting 
edge or post cut. If the contemporary is a moving target, it is also the negative 
image of Benjamin’s angel of history: blown forward by the sheer accumulation 
of the past, detritus, ancient references, forgotten images, holy writ and the ever-
demanding allure of the newest, latest name, which just to matter also has to 
be a known name, so one may compare Wang Guangyi and Ai Weiwei and still 
hearken back, even aft er all these years as Wang Guangyi does, to Andy Warhol 
just as we saw at the start (Figure 7.5).    

 It is the issue of the found, the object made art by the eye of the artist, the 
artist’s whim, in its inception by decree as this constitutes what becomes Avant 
Garde with Duchamp and the same might seem to hold for Wang Guangyi 
with his object images, political posters and the juxtaposition of Mao and the 
ubiquitous Coca-Cola that is for some, most particularly advertising gurus, 
synonymous with positive globalization. 

 Th e reference to Andy Warhol is patent but the allusion is diffi  cult to the 
extent that although himself a former artist of the same generation, ergo a 
contemporary, and from this vantage point, an art critic, long-term, for the 
 Nation , Arthur Danto was never the most politically sensitive of critics, not even 
in the sphere of art. Hence, quite apart from issues of capitalist production, Danto 
never grasped the reasons why there might be an animal rights movement. Th is 
theoretical gap even more than the analytic–continental divide, separates Danto’s 
 What Art Is    61    from Paul Virilio’s  Art & Fear .   62    Virilio goes a step further than 
Baudrillard, indicting contemporary art, artist and audience included, gallery 
and museum curator alike, of a by no means coincidental trade in pain together 
with insensitivity (think Kant as Virilio invokes the claim, essential to the 
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  Figure 7.5      Wang Guangyi,  Great Criticism: Andy Warhol  (2002), oil on canvas, 300 × 
200 cm.  
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aesthetic contemplation of disinterested interest), and not less of contemporary 
boredom (Virilio like Bourdieu, like Baudrillard, is a sociologist by formation) 
matched to contemporary distractedness. For Virilio what is at stake is less the 
attention-seeking that is Shock Art, or political art performance demonstration, 
think of Pjotr Andrejewitsch Pawlenski’s 10 November 2013 auto-performance, 
 Red Square  in Moscow, or again, the varied tours, naked and not, silent and not, 
of self-exposition as recalled above in the case of Ulay and Marina Ambramovi ć . 
At a certain Kantian extreme, Virilio traces the disinterest of disinterested 
interest to a clinically scientifi c limit:  less Nietzsche’s “cold angel”   63    than the 
cool distraction of the art lover: surrendered, collectively, to the attention defi cit 
disorder induced by gallery audio guides and/or Android/iPhone, swipe to meet 
up, or to tour the Tate Gallery. 

 In an insightful refl ection, Wang Guangyi tells us, “As for Warhol, he makes 
the ordinary even more ordinary—he lives in the light of day.”   64    Wang Guangyi’s 
point concerns the artist’s greatest challenge in the age of popular pop artists, 
the spotlight, the interviewers, the museum opening, the gallery event: How can 
one deal with questioners who come to ask one just what would baffl  e even a 
Socrates at the beginning of philosophy in the West, challenge Kant, the reading 
of whose books, Wang tells us, oft en left  him “perplexed.”   65    It is not for nothing 
that a 2012 retrospective of his work in Beijing was titled:  Th ing-in-Itself: Utopia, 
Pop and Personal Th eology .   66    

 For Wang Guangyi, Warhol cuts to the ordinary level of life as we live it and 
that is on terms of corporate manufacture: 

  the elimination of “individuality or personality” is key to the essence of Warhol’s 
works . . . You see them as by-products of industrialization, of mass production, 
and so on. Th is is exactly where his greatest contribution lies—in industrializing 
artworks. He chooses meaningless images, transmits these meaningless 
images in meaningless fashion, and convinces everyone that they are actually 
meaningful.   67     

 If Wang Guangyi simply refl ected on Warhol we would already have a great 
deal, but he off ers us more by noting, drawing on Klaus Honnef to do so, pairing 
Josef Beuys with Warhol, “that contemporary art has its true aura.” As Wang 
Guangyi explains, “What Beuys does is to use politics as a means of doing. 
From the same viewpoint, Warhol’s art is a means of removing the so-called 
aura of art.”   68    

 To this extent, the claim is made, and here there is an echo with the work of 
Bazon Brock, one of the original fl uxus group and originator in 1959 of what 
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Brock then called, in a display of zen or better said, yogic muscular fi tness, 
echoing others, like Leonard Cohen, who did the same, referring to lectures 
given in a headstand position, “action teaching.” 

 Brock’s agit prop still “serves,” not only with variously staged “pleasure 
marches”—art is fun, sheer delight and artworks, as Heidegger noted, are sent 
here and there across the land, so Brock reasons, why not tour the artist himself, 
the happening itself, including, coopting the art-public as well? 

 And the thinking is contagious, agit prop meets remix: thus, at a conference 
on Marx and Nietzsche in Weimar, January 2018, his assistants, Stefan Wilke 
and Marina Sawall, invoked Brock’s example (and deployed his images) during 
their own lectures.   69    Above all, perhaps most of all, Brock’s project is archaeo-
institutional, that is, exemplifi ed in the architectural commercial design of an 
institution dedicated to himself and his own work,   70    to the amusing frustration 
of local thinkers who had hoped to come along for the ride and were dismayed 
to fi nd that that was not and would not be so (this, too, is action teaching), all 
exemplifi ed in his Berlin  Denkerei  that shares with Warhol and Wang Guangyi 
an affi  nity with the Coca-Cola font ( Figure 7.6).     

 Th e pink D of Brock’s  Denkerei , alliterated in his self-groomed slogan,  Denker 
im Dienst — Th inker at Work ,  Th inker at Your Service —takes for granted the kind 
of lettering that Brock would have recalled from his own youth in the 1950s. 
Bazon Brock’s  Denkerei  thus comes across—and the eff ect in Kreuzberg is quite 

       
  Figure 7.6      Babette Babich,  Denkerei . Berlin, Kreuzberg, May 14, 2012.  
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dissonant, architecturally, aesthetically—as nothing so much as a Philadelphia 
soda fountain transplant: an old-fashioned, trans-drugstore fountain in Berlin. 

 Th e eff ect is eff ected, in part, by curved glass, linking what the Germans call 
 Jugendstil  with 1930s streamlining, Flash Gordon style, not postmodernism but 
future-modernism: glass and chrome, stylized Bauhaus, but it is also eff ected by 
nothing more graphic artist  artistic  than the font. Th is is the kind of thing one 
can do with words typeset in print on page or glass. Th is is what commercial 
artists (we call them designers) are paid to do. Th e design, down to the font 
choice as well as the pink color, does the work. Th e cognitive shock comes in 
with Brock’s unsaying sayings.  Th inker for sale . And in an age of pop philosophy, 
Stoics to win friends and infl uence the self, invocations of the “existentialist caf é “ 
appropriated by analytic philosophers aft er decades of disdain, in an era where 
university philosophers are rated for “impact,” nothing perhaps, and if only it 
sells, could be more timely. 

 For his own part, Wang Guangyi, who thematizes some of the contradictions 
of capitalism  in situ , claims a clear infl uence, split between the fl uxus artist 
Joseph Beuys (who was to be sure again, one of Brock’s associates), Wang also 
underscores the force of priming, advertisement, and thus the value of the kind 
of services Brock claims ( pro forma , thus Brock writes aphorisms that work the 
way Joseph Beuys marveled at Warhol’s discourse for its astonishing ability to 
keep silent even while speaking—the irony is pure German. Warhol’s words, as 
Beuys observed, unsaid themselves, functioning as their own antidote). 

 Wang Guangyi’s argument underlines the working force of the culture of the 
“cover.” Giving a certain reading to Warhol, attending to him, featuring him, the 
philosopher critic Danto “covered” Warhol on the art scene, channeling Warhol 
as he did (and of course, as already noted, Danto was himself an artist before he 
turned to philosophy), thus in the more conventionally journalistic or literary 
sense,  covering  Warhol for the art public, and thereby “making” Warhol  Warhol : 

  In April 1964 Warhol exhibited Brillo boxes in the Stable Gallery on East 74th 
Street in Manhattan. Danto went and saw those works, and he was the one who 
gave Warhol’s art its transcendental value.   71     

 As in the case of the culture of the cover, where what is important is radio 
airtime, Danto gives Warhol  exposure : as a critic, Danto writes about Warhol and 
thus celebrates him as an artist and does so for another audience as a philosopher 
of art. Note that this exposure is far from an ordinary or routine aff air of 
scholarship, for philosophers are notoriously abstemious in their writing about 
one another (hence not only do philosophers oft en fail to note contemporary 
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artists, but they omit mention of their own contemporaries, perhaps especially 
those with cognate or affi  ne interests or areas of specialization).   72    In this way, 
the Hungarian philosopher of art, B é la Bacs ó  and the Italian philosopher of 
cognitive perception and art, Tiziana Andina would be exceptions writing on 
Danto as they do, yet it remains instructive that even though Danto himself is 
famous enough, and even though he has politely perished (sometimes perishing 
helps colleagues to read a philosopher’s work and sometimes perishing can end 
a citation cartel: it is hard to say), Danto is relatively sparely noted.   73    

 Elsewhere I  explore the sociological salience of the habit of non-citation 
endemic among philosophers   74    where the operating principle would seem to be 
that if one does not cite others one has a greater claim, at least on the surface of 
it, to be doing original work oneself.  

   Covers and “Covers”: Tea and Sympathy  

 Th e artist needs technique, the pop artist, mystique. A pop meditation that can 
seem to transcend this distinction towards the Heideggerian letting be of both 
art and aesthetics echoes in the remix original that is Kakuz ō  Okakura’s  Book 
of Tea .   75    Originally written in English and fi rst published in 1906, Okakura, 
according to contemporary scholars of Japanese culture, “made” tea and fl ower 
ceremonies a central feature of Japanese culture,   76    which last tea-culture scholars 
argue to have been a “cover” of Chinese tea culture. 

 With respect to the current theme, such refl ections are important owing not 
merely to our tendency to favor the remix version, to prefer the copy, as Nietzsche 
says, that is the contemporary reinterpretation. We prefer the newly “updated” or 
“modernized” translation, whether on the model of Ezra Pound’s “translations” 
of Chinese poetry   77    or Emily Martin’s new version of Homer’s  Odyssey  or analytic 
philosophy’s rediscovery of Stoicism, or existentialism (aft er years of disdaining  
continental colleagues who wrote on Sartre and de Beauvoir and Camus), and 
so forth. In general, pop versions of philosophy are remixes. Th e same reception 
is liable to fade over time (thus Pound’s renderings have fallen into opprobrium 
in recent years). But remix (not remake) is characteristically celebrated over 
earlier eff orts as an “advance,” like the broad claims made for new versions of old 
translations (technically, on the remix, remake, model, these are re-translations, 
which are then claimed to be preferable to earlier versions: thus Robin Waterfi eld’s 
or Allan Bloom’s retranslations of Plato’s  Republic  are preferred by certain cadres 
to Cornford and others). If one can corner the coin of philosophic citation, think 
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of the new translations of Nietzsche, one hopes thereby, this was also done for 
Hegel, to corner the market of ideas. 

 In the case of music, it is easy to think that there is some mechanism by which 
a popular taste (“popular demand”) emerges by democratic assessment, which 
is then the source or basis for the kind of music current on the radio (and this 
“currency” signifi cantly still matters despite the hackability of all digital counts, 
from presidential votes to YouTube views). Hence Adorno, who dedicated 
much of his life to refuting this assumption, foregrounds the advertising 
culture that constitutes the cultural industry.   78    Similarly, one assumes there is a 
tradition of tea-and-fl ower ceremonies, and thus the relevance for artists (and 
as one enthusiastic book presents the technique, likewise designers, likewise 
philosophers) of a book recounting that same tradition:  Th e Book of Tea . 

 In art, as this is emphatically associated with ambiguity and the contrasts of 
contradiction in Okakura, the discussion brings in the art of the “incomplete,” 
expressed as the art of “ wabi sabi ” in a handbook specifi cally directed to artists 
of the “impermanent, imperfect,”   79    artists of—and, in the spirit of Okakura’s 
“teaism,” all artists, most explicitly remix artists, seem to be artists of—things 
unfi nished. 

 Okakura emphasizes the narrowness of Western sensibility and if, notoriously, 
the “Christian missionary goes to impart, but not to receive,”   80    signifi cant as we 
recall his refl ection on Westerners regarded from an Eastern point of view, “we 
used to think you the most impracticable people on the earth, for you were said 
to preach what you never practised.”   81    

 In an era preoccupied with sources—a dissonant preoccupation given the 
disinclination of philosophers today to cite or “do” history in favor of what is by 
default assumed to be the “original” work, as analytic philosophy imagines itself 
to be doing this—it has been claimed that Martin Heidegger took his ideas from 
the German translation of  Th e Book of Tea , which would make  Being and Time  
perhaps the most famous “cover” of an ancient tradition that may be traced back 
to China.   82    Indeed, Okakura includes cover elements even as he explains that 
greatness consists in non-imitation: “It has been said that the Greeks were great 
because they never drew from the antique.”   83    

 To be sure, it is unwise to claim Greek originality. Th e Greeks were remix 
masters: excelling, in Nietzsche’s words, at the very “fruitful borrowing” that is 
the culture of the cover. 

 Wang Guangyi emphasizes the beauty that characterizes the productive 
qualities, qua industrial, of Warhol’s work by contrast with Beuys’s aesthetic 
complexity. Some part of this art is beyond the art of arranging evident in 
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Wang’s Political Pop art. Th e point is illuminated by Heideggerian letting fall, 
as I  elsewhere analyse  Gelassenheit    84    and as Okakura relates the challenge of 
arrangement, order, and cleanliness: 

  Rikiu was watching his son Shoan as he swept and watered the garden path. “Not 
clean enough,” said Rikiu, when Shoan had fi nished his task, and bade him try 
again. Aft er a weary hour the son turned to Rikiu: “Father, there is nothing more 
to be done. Th e steps have been washed for the third time, the stone lanterns and 
the trees are well sprinkled with water, moss and lichens are shining with a fresh 
verdure; not a twig, not a leaf have I left  on the ground.” “Young fool,” chided 
the tea-master, “that is not the way a garden path should be swept.” Saying this, 
Rikiu stepped into the garden, shook a tree and scattered over the garden gold 
and crimson leaves, scraps of the brocade of autumn! What Rikiu demanded 
was not cleanliness alone, but the beautiful and the natural also.   85     

 Carefully chosen, the random is deliberate: “scattered over the garden,” leaves 
of “gold and crimson,” the “brocade of autumn”—do mark Okakura’s English—
the arrangement pushes beyond order, “the natural also,” and we are unnerved. 
Cue Beuys. Where Duchamp’s urinal was a plumbing fi xture, isolated from 
any plumbing functionality (as Danto discreetly emphasizes), Wang Guangyi’s 
“cover” of Duchamp picks up the same reference and takes it further—like the 
Greeks who knew “how to pick up the spear and throw it onward from the point 
where others had left  it.”   86    

 In Wang Guangyi’s  New Religion—Prophecy  (2010) we read a religious 
inscription (Mathew 10:36:  “A man’s enemies will be the members of his 
household”)   87    completely covering in Greek uncial characters (note the font) a 
photograph of a urinal, as Duchamp’s  Fountain  was a photograph. But where the 
ready-made lies on its back (as Danto tells us) this urinal is right side up, visible 
behind the inscription, a real one, used, or worse yet, in use. 

 We may also discern the practice of decomposition in Michel de Certeau’s 
attention to the art of what passes qua non-retainable, apart from habit, the 
practice that leaves no trace beyond memory  and  art.   88    Th e everyday as Wang 
Guangyi emphasizes, fades from notice in its disintegration. 

 On the level of art and practical, tactical know-how, this is the art of fi nding 
beauty not in the “ready-made” styles of found art, designated via the name of the 
artist in the fashion of analytic philosophy of art ( What is art ?  When is art ?  Art is 
whatever we —artists, museum curators, we, the experts, we, the aestheticians—
say it is),   89    but and just the disintegration of the gesture, the action of revelation 
(or occlusion) that is error, what Heidegger named  errancy . Th e city dweller—we 
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recall that de Certeau’s phenomenological and hermeneutic examples are 
explicitly, evocatively Parisian and, similarly, Giorgio Agamben invokes the 
fashion industry of his own Milan, and the agitprop philosopher and theological 
activist, Ivan Illich, writing his last book about a book,  In the Vineyard of the 
Text , a book about design and typescript (fonts again, in this case, as copies of 
handwriting), drew his illustrations from the mountains around Vienna as from 
his youthful travels in Japan, and in his refl ections at the end of his life, he shares 
the same  genius loci  by telling us of what had been his dream of Mediterranean 
seas for his old age by contrast with the twice daily fl ooding of the fl at lowlands 
around Bremen.   90    Th e same,  ceteris paribus , for any city dweller, who observes 
as de Certeau writes, tracing a path among favored spots, in the ambit of buses, 
metro stations, markets, and kiosks, the art of wandering is the art of getting lost 
in an ordered fashion, the artist who fashions, the eye that sees a fallen petal not 
in its Keatsian moment:  forever wilt thou love , but shading grades of disarray to 
nothingness. 

 Th e “released” art of  Verfallenheit  allows what is fallen to fall, frames or 
brackets enframing, allows what is apart from the frame to intrude, a shaken 
tree, scattered leaves. Th is is Rikiu’s story, but it can also be the art of a Joseph 
Beuys or the art of photography or of fi lm, which is perhaps more of this kind 
than other art genres, consider Hertzog, or Greenaway’s 1985  Zed and Two 
Noughts , the kitsch-artfi lm of  Verfallenheit , with its by-the-numbers ugliness.   91    
Or Wang Guangyi’s bleeding neon  Last Supper  (see  Figure  3.1).  

   In the Money: Taking Coca-Cola Back to the 
Fountain or Th eological Aesthetics  

 Jan Jagodzinski identifi es “Guangyi Wang’s critical commentary on communist 
capitalism (or is it capitalist communism).”   92    A clear cover of the portrait of Mao 
hanging in Tiananmen Square, Gate of Heavenly Peace, Beijing, China, Wang 
himself compares his own  Mao Zedong AO  to its mass-made origins. But in just 
this way, qua cover, as we have seen above,  Mao Zedong AO , the fi rst work in 
Wang’s newer Mao series departs from a store-bought, “embroidered portrait,” 

  as Wang says, “Posters are paper, and fragile. Embroidery is on cloth, a textile. 
It’ll survive long term.” Wang likens this prefabricated portrait of Mao to Marcel 
Duchamp’s infamous use of a readymade urinal; and in a gesture similar to the 
dada artist inking a mustache and “L.H.O.O.Q.” on a postcard of the Mona Lisa, 
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Wang applied his hallmark grid and the letters “AO” in black paint onto what 
was, aft er all, just another image of Mao.   93     

 If  Mao Zedong AO  (see  Figure  4.2) echoes Warhol’s  Marilyn Monroe,  in its 
poster print origins and its variants on iterability, Wang’s  New Religion—Prophecy  
(2010) retains a reference to Duchamp, as the same reference is signifi cant 
throughout Danto’s refl ective life. 

 Th e focus that Wang has on conceptual art echoes Ai Weiwei, who 
emphasizes that 

  the entire value of any work of art is only ever conceptual. Aft er Duchamp, the 
existence of any art, its value, is entirely conceptual. Duchamp brought a new 
concept to modern art.   94     

 If the reference is not as patent as Shi Xinning,  Duchamp Retrospective 
Exhibition in China  (2000–2001) and the long-standing interest in and infl uence 
of Duchamp’s  Fountain  on Chinese artists, the cover force is clear with respect to 
the ready-made   (see Figure 7.7).       

 Karen Smith argues that, for Wang Guangyi, the “inimical benchmarks to 
surpass”   95    are Duchamp and Beuys and, patently, Warhol. Th e challenge is 

       
  Figure 7.7      Shi Xinning,  Duchamp Retrospective Exhibition in China  (2000 – 1).  
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to understand the role of the ready-made, especially for an artist who takes 
Warhol as exemplifying the beautiful. What is the industrial work? What 
is the  work  of art? How conceive the notion of art in the era of mechanical, 
technological, fetishized (as we have been calling attention to this) as  digital , 
reproduction? 

 It is no accident that Benjamin raises this question aft er the avant-garde, in 
the specifi c wake of futurism (Italian), all in all “new” art, conscious of itself 
as new. With the birth of political pop, the artist lives with the contradiction 
of the notion. Th e reference above to the “cover” makes it plain that what is 
at issue is a system of credits and licensing fees. When political propaganda is 
brought together with advertising icons like Coke (but also Canon and Louis 
Vitton and Porsche, all high-end retail names to be sure), there is and cannot but 
be a question of censorship in the name of protecting creative rights, claimed in 
the case of the artist but which typically amount to producer’s and distributor’s 
rights. Th is is why Horkheimer and Adorno speak of the culture  industry . Th is 
is also the driving force behind the privacy laws in the European Union and the 
legislation contra net neutrality in the United States.   96    Privacy is less a concern 
than the need to be sure that a quote can be traced back to an original.  Content 
is king . 

 In the case of  New Religion—Pieta , 2011 (see  Figure  13.2) we have the 
almost mechanically cartoon sketch, dark image, linear neon outline of the 
foreshortened Christ (in the image and likeness of Wang Guangyi himself), and 
this is among the works included in a 2014 solo show entitled “Negatives of 
Idols.”   97    

 If the idols of religion—and not less of communist icons like Mao—have lost 
their salience, the power of the same idols remains in recognizability. Nietzsche 
could conclude his aphorism  Der tolle Mensch , the “mad man,” in  Th e Gay 
Science , by having the same prophet failed aft er his eff orts to speak to the people, 
the same “people” Wang is careful to distinguish from the masses, gathered as 
they were to hear him announce his search for God in the market place (and 
thus bent on making themselves into the mass human being), declaring the 
churches nothing other than the tombs and sepulchres of god. 

 If Danto is right when he argues that museums today have taken over the 
place of religion in popular culture, then Wang echoes the same point using 
the same images, both for their recognizability as for their iconic force. Th e 
concept behind the ideal of Mao, the concept behind the  Pieta,  stands despite 
the ablating wind of the market that blows such angels backwards with a force 
Benjamin’s angel could never have imagined. 
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 Th is is the literal detritus of everyday history, the immense accumulation of 
plastic in our oceans, poisons in our air, the wasting force of weather and its 
geoengineered control, which we academics hasten to deny. We cannot imagine 
the needful ceremonies we will have to invent, as Nietzsche says, to recall some 
of the refl ections of Okakura (and Koren), to be equal to the deed we have done. 
Retelling ourselves our lives, rebranding the artist, one can argue that Wang 
Guangyi is not an artist of political pop but attuned to theological aesthetics, an 
artist of the transcendent. Th e iconography of this interpretation works as well 
as the iconographic account of political pop art.  

 I began with, I  return to Baudrillard. We have the same lines, the same 
upward aspiration: the velvet Jesus is on the same plain, aesthetically speaking, 
in terms of pure kitsch, as the Las Vegas Elvis and his imitators. Th e diff erence is 
that this transcendence is, like Jeff  Koons’s  Made in Heaven , utterly branded and 
thus secure   (Figure 7.8)     .   98    

 Advertising, as Baudrillard and Adorno do not fail to remind us, sells the 
system itself as much as it sells the advertised product in question. Religion 
does the same, a point that Marx and Nietzsche had already made, and we are 
reminded by Ivan Illich that even school, and by extension, the museum,  pace  
Danto, does the same. What Wang Guangyi can teach us is to pay attention to 
the functional “simulacrum of divinity.” 

 Th e phrase I take from Baudrillard: 

  Outside of medicine and the army, favored terrains of simulation, the aff air goes 
back to religion and the simulacrum of divinity:  “I forbade any simulacrum 
in the temples because the divinity that breathes life into nature cannot be 
represented.” Indeed it can. But what becomes of the divinity when it reveals 

       
  Figure 7.8      Jeff  Koons,  Made in Heaven  (1989).  
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itself in icons, when it is multiplied in simulacra? Does it remain the supreme 
authority, simply incarnated in images as a visible theology? Or is it volatilized 
into simulacra which alone deploy their pomp and power of fascination—the 
visible machinery of icons being substituted for the pure and intelligible Idea 
of God?   99     

 Baudrillard extends Nietzsche’s insight. In the same light, we approach one 
of Wang Guangyi’s more complicated, politically charged, theological echoes, 
via the title of his series  New Religion, Mourning Christ , “covering,” so we might 
say at this point, Mantegna’s  Th e Dead Christ , rinsed with blue, itself an echo of 
Mantegna’s Louvre  St. Sebastian . 

 God is dead:  our Hegel tells us so. And Nietzsche repeats this in  Th e Gay 
Science , again we recall that churches today are sepulchers. Like Hans Holbein’s 
entombed Christ, Wang Guangyi gives us a vision into and beyond what is 
unseen. 

 Dissonance remains and claims us and Wang Guangyi’s  New Religion—
Concern  shows a prelate, embodiment of theological colonialism, as if to illustrate 
the contours of today’s religious crisis, sex abuse, fi nancial scandals, the refusal 
of women as priests, and a church that coopts cultures, as capitalism consumes 
everything. Th is is political theology, here, to conclude, with Baudrillard’s 
convergent account: 

  Underneath the idea of the apparition of God in the mirror of images, they already 
enacted his death and his disappearance in the epiphany of his representations 
(which they perhaps knew no longer represented anything, and that they were 
purely a game, but that this was precisely the greatest game—knowing also that 
it is dangerous to unmask images, since they dissimulate the fact that there is 
nothing behind them).   100      

  Notes 

      1      A review of a then-debate is in this sense instructive. See the contributions to 
Ingeborg Hoesterey,  1991 .  

      2      See Wallis et al.,  2002  museum catalogue and, recently, in addition to Lessig, 
 2008 , Gunkel,  2016 . Largely, thematizing fi lm and the clash between “our system 
of law” and what the producer/creator calls the “derivative nature of creativity” 
(reading a bit of Marx might help here), but distinguishing covers (subject to 
licensing and fees) and knock-off s, see Kirby Ferguson’s  Everything is a Remix  on 
YouTube (and Vimeo, owing to copyright troubles):  www.everythingisaremix.
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info/watch-the-series/ . See, too: Andersen, Kozul-Wright & Kozul-Wright,  2007 , 
and focusing on changing technological means while still focusing on music, 
Hesmondhalgh & Meier,  2018 .  

      3      See for comparison, Reynolds,  2011 .  
      4      See for comparison, Agamben, 2009: 40 et seq.  
      5      Nancy,  2010 .  
      6      Virilio,  2003 /2000.  
      7      Most obviously, for example Danto & Goher, 1997, although the question of the 

contemporary is also a theme in Danto, 2013, as well as Danto’s refl ections on 
Duchamp: “Marcel Duchamp and the End of Taste.” See, of course, classically, 
Rosalind Krauss, 1985. Danto’s reading of Duchamp can be productively 
augmented with Jean Clair’s more nuanced exposition (Clair, 2000).  

      8      Baudrillard,  2005 . See for comparison, Baudrillard, 1981.  
      9      Osborne,  2013 .  
      10      See Newton, 1999.  
      11      Caygill, Coles, and Klimowski,  2015 .  
      12      Smith,  2010 : 366–83.  
      13      Rabinow,  2011 .  
      14      Gillick,  2010 .  
      15      Wang Guangyi, “On Andy Warhol: Perhaps Simplicity Outshines Complexity.” 

For the original Chinese text, see  Th e Beijing News , October 9, 2013. Translated by 
Lina Dann and annotated by Yu-Chieh Li and Lina Dann.  http://post.at.moma.org/
sources/12/publications/243 . Accessed December 21, 2017.  

      16      Bardini,  2011 . Bardini’s book is to be sure rather more about DNA, but the parallel 
is part of his point of departure.  

      17      Eduardo Navas, “Remix” in: Navas, Gallagher, 2018.  
      18      Gunkel may be leery of repeating himself here. See Gunkel,  2008 . To be sure, 

Gunkel is not utterly opposed to repetition and his comments here on Baudrillard 
and music echo his earlier online essay: Gunkel,  2007 .  

      19      Gunkel,  2016 : 61.  
      20      I discuss this as the “Prometheus eff ect” in the uncut version of Babich, “Radio 

Ghosts: Günther Anders, Phenomenology’s Phantoms, and Digital Autism,”  Th esis 
Eleven . Forthcoming.  

      21      Anders,  1980 : 15.  
      22      Levay,  2005 : 23. See too Babich 2016 where I emphasize Howard Becker’s 

focus on the communal nature of the thing that it is to “make” music, socially, 
performatively, and with reference to the industry. Here, what is at stake is nothing 
so direct as a cover, although just as ephemeral as the “song” sung, what works in 
mash-up is versioning, literally mashing up, as Levay cites Richard Hebdige: 

  Th e hip hoppers “stole” music off  the air and cut it up. Th en they broke it 
down into its component parts and remixed it on tape. By doing this they 
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were breaking the law of copyright. But the cut ‘n’ mix attitude was that 
no one owns a rhythm or sound. You just borrow it, use it and give it back 
to the people in a slightly diff erent form. To use the language of Jamaican 
reggae and dub, you just version it. And anyone can do a “version.” 
Hebdige, 1987: 14.   

      23      Michael Fried, “Art and Objecthood,”  Artforum  5 (June 1967): 12–23. Reprinted in 
Fried,  1998 : 148–72.  

      24      For a discussion of the speakers in particular, see Babich,  2014 .  
      25      Gunkel,  2008 : 501.  
      26      Attali,  2003 : 118.  
      27      Chang, 2005: 6–24.  
      28      Chang, “Beyond Pop’s Image,” 6. 5.  
      29      Richard Brilliant, 2002. See also, beyond Hatfeld, 2002 for a discussion of 

Michelangelo, Lynn Catterson,  2005 , Lenain,  2012 , Charney,  2015 , and, again on 
the Laoco ö n, Babich,  2017a .  

      30      As Linda Bolton’s overview makes plainer perhaps than some other accounts, 
Warhol begins and never quite departs from his origins as a “commercial artist.” 
Bolton,  2002 : 10 et seq..  

      31      Ibid.: 36.  
      32      See, for a reading drawing on Bourdieu (rather than Baudrillard), Cook, 

 2003 : 66–76.  
      33      Huang, 2014.  
      34      Koestenbaum, 2001.  
      35      Th is too is not limited to the pop per se, if it is relevant to popular artists as such. 

See Heinich,  1996 .  
      36      Foster,  2002 . See for comparison, Heartney 1999: 35–36.  
      37      Ibid.  
      38      See Cowser,  1998 : 7–12.  
      39      “In this painting, a simulacrum masterpiece, numerous images of Celebrity 

Marilyn (simulacrum Marilyn) and Death Marilyn (real life Marilyn) are side by 
side. Celebrity Marilyn is excessively, garishly painted, but her image, literally, 
and fi guratively, is intact in all twenty-fi ve portrayals. But in Death Marilyn, 
there is hardly a clean replication of her image to be found. If she is not severely 
eradicated from the picture via black ink, she is non-existent and slipping off  the 
page. It is in Celebrity silkscreens such as this that Warhol succeeds in capturing 
Death and Celebrity in culture ‘America’ via the simulacrum—for it is Monroe’s 
superstar Celebrity image, superfi cial and beautifully vacant, that can remain 
unscathed aft er her Death.” Cowser,  1998 : 9. Cf. Pollock, 2017, Churchwell, 2004, 
Baty, 1995.  

      40      Baudrillard,  1988 : 41.  
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      41      In this spirit, a recent protechnology conference fed its attendees—no scientifi c 
studies needed, please—from a conference banquet celebrating what it called 
“Frankenstein” food as a point of honor.  

      42      See, taking our own cyborg extendedness as point of departure, Bateman,  2018  in 
addition to, among many other authors, Gertz,  2018 , Devlin, 2018, and Gunkel,  2018 .  

      43      Cowser,  1998 : 8.  
      44      Baudrillard, “Starting from Andy Warhol (1990)” in  Baudrillard,   2005 : 43 et seq.  
      45      Lee, 2016.  
      46      See for references on Danto and Warhol, Andina, 2000, as well as Danto himself, 

most recently in Danto, 2013.  
      47      See for a discussion, Babich,  2018 .  
      48      See Babich,  2017a .  
      49       Th e Hallelujah Eff ect  thus reviews the pop music of Leonard Cohen (1934–2016) 

fi ltered through various “covers” of his  Hallelujah —specifi cally k.d. lang but also 
the more universally preferred male artists associated with that work, like Bob 
Dylan or Jeff  Buckley or Rufus Wainwright. Andy Green of the  Rolling Stone  
features the 1988 audio version in his article “Flashback: Bob Dylan Covers 
Leonard Cohen’s ‘Hallelujah’: Long Before the ‘Hallelujah’ Craze, Dylan Covered 
the Tune during a 1988 Never Ending Tour stop in Montreal,”  Rolling Stone , 13 
October 2016. See for the audio link:  https://www.rollingstone.com/music/videos/
fl ashback-bob-dylan-covers-leonard-cohens-hallelujah-w444773 .  

      50      Adorno, 2006. See for further discussion, Babich,  2014 : 957–96.  
      51      Nietzsche,  Human, All too Human , §294.  
      52      See Baudrillard,  1968 , and  1970 .  
      53      Robyn Meredith, “Numbers by Painting,”  Forbes  (January 10, 2007).  
      54      Caygill,  1998 .  
      55      See for one discussion, Tang,  2016 .  
      56      Fuller,  2011 .  
      57      See for an overview, Judovitz, 1995: 124 et seq.  
      58      Th is same challenge would inspire Christo and Jean Claude to market their project, 

 Th e Gates  by issuing eff ectively canonized “fi rst” editions in the form of signed 
project draft s or sketches. Th e event as event captured public imagination: a cover 
of Christo’s former covering actions.  

      59      Babette Babich,  People Wash  ( Menschenwaschanlage oder Schlendern durch Christo 
und Jeanne-Claude, Th e Gates ). Central Park, New York City, February 22, 2005. In 
Babich,  2009 : 113, a copy of the 2006 illustration, appears—precisely thanks to the 
design exigence of the Bauhaus University Press—in full color.   

      60      Wang,  2013 .  
      61      Danto, 2013.  
      62      See again, Virilio,  2003 .  
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      63      I discuss some of this in Babich 2019.  
      64      Wang,  2013 .  
      65      Ibid.  
      66       Th ing-in-Itself: Utopia, Pop and Personal Th eology—Wang Guangyi Retrospective 

Exhibition  (2012.10.14—2012.11.27), Today Art Museum, Beijing.  
      67      Wang,  2013 .  
      68      Ibid.  
      69      See Brock,  1977 : 561 et seq. and 764 et seq.  
      70      To this extent,  ceteris paribus  (i.e., with addition of a certain intensity, Brock is 

not named “Bazon” for nothing), Brock exemplifi es Baudrillard’s good humored 
description of Warhol: “Everything that characterizes his work—the advent of 
banality, the mechanized gestures and images, and especially his iconolatry—he 
turned all of that into an event of platitude. It is him and nobody else!” Baudrillard, 
 1990 : 43.  

      71      See for comparison, Danto and DeSalvo,  2003 .  
      72      I discuss the culture of non-citation explicitly in Babich,  2017c : 259–90.  
      73      See, in addition to the Italian cited above, the English version of Tiziana Andina, 

2011, as well as B é la Bacs ó ’s discussion of Danto in connection with his catalog 
essay (Bacs ó , 2012). Note that my point is not gainsaid by honorifi c collective 
studies (i.e., Rollins,  2012 ) nor indeed typical festschrift y collections as these are 
oft en more diff use than their ostensive focus on Danto. See, too, in German and 
in addition to Michael L ü thy’s occasional refl ections, Katharina Bahlmann’s and 
Daniel Martin Feige’s necrologue, via Nelson Goodman who has long continued to 
be infl uential in Germany (Bahlmann and Feige,  2014 ).  

      74      See Babich,  2017c .  
      75      See Kakuzo, 1906. Th is is a work in English as Okakura received his fi rst education 

in English (a typical consequence or result of Western imperialist educational 
conventionalism, which is also evident in Okakura’s own refl ections) before 
studying Japanese and Chinese. Okakura’s book was written specifi cally for English 
readers and has been subsequently re-rendered, more than once, back into Japanese 
and into thirty languages. See on this, the Romanian scholar’s discussion of the 
working (forward and backwards) of this translation of (and on) Japanese culture, 
Holca,  2013 : 85–103 and see, too, Fuwa, 2005: 13–19. See for comparison, on  wabi 
sabi , Koren, 1994 and Liu Carriger, 2009: 140–57, who, in turn, draws for her 
performance analysis on Hirota,  1995  and Soshitsu Sen, 1979.  

      76      See, again for discussion, Holca,  2013 .  
      77      See Pound,  1950  and 1963. And for one discussion, see Williams,  2009 : 145–65.  
      78      Adorno, 2015 and see too Horkheimer & Adorno,  1972 , as Adorno and Eisler,  2005 .  
      79      Koren, 1994: 7. See for a very indirect but philosophical discussion, Babich, 

 2015 : 1–10.  
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      80      Okakura, 1906: 10.  
      81      Ibid.: 9.  
      82      See here a note in Reinhard May,  Heidegger’s Hidden Sources: East Asian Infl uences 

on his Work  (London: Routledge, 1996), 118. May refers to the claim that  »  In-der-
Welt-sein «   appears in the German translation of Okakura’s 1906 book, which as 
May reports here, was said to have been presented to Heidegger in 1919. May does 
not cite the German text which is itself translated from English: “Die chinesischen 
Historiker haben vom Taoismus stets als von der  » Kunst des In-der-Welt-Seins «  
geredet, denn er handelt von der Gegenwart, von uns selbst. In uns begegnet Gott 
der Natur, scheidet das Gestern sich vom Morgen. Die Gegenwart ist die sich 
bewegende Unendlichkeit, die legitime Sph ä re des Relativen. Die Relativit ä t sucht 
die Anpassung; Anpassung aber ist Kunst. Die Kunst des Lebens beruht in der 
konstanten Anpassung an unsere Umgebung. Der Taoismus nimmt das Weltliche 
hin, wie es ist, und sucht, im Gegensatz zu Konfuzius und den Buddhisten, nach 
Sch ö nheit in unserer Welt der Pein und Klagen.” Okakura 1919 [Orig.:  Chinese 
historians have always spoken of Taoism as the “art of being in the world,” for it deals 
with the present—ourselves. It is in us that God meets with Nature, and yesterday 
parts from to-morrow. Th e Present is the moving Infi nity, the legitimate sphere of 
the Relative. Relativity seeks Adjustment; Adjustment is Art. Th e art of life lies in a 
constant readjustment to our surroundings. Taoism accepts the mundane as it is and, 
unlike the Confucians or the Buddhists, tries to fi nd beauty in our world of woe and 
worry . Okakura,  Book of Tea , 58] To be sure, had one wished to show Okakura’s 
infl uence on Heidegger, one might have begun a little earlier in the same chapter, 
where Okakura writes, self-referentially: “Translation is always a treason, and as a 
Ming author observes, can at its best be only the reverse side of a brocade,—all the 
threads are there, but not the subtlety of colour or design. But, aft er all, what great 
doctrine is there which is easy to expound?” Okakura, 1906: 48.  

      83      Okakura, 1906: 92.  
      84      See, cited above, Babich,  2017c .  
      85      Okarura, 1906: 87–8.  
      86      Cowan and Cowan,  1962 : 30.  
      87      Reference is drawn here from Huang and Wang,  2013 .  
      88      See Certeau, 1980.  
      89      Danto, 2013 and Danto, 1997. See for comparison, as Danto titles his own book 

forty years later in response to George Dickie’s infl uential, “What Is Art? An 
Institutional Analysis” in: Dickie,  1974 .  

      90      Illich,  1996 .  
      91      Note that one might fi nd the same sensibility in Eisenstein or Bergmann’s 1957  Th e 

Seventh Seal  or Gabriel Axel’s 1987  Babette’s Feast , Orson Welles’ 1942  Citizen Kane , 
or Alain Corneau’s 1991 fi lm:  Tous les Matins du Monde.   
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      92      Jagodzinski,  2010 : 46.  
      93      Cohen,  2012 .  
      94      Online: 26 Apr 2013—16 Jun 2013, DUCHAMP and/or/in CHINA, Ullens 

Center for Contemporary Art.  www.google.com/culturalinstitute/beta/exhibit/
wRR7AVkv . Accessed December 26, 2017.  

      95      Smith, 2006: 85.  
      96      See Guertin,  2012 .  
      97      Wang Guangyi Solo Exhibition, “Negatives of Idols,” November 16, 2014. Springs 

Center of Art, Beijing.  
      98      I discuss Jeff  Koons in Babich,  2012 : 50, 58–69.  
      99      Baudrillard, “Simulacra and Simulations,” Poster and Mourrain,  2002 , 169. 

Originally published as  Simulacra and Simulations , in Baudrillard and Foss,  1983 .  
      100      Ibid.: 170.   
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