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Extract from Mediation

Essay/GUO Juan
Translation/ FAN Jingwen

Li Ming’'s works usually originate from a certain image, word,
action or atmosphere that provoks his interest. However,
from a certain period, intuition and spontaneity are no
longer his first choices to rely on — he has to break the
chains.

The difference between The Mediation and his previous
exhibitions is that, Li Ming begins to think about the
possible reasons and extensions of his motivations that are
beyond sensitivities. Also, during the procedure of making
and presenting his works, he intentionally applied the
“artificial elements” and left the traces. Take MOVEMENTS
as an example. In the exhibition room, we see an artist who
is surrounded with his own images, running on a timeline
that is seemingly endless but at the same time staying still
at the present. His chase is not only simultaneous but also
time-lapse. If the video art was inborn with features like
narcissism, reflection and immediacy (the subject-object
relation cancelled, space squeezed and the continuity of
time severed) as well as the criticism for these features, the
problems emerge again in MOVEMENTS. As a result, in
the last time of the shooting, the artist simply kept running,
even if there is no longer a specific object for him to chase
after. If the body of the artist in MOVEMENTS works as a
tool and functions as a connection, then in ZOOM, it was
hidden behind the tool/equipment. Li Ming set out from the
terrace of his house, where he focused the camera onto a

place as far as possible, and then went to reach the place in
person. He then would start from the place again to the next
destination, repeating the pattern all the way until he arrived
in Shanghai. LIGHTERS reveals the “back stage”, where
the distancing of the camera hinders the audience from
going further and sharing the pleasure of destroying
together with the artist. The intended hindrance and
distancing are more similar to a metaphor, which is also a
gap that the exhibition leaves us — the uncertainty of the
connection between art and the reality, and of whether the
efforts made by art towards its audience worked.

In fact, to LI Ming, video has never only been a medium for
documenting actions, nor it is his ambition for filmmaking.
The artist’s body has always been used as a mediator
bridging the performance and the video. The involvement of
the artist’'s body has been a key feature that differentiates
video art from other visual art forms since its birth. It also
serves as the starting point of many early video artists.
Although the media of today’s contemporary art are
becoming more and more comprehensive, which makes the
obsession with linear researches for a specific medium
seem not “contemporary” enough. However, according to
Benjamin, a medium will show again its initial potentiality
when it goes to an end, making this revisit meaningful. Also
to the artist himself, this is a clarification of the threads
throughout his creative production.






£ | ZOOM

ZARKBid/ Artist Self-description
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| choose the top floor of my apartment in Hangzhou for
departure and uses the optical zooming of video camera
( SONY Z5C) to point at the direction of Shanghai. Every
time, | zoom in to the farthest looking for the object, and
by looking at the viewfinder of the video camera, | find the
place. | repeat this process until finally reaching the
destination. The whole journey is 460 kilometers, during
which 36 scenes serve as the mediators of zooming.

The scenes took in ZOOM, on one hand, are geometric
spaces, on the other are spaces constructed by social
system with certain “nature”. The “nature” and the social
relations hidden behind the scenes will be exposed, once
the scenes are no longer working as sites for sight seeing.

These 36 mediator scenes are consist of tourist
attractions, neighborhoods, office buildings, shopping
centers, schools, open fields, markets, hotels and so on.
Sometimes, | am able to enter these planned public
scenes legally (during restricted time). But many times, |
cannot enter these remote buildings in my lens freely.
Only by various illegal ways can | reach the top of these
administrated buildings for shooting. Most of these
mediator buildings are not identifiable. | always lost the
object while searching and can only analyze the image
through the viewfinder and start the search. By doing this,
| have built a tempo relationship between the
environment and me which would be lost forever
immediately afterwards. When | leave the city and stand
in the open field, with the work as dull as the scene, it
occurs to me that | am not getting far away from the
whole big picture, but still being part of it. And at that
point | start to rethink that why people want to take the
scenes with them, such as the oriental pearl tower.



PR A-1/video -1

W Ai-2/video -2

T | ZOOM

2BEHFRE B, BF
Two Channel Digital Video , Color, Sound

J 4544 /Original Format:
HD 1080P25, 16:9, 1440 x 1080

MA-1/Video -1 : 234 07 ¥ / 23 min 07 sec
PWA-2/Video - 2: 23Fp / 23 sec

2014



(T W 1PREKNERL209 RS

The separate starting points of the first shot and the
twentieth shot in Zoom Video-1
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The separate terminals of the first shot and the twentieth
shot in Zoom
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The satellite maps of the 36 spots where the artist arrived
during the making of Zoom
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(TEY RUEMIFA | Installation View




(TEE) -2 IS IFA/ Installation View

(FEY M1 RIEIIF/ Installation View
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ZARKBid/ Artist Self-description
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During four different times in the same space, the artist
has completed an image making process from
“‘imagination - realizing the imagination by means of a
video camera - recovering the imagination through body
movements”.

Treating his body as a prop, the artist interacts with
various means of transportation in the video, offering
meaningless “relationships” for the audience to consume.

In the video, “actions” have been “performed” as kind of
texts — the serial movements as hidden montages in the
long scenes, merely “occurs” without any meanings in
fact. What the artist cares is whether his cooperating
relationship with the video camera could interact with the
audiences and how the artist, the video camera and the
audiences control one another. Every prop shown in the
video is not only a motivation that guides the artist’s
movements, but also a trap leading audience to control
the props by their consciousness. And these motivations
are arranged into a certain pace to make the movements
simply for looking at.
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smEHFRE ¥, AF
Eight Channel Digital Video , Color, Sound

J5 45 4% X/Original Format:
HD 1080P25, 16:9, 1440 x 1080

¥iA-1/Video -1 ;. 024330% / 02 min 30 sec
i Ai-2/Video - 2:  024330F) / 02 min 30 sec
FWA-3 / Video- 3: 024330%> / 02 min 30 sec
WA-4 | Video -4: 024)30%> / 02 min 30 sec

2014

034353%F / 03 min 53 sec

W A-5/Video -5 :
WA-6/Video - 6:  037353F) / 03 min 53 sec
WAH-7 / Video-7: 034353%F / 03 min 53 sec
W A5i-8 | Video-8: 034353F) / 03 min 53 sec
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(Ezh) RYEIIZ / Installation View




(GEzh) RYEIIG | Installation View




Gzzh) R, WA RO -1, -2, H-3, -4

Details of Movement, right to left: video-1, video-2, video-3, video-4




Gzzh) R, WA RO A6, -6, HLM-7, M-8

Details of Movement, right to left: video-5, video-6, video-7, video-8
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BRENFRE #E, AF
Single Channel Digital Video , Color, Sound

J5i 4% 2X/Original Format:
HD 1080P25, 16:9 , 1440 x 1080

05%) 51 # / 05 min 51 sec

2014
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# 8 | Painting

—IRPEAT K HL. T 4R
Disposable Lighters, Handmade Paper

200cm (H) X 142cm (W)

2014
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#:# | Painting

—UMEFTRBL. T AR
Disposable Lighters, Handmade Paper

110cm (H) X 80cm (W

2014
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— R MEHT A #), | DISPOSABLE LIGHTERS

ZRZKBiR/ Artist Self-description

1. —30FHB)—RMEFTAM, KETEXK, TE2EKR, BERIEX; BIRERINELIRNEFELERHZAFI—
W=tEER. — HEEOFRBIMAEEIZE], MIEIOFAIIEME XA —FEBRIT N ——R B 40E 8YiR E iR
FTAN EF R BRI AR, BRES AR,

2. EFMAE (BR#) BI—XRBIRF, EH-XBRATAN, MR HT AXRFTKI LS ENRIFapp | eflogoif H
X#E—RITEIE: 1T° S HARD TO BELIEVE WE COULD FIT SO MANY GREAT IDERS INTO BOMETHING BO THIN. (FT:K#1 L&Y

J&RiE)

3. —EATAMBMENRZ R, EIRIEEE. #i5. BFE] . KIVEIZRE)ZFE.

4. EXRESIIERT, BINAFEEZMAIAE, HEEXE TR, ENARERLE. K&, Ee. 56, B&.
5. EENTANEFEMABSHETR. BN, EE8. MHERETEER, ENAEZERAH—RIMEIT AN E £,
WIR T “HEFTANEEM” RS, EETRNREHE~EW276K, HPFEHEMESZ T ERYE25R, HaE

11. 6 5 Ak, fﬁ#%ﬁﬂkmesm,\, HAaHOTAN26{ZR GZEIEDEEEEN L “PEREFHIRHES” B—HE
EitR, 20114 .

EABRMFAIEA, MEAFTLU “f#F “X, —XRETANBMEA B BEENY &R, UERMEE LM—MEIRY. &
r‘Fﬁﬂ]Ei}J’MEEﬁkﬁﬁﬁI“_iLE’JI1%EﬂEIJ?"$IL%J:, HARMEXEAKREER, FizintFEEs, SLEEGREILRA
RN B BE N RMLERD, FFELRNIUNE.

HEMEEEBESITANBN I ERVIARE, KABMELENAIRI I, St REMAIGREEET, &
FHATANN G EEGEFREOIFT L, RUEBITANNERSHEEEESTHE, FHRI—RBIZEHENE
FIrR—EBEITTERAERLA. EFRFTAH, FREBE—IIFTRIZMAHE~ LR,



— R IEFTAH | DISPOSABLE LIGHTERS

ZRZKBiR/ Artist Self-description

1, This is a disposable lighter made in 1990s, 7cm in length, 2cm in width and 1cm in height, with a bikini woman and a
Lamborghini printed on its orange plastic outer case. One 60s born friend recalled that when he first knew this kind of
plastic lighters in 90s, he found that the bikini woman on the lighter became immediately naked when being closed to
heat that is no higher than 40 degrees.

2, During a conversation with a friend (CHEN Zhou), he took out a plastic lighter and discussed with me why there was
such an ad saying “IT'S HARD TO BELIEVE WE COULD FIT SO MANY GREAT IDERS INTO BOMETHING BO THIN”
on a lighter with a logo of apple.

3, Some lighters are serving as business cards with the name and address of places like hotels, bathing centres,
garages and karaokes.

4, It is expected to find disposable lights wherever we go. They could be in red, green, blue, yellow or black.

5, The national lighter production bases are located in places like Ningbo, Wenzhou and Xiayi. Among them, Xiayi
County of Shanggqiu City in Henan Province has already become the largest one in China, which receiving the title of
“China Lighter Production Base”. There are 276 companies producing lighters or the accessories, among which two
enjoy the annual sale over 500 million, offering jobs for a population of 116 thousand, producing 6.5 billions lighters per
year, with 2.6 billions for exportation. (from an online statistical table provide by “China Hardware Association”, 2011)

Due to the low price and usefulness, and also the function of “storing” fire, disposable lighter is not only a necessity
for daily life, but also a kind of remnant to some extent. The manufacturers print popular images onto the lighters at
their will, offering a violent definition of popular aesthetics. These images have been over circulated, flooded into every
cracks of our daily life and pushed us to get used to them.

When first learning about the rising of the lighter industry in Xiayi County — brick houses were transformed into
temporary factories, local residents changed to factory workers — out of the curiosity of searching the root of these
images on the lighters, | decided to visit Huiting Town in Xiayi County as a client who wanted to order commissioned
lighters. During that trip, | found Wangzhongwang Plastic, Ltd., a lighter factory with 10 years history. | commissioned
some lighters there and filmed how a lighter has been produced.



—R[%FT:K#] | DISPOSABLE LIGHTERS

4BIEHFRE e, §F
Four Channel Digital Video , Color, Sound

4544 /Original Format:
HD 1080P25, 16:9 , 1440 x 1080

W A5i-1/Video -1 : 0643 27 £ / 06 min 27 sec
MA-2/Video - 2: 0747 44 #» / 07 min 44 sec
FLA-3/Video - 3 : 0943 33 # / 09 min 33 sec
W A-4/Video - 4: 084} 52 5 / 08 min 52 sec
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(—XMEFT ALY RBIEIMIF / Installation View




(—XMEFT ALY RBIEIMIF / Installation View




(—RMEFTAHY BER / Details of Disposable Lighters







A0, 1986H AL TR LI, 20085EMY TR [E SE AR 22BE, BUAE A TAETHUM .
AR i, Rekasinl, iR, 2014 o THIRERE R R WA 28 )\Un RIS XE R
TAINAS Y, EINOCATHLZ A L, I, 2014; PANDAMONIUM X —Ck i —K
B EEREAEAR, Momentum, Ha4k, #[E, 2014; The Popular Tree and Mirror, ISCP, 41
2y, £HE, 2014; A )N/ DURSGEIGEE, BT YR ERFEARE, WhiE, EKHE,
2013 ; 5% 2 4R, OCTUMEARF L LifgiE, ki, 2013 ; ON|JOFF—— [HEREZAR KM
SHSEE , JUeETUREAR T, b, 2013, 4

LI Ming was born in Yuan Jiang, Hunan Province, 1986. He graduated from China Academy of Art in 2008 an
d currently works and lives in Hangzhou. His recent exhibitions include:

The 8th Shenzhen Sculpture Biennale: We have never participated, Shenzhen OCAT Contemporary Art Termi
nal, Shenzhen, 2014; Pandamonium — Media Art from Shanghai, Momentum, Berlin, Germany, 2014;

The Popular Tree and Mirror, ISCP, New York, the United States, 2014;

28 Chinese-Rubell family collection, Miami Art Museum, Miami, the United States, 2013;

Degeneration, OCAT Shanghai, Shanghai, 2013;

ON|OFF: China’s Young Artists in Concept and Practice, UCCA, Beijing, 2013.

FEATE 5 AL Public Collections:

Spencer Museum of Art, (SMA), USA

75 DURK G, Rubell Family Collection, Miami, USA

H 525 ARTHIGEL White Rabbit Collection, Sydney, Australia
Domus Collection, USA
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