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Inspired by Transiterotion-Chapter Two: Emergency Exit, 2017
Three-channel HD video installation, color, sound
4 min 30 sec, 14 min 17 sec
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When I write, there is nothing other than what I write. Whatever else I felt
have not been able to say, and whatever else has escaped me are ideas or a

stolen verb which I will destroy, to replace them with something else.
Antonin Artaud
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View of "HUGO BOSS ASIA ART 2017,"
Rockbund Art Museum, Shanghai,

2017

™

#11) You might encounter a theatrical outburst of
emotions. However, Brecht himself will never be able to
experience such a distancing from the age of the screen.

#12) The area you're about to enter might overlap with
the corridor you‘ve just gone through. It's not only a spatial
overlap: memories of the previous second will also overlap

GOl

with those of the following one, just like when using your
hands to bend a paperclip.

#13) Please imagine a tableau that undulates like
soundwaves, just like a street swarming with people as seen
on the midday news bulletin. Only a handful of shapes are
able to appear clearly for half a second in the center of the
frame. The offscreen voice is the protagonist.

#14) A repeatedly telescoping lens becomes the eye of a voyeur. Sound comes piercing
through from behind countless screens. A man is carefully aiming to get a shot of the Oriental

Pearl Tower.

#15) Even if you're able to remember the preceding scenes, they're still merely random
mnemonic arrangements.

#16) The central atrium will evoke an illusion of escape. But please remember, the mirroring
screen put in place here isn’t necessarily a mirror.

#17) The title of this exhibition Is “Rendering the Mind,” which can be loosely trans-lated

into Chinese as “interpreting your psyche and consclousness”. However, it's n
whether you're the translator or the material being trans-lated.

ot entirely clear

BulA N
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Muybridge's Horse

EEE MR . IREEZ N
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In 1878, Eadweard Muybridge took a serles of pictures of a galloping horse. Starting from this series of
photographs, we can open up our discussing on the following issue:

Firstly, the reason these pictures take up an important place in the history of photography, while serving
as a preferred pictorial reference for countless artists and philosophers, Is not just because they were the first
instance of the truth of "movement” being revealed to people, but also because they revealed the secret of
the moving image: this art form can manipulate time.

Meanwhile, it inspires us, that is to say in those video works that persistently take *movement” as
their subject of shooting and research, what really attracts people is this dually embedded game: while
using video to shoot movement, what’s presented is time itself. Video, an art form generated through the

conversion of motion by a machine, is merely an artificial form of time. In such a relationship, movement and
time are the propositional formula, but also the proposition itself.
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Hence, when an artist Is committed to filming his own running gait and
movement, several cars speeding along on the highway as well as seermingly
insignificant repeated actions (motions), we can imagine this person must have
been obsessed with certain ontological and structural Issues, even though
that obsession is being transmitted via a running gag or even neurosls. Such
lexicon simulates a psychological hurdle, to the extent that the spectators
oftentimes get a faint sense of the pitfalls laid out by the scenes appearing
before them. Via those practically unadorned movements, conversations and
scenes, the artist hopes 1o restore everyday behaviors and Incidents to thelr
most rudimentary features, I.e. a state which doesn’t necessarlly bear any
significance. A person desperately chasing a car like a running horse, or two
men in a park exchanging tank tops, these things merely occurred. Occurrence
is the truth underpinning deeds. This kind of truth oftentimes can only be noticed
by us if it is coupled with some absurdity.

Hence, only by continuously creating frames, can the artist make these
actions “truly occur,” even though his intention Is often to foreground thelr
emptiness. Precisely this emptiness generates a genuine entrance leading from

L01

the iImage representation into the image Interlor, a kind of structured time. As
with Eadweard Muybridge’s serial images of horses, people not only discovered
that the truth lies concealed within the “sorcery” generated by the image; at
the same time, they became aware that time could only actually push forward
through the-se seemingly vacuous repetitions. As a result, for those artists

are obsessively in-vested in video, real time is merely a rough draft of video-
recorded time.

B, S—ZRRRE FOAERSFE. MRETARRESEHER LA NEE B XN
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EE BT —HOID E RS, UL TR A A DT AR S BUSRAY @ A R L bRt B
PN R . SETIHE, EARADEBRRENTHNHTRMENZROER,
e - B SN ORS. RERDERE, —PANGREEEE, RRHTBA
ARSI S —ENRBRET. LENRITANIE, MO FIBNEERMEHEE
RRE R SR B E B,

FEE AR QST EEERELETAEN HEREE , REGNBEEERE
RIS, &R, ST MBENRGENLEABHARAD. —HigsiT 098
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On the eve of February 24 last year, | visited Li Ming's
studio In the Yoga Apartment. Although such courtesy calls
have become a part of my daily work and life, | still made it
an entry in my work log, which | hadn’t updated in ages.

For these face-to-face talks, | always come knocking
with a blind yet inrefutable air of confidence. Oddly
enough, from the get-go we skipped the awkward small
talk altogether, cutting straight to the nitty gritty of the
conversation. The longer we sat in the space in early spring.
the colder It got. Except for teq, the artist admitted he only
has a bag of dried shrimps to share with me. So we drank ted
while peeling the shrimp skins. Our refined hand movements
did o some extent ease the misgivings involved in verbal
expression. Soon enough, we entered into that relaxed stafe
brought about by munching on snacks. All throughout. the
:r’:;'c:"r: :r:zt:;:;d-whne knitted cap, which at first

Gu Cheng. I realizeq Th‘:lfﬂce $0 famous headwear of poebf
like that of a chilg, A con ?ce e SRR e o it
When he wasn't smokin o smile graced s foce.
hands buried In his lap ior petlingtes: fhad hls‘ =
ot nu’mbeqnWh”e constantly blinking. Wee |
only recorded his acce o ST ofep ot buiibats
ounts in my journal, to this
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In the Yoga Apartment
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Single-channel HD video =
7min 44 sec Q

Scanned with CamScanner




oLt

HiE

e ——

L G AR T

y the story of him sleeping

all what exactly | said. It was deeply impressed b
ation with him, or how in

daylcan'trec
alone on a bench in a Berlin park when a thief struck up @ covers

some unfortunate moment he was rescued by a beggar. Most telling about this story, is that
afterward the artist discovered this guy whose garb and conduct resembled a beggar’s
was actually a renowned artist himself.

So for much of our conversation we merely dabbled in art-related topics. This kind

of tacit, evasive rapport was pu're happenstance. Later on, we rose to look at artworksin

another room. In one corner, | discovered @ work-in-progress. He told me he likes to paint
but doesn't like to have his own paintings exposed.

Showing on the screen was footage of the artist flying a kite on the beach while dressed
in @ Daoist robe purchased on Taobao. Because it's a high-contrast black and white film.
the viewer is duped into seeing two people’s faces. | quickly guessed the amount of times
he must‘ve watched this film front to back, and was briefly overcome with great admiraticn
for those devoted to working with film. The whole piece consisted of the artist flailing his ams
up to the sky in an attempt o send an iPhone-shaped kite airborne. This scene reminded me
of Don Quixote and his windmills. Right then, a startling “click® suddenly resounded. Inno
time, I maintained that I'd fallen into the artist's ludic pitfall: it turned out the crux of the wor
lay not in the work itself, but in luring the viewer in front of the screen and taking a well-timed
picture of them. Having informed the artist of this idea, he thought it over briefly and told me
that made sense too.

This quickly turned into a full- % i
watched more than t id Do L il "

en video works.
. : ks. The last one was made ten years ago, and showed 1n®
artist scratching himself non-stop while lit up b
Y powerful spots, with dandruff flying abou®
On my way home, the taxi passed by several pl .
plots of barren land and a long bridgé:
Inmy mind, | kept replaying the video segments | hag
N — ) ad seen that night, and felt as if I'd
some sweltering, dense fog, limping b

1 " . ‘ g backinto my own real life. As for the

aforementioned, | wish to use a quote from one of th i
e artist’s recent video recordings:

*This is a true story of past events whi
which | recount wi ity, wi
glossing over whatsoever.” it the greatest fidelity, with n°
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Nothing Happened Today - No. 2.

2012
4-channel digital video, color, sound

Nothing Happened

T
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Ui RARIR BT REFLL (Bartleby) HFAABMEBRENE “RTEF * (1 would prefer
notto) BUEHE, MEMT —MEHFRNSERABESE, ZHNAFREHRAL, BNOITARE
RRENE. E— T ESEERNHEE, ANSFFBLEBETRAKEZNA. MANS, BERES
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nird-tier city youths depicted n jig
ne and the same person?

meter to gauge the city, even ThOth
they still can’t shake off the Menty
dly noticed, they calmly take Notics
ts. Their creativity derives from those

mmd do the 1

of
es and framé
pecome ©

Under what sort of cultural circumstanc
paudelaire

Zhangke's films and the Parisian flaneurs evoked by as a baro

There's no shortage of such people. They use their own body o
today’s urban life doesn’t accommodate 100 much physicd! pcmclp'G =
habits and behavioral norms which they live by. 1N places where e 1o
of the commotion around them. Individuals among therm may become ot

uneventful places where nothing happens. A
rtwork dampens their spiri
For such artists, no artworks fruly exist. After all, the idea of completing and Pirit. Somg

artworks are the outcome of time, they can metamorphose into whatever torm and parasitically fck-e rootin
places that can be seen or experienced by others. Merrily setting off fireworkson a bicycle, strolling in a park
with an elderly lady met per chance, a horse passing across SuBLiEig of Lo BNETRS oy
a piece of scenery In a civilian GPS system... If these give way to breathtaking
for certain whether they are impromptu or the product of repeated rehearsals.

concerned, both are likely to occur simultaneously.

When, in the novel of Herman Melville, Bartleby the Scrivener responds to
prefer not to,* he tums info a deadly serious denier and thinker. People like this lack recreation in theirlives, ang
are hard-pressed to toe the line. In fact, in a rapidly revolving society, people are unable fo tolerate those who
even artists and philosophers are rapidly being deprived
perpetrators in the eyes of the massss,

the street from th
performances, we can’t say

As far as the Homo Ludens is

all things with the phrase "l woulg

wish to come to a halt and look around. Nowadays,
of this privilege. Over time, these harmless, young people are becoming
When we see the bodies of perpetrators exposed in front of the lens, it gives rise to the sublimation of a dual,

sadomasochist pleasure.
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" Inspired by Transifé" ™
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The Bureau of Land and Res?”

Single-channel HD video, €01 s
2min!
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The Man Running
after the Wind at Sea
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his oeuvre, with text, pictures

ctionto
ge-long Introdu page. | opened them, and

The artist sent me a 152-pa
every

n
and password-encrypted links to his video works O
was abruptly transported into a whole new world.
on video sharing websites, Youku,

In the margins of these video works posted e o e il S, IS
Tudou and iQIVI each recommended different types of “rela

. the outsider, get an
different yet nonetheless highly homogenous videos made me I
effortless peek into the gloomy yet quirky power of that stealthy © monivikng
behind the screen. You'll get my diift from a simple listing of afewof the :

Princess HOCKEY

Little Beauty

What Does "Dumb Blonde" Mean?
Wuxia ROFL

Mischief Chicken Dinner Highlights

The Man Running after the Wind at Sea
Hard to Restrain Feelings

Random White Dragon Horse Encounter in Sim World
Attack Me

0106 2013 Afternoon

Lost Love Working at a KTV

Will You Stare With Me at the Sea?

L A B AR

B X rr o g
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Dlmens\ons variable

It struck me that, compared to the artist's elaborately compiled insider publication, the
world underpinning these clips provides us with a much speedier conduit into the artist’s
creations. They are pretty much useless for a detailed and in-depth examination, but can

accurately depict a bigger picture and cultural background through which to find our
bearings. Although this association af first sight seems to originate in a huge coincidence,
if we think it through, the bizarre and motley temperament inherent in the mediocrity of
these “collateral links” irrefutably bears a somewhat fuzzy genetic linkage with the artist’s

GLlL

oeuvre. Perhaps such a primordial gene is de facto present in every creator. To a large
extent, it defines that part which is inseparably linked to the life they lived both before and
after becoming artists. The presence of this facet cannot be singled out through study or
analysis. Once solidified by external conceptual texts or definitions, it can only end up as
art’s exemplary expropriation of life.

With regard to this intractable relation, the artist chooses to become an observer. Like
a botanist in the jungle, he has a familiarity and affinity with his surroundings, without being
a formative part of it. An investigative and introspective relational model is established
between them. In the process, the artist needs to retain a standoffish relation with the
tamiliar objects of his infatuation, setting aside a rational, introspective space for his
creation, without letting ideas or intellect take the best of him. Only by repeatedly adjusting
the scale of precision, can the artworks have both a creative deliberateness and a prosaic
liveliness.

Hence, the artist’s main body of work conslsts of interventions that entfail the editing
of hybrid time. As a genuine feat of craftsmanship, editing isn't merely a deed, it's also a
concept. It combines the precision of sculpting with the immanent obsessive compulsiveness
of ideas proper to arduous penmanship. The actual act of editing becomes a vacuum
of composite time. It permanently encloses the artist’s life and creative work within the
temporal confines of the screen. Precisely because of this, in his years of editing work, the
artist gradually makes the anxiety and introspection directed at video-recorded time into
the subject of his work, and is no longer content with his earlier responses and provocations,

which he foraged in the field.

BUIN 11
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Welcome to the
Midnight Questionnaire

This is a sentence taken from an audio recording sent to me by Li Ming. In this audio
recording, he articulately and fluently answers a number | questions | posed him. However, |
must admit, Li Ming is an artist I'm puzzled by.

Perhaps this has to do with how | came across him and his oeuvre. The first work | sQW
of his, in 2013, was Nothing Happened Today. It had the air of being a splendid collection
of “early Li Ming” works. To me, that screenshot of a balloon fluttering towards the sky was
a boldly and vividly drawn outline of his early oeuvre. Although this would prove true later
on, precisely this unbridled lack of ambiguity was met with skepticism on my behalf at the
time. Double Fly instantly helped redress this verdict of mine. The results yielded by this
art collective really caught people’s attention, sc much so that while meeting people’s
expectations—a revelry identified as a collective act-there was no way that anyone
would try to dig into the true appearance of any one of these individuals. Even later, in his
representative works Movement and Zoom, Li Ming became maore focused, and began
showing a veritable patfern devoid of static. The show “MEIWE,” which in turn brought about

LLL

an out-of-focus-ness, could be judged as the least *Li Ming” of these exhibitions, no matter

how exhaustive in terms of external forms.

Up until my entering his studio. the artist “Li Ming” had been more or less in focus. But

over the course of the ensuing video screenings and our conversation, the certainties and
previously held, alternately welled up again. The Li before me repudiated
ons | had drawn, as well as helped validate a great dealof my a priori

s may sound like it makes perfect sense, but not all artists come across as

apprehension |
certain conclusi
speculations. Thi

being soO well-rounded. | began to realize, Lirevelsin this game: his constant self-denial

aside, he delights in inviting the audience info a process of repeated overturning and

constant re-erect
collusion, both parties bring to fruition their own reflection and introspection. That invitation is

amicable at times.

not just felt by the s
y has become Li’'s consistent modus operandi.

) exactly is the "Li Ming” referred fo in these lines? Is it Li Ming the person,

ing. From this, in a jointly compatible and mutually perceptible relation of

yet is also pound to ensnare those who fall for it. However, the unease is
pectators alone. somewhat paradoxically, over the years this capricious

sense of insecurit

So, what (who
or the text written by Li Ming acc
s oeuvie and the man himself.) Which one

Li Ming's oeuvre, ompanying his works? (Frankly. the latter
f a head-scratcher than both hi

seems like more O
o be indivisible. Arguably, to reiterate that the

i Ming? All of these turn out 1

exactly is the real L
is nothing but a reasonable sounding platitude.

artist is invariably interlinked with his oeuvre,

And yet, this doesn’t ring frue for all those who
convey a deep-seated psychologicol anxiety. This, in essence, results from the artist’s

parate himself from his creations.

create. This is precisely why Li‘'s works always

inability to se (Translated by Sid Gulinck)
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the Edge—
Li Ming’s Studio
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Li Ming
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Simon Wang on Li Ming:
He Gets his Epiphanieg
from Dreams

X
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Antenna Space, a stalwart of Shanghai’s M50 art district, has been a key voice in
representing a young generation of Chinese artists on the international scene,
and in bringing international contemporary art to China. Founder Simon Wang
*'* has represented Li Ming since founding the gallery.
I
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LI Ming. Karl Marx No. 1, 2017
Watercolor on paper
110x 78 cm
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| EF FRRRARBHNE—T. LR TIMRARTS2RISIERN, ATIRETAMRESR. B8R INHE,
FERRIARBREY, TERBI—F2M,

LEAP: BMZ BRI EFREATHIBN? E— 1 REEHA?
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FREITRET ERZAMRIFARDE, BEMELAFNTRELEZRRONNE, URERELETENSE
ZRTR. WETRENRELGE 2009 £M, BE 2014 FELREE T §FTEXMUSEHRFENERR, RELED
BROEAILIRRBE —RI/UE. ARFRANRAZVNATEREZRTRESHI T, BREG ERHEE
—MERIFHNER, Bl SRMEREE—#, Rt

SRR ROBHERIFE R R BIE RN ENNROR R T MATREEN A R M YN EMT—HER,
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BA. SREIMRETE-RXE, 28EH BFEHSEREINXTRRAENITE, iR TXRXELERRM
R, BIMTEMES 7. REERIBMEFHE—HERE, I FRZERNARNE—RTE.

Lzl

LEAP: When and how did you meet Li Ming?
Simon Wang: | forget who introduced us. We met during my trip to Hangzhou before | started

my own gallery. He was working at home back then and had no studio. At the time he knew
little about me except for my name Wangzi (meaning “prince” in Chinese) on WeChat, so he
said, "I will prepare a stable for you.” It was a very dry joke.

LEAP: What works of his brought him to your attention?
SW: There were some bizarre works in a group exhibition, like the one of changing clothes—
two men are sitting on a stump and a set of clothes are transferred from cone’s body to
another. There was also one of a group of boys imitating aliens. | thought he was a very weird

artist at the time.

LEAP: Why did you think he had the potential and was worth your representation?
SW: At first | just wanted to have < conversation with him. He mentioned a few project
proposals that were all very interesting, though in the end none of them was realized.

BUIn 1
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LEAP: How did you two begin working together afterwards? When was your first collaboration?

SW: The first exhibition was “"Mediation” in May 2014. The original intention was to put together a good
video exhibition. Li Ming hadn't had a solo exhibition for five years at the time. Before that he had two,
one earlier at BizArt Center when he was still in undergrad, and one at Platform Ching in 2009. It must've
been suppressive for a creative artist like him to not have a solo exhibition for five years. Even though
there were some Imperfections, the exhibition was really nice overall. |t brought fresh energy to the
gallery.

His thoughts were guite Dadaist ever since. The first time we met, he already suggested a direction forf
the opening exhibition and presented a work to me. It was an enormous piece of paper stretched from
an enclosed area with a printer hidden inside. The printer kept printing out pictures of colorful fake nails
onto the paper. At the time there was an article on surplus time that we both read. He was inspired by the
article when he made this work so we coincided. It should be the first work of his that we collaborated on.
After that, we started planning his first solo exhibition at my gallery,

LEAP: Was the work sold?

SW: No, though there were many inquiries. The method of collecting the piece was very uncertain. L
Ming couldn’t figure out how 1o proceed. He wanted to do a reprint, or 1o crop and frame the printed
pictures into various shapes as photographs, but he wasn't sure so we did not make any deals

A
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LEAP: When you decided to work with Hiiris
in the first place, did you think he hqg &
positive prospect in the market? Or tq say,
did you think he’s a lucrative artist?

sw: Not really and | didn’t even think about
it that much. | didn't expect any sales qf
gll. 1 hadn’'t had much experience in selling
this type of experimental works before, so
whether or not his works would bring money
wasn‘'t my concern. It would not be g
problem if they didn’t sell.

LEAP: What about now?

sW: There are plenty of institutions collecting
nis works right now, including some museums
overseas, as well as private collectors—this
came as a surprise to me. Frankly, previously
| had only sold one video work before
founding Antenna Space. | didn't know

videos could be so popular as they are now.

LEAP: Can you tell us the ratio of private
collectors to institutional collections?

SW: If you count foundations as institutions,
as some of them promised to donate to
museums, the ratio is about half and half.

LEAP: How about the ratic of domestic to
foreign sales?

SW: Roughly 70-80% are domestic.

LEAP: Are all the private collectors from
China?

SW: 70% of them | think. The works in solo
presentations we showed at Frieze New
York and Art Basel were sold to foreign
collectors but nearly 80% of the sales made
in domestic exhibitions were with Chinese of
Aslan collectors.

(FEENo5Y ,» 01T %
4 PR, 605X 505 8K

Slavoj Zizek No. 5, 2017

Watercolor on paper
605x50.5¢cm
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LEAP: In your collaboration, do you communicate q |ot

regarding the content of the works?

SW: Yes, we discuss a lot on the content. Yet Li Ming is
net the kind of artist who will disclose every detail to his
collaborators, Instead of briefing or summarizing, he is
better at elaborating and unfolding questions. The ultimate
decision may not be based on our discussion. Li Ming shares
his ideas with me anytime but it doesn’t mean that the final
decision and our communication are directly linked.

LEAP: Do you intervene much in the spatial arrangement?
SW: Not really. | never Intervene, except for group exhibitions.
We would like the artists themselves to be in charge. Li Ming
arranged his previous show at the gallery himself as well.

LEAP: He has only done one exhibition at the gallery so far?

SW: Only one solo exhibition. We did it four years ago and
the second one was at the Ullens Center for Contemporary
Art (UCCA), and then there was the

"hugo boss asia art
2017, following some group exhibitions.

LEAP: Do you Support this type of Institutional exhibitions?

SW: We sponsored the UCCA one, including the costs
of. Production, music, Copyright licenses and othe!
Mmiscellaneouys €xpenses, Construction and transportation

to :
Dk‘L'JD most of UCCA's budget so the gallery covered fhe
additionqy cost. The exhip

f ition at Rockbund was very well

unded, so we didn’t have 1o cover anything.
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printers (Epsom 1180C). Matte photo paper output

LEAP: How do you see himiin the future? How will he evolve? 2 2 {
sW: The UCCA exhibition was a tuming point for him. He me'd By <
sometring new ZSEZ"‘Z;I”;’:‘; tond fo be more nstinciuat i e sk

worked in a more intuitive N9xs4cm :
way and relied on his gifted wit, while works after 2015 had a ¥ '{'"Q
lot more thought going info them. They could not SIFvESti i ¥

developed from gift but actual hard work.

Li Ming tfold me, throughout the year before “Inspired by
Transliteration” and the HUGO BQOSS exhibition, he spent
every night editing videos sleeplessly. People were worried
about his health and apparent weight drop. Comparatively
speaking, he is the anxious type. This personality led to his
further and deeper explorations in video art. | think he is

an amazing video artist. His works explore the language of

video and they continue to dig deeper into the core of the
language.

LEAP: How does Li Ming’s work relate to the direction of the
gallery?

$W: | think it's the Dadaist quality we share. Antenna Space
is perhaps quite Dadaist in nature since many of our artists

have such quirky practices, including Yu Honglei, Nancy
Lupo, and Zhou Siwei, who all share a certain Dadaist
quality. The fact that everyone's practice is very idiosyncratic
is a bit weird. To me, the first work with an artist is crucial
since it might determine how we shall work together in fhe
future. | still remember my first time working with Li, which

basically shaped our collaborative relationship onwards.

LEAP: Is your next project with Li Ming confirmed?
planned to have another solo

ch, probably pefore Art Basel
one more set for the *Inspired

SW: Yes, we have long
exhibition for him this Mar
Hong Kong. He may produce
by Transliteration” series, which
video works and a set of painting
Marx and other white-bearded ol
He borrowed the shape of a cloud fro
social media account because it fit his i
It's very mystical but he is @ mystical artis
his epiphanies from dreams. (Translated by N

previously contained two
s—Iludicrous images of Karl
d men from his dreams.
m the artist Shi Yong's
magination of Marx.
t indeed. He gets
g Wing 5ze)
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View of = Ming: Medi
Shanghai, 2014

Courtesy Rockbund Art Museum and the artist

ation,” Antenna Space,
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A founder of 798's Tea Here, along with LEAP contributing editor Bao Dong and artists Liang Quan and Wang
Guangle, among others, Ouyang Kunlun is also a designer and collector. A personal friend of Li Ming, he hqs i

intimate take on the artist’s work involving the body and space, a throughline in his collection.

e oy

Hosk

A Conversation
with Ouyang Kunlun:
Artists and Nutrients
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LEAP: How did you first start collecting, or to say, get involved in the contemporary art field?
Ouyang Kunlun: Art isn’t that easy to approach, some may be able to dive deep directly, but | got into it

step by step, started with folk items like decorative paper-cut window grilles, and then extended to furniture,

rocks, ancient stone sculptures, to a point that I suddenly craved for communication with the creators. That's

how | jumped from antiques to contemporary art.
My profession is in spatial design so | tend to pay

But to be honest, what works do not present spa
kes and canvas in an abstrac
tructed space-time dimensicns. His body,

e. I've been following his work with

more attention to works that explore the spatio-temporal.
ce and time? All works do, to scme extent, even in the
t painting. Nonetheless, Li Ming is one

dimension between layers of brushstro
of the most distinguishable artists who have consciously cons

media , and visual languageé present specific states of time and spac

immense interest.

with Li Ming's work?
shanghai, about three to four years ago. | stilllove the work

to reach Shanghai from Hangzhou. It sets apart emotions
't find any excess elements during the course of a body

LEAP: Can you tell us your earliest encounter
OK: At his first solo exhibition at Antennd space in
Z00M a lol—nhis camera zoomed in by 36 times

and allows the full engagement of bedy. You can .
me. The narrative 1sin fact quite dull.

travelling across space and i

LEAP: Be the physics is very specific. ' '
o cause P ‘/  of both $paCe and regions are done Iin explicif succession one at a time, supported
* RIGH: e EomysiEt h is not commonly found in

nothing poetic. Theré is very clear structural thinking, whic

by a grand logic,
young Qrtists.

ArLar 11

e

Scanned with CamScanner



LEAP: RE 1 iZrAnERR T ARE?
BRFIRE: REmE R el i— R, Rk
R=. MELE. BAHERRESBRER— (X
R o hEIH Sk 36 T AR IRt M JE CE RO HLE
R LS, XE— B RR RN R. BT
BRI, HERHSRELIL, EREIR
SRR,

LEAP: FNEH— P ER AR IB L,
BXFER€: 3¢, =igmitin—nrX—R, REH,
TR BEH—MRAMIBIE, MIFQRMLE
FHIRRRIR (]R8 K11

) REBEHHE M,

LEAP: FIRB R A —TMEMMNARAERLMAR
REZABMEMRA 4, HOHIRMHA, BER
T4, BRNMRERSEEENEBBNEER
=P, 815 (TA) ST HPAN R B E
R—HPB BB %,

BRFHE€: friisoxy, M ERMNEEENEEE
MK X R AT FH BE—HFIS5L, SFTEE
e BEFRIE R, LLINRPRIBH () : ERE,
LU 55 B 1R AL ta A ko

LEAP: ZEBE301E, TR MRITISRIBIE:, (B3
M EERENA. & (GE2) B5 (B£) B2E
— AR, RS NS E—SE TR
feibE SR A, BRDEREEBHRSH
£45%5, thnis GESN) BEHIARLEETA,
DU () BEOHH R,

BERES: “TAK XM EEER. SRl
B, B, EAPERETRL TS
2H—I, GE) D, BEOERLRE, $E, 5"
HFRTET. XEERFAATITZNES. &
04, 31 BERNBUSIEES— LR B iR
A, thin (REdER), — ME T EFNRRN
SRS R AR, R FHEE IR
sk, FIfE g MIBEENE. EIE—FHRE; &

SRR

LEAP: He frequently employs clear structures in his v
which sometimes make it easier for viewers to U”dersmnk'
what he Is doing, his concept and logic, but there are 1y,
emotions piled within as well, such as in Zoopy, You cap
sense the sentiment of a certain era through the SCenerigg
OK: Yes, It has presented the landscape of a particy|q, -
Of course, other works may contain the fuzzy emotions g
you said. Yet his body is always prominent in all of hjg Works
For example, his early piece Comb shows a man sitting in q
demolition site while the motion of an excavator is jyst like

combing hair.

LEAP: LI Ming is very sensitive to movements and rhythm,
with great attention to detail. Both MOVEMENTS ang
ZOOM are strictly structured by his body, which is almos:
like an instrument in his works. But still, facets of the societ,
are disclosed, for instance with the variety of vehicles in
MOVEMENTS and the city skylines in ZOOM.

OK: Good artworks demonstrate clever contrivance
in unexpected spots. When the shopping trolley failed
and the movement itself could not go on anymore, the
inevitable final fall opens to extra interpretations of the work.
Additionally, | think Li Ming is sensitive to the supernatural, not
necessarily religions. | find that aspect reflected in some of
his works captivating. In The Phantom That is Screen, a Daoist
priest flies a kite designed in the form of a smartphone.
His works have an excellent rapport with present social
environment, ancient rituals, and traditions. and they aré

mixed so well together. There is a kind of ingenuity in all of his
works.

LEAP: ZOOM is clearly about the spatio-temporal, as the
space between Hangzhou and Shanghai is compressed info
a fwo-dimensional surface. The relationship between fime
and space can be explicitly perceived.

OK: Li Ming and other artists | have distinct interests in @3
a collector share something in common—they all ha¥é
a particular sense of time and space, the involvemen'!
of body and the ability to make use of their surrounding
environment. These artists are good at nurturing themselve?
and | identify with that, They have various sources et
nutrients, some classic, some traditional, some quofidi™
Some unexpected... The vast origins of an artist’s matefid’
give ultimate complexity to their work.
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Li Ming, ZOOM (video still), 2014
Two-channel digital video, color

23 min 7 sec

Courtesy Antenna Space and the artist
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5 T RN B A RN S E RO R S OIE,
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ERFHEE: i85, WX MR AMRMEER,

LEAP: FiLl—FFHAEIR INE QAR R BI1Faa To
EXPHEE: ¥, ERES AR

LEAP: BX##Fa R REME —FBAEMET(E o
SRR ? ENTERR N — N ESEE =
HIBTEA T, AR SEARIREETANEEREN,
MR/ EER LR E X FR T ?
EFHRE: SEERXENE0, EBRAUMALRED
AERIRIRIL, LI BEAARIBIFHEZ AR, MRIEA
EEfh, 2 ERIHE A MM B o R 2EBECHEE
FWENEARARBREMEBTEESNRXMES ST,
SMABERTERNH . RENMEBNZERE
EEN, XINRRZARNZARBEE—MEE
MRESH, WENRERZE N ZRIRNEBI.
LEAP: From your collaboration with artists on spatial projects to collecting their work, it is evident that you
value your communication with artists and actively try fo understand them through their art. How did you
get to know Li Ming? )
OK: | i mof realize fhis fendency originally, because | did not make a fule formyselffo must communicate
with the artists. Shifting my focus from antiques to contemporary works, I did ‘Thmk it is nef:es§ory to interact
with those who create works, but nof torcefully. When | bought my first piece from Li M_'”g' Wi, iy
e — When | was leaving, the gallery sfc-ff told me rTe was the sikmny man | saw
leaning against the second-floor railing. We did nothing exéepf asimple greeT'”g et Ml s | Exie. F e
collection of works became more and more focused, | realized that the creation of art has a lot to do with —
ecological suppport.(Transiated by ghiesyEEIEnE? §
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Li Ming:
Movement in Space

Kim Machan

IR "20174 Hugo BossTEM# 85 2 A5 4c42” 1%
MRS PUR T MR T s o 1 ATERIE 57T,
EATR S5 {SHI M T 77 5. Media Art Asia Pacificlly 6
BiN, &8, TR TR ey FENZENIT,
Li Ming won the Hugo Boss Asia Art Award 2017 on the
strength of a complex, multi-channel video installation
entering the landscape around Shanghai's Rockbund
Art Museum and contemporary ways of seeing. Kim

Machan, founding director of Media Art Asia Puacific,
explores the work in depth.

RBEEAETANNEANERE L LEE 2
1A MENEHFNRZRER09B, x
S BT H TR R i NFU 13
ERERIRET IR, BICRMES. By 5
BREH, ARTNZEANIR. SRR A
REFE. WXL BLNZRBAT LT
) BN BERENEE RGN TN E
BV N GBI 1212 T4z 22, 24T
MK L SRS MEN AR 0 5 B,
BAVRRBI, SH—HERMBEF 8, £ge
S5 NERTORESN—89? B2 E—1
TUEREFEPEEETNER, TR M aK
BRI 2R BAFRONN? ES S nTm e
R BIERIAN?

“HUGO BOSS TEMF i Z 4 B &
NAERE, ©g

View of "HUGO BOSS AS|A ART 3
Rockbund Art Museum, Shanghg;,

017,

an
Courtesy Rockbund Art Museumn ang the artigy

Video art claims an array of formal spatial and
temporal constructs, As both internal and external elemer:
these constructs of space and time offer a way to enter
and critique the artist’s approach to video as sculpture,
sculptural installation, immersive installation, performance
documentation, cinematic narrative, or artists’ cinema.
These sub-genres of form, each with highly developed
conventions and histories, frame the viewer's experience
and acuity. The categories combine in complex ways, and
when they do, deconstructing the experience pivots on
questions such as: Where does the work start and end? Is
the viewer part of the work? Is it an immersive environment
where we accept the illusion or is the actual and detailed
environment part of the artwork? How are the spatial and
temporal expressed?

These are useful questions when considering the recent
developments in Li Ming's work, where video has been
@ major part of his practice since graduating in 2008. Li

ventured into a complex combination of screen and actual

Space in his most ambitious installation to date at the

Rockbund Art Museum (RAM) Hugo Boss Asia Art Award 2017
Here, Li's movement in space, which has been a recuring

fheme in the artist's work. exceeded his serial, screen-based

video illustrationg and "black boy* installations. Instead a

combination of works was Pushed together in a site-specific

Installation that confuseq qng complicated the reading of
the actual Space and itg relatio

nship to the artwork and the
Qudience,

The artist Qchieved thijs tr

: ansgression through the existing
Qrchitecture of the RAM gall

ery, which includes a mezzaniné
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walkway looking down into a central atrium and up towards

stunning art deco skylights. Entering the floor dedicated to Li
Ming’s work, several walls were constructed to create narrow
passageways to follow, accentuating the rectangular
proportions of the room. The walls are interspersed with

over 20 monitors identified as three distinct artworks. The
path to experience the works is a clear, one-way loop

that compels the viewer to proceed forward through
passageways, snacking on each video in succession without
any considered resting points. The lack of seating and the
repetition of imagery across multiple screens discourages
concentrated viewing habits and persuades the audience
to flow onward, denying the concentration that a cinema
staging would provide these works that are, in fact,
complex, and up 1o 20 minutes in duration. Interestingly, all
video works are shown on relatively modestly sized monitors,
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rejecting the spectacle of immersive datq projections. The
monitors force a more cerebral justification of the artist’s
selection and placement of works, ane that | can only
read through the consideration of the architecture and our
movement through the space,

Movement in SPace is again evident within the newly
commissioned multi-channel video Rendering the Mind
(2017). The title brackets two dramatically different video
styles played on opposing walls, on avariety of 30 to

50-centimeter monitors. The firgt involves labor-intensive 3D
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from the work of Robert Bresson.

After following the trail of videos past the dramatic
midpoint at which a floor-to-ceiling glass wall opens on a
privileged view of Shanghai behind another large monitor
looping Inspired by Transliteration - Chapter Two: Emergency
Exif (2017). This is a place to pause, to try fo reconcile the
video content with the outside cityscape but soon the
constructed walls urge the viewer fo turn back into another
interior space. This time, a complete wall of mirror panels
reflects the back side of monitors and the reflection of the
video played on yet another monitor facing the mirror.
walking toward the mirrored wall, we are brought into the
work at once through our image reflected and combined with
the video ZOOM (2014), playing on a large, 150-centimeter
monitor suspended in midair. The mirror strategy adopts and
integrates ourimage into the work, and signals that we should
read all aspects of the environment and our movement
through it as part of the work. Thisis a successful moment that
alleviates, to some extent, an uneasy tension between the
notion of the three distinct works within the confines of the
monitors and the reading of the project as a unified sculptural
installation.

Combining and repeating components of the individual
art works pushed the overall installation into unstable territories
where construction of architectural space, the choice
and placement of display monitors, the relationship of the
video content, and the viewers' role, provoked open ended
questions about the artist's intentions. Notwithstanding the
ambiguous aspects, this installation experiment demonstrates
a significant leap in Li Ming’s exploration of movement in

space in new and complex ways.
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Karen Smith
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The relationship between tradition and new media
kas been a consistent point of pressure for Chinese art
criticism since the late 1980s. Karen Smith, director of
OCAT Xi'an and chief curator of Shanghai Center of
Photography, approaches the question of ink painting

in video via the work of Li Ming.

EDEERETIERLEET 25, RIDVELR
B kB X—HA—FLRNBEIHF, FiRS
HETE. i1 20 FEANSRERTAZH, BE
BT SRUKBEEESH LB TNER; hEE
EER—RNKEERENEESHZ LEM5R
W, AT, MBEF—TEENKER, kBXF
AR AURNFERRENN? ERERI
REANIE— A ABR— (B BNERK
BIHIEAR—BEIE RITMR kB
1“4 RMEERE LR ERFEN. TRSA
%, TiIREREAR LN,

U FHEEET, BHTRETHANUIR
FHFATRE “UR" T, RIATET R
KBt RPRFEE R RRAN S, Ehi
BHARTTH, 5220080, S5 RemERe

After 25 years in China, | am still no closer to grasping
“ink.”—at least, not in ferms of the criteria by which inkis
judged as good, bad, correct, wrong. Within the field of

contemporary art over the past two decades. | have seer

multiple experiments made using ink and brush on rice

paper. Equally, a younger generation of ink painters now
trying to expand upon tradition. Yet, ask a true ink aficionaco
for an example of the medium’s most contemporary form—
as | have in recent months, posing the question o Qiu Zhijie
himself a recognized ink artist—and the answers suggest
that *ink” and “contemporary” remain paradoxical, at bes'
For many, they are antithetical, a contradiction in terms.
The issue Is this. “Contemporary” practices—breaking
established rules in a quest for new expression—are N0
match for the ink world’s immutable, esoteric conventions.
Art history documents advocates of the similar preservation
of and respect for certain western traditions, which
were ultimately deposed by the contemporaries of the
day. Perhaps it doesn’t matter. But China’s ambition for
::Z:;;’zzz’:a:zr:;i i\:nhirT the field of culture will be -
e elitism of the ink world, which s
surely a loss to all.
gt e b et e
immediately impress;}d o S C IR .
by the unconscious response it
offers to this conundrum simply vi i des.
The 26 channels of this S
video work are fed through compY'®’

|

Scanned with CamScanner



e

i EEY (W) , 20164
pIEARES
74468

e Phantom That is Screen (video still),

2016
s:ng!elchOnnel HD video

7 min 46 se¢
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TR T PR, X BIHE AR R Lo

BFIZERMER (4, M) (2014-16) BY,
REREL FEFF%IeHIn M. EFRPFER
BV BN SATE 5 > X — M {E T EIRE,
SHORFY, T TEFEFRENEL L, XMF
ERBERE—ITEURENGRZSP, 26 MR
BB BT s R R ERUNE
TR, X R RS LR — K THE
%, URAFQRMIRE, XSGR HEWLE
BIHLSA 200 GPS Fsich “fiRTE LEAL” FIARATIS,
BH—5 MR H— e HETT. (HE R
B) M52 D ETHRNE R, ATERAEEN
RE. L. BTxms, xR B SrmE
RYEEMTS —gaskBEFEmE; HHe
X E-——RERGRAR DB E—KFLRET
PIREMBE MY, XAFE—ROREXF,
REENESMRMEILIS 50 KiEF TR
RURIZE S,

screens installed, in the iteration | saw in Sanya, where it

was part of the Huayu Youth Award exhibition, on desks in
aspace set up like a classroom. In the original display, the
screens appeared in a horizontal row on the wall, achieving
the single straight line noted in the tifle. The various channels
show footage of mountain ranges. and the “You are Here”
dot on a topographical map familiar to anyone who uses
GPS systems. Others scroll calligraphic scripts. The brilliance
of Straight Line, Landscape lles inits layering of images—the
titular landscapes, mountainsides, peaks, and horizon lines—
which combine to a composition similar to the masterworks
of ink painting. The text, though | describe it as calligraphic
script, Is In fact handwritten notes-to-self jotted down in the
course of mapping a route. Not conventional colophons,
then, but LI Ming’s own notes from his 50-day journey on foot
through the landscape, from Hangzhou to Taiwan.

On the walls to both sides were hung a series of abstract
ink works (The Phantorn that is Screen, 2016). The shape of
these pieces gives some clue to the origin of the form and
concept: these are not emotive ink paintings at all, but
scaled-up prints of the backs of iPhone covers that had
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300 x 140 X 2.5 B4

The Phantom That is Screen - Coptured
at Puyan Road, Binjiang District,
Hangzhou, 2013

Single channel video installation

Kite skeleton (made of bamboo), metal
support, Epson inkjet painting

300 x 140 x 2.6 cm

B ANE LR E— R R R AR ER (R
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R FABRETEEENR LR, FFE
RERPHFABERRTENR, BATES
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wESARRUM S RNKE, RIaS
Tt PR B AV E AR
AR NEI ), EEREIETIE X e T R,
18— MEMS R LB RS A B
WE R, EEEHNGAT, SABRH R
S, MR, 88, UEOEBE,

been coated with “the same magnetic ink used by police

to collect fingerprints.” The *ink” here, then, is forensic dafc
evidence of human touch, the gestures now exposed, wiit
large on the wall.

But itis not simply the impression of visual equivalence
that makes the combination of Straight Line, Landscape
and The Phantom That is Screen the perfect contemporary
response to the closed mindset of ink aficionados today. Li
Ming provides a genuine contemporary equivalent to the
musings of ancients, which their paintings represent sO well.
For these masters, painting was the visual mechanism that
mapped the individual's relation to the external world. In
classical ink painting, this was achieved by accenting the
smaliness of man vis-a-vis the natural world. Ink masters
invited viewers to step into imagined worlds and imaging.
metaphysically, what such places, often ingccessible in
@ practical sense, might be like. The tiny manifestations
of the human form within their landscapes were about
appreciating the magnitude of mystery in the world, aboy!

el
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being awed and, thereby, humbled. Today, the GPS dof

is evidence that there’s nowhere you can’t go, nowhere

You can't be, If you have the will to venture out. Man is nO

longer humbled by the world, because he/she Is out there

-+ ARETETI METREME, FENEREE  where previously no one could imagine going. From this

ﬁﬂﬂﬁﬁﬂ‘ﬂ’ B ASER SHERNXE, @ angle, Li Ming’s work Is a similarly powerful representation of

g iRe iPhone FMARERITATETIIN  that relationship (man—nature—world) in its contemporary

a5 HaFRRZLE OPS SATBILALT—I28  instant. The phantom iPhone covers, as dark clouds on @

gt EEIRILE: BIMABGETREAS—, M foreboding hotizon, makes the red GPS dot in the landscape

%ﬁﬁﬁﬁﬁﬁﬁﬂﬁ/@ﬂﬁﬁﬁﬁﬁ\mggx, a'sign of the prevalling anxiety: not a vision of oneness with

ﬁgtgma‘\]?ﬁﬁtﬁiﬁﬁ]—’ﬂﬂEEUEE"]’EE?%FH nature, but of being lost in a wilderness, swallowed up by

pHpEEES. the landscape/world. This, in turn, transforms the characters
(ftg, RED (R RWER) 0VRF 27 F,  scrolling across the screens into mayday calls to a world that

gﬁ{#f’ﬁ&#?‘%%i@?}(ﬁ@m%ﬁ?ﬁﬁ, fZEM s nolonger listening. |

ﬂi_ti?ﬂ‘?ﬁﬁ)\?ﬁ”ﬂfﬂ#ﬂﬁ%%}@%ﬁﬂ‘]!ﬁﬁii, Eal The brilliance hete, in Straight Line, Landscape and

ﬁﬁ:"’%ﬁiﬁﬁﬁ@?!—i X—BIE A ER R The Phantomn that is Screen, s not simple equivalence, but

(38 DRSS ) rather the fundamental essence of the ancients harnessed.
questioned, and inverted by means wholly relevant to this
age.

(B4, RE) (@R , 2014-2016 %
BHEARE
Ee, 5E

-
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Staight Line, Lanascape (video still),
20142016

26channel HD video

Color, sound
Dimensions variable

Draw up, and up until you.can touch the neck with the back of your hands.
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