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Wisping: A Lament
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Three suspended strands of cut-out stoneware slabs descend in a staggered
arrangement, like a strip of film unspooling. Frame by frame, they present a
scene of mourning: a corvid stands beside the body of a dying companion,
uttering a plaintive call. Corvids are widely regarded as among the most
intelligent and socially complex animals, and their responses to the deaths of
members of their species are often cited as compelling evidence. Why do they
grieve? Only when bonds and connections emerge between lives, and the
boundaries between individuals begin to dissolve, can the passing of one life
give rise to grief in another. The keening bird thus attests that the capacity for
mourning is not exclusive to humankind.
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The pierced stoneware slabs draw on the visual language of ritual paper
cuttings. In folk rites, the wisps of smoke that rise from burning paper offerings
are often believed to carry messages to the divine. In ceramic-making,
similarly, the intense heat of the kiln decomposes organic matter within the
clay, prompting a reconfiguration of its mineral structure. In both ritual burning
and ceramic firing, these combustion-based processes are closely bound to
the idea of matter exceeding its own boundaries.
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Wisping: Taking Wing
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Within a matrix of stoneware slabs connected by bead-like joints, an Oriental
stork lifts from the water in flight. A large wading bird with white plumage, black
wings, and an air of poised elegance, the Oriental stork has been regarded
across many cultures as a symbol of happiness and good fortune. Today,
however, it is listed as an endangered species, threatened by deforestation,
wetland reclamation, overhunting, and the persistent encroachment of human
activity. Each year, Oriental storks spend the summer breeding in northeastern
Eurasia before migrating southward along the East Asian flyway in autumn,
traveling thousands of kilometers to reach their wintering wetlands.
Conservation efforts for this species likewise often extend beyond the national
borders drawn by humans.
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By incising and piercing stoneware surfaces, the artist captures fleeting
moments of the stork mid-flight. As viewers register these moments in
succession, apparent motion allows the brain to integrate discrete images into
continuous action, making the stork’s wings appear poised to break free from
the frame.
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In Tears We Are Connected: Badger, Cattle, and Humans
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Three pale green, eye-shaped stoneware reservoirs are arranged in
descending order on a metal base, each joined to the next at the inner corner.
At the center of each basin rises a small mound, evoking both an island and a
pupil, upon which sit sculptural forms of a badger, two cattle, and a human
head. Water gently wells from the eyes of these figures like tears, circulating
from one basin to the next. The installation renders tangible the porous and
permeable boundaries between species.
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In the context of disease transmission, a “reservoir” is a host or environment in
which a pathogen can persist and remain transmissible. The existence of
zoonotic diseases reminds us that no absolute boundary separates humans
from other animals. Badgers, for instance, may serve as reservoirs for bovine
tuberculosis, while cattle can in turn become a source of infection for humans.
Species are thus nested within one another, forming an extended chain of
reservoirs, binding us in intimate connection.
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In Tears We Are Connected: Traces
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Within the two interconnected reservoirs, the base of the higher basin reveals
a pair of human hands—palms facing one another, possibly gloved—while the
lower basin is marked with animal paw prints of varying sizes, each gently
pressed into the surface. Contrary to the common view of disease
transmission as a one-way process from animals to humans, pathogens may
also pass from humans to animals. In other words, humans are not the
endpoint of this chain of reservoirs, but merely one link within it. Humans, for
instance, can transmit SARS-CoV-2 to cats, dogs, lions, tigers, and
minks—the paw prints embedded in the reservoir seem to mark the traces of
these potential recipients.
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The English term “reservoir” derives from the French réservoir, which
ultimately derives from the Latin reservare: the prefix re- suggests return, and
servare means to preserve. In French, the verb voir means “to see.” “Reservoir”
may thus be read as a metaphor, gesturing toward return and care and inviting
a renewed perception of human—nonhuman relations.
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Where Snow Entered
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During a visit to the Mijiang River, the artist buried photosensitive paper in the
riverbank snow, weighing it down with stones or ice and exposing it to sunlight
for an extended period. Through this cameraless photographic
process—known as lumen printing—snow, water, and sunlight left abstract
traces on the paper. The resulting sheets are enclosed in stoneware frames,
formed by the chance-driven striking of clay by hand. Their rugged folds and
textures evoke the weight and strata of the earth, contrasting with the delicate
lightness of the paper. Water, in its constant transformations and flow—across
ice and snow, mist and rain, , rivers and seas, and the fluids of living
bodies—reveals the illusory nature of boundaries.
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The Chinese title (511925 > 4%) alludes both to the process by which snow
“practice” its own form of drawing upon the photosensitive paper, and to Yoko
Tawada’s novel Memoirs of a Polar Bear (Z¢)2f>/f, 2011), which tells the
story of three generations of polar bears leaving their homeland to live abroad.
In the novel’s final scene, snow begins to fall.
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The Stone in the Fish, the Stone in the River, the Stone in People
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Suspended overhead, a translucent fabric curtain bears concentric rings
resembling tree growth rings, the developed image of a chum salmon’s otolith.
The otolith, composed primarily of calcium carbonate and organic matter, is a
vital organ for hearing and balance. Its fine, circular “growth rings” trace the life
course of the salmon, recording even daily fluctuations in water temperature
and growth rate. White stitching across the fabric visually emphasizes these
delicate details. Precisely because otoliths register subtle environmental
changes in a salmon’s habitat, they have also been used as “identity markers”
by humans in aquaculture.
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Four milky-white marble sculptures are scattered before and behind the curtain.
Their forms derived from the bony labyrinth of the human inner ear. The bony
labyrinth serves as the osseous enclosure for hearing and balance and is
among the earliest structures in human development, with studies suggesting
it takes shape during the embryonic stage. Both otoliths and bony labyrinths,
with their small and intricately-structured forms, guide and safeguard life in its
journey through the world.
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Two stone-like stoneware sculptures face one another across the curtain.
Their forms draw from stones the artist collected along the Ussuri River,

sharing a common origin with the natural stones scattered across the low
plinth. The artist pierces the stoneware sculptures with tiny holes, allowing



wind to pass through and gently stir the gauze, as if spirits atop the stones
were softly breathing, brushing across these varied yet uncannily similar
“stones” of life.
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Buoy: The Falling Dust, the Lives of the Past and the Future
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Stoneware sculptures of varying sizes, forms, and colors are distributed across
this area, their shapes drawn from common buoys. In reality, buoys float on
the surface of water, marking routes and boundaries—though such
demarcations exist only within worlds constructed by humans.
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Over vast geological time, organic matter deposited on the ocean
floor—remnants of ancient life—gradually transforms into petroleum. At the
base of this blue-green stoneware buoy, the artist has inscribed diagrammatic
forms derived from deep-sea oil extraction infrastructure. During construction,
the sediment stirred up underwater eventually settles, covering the habitats of
benthic organisms and corals—whose forms appear along the buoy’s middle
section—and altering their living conditions. In other words, by extracting and
utilizing fossil fuels formed from “past life” (including in the making of the buoys
themselves), humans are shaping both present and future life.
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Buoy: Everything Is Still Changing
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When a marine buoy is drawn from the water, its submerged surface is often
found covered with life: plants, animals, microorganisms, and algae that have
settled and grown upon it. This phenomenon is known as “biofouling.” The
small, pale green stoneware buoy appears to have undergone a similar
process. Its surface bears a common “invasive aquatic species”™—wakame.
Native to the northwestern Pacific, this brown alga has now spread to many
parts of the world’s oceans. Yet the term “invasive” also reflects a human
tendency to regard boundary-crossing life with caution.
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Ocean-going vessels, sprawling subsea pipelines, and infrastructures for oil
and gas extraction provide surfaces to which marine organisms can attach.
Even a buoy intended to mark position may become a carrier through which
countless forms of life traverse boundaries. Meanwhile, climate change is
reshaping the paths of monsoons and ocean currents. Life, in fact, has never
remained neatly in place—everything is still changing.
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Buoy: Donut Hole, Peanut Hole, Driftnut in the Cold
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The fish gliding across the surface of this ultramarine stoneware buoy is
walleye pollock, also known as Alaska pollock or pollock roe fish (mentaiko).
Native to the cold waters of the North Pacific, it is among the most heavily
harvested fish species in the world.
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The terms “Donut Hole” and “Peanut Hole”, appearing in raised lettering on the
buoy, refer to two areas of international high seas in the North Pacific. During
the 1980s and early 1990s, fishing fleets from multiple countries overexploited
walleye pollock in these so-called “open-access” waters, leading to a sharp
decline in their population. From the mid-1990s onward, international
efforts—including treaties and agreements—sought to move beyond national
maritime boundaries to protect fish stocks, particularly straddling fish stocks
and highly migratory species.
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While buoys at sea demarcate maritime zones shaped by human systems of
fisheries management and sovereignty, walleye pollock move through the cold
waters of the North Pacific along established seasonal migration routes,
crossing the boundaries imposed by humans.
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Those Who Return Their Bodies to the River
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The film presents landscapes of rivers in northeastern China where Chum
salmon may migrate, including the Ussuri River and the Mijiang River. It also
traces the complex and ongoing interactions between humans and salmon:
while fishers harvest them, people carefully tend and care for their eggs and
fry in hatcheries, releasing them back into natural waters. Water, in its various
forms—river, lake, hatcheries, and even within fish eggs—remains
interconnected, circulating in continuous movement and flow.
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Silvering Seaward
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As juvenile salmon swim from their natal rivers toward the sea, their bodies
gradually turn a bright silver—a stage known as smoltification. This silvery skin
effectively reflects surrounding light, making the fish less visible to predators in
the ocean. The artist renders a “smoltified” salmon using a silver-glazed
ceramic technique. Three irregular ceramic panels, inlaid with daguerreotype
plates, stand in for the fish’s body. As in smoltification, the daguerreotype
images rely on the reflective properties of their surfaces, appearing or receding
with shifts in light and perspective. These flickering images trace the rivers the
salmon might traverse on their journey to the sea.
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Amid environmental change, salmon maintain a state of constant movement,
linking freshwater and seawater, water and land, and the many forms of life
across the planet. The artist weaves these visual and conceptual threads into
a single silver fish, suspended at the close of the exhibition.



