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ZHANG LIN

Chairman of the Board, CEO,
Shanghai Museum of Glass

This time last year, | received a phone call from Zheng
Wenging, who said she would like to schedule a time
to hold her first solo exhibition. She sounded excited.
Wenging has been a close friend of the museum for
many years, and although this news was somewhat
unexpected, | was delighted for her. On a bright day

in early spring, | took the museum’s exhibition team to
pay our first visit to Wenqging'’s studio and help arrange
the exhibition. At the time, our attention was drawn to
an unusual-looking piece in the corner of the room. It
seemed like a peculiar musical instrument made of glass
strings. Wenging was very mysterious about the piece:
it was, she said, one of her new experiments. More than
a little intrigued, we were surprised to discover that this
had been Wenqing’s creative focus for the last several
years and would form the centerpiece of her exhibition.

In China, the development of glass art began very late,
less than twenty years ago. Restricted by things such as
technology, equipment, and tutors, big, heavy cast glass
has only been the mainstream in China for the last ten
years. Of course, any artist who yearns for breakthroughs
is saddened by such a state of affairs - but this also
inspires them to seek change. The China Academy of Art
is one of the country’s most vibrant and promising art
institutes, and its Glass Arts degree boasts an invaluable
faculty. Each of them is highly talented and passionate
about glass, and sees promoting glass art and helping it

grow in China as their duty. If that wasn’t enough, each of
them is diligent in seeking to make breakthroughs in their
personal creations and teaching careers. Wenging is one
of these role models.

Six years ago in her first collaborative exhibition with

the China Academy of Art, two pieces by Wenging

left a profound impression on me - not because of the
pieces themselves, but because of the dissatisfaction,
discontent, and desire to change and surpass that was
rooted deep within them. In the introduction to one she
had written, “I wish for every one of my actions to go
beyond my own strength.” (City in Space, 2008) In the
other, she had stated frankly that “A state of constant
preparedness is accompanied by an inexplicable

joy and sorrow,” and “Nurturing a breakthrough, a
breakthrough in reality, the emotions that come from this
arise spontaneously.” (State - |, 2007) And because of
resoluteness and complexities in her heart, the Wenging
that we saw at that time was conflicted and determined;
her cast works seemed steady and heavy, yet uneasy and
fragile.

If, when they encounter confusion and even pain, an artist
chooses to turn back, to hide amid comfort, then the
result is unavoidably sad repetition and self-consumption.
What'’s gladdening is that Wenging is both able to keep
the company of glass art, and to persevere in facing and
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scrutinizing her inner emotions. When, as she confessed,
she felt “the coexistence of an inexplicable joy and
sadness” she was relentless in nurturing “breakthroughs,”
a process that took a whole decade. How many countless
moments of joy and sorrow this contained, only she
knows. Whatever the case, she made it a reality. We
congratulate her, as an artist, on thoroughly surpassing
and outdoing herself during this period. The result, which
is worthy of our celebration, is the first solo exhibition
that the Shanghai Museum of Glass is bringing to visitors
in 2017. At the same time, it is also Wenging'’s first solo
exhibition, titled “Thus Have | Heard.” In Wenqing’s words,
this exhibition was an epiphany: after experiencing

a dialogue with herself within glass - a material that

she was forming a closer and closer bond with - she
ultimately found the language that suited her best, and
used it to express the world within her heart.

Epiphany is the burst of inspiration that comes after

an electric flash, but it's not something that is achieved
overnight, much less set in stone. It requires the tolerance
of hardship to constantly progress, deepen, and perfect.
It is most directly manifested in the three-stage evolution
of the works in Transparent Ethereal Voice. Transparent
Ethereal Voice | is the earliest product of the collision
between inner emotions and glass strings. It was first
unveiled during the Tianyuan Glass Festival last year. At
the time, it was as if Wenging was caring for a newborn,
personally driving the truck to deliver these works from
Hangzhou to Hebei. The works carried the innocence
and hopes of this child - and, like a child, they moved

the audience in a way that was both naive, yet struck
their hearts. Later, a more mature version of this child
was exhibited in Transparent Ethereal Voice Il during the
Academy’s 10th Anniversary celebrations. It had turned
more slim and graceful, it had its own expressions, and

it was able to tell its own story in a voice that was full

of spirit. It is fair to say that these works are a quiet

and peaceful child. We presumed that Wenqing’s new
exhibition would be a continuation of this peacefulness,
but Wenging once more used her own actions to subvert

our acquaintance with them. She deconstructed them,
and allowed them to be reborn amid a combination

of movement and stasis. These reborn works have

been named Transparent Ethereal Voice IV. Her latest
collection, Transparent Ethereal Voice lll, is the polar
opposite that continues the innovation under the same
concept. This is a body of work that is delicate in the
extreme, yet Wenging jokingly refers to them as her
“wild works.” Indeed, they resemble both a wilderness in
full bloom, as well as a river with a strong undercurrent.
They present a side that is wild, uninhibited, and full of
energy. They are immersive, and in what you see, hear,
and feel, there is nothing that does not touch you deeply.
In addition to Transparent Ethereal Voice, as a female
artist, Wenging also uses three other collections of works
being unveiled for the first time to explore two existences
that are abstract yet of the utmost importance to us:

life and love. They are elusive and capricious, but they
are also things that people never stop pursuing. They

are often fragmentary - and even flippant - but still just
as beautiful. Mandala I, Mandala Il, and Mang are three
pieces whose lightness do not obscure their gravity, who
are introverted but do not hesitate to shine with their own
light. They are a more profound mediation and reflection
upon life during the artist’s dialogue with her inner
emotions.

Unlike the immutable, isolated, and cold face of
traditional museums, and upholding its philosophy of
“sharing the limitless possibilities of glass,” the Shanghai
Museum of Glass has always been devoted to bringing
the museum closer to city residents using a community-
oriented approach that offers an interactive experience
to present the aesthetics and art of glass from a variety
of perspectives. In this, high quality exhibitions have
always been the center of importance in our work. In
less than six years, in addition to regular updates of
permanent exhibitions, we have also held over thirty
different kinds of special exhibitions, allowing the ever-
changing, brilliant, and beautiful side of glass - the side
that has yet to reach the public - to be presented to

greater numbers of people. This has not only been met
with tremendous approval from the public, but has also
attracted input from increasing numbers of glass lovers
who are collectively helping to drive glass art forward.
But, just like artists, we can’t be complacent: there is also
an urgent need for us, as museums, to surpass and outdo
ourselves, creating more possibilities for the growth of
glass art in China through renewal and going deeper into
people’s hearts. From the International Creative Glass
Design Exhibition to Kids Design Glass and the Receding
Fire glass interdisciplinary contemporary art project, for
the last few years we have embarked upon many avant-
garde endeavors - and this collaboration with Wenqging
is presented in the very same vision and philosophy. At
this moment, glass has undeniably become a new musical
note, ringing out in a beautiful aria.

Glass threads have always had a delicate and fragile
existence, brittle, trembling, looked at but not seen.

But Wenging has used this ordinary existence to make
them resilient, tolerant, graceful - and also, perhaps,

a microcosm of the world within her. Looking at her
works makes people unexpectedly feel that their heart

is softening, a softness which will also become a kind of
strength, a strength that makes the steps we take more
determined. Being dedicated to sharing the limitless
possibilities of glass, the Shanghai Museum of Glass

is delighted to have the chance to work with such an
outstanding artist, showcasing such a refreshing series
of works. I'd also like to add that, in fact, the original
venue that we had earmarked isn’t the one that ended
up housing the exhibition. But in response to the needs
of the artist, and in order to present the works in a more
beautiful way, we have overcome a host of difficulties and
adjusted many established plans to allow her to bloom in
the space that suits her best.

This is an exhibition that faces inner emotions head

on; we trust that each visitor will have their own
interpretation of it, and will leave with their own feelings.
Art is extraordinary, it is higher than life, and sometimes

it’s hard to understand, but at the same time, it is drawn
from within the hearts of artists, and is the greatest gift
that is given to this world. We hope that the exhibition
will provoke something in the hearts of visitors as they
step into the exhibition hall.

“Art truly is a wonderful existence!”

Finally, I'd like to thank Wenging from the bottom of

my heart for bringing us such delight. And I'd also

like to thank her husband, Mr. Zheng Jing, for his
encouragement, assistance, and company to Wenging
during the preparation for the exhibition. Thanks are also
in order for the exhibition’s curator, Ms. Liu Xiao, for her
support. There are also Wenging’s incredible helpers, the
kids from the Qingjing Workshop. I'd also like to thank
the Exhibition, Construction, and Property teams from
the Shanghai Museum of Glass: thank you for putting all
the pieces of the exhibition together under extremely
pressing time restraints. There’s also our design company,
Coordination Asia - thank you for your outstanding
graphic design! Let’s all enjoy this beautiful aria that can
only be performed by glass. @
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RICHARD WHITELEY

Associate Professor and Head of Glass
School of Art & Design

Australian National University
Canberra, Australia

Zheng Wenqing is part of a dynamic new generation of
Chinese artists who are exploring glass as an expressive
material. She is part of a critical group of artists who
engage with glass as a medium for creative expression.
Within this context, her work extends glass within the
space of sculptures and installations, allowing us to see
glass as a material outside of its traditional associations.
Her works make profound statements in this new space
as she explores glass in a range of modes and formats,
moving from objects to kinetic soundscape installations.
Her practice is predicated on an enquiry of materiality,
pushing the unique qualities of glass as elements within
the vocabulary of the work - works that are layered

and sophisticated while drawn from simple principles of
observation. Her work explores concepts and not form
as a canvas for her ideas and this is one of the defining
qualities of her sculptural practice.

Ms. Zheng is also a key faculty member of the Glass
Department at the China Academy of Art. Our two
academic programs have worked closely together to
build an exchange that has been instigated and nurtured
by Ms. Zheng. She came to School of Art & Design at the
Australian National University in Canberra to undertake a
research residency in 2011. | was immediately taken with
her rigorous approach to exploring ideas and how she
unpacked her themes in negotiation with her materials.
During the four-month residency, Ms. Zheng shared her

philosophy and methodologies in her sculptural practice
with our staff and students across the school. Her
residency realized a rich cultural exchange where the free
flow of ideas led to a deep appreciation of the art and
culture of our two countries. This exchange was highly
successful and has connected us as colleagues for life.

Within her studio practice, | have seen Ms. Zheng unfold
and interrogate ideas over several years now. | am often
surprised how easily she can step back and question

the wider conceptual associations of glass and bring
these into an articulate sculptural conversation. She

has the ability to layer glass with other materials, using
their inherent qualities to balance or contrast her ideas.
Significantly, she has been able to extend her practice
into installations and kinetic works while also growing the
scale the visual resolution of her ideas with glass.

In an earlier work, Blurred Memory, which was part of the
Breathing through Transparency exhibition at the China
Academy of Art in 2013, Ms. Zheng took a simple premise
and transformed this into a constructed tree. Within

this work, impressions of a tree branch were delicately
sectioned and cast into glass blocks, with the tree limbs
being expressed as negative forms cast within the

clear cast blocks. These elements were scaffolded with
wood and metal armatures, suggesting a constructed
virtual world. The work has a poetic, ethereal quality

and suggests environmental concerns and a man-made
reconstructed reality. It is the raw sculptural power of the
work that strikes the viewer. The delicate and suggested
space of the voided glass branches with the contrasting
scaffolding give this work its contrast and power. It was
through viewing this work | realized the potential of Ms.
Zheng'’s ideas, both beyond glass and within the context
of sculpture.

The works within this significant exhibition build on

this previous work in scale and in corporate kinetic
dimensions. For example, the Transparent Ethereal Voice
series are key works that represent a distinctive step for
Ms. Zheng and her sculptural practice. These works of
glass and metal contrast and simultaneously bind these
two distinctive materials. It is simple properties of the
material that are harnessed within these works. Glass
can be like a stone and as delicate and flexible as a water
reed. Ms. Zheng has ingeniously cast threads of glass
and harnessed these as hundreds of delicate filaments in
this vibrating soundscape. The mechanical metal bases
gyrate robotically in time with whirring motors and as the
glass flexes, it creates subtle vibrations. The contrasting
elements of glass and metal are perfectly blended and
form a rhythmic clash.

Through out this body of work, there is a playful and
compelling use of glass in harmony with other materials.

These works suggest themes of the memory, the body,
and our relationship with nature. Ideas of nature and

the built world are also explored in Mandragora-| and
Mandragora-Il. These installation works extend her mixed
media platform with a poetry and integration of glass
with other materials. The playful use of glass belies its
production; her themes sublimate the processes and we
see glass in a new light.

The most satisfying aspect of these works is that they
reveal the threads of Ms. Zheng'’s thinking. Her practice

is not built around defining a narrative of form, but by a
deep sense of inquiry and expression. She is a sculptor

- a sculptor who engages with glass for what it can say
and can offer. Her focus is to ask, “what can this material
bring to my conversation of sculpture?” In any medium, |
feel this sensitivity is essential to making successful work.
Zheng Wenqing is my colleague, my friend, and an artist
whose work and practice | greatly respect. | am deeply
honored to have been asked to write for her first museum
exhibition at this most beautiful venue. @
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Curator

Inside Zheng Wenging’s studio, one can immediately
see several pieces of her previous works on her desk,

which plainly demonstrate how clear, crystal, transparent,

and light glass is in the sunlight. In contrast with these
translucent pieces are her latest creations: groups of
motors, a pile of dead wood, and the noise of electrical
currents - a marked contrast from the more “concrete”
compositions of her earlier years.

This turn in style, however, didn’t come suddenly. Rather,
for Zheng, this shift was a culmination of her years of
observations and musings on life’s intricacies and the
medium of glass itself. In Zheng’s world, glass is free
from the bounds of “common” shapes and “silent”
properties. Creation is no longer an imitation of existing
models and shapes; on the contrary, through a complete
understanding of the material, Zheng breaks through
the confines of excessive focus on technique and detail.
Rather, she looks to extend her sensitivity and appeal to
observers through an unconventional shaping method.
It is a crisp sound of a strike on the glass, invoking
memories and deeply penetrating the observer’s heart.
We see magnificent strength in the reshaping of glass
pieces, as well as the light that gleams and glows within.

It is the strong trembling in thin and vulnerable lines, or
the fierce expressions underneath the soft and gentle
colors, or the extreme obsessions oozing out of the
delicate craftsmanship, or the ultimate refinement of
diverse light.

What takes only one minute to see in a video on the
phone or twenty minutes to see in an exhibition normally
takes three years for the artist to create. Glass itself

has a 6,000 year history. As Stanislav Libensky (1921 -
2002) once said, “Glass is the container of light.” Light
helps bring out the balance, vividness, and elegance of
a finished glass piece. This exhibition features different
kinds of lighting for Zheng Wenqing'’s glass world,
through which the glass can amplify the light and sound
we often ignore; we seek out light amid darkness, which
often seeps in through the cracks. It is both destructive
and beautiful.

Zheng Wenging is not creating something new with
conventional methods. Instead, she is breaking apart
the original shapes, allowing light to shine through in a
completely new way. @
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YANG ZHENYU

Professor and Ph.D. supervisor
China Academy of Art

Many people are not acquainted with glass art, although
glass is an important component of our world that we
deal with every day. We come to meet glass constantly
in architecture, optical instruments, and daily life.

The question is, how can glass become a medium of
contemporary art?

In its transparent and artificial nature, glass has long since
been an intermediary to establish intimacy between
humans and the world. “The world of light” is so sacred
and mysterious that we are not able to fully understand

it so far. We have connected light with the power of God
because we cannot see the world without light. The Book
of Genesis begins with the verse, “God said let there be
light, and there was light. And God saw the light that it
was good, and God divided the light from the darkness.”
Thus, due to their homogeneity, glass has been seen and
used as an intermediary to salute light. You can see the
bright light of crystal glass in the world of wizards and
magic. You can see stained glass adorning buildings like
palaces, temples, mausoleums, and holy statues to shine
on devout believers.

In western architecture, it was medieval Gothic churches
that began the widespread use of glass. Mosaics
glittered cathedrals with light and enchanted people
with fantasy. In De Coelesti Hierarchia, Dionysius

called God light, now that light was the creativity of

the universe and the source of all visual beauty. In the
thirteenth century, Guillaume Durand, Bishop of Mende,

expressed in his book Rationale Divinorum Officiorum,
“the glass windows in church are the Bible itself. They
drive away wind and rain, that is, all the harmful things,
and they allow in the sunshine which is none other than
the light of God penetrating into the heart of devout
Christians.” Gradually, the concept changed. The Crystal
Palace designed by Joseph Paxton for London’s Great
Exhibition in the nineteenth century marked the first
mass manufacturing of both glass and iron. The Qing
official Zhang Deyi recorded after his visit it was “a

unity of crystal clarity, sparkling and glittering, noble

and luxurious, bright to see.” The glass of the Crystal
Palace reflected more of nature’s light than the light

of God. On the first Werkbund Exhibition in 1914,
expressionist architect Bruno Taut created the Glass
Pavilion using stained glass and crystal to show a trace of
religious mysticism. He borrowed poet and novelist Paul
Scheerbart’s ideas in “Glasarchitektur”(Architecture in
Glass) in an attempt to reproduce the light of the Middle
Ages and build a futuristic church as home to God: “Light
needs crystal; glass has brought a new era...because glass
architecture lets sunshine and moonlight and starlight in,
not only through windows but also utmost through walls
purely made of colored glass.”

It cannot be denied that glass had already become the
mainstream of modern architecture in the twentieth
century when the light of God was replaced by the
light of nature, and the light of nature fell into our

life through glass walls in modern architecture. The

relationship between glass and light is getting more and
more complicated in the contemporary world, which

is shown through architects such as Jean Nouvel, who
realized that architecture depends on light: “Traditional
buildings are based on fixed volume. The primacy of
light has been ignored - it is exactly light that make us
able to see buildings! Possibilities and diversity of light
have been overlooked as well. For me, light is substance,
light is material, a fundamental material....” This reminds
one of Stanslav Libensky, a Czech contemporary glass
artist: “Glass is the container of light, full of imagination...
light takes part in producing.” In 1981, Nouvel designed
the Institut du Monde Arabe, whose south wall has
mirrors of Arabic mesh structure that can be turned on
and off along with external light intensity so that indoor
lightness can be controlled. Nouvel combined glass with
the experience of electrical effects in his work. To some
extent, many examples of his architecture are large glass
art pieces.

Architecture is where we live. In this way, glass
architecture as an art medium is a composition of sacred

light and daily light; light of nature and light of technique.

Only with light can we see. When looking at the world,
glass has been part of our visual system. When being
observed itself, glass is also a way for us to observe the
world - it is an existence uniting viewed material and
visual form.

Since the Renaissance, glass has become an extension of

our eyes. Different kinds of optical instruments are made
from glass: camera obscura, telescopes, microscopes.
Today, our visual form and our connection with the world
happens largely through glass-related media. With its
closeness to “the world of light,” glass builds the visual
conception of our experiential world, which in turn
becomes the most critical base point for glass to be a
medium of contemporary art. Belgian surrealist René
Magritte always used glass windows as a strong visual
reflection and question, deliberately breaking our illusion
so that we remain aware of the outside world. The trees,
grass, sky, sunset, and clouds in the picture drop onto
the ground with broken glass, while the world beyond
remains as before.

During the Venice Biennale 2013, Russian artist Anatoly
Shuravlev presented his work Virtual Vision using
prisms to build a virtual visual space. There is mutual
penetration and refraction between the prism and its
surroundings, and light flies through the prism to build
up an uncertain space.

Glass is now a special medium of our daily life and the art
world in its comprehensive form; ancient and miraculous,
visible or invisible, inside and outside the human

body. Contemporary glass art has infinite possibilities,
attracting creative artists to experiment and explore. @
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EREHNES - | Transparent Ethereal Voice - |

2016 2016

MR BB N KB Materials: Glass, Steel, Installation
ne: BE AREEE Colors: Deep blue, Metallic

RY: 90x60x85cm Dimensions: 90 x 60 x 85 cm
BE: =1T8K Quantity: 3 units
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=, BRNMBLUMED )L
NI E, SBEHENES
BRnRRE. BEHEIR
SARBYINGK?

Reality is measured in the
rhythm of breathing; the sound
of childhood memories collided
with the present. Is the sound
hollow or full?







ERENES - Transparent Ethereal Voice - |||

2017 2017
MR WE M RE Materials: Glass, Steel, Installation
B BE RE Colors: Deep blue, Silver '
RY: 850 x145 x 180 cm Dimensions: 850 x 145 x 180 cm
2: +1T84& Quantity: 10 units |}
LR eBLralRE N, One can never seem to recall

1E| % itﬂ p¥ gg i E Z:E B/Sl @ a memory clearly enough,
AN TN despite its existence in our
e XA Zf RSP 1’8 12 mind. This uncertainty adds a : S A
E]:J Bg % tF@ JHJ_R ¥ 5 — *El] ﬁ HE transparency to the scenes in 'I | — : . i
NEM, MEXIRIYBYHA  ourmemory, | i .y o ’
1212 o 890 B
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BHNEZS -IV Transparent Ethereal Voice -V

2017 2017
MR BB A KB Materials: Glass, Wooden crate, Installation
HE: BE AREEER Colors: Deep blue, Metallic
RY: 500 x 400 x 300 cm Dimensions: 500 x 400 x 300 cm
2: +1TBE Quantity: 10 units

SR ANEB B ZEA The material of the media is
\U;]sz B/ﬂ ) J@ ﬁ EE :E—,_ E]/\:l . [U:F 'J_@ not only visual but also aural.
. Shown in a variety of forms, the
n = )
Egi‘%ﬂbmm%j&ia@ B E< audio is similar to the sounds
/ \
BxRIBH tr% IE. BHE I of humans. Transparency is a
BIRSOATIES, MK unique, yet common feature
}%— B’Q = :é—,_ _@ EEE %B $$ B@ E for glass both visually and
E , TL\X %z 79 ﬁ ﬂ] j:j JZF ? o aurally. It opens a new door of
BRIV A & o

perception for us.
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SS - | Datura Stramonium - |

2017 2017

ME: BB N X8 LED Materials: Glass, Steel, Installation, LED

me: 2% Colors: Multiple

RY: 0210 cm Dimensions: ® 210 cm

we: —# Quantity: 1 piece

S Ee—"TERPNiEI!, Life is an exhaustive, complex

Z% /7:\]\ ? K % Em tﬂ /\ /\‘Jj\—\ . /\ sgbjetck‘:. Sﬂome c;ItLtJres

. B p—— — view the flower Datura
ﬂj }Eﬁ *EP 4(% ¢% == Bb g ;E stramonium, also known as
% ’/ﬂ_—t E 6_5 , X Wﬁ 5 Zi E f;flﬁ\ Devil's snare, as a symbol of
BN ElvE LM NBE T life. The artist created Datura
i‘:g . 1@ IEE ’ ﬁ iA 79 \E IEE H_ strlamotnium with ngtiple

NN " A colors to represent life in a

] Bg ’ ﬁﬁ [//L ?X_ %U = 3 \ AN more complete and diversified
HIFERHNESKE, XF  manner

NERS TN EonBXY

TTERFRIR
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SRS -l
2017

MR
Be:
RY:

BEAS WRNRE
BHRERA
650 x 140 x 280 cm

—t

Transparent Ethereal Voice - ||
2017

Materials: Glass fiber, Acrylic mirror
Colors: Transparent

Dimensions: 650 x 140 x 280 cm
Quantity: 1 piece

ZEEXEH, B8 M B (8] Love is eternal, transcending
éﬁ g , fﬁ 953“ Qé ,,;_3 « é% ” time and blurring the

AT B PHREME,

boundaries of the beginning
and the end. It is transparent,

IEE E Hﬁ Bg 2% >|/J( ) IEE %B /A Elg Zi linear, and reflected repeatedly
BEM, YEEE RO in space: it is so uncertain that
e .

it creates infinite possibilities.







= Miscanthus sinensis
2017 2017

MER: BB K LED Materials: Glass, Wood, LED
e BE K Colors: Deep blue, Foresty

R : 300 x 400 x 155 cm Dimensions: 300 x 400 x 155 cm
HE: —4 Quantity: 1 set

S5k, 1S IATE, It's not about life or death,
thing similarly solemn.

BNREETROBRE. e

SN EARE.

It’s about encounters

That may have happened in a dream.
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ZHENG WENQING

Associate Professor, Master Tutor at China Academy of Art
Member of Chinese Sculpture Society

2001 Graduated with Bachelor’s degree from the China
Academy of Art

2009 Graduated with Master’s degree from the China
Academy of Art

2005 Visited Fine Art College of Shanghai University
2011 Visited the Australian National University
2014 Visited the Pilchuck Glass School

ABOUT ART CREATION

| am fascinated with perceiving “object”, probing into
them and striving for whatever unigue hiding beneath
the surface, which will constantly stimulate my impulse
to express.

| believe there are uncontrollable factors under art
creation that trigger “uncertainty”, which obsesses me
and allows me to always enjoy “exploring”, "expecting”,
“experiencing surprise”.

The deeper understanding | have of material characters
of glass and immaterial expression and language, the
harder | try to utilize the combined modes of these
languages, uncover much more possibilities and present
them all.
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