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techniques and traditions. The biomorphic shapes of
her works are derived from studying laws and forms
of nature, human’s anatomy, textures of material,
combine a concentration of asymmetry, fluidity,
organic morphology, and dynamic - almost palpable -
poetic rhythm.

WHRRIEmRERE . EWFF, BES T SHZFTIBEANR
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“Our God is Great”

Among such works is "Our God is Great," one of

Liu Xi's latest series included in the exhibition. The
installation of charcoal black porcelain sculptures of
peculiar floral and vulvar forms is laid flat in front of
the viewer. Suspiciously referring to female genitalia,
the sculptures are evocative of corals, dreary and
black, that lay deep at the bottom of the ocean,
unable to reveal their bright kaleidoscopic colors
due to lack of light from the surface. In such a bold
attempt to expose the tantalizing and daring sexual
side of femininity, Liu Xi emphatically appeals to
women. In the wake of #metoo movement reaching
every corner of the world, a young female artist
stresses the importance of ‘light’ - illuminating the
power of women’s awareness of the full spectrum

of their femininity, which enables them to address
their needs, desires and ultimately, rights in the most
honest and unbiased way.
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The notion of femininity dominates Liu Xi's artistic
practice. Born in the Northern province of Shandong
in China in the late '80s, her upbringing has coincided
with the time of one-child policy implementation

and consequential gender disparity. Being born a
girl in a society that was systemically programmed
to favor sons, Liu Xi was automatically exposed to
the biased environment of gender inequality, even
before she came into this world. Such background
has propelled her desire to find her voice, speak up
and sculpt a new world for herself and others, devoid
of inequ0||i’ry, violence, discrimination, and outdated
social structures.

EMRENZALEA, KEMRNESFEESMWA, T+ EtH4S80
FAREETHEIESE MR, RRAFEEREFRERAYSHH A
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P, XN THREIHECHNFE. NECHBAXRFERR., Bis—
THERANEE, ITHEFKEATSE. 820 KOAMIRLS
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‘[ was born a female in a little town of Northern China
surrounded with a c/eep influence of Confucianism. Part
of that influence was a c/ispo:rify within power structures
of male and female. /m[eriorify was inculcated from
childhood. My reluctant grcmdmofher bore/y took care
of me hoving wanted to give me away at birth to allow
my mother another chance to have a boy. The inequa/ify
slowed my individual growfh until | begcm to | work
against those outdated ways and set off on @ journey
of se/f—discovery. Ceramic art gronfed me the freedom
of expression | sought. The mud and | broke through
conventions, and | slowly became empowered.”
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Liquid Metamorphoses - Mala Leche

Inspiration with the curvilinear and irregular defines
the concept of Liu Xi' s "‘Mala Leche” - the wall
installation of pink porcelain ‘rivers.” ‘Mala leche’
(bad milk) is the expression in Spanish used to
describe one’s bad intention or bad mood. Mala leche
has its phraseological equivalent in Chinese - £k
(huaishui), or bad waters that provides a similarly
negative explanation to someone’s actions and
intentions. Upon analyzing two expressions, Liu Xi
found it interesting that both cultures draw negative
meanings from words that signify liquid substances.
Liu Xi builds the concept of "Mala Leche” on this
linguistic observation. Just as liquid is fluid and
unstable, people’s judgment of what is good and bad
is subjected to reoccurring incoherent and abrupt
changes. Resolving to the shapes derived from the
Mother Nature that dictates the law of constant
change, Liu Xi translates inspiration of rivers with its
currents and ripples, into the wall sculpture. Her pink
fluid metamorphoses in porcelain flow simultaneously
towards and against each other, interlocking in the
middle of their ways. In "Mala Leche", Liu Xi alerts
against seeing the world in dangerously limiting black
and white colors. The way we see the world depends
solely on our points of view, and not on the actual
state of affairs, therefore the artist continuously seeks
new perspectives. ‘Redefining identity and finding
new possibilities has always provided me direction
within my creative process. | liken my interactions
with clay to that of natural mudslides. They uplift

the earth, turn and distort it, creating flowing rivers
of debris that wipe the landscape clean. The earth

in my hands orchestrates similar interactions of
self-renewal. The malleability and softness of clay
paired with the rigidity of fired porcelain are two
characteristic features that appear in my work. The
liquid and flowing energy of wet clay combined with
texture enhanced by glaze, fire to a solid and fragile
form, freezing motion, as if in an instant, for eternity.”



BIAZFo——Mala Leche (£7K)
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U, U, U, ME, ME, ME

The multitude of porcelain deformed circular bands,
lined up in rows, constitute the structure of Liu

Xi's ‘U, U, U, ME, ME, ME" wall installation. Ring-
like formations of various sizes, thickness, and
diameters are placed next to each other. Informed
by vibrant dynamics of movement, they appear to
be pressing against each other, deforming ones’
shapes and driving each other into corners. Strings
of smaller porcelain bands are dangling off the
wall sculpture, while some elements are solemnly
scattered on the floor. Light and airy in structure,
the "U, U, U, ME, ME, ME" gains its weight from
the depth of expression and emotion imbued by the
artist. Awakened by the poetry of an English writer
William Somerset Maugham, “U, U, U, ME, ME, MFE~
explores the nature of interpersonal relationships
that is based on the understanding of people living
their lives existentially alone. "Each one of us is alone
in the world. He is shut in a tower of brass, and can
communicate with his fellows only by signs, and the
signs have no common value, so that their sense is
vague and uncertain. We seek pitifully to convey to
others the treasures of our heart, but they have not
the power to accept them, and so we go lonely, side
by side but not together, unable to know our fellows
and unknown by them. We are like people living in
a country whose language they know so little that,
with all manner of beautiful and profound things

to say, they are condemned to the banalities of the
conversation manual.” (W. Somerset Maugham, "The
Moon and Sixpence").

Avoiding the elements of the sculpture to interlace,
and adhering them next to each other, Liu Xi hints at
the impossibility of togetherness. The artist believes
that regardless how much people may have in
common, or how close and intimate their relationship
may be, each of us is bound to take independent
paths in life.
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Heart Dirt

The inspiration for the series of Liu Xi's glass
sculptures “Heart Dirt” derives from her
contemplation of human’s tendency towards creating
sufferings for themselves by entertaining - often
lavishly - their worries and negative thinking. She
reflects on the idea of self-imposed suffering by
employing a versatile medium of glass. Black glass
tubes, as if routes of human’s misery, bend and
interweave together into complex knots.

With such structural tension, Liu Xi expresses
emotional and psychological constrains caused by
toxic feelings of fear, anger, jealousy, ambition,
insecurity and so on.
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Heart Dirt (3) 1M (3)
Glass IR

57 x 16 x 1/ cm

2017
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Lui Xi: Seas of Phantasies
PiR: 418228

by Julie Chun, Art Historian
EZ: Julie Chun, Z AR ¥ ==

Through seas of dreams and seas of phantasies,
Through seas of solitudes and vacancies,
And through my Self, the deepest of the seas,

| strive to thee, Nirvana.

- Sidney Lanier (1842-1881)

SR 2 BNLIE2E,
FHMM 2 SNTRZE,
FHWERE, X&RrNE,
HIESR, BB,

—mEE -Hie/R (1842-1881)

Liu Xi is relatively a rare embodiment of the “new
generation” of contemporary Chinese females. She
belongs to the widely celebrated balinghou

(NZfF), or post 1980s born segment of mainland
Chinese society, who possess the privilege of college
education, comfortable lifestyle, global travel and
the status of being the only child due to the mandate
of the single child policy that was propagated from
1979 to 2015. It is the balinghou artists who have
broken old barriers and charted new directions to
forge a name for themselves at home and abroad,
and their achievements have been well-documented
and heralded in “young generation” exhibitions in
the international platform. Yet, the balance of the
gender scale still tips heavily on the side of the male
balinghou artists in number and acclaim. How can
Chinese female artists successfully compete in the
global stratosphere when even the space they have
within China are relatively limited and inaccessible
compared to their male colleagues? How is she able
to boldly stand on her own feet as an individual when
the social culture of collectivity in today’s twenty-first
century still upholds the protocol of a “"good woman”
as a mother, wife and daughter?
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These are the very questions that occupy the
Shandong-born artist Liu Xi (b. 1986). As much as she
respects her family and the community of which she is
a part, she craves to take part in the larger dialogue
of the world of which she is keenly aware she belongs.
Although grouped as balinghou, Liu Xi does not easily
conform to many of the characteristics defining those
of her generation. Firstly, she is not an only child.
Thus, the fallacy that she was doted on and spoiled
by parents and grandparents are spurious. Secondly,
she is not shy about discussing issues pertaining to
women's rights and position in China’s society where
few females are willing to start the conversation, let
alone engage in it. Unlike numerous female (and
male) artists and curators practicing in China who
would rather not broach the topic of feminism for
fear of being labeled as supporters of feminists, Liu
Xi is a vocal advocate.

XEIEZ1986F HAE T IRNZAKULRATE IR, thEEMH
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Studying sculpture at the Central Academy of Fine
Arts in Beijing, Liu Xi found her expressive voice in
the medium of clay. She formed a solidarity with the
very material that is derived from earth and water.
Clay is firm but malleable, with a softness that can
also harden. The material embodies similar traits she
identifies with her own female self.

IR REARZRE SR, YR ER T PHE T w8 RIAR
FE. M5 XMEANKERNMRZA T RIB— T RE, BEE
BIERMSE, TRERTA, XIELMIFRHLEBERIABREDLISIE.

"With clay as my primary medium, |
seek points of contact between material
fechm’que and concept to integrate
them with my own growfh experiences
and memories, high/ighfing overlooked

details of daily life.”
Liu Xi
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One of her earliest series called Mama (2016-2018)
capture the essence of this desire. Cast in porcelain
from salvaged washboards, the glazed counterparts
provide a renewed discourse from their originals.
The haptic boards stand like sentinels to visually
assert their identity as markers of manual labor

and a necessary activity in achieving cleanliness
and hygiene. The broken and chipped elements of
the wood on the original boards that deteriorated
over time underscores the juncture where time had
converged with the exertion of the hand as water
and bar of soap was used to dispel the dirt and
grime seeped in the fabric of, not only our attire,
but in all corners of our daily lives. Yet, dirt does not
always translate as being dirty. Dirt and dust are
fundamental elements that constitute the lands and
mountains of our planet. Without dirt, earth would
not be in its present form and without dirt, there can
be no clay. From dust we are formed and to dust we
return. The washboard referents of the Mama series
gently relay and embody this earthly cycle to visually
articulate the invisible forces of Mother Nature.

e FRIRIIZ— (1B1BY (2016-2018) HF T iIX—BEHIAA,
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The process of washing also denotes purification and
catharsis. What is it that we are striving to release?
The answer to this question is always personal
depending on whom you ask, which the artist Liu

Xi recognizes. She extends her invitation to those
wishing to engage with her art to symbolically come
to the water’s edge with her ceramic washboard

as a visual cue to absolve the grime, returning it
back to the river and the earth where the cycle of
regeneration can restart and continue.
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(detail FER)
Photo by TaoMin [&EY




Heart Dirt 10\

147 x 37 x 6 cm

Porcelain &

2017

Photo by Min Chih Hung BB

The densely tactile quality that inhabit Liu Xi's
washboards are reified in her Heart Dirt (2016-2017)
sculptural series. At first glance, the carefully crafted
porcelain plates resemble softly folded materials
rather than its reality as hard surfaces. Here again,
the paradox of fragility is juxtaposed against the
unyielding to question the position of oppositions.
Perhaps binary need not be experienced as separate
entities but as possessing dual elements. This
ontology is a central tenant of Daoism that upholds
fluidity as the ideal state to overcome obstacles.

ERIRNZEMBE2016-2017FEMN AR ZEER (OIEY P15
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"Water is fluid soft and yielding. But
water will wear away rock, which is rigid
and cannot yie/d. As a ru/e, whatever

is Huic/, soft and yie/o/ing will overcome
whatever is rigid and hard. This is
another paradox: what is soft is strong.”
-Laozi
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The process of forming rope cords from clay is the
base and foundation for fired vessels, which Liu Xi
investigates in ther quest for evoking the genesis

of pottery construction. Before the invention of

the kick-wheel where the lump of clay was thrown
and modeled with the assistance of the dynamism

of speed generating from the spinning wheel, clay
had to be manually rolled into elongated cords and
wrapped in space to produce its form. This process
known as the rope-coil method can be traced to
multiple ancient civilizations the world over, where the
method occurred independently and autonomously in
the formation of pottery wares. This archaic artisanal
process, is reinterpreted as well as reinstated in Liu
Xi's fibrous plates of the Heart Dirt series in which
she prefers the placement of the finished sculptures
upon the floor. The appearance of the palpable
fibrous ropes defies their original source as silky:
smooth kaolin. The metaphor of the glazed form'’s
foundational method of the rope:coil is: literally
translated as the object of the rope itself, thus subtly
referencing its:materiality as a serene homage by the
creator of her creation.

A AT IE R bt h Eaal0 &AL, YWREERRBERHIERIR
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The trope of the return; to its.source, also echoes the
theme of home coming or:going - home. Oftentimes, we
can only return_-home if we had stepped far beyond
its confines.
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Liu Xi has indeed traversed beyond her parameters
of 'societal expectations usually‘attributed to her
seX. In-fact, she has intentionally extended her reach
purposefully: Having exhibited in several cities in
China as-well as indonesia, Ecuador, Spain, Portugal
and ‘as far away as Norway, Liu Xi returns to:China
with renewed energy from her.experiences abroad
having witnessed the diverse'ways intwhich' women
are treated differently in various cultures and regions.
She is personally guided by her conviction that
women be availed with equal rights as humanibeings
universally and not with the bias of discrimination.
Her personal philosophy that secures her identity, is
expressed boldly in her recent sculptural works that
formed the exhibition Low to Earth (2018). Ceramic
objects resembling crumpled organic forms liberally
dominate the expanse of the exhibition floor. The
abundant array of small and even smaller sculptures
lay scattered and strewn haphazardly like seashells
that have washed up-on shore. As the viewers gently
attempt to walk about the space, they are bound to
inadvertently step upon the edges of some of the
pieces. When this occurs, they are reassured: this is
not an issue since the artist-had intended for the
mis-step to occur naturally. While.some forms remain
intact, some are crushed-into tiny shards to reveal the
dichotomies of whole and fractured states we must
navigate as we journey “through seas of dreams and
seas of phantasies, through seas of solitudes and
vacancies, and through my Self, the deepest of the
seas, as penned by the poet Sidney Lanier, in our
search for our own Nirvana.
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With closer examination, the beige and gray
organic forms resembling corals, littered throughout
the space on the floors and hanging from the
ceiling, reveal their expressive sculptural forms

as the curls and curves of the female genitalia.
Reminiscent of Georgia O'Keef's unfolding petals
and floral blossoms, Liu Xi's ceramic forms open
and invite psychological and emotional intercourse
with the mind through our eyes. Resolutely, the
sexually encoded objects return the female gaze

as accumulation of rare excavated artifacts to be
sorted, named and catalogued, restoring their status
as objects of matriarchal veneration and not as sex
objects intended for the male gaze.
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Over the Bouncjar*y of Entanglement
FULENKEZ

by Feng Boyi, Curator, Critic
EE: BE— REA. TFER

Liu Xi has been using ceramic materials to create
contemporary art, which engages the nature of
ceramics as a medium of it. Two questions must be
inquired hereby: The first one is, how to transcend

the old-line style and shape, to expand our previous
aesthetic vision of the ceramics? Pottery, as an
embodiment of the Chinese lifestyle in agricultural
civilization, is a unique artistry of Chinese civilization.
Ceramics, as a handicraft skill, used to be a regional
and manufactural art modality for Chinese people

to observe nature and convey the truth. However,
productivity in the modern industrial society means
the standardized batch mode and assembly line. As
the cultural soil on which the handicrafts survive has
undergone drastic changes, the once splendid ceramic
art nowadays has to confront the loss of its form and
connotation, as well as the alienation of the voice and
concept. Another question that demands a prompt
solution for all ceramic artists, is how to transfer the
traditional ceramics into a special media of modern
art to seek the new possibilities of its contemporary
values under modern context, and to re-establish

the innovation and boundary of ceramics in the
process of contemporary transformation. Although
ceramic art faces a complex relationship between
inheritance and transformation conceptually and
visually, many possibilities are concealed beneath.
When the resources of traditional culture are under
the pressure of the unprecedented challenges, they
need not be inherited completely. Instead, they can
be constantly utilized or transformed, to become a
part of modern culture, too. During the process of the
cultural inheritance, the traditional connotation and
artistic expression are hence being enriched, and the
resources of traditional culture will also get reset and
re-confirmed. So, extending the contact point, or so-
called activation point, between the contemporary



art and the traditional Chinese culture, and making
it one available resource, have become the key in

the process of this transformation. | believe Liu Xi's
continuous attempt is carried out experimentally in
this idea and deeply stamped with her personality.
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To be more precise, as a female artist, though Liu

Xi is inclined to make use of the ceramic materials,
her pertinence still focuses on the female experience,
especially the influences of the memory and
circumstance of her own. These influences include
symbolic or metaphorical reflections such as injury
and pain. She once said, “Who is your god? Yourself.
Know your body, know your rights!” She finds that
there is a direct correspondence between the features
of the targets and her moods. This correspondence

is complicated, trivial and subtle. In her work
Undergo, she chose the specific objects that subtly
corresponded with her transcendental experience.
She captured the feeling, and intensified it by adding
her own emotions. By doing so, her sedimentary
feeling about her personal experience permeates out
intentionally or unintentionally through this kind of
intensification. Whereas in You, U, U, U, Me Me Me,
the nature of the object itself was neglected, and
she only emphasized her personal feelings through
her own physical and mental experience. For this
purpose, she led a solitary life in Jingdezhen for years
and finally became a lonely egoist in the process

of creating, paying special attention to her self-
satisfaction and perfecting her works. She agrees
with Maugham’s view that "we each live in the world
lonely. Everyone is on their own. We walk lonely,
bodies next to each other but not together. We do
not understand others and can not be understood
by others". This tendency enables her to blur the
boundaries between herself and her works, making
the lines mysterious and almost disappearing. Liu
Xi's works imply quiet amount of loneliness and
subversiveness. Her creation exquisitely involves the
correspondence of physical and mental experience,
her series, such as Our God is Great, have a clear,
direct, implicative, pure, and distorted implication.
This implication will be displayed in unexpected
places, with a wild visual ferociousness. This kind

of “hidden expression”, or so called silent language,
incites women's self-consciousness by instinct, and
subverts the traditional moral norms for a woman. In
’rhls way, she visualizes the ma’rerlah’ry of the ceramic.
In her hands, i mo.longer a faceless medium just
for rephccthon Wl’rh fhe symbohsm endowed by its
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nature, ceramic does not only carry the meaning

and connotation of itself, but also expresses the
anxiety and entanglement that the artist feels in
contemporary life. This constantly accumulated and
intensified anxiety encourages her to further explore
the materiality of ceramics, which brings us to Where
Are We Now? series. Therefore, her relationship

with the ceramic tradition is an active integration
instead of a passive inheritance. Liu Xi eliminates
the aesthetic decoration of traditional ceramic art
but focuses on the practical function of it, so it is
naturally transformed from a single image to a media
of the modern art. Thus the independent materiality
and aesthetic potential of the ceramic prevail.
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Although Liu Xi does not directly express the complex
reality, however, this may just contribute to her
creation, because the sense of detachment in her
work enables her to retain the subtle sensibility and
to highlight the mysterious texture. We can often
observe such details when viewing her works. She
takes the clues and fragments of the clay from
personal life and pours her memory and experience
over it, echoing this detachment. From this point of
view, she is a real representation of the inner world
of self-speculation, in which, such as Heart Dirt,

the reality is abstracted and reflected. She likes to
shape the existing experiences into abstract curves,
creating an irrelevant entanglement. In Undergo,
her infatuation with the exquisite texture of ceramic
has replaced her interest in form: "The texture of
water grain, the ambiguous and bright glaze, are
like the flow of liquid, shuttling from side to side,
disturbing and changing.." - She becomes absorbed
in her work. Obviously, what she builds is a densely
squeezed structure of dynamic texture. This frame
provides a sense of sadness and melancholy, matting
with the texture of the target. At the same time,

she seems to deliberately disrupt the visual order,
and makes the clay decomposed into countless
fragments, so that the reality tangles with, but also
detaches from, the fantasy, so the clear forms are
changed into phantom images. The superposition

of images and forms creates a visual capacity of
images and diffuse effects. This is a feeling of mutual
adsorptions. |t is also a sense of attachment. The
integrated properties of ceramic make the audience
be able to feel other things more than the situation
of women. At this time, we, the viewers, do not only
see her fate, but an intensified, universal tragic fate
of all women falling in front of us. We can see the
dolefulness and the depression that women can't get
rid of, as well as the cold and calm death after this
loneliness and sadness. In such a structure, | think
what Liu Xi ultimately wants to accomplish is the
idea of jitteriness that a fragile individual can not
find out the path of her fate in a chaotic background
trying to devour her. Perhaps she always uses a

kind of tragic and fatalistic imagination to dot the
lights in the darkness. Therefore, in her words, and



also in her works, such as Where are We Now?, she
always emphasizes that "in life, we have experienced
different losses, suffering the vulnerability constantly,
trying to transform and reproduce it through ceramic
language.sPain is beautiful because it gives us the
potential to grow up, so something is happening.
Pain is part of growing up. No one can grow without
experiencing pain.”
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We shall say that Liu Xi's works constitute not only

a specific life experience of the female, but also an
abstract implication about women. From the structure
and composition, Liu Xi maintains a relatively free
state for creation, and this freedom bridges the gaps
of the leaps between the contact points. It makes the
structure a mixed-whole and provides a synthesis of
feelings. Or we could say, this freedom, as a state of
mind, as an added value of emotion, condenses her
indifferent self-expression in the hustle bustle world.
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Liu Xi
IpER

Liu Xi was born in 1986 in Shandong province, China.
Upon her graduation from the Sculpture Department
of the Central Academy of Fine Arts in Beijing, Liu Xi
moved to Shanghai and set up her studio there. She
lives and works in between Shanghai and Jingdezhen.
While appropriating new formations, surfaces, and
materials, Liu Xi continues to push the technical and
aesthetical boundaries of ceramics. Immaculately
produced and innately sensual, her sculptural
creations explore the themes of sexuality and love,
freedom and constraints, identity and self-discovery,
femininity and masculinity, among many others. She
has participated in numerous exhibitions in China and
abroad including, Portugal, Norway, Spain, Koreaq,
the United Kingdom. Her works have been included
in various international Ceramics Biennales and



collected top prizes and honorable mentions. Always
ready to pursue new creative opportunities, she
actively participates in residency programs, among
recently completed were the ones in Bali, Taipei,

and Yixing, and she is currently preparing for one in
Mexico. Liu Xi's works have entered public collections
of New Taipei City Yingge Ceramics Museum in
Taiwan, and Ajuntament del Vendrell in Spain, and
Museu de Ceramica de L'alcora in Valencia, Spain,
and Gaya Ceramic Arts Center, Bali, Indonesia.
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U, U, U, ME, ME, ME {R{R{R FF
Porcelain %

194x2835x20cm

2019

Our God is Great F{IRHIE T AFE

Porcelain &

Size Varies R~ A] <%
2018-2019



Mala Leche 7K
Wall Installation
Porcelain &

Size Varies R~ pJa%
2019

Undergo (1) iEH (1)
Porcelain &

25 x 34 x 34 cm
2017/



Undergo (2) iEB (2)
Porcelain &

17 x 35 x 36 cm

2017

Undergo (3) iEH (3)
Porcelain &

19 x 33 x 532 cm

2017



Undergo (4) iEH (4)
Porcelain &

48 x 14 x 14 cm

2017

Undergo (5) ileH (5)
Porcelain &

47 x 17 x 17 cm

2017



Undergo (6) iiEE (6)
Porcelain &

47 x 18 x 1/ cm

2017

Undergo (7) iEB (7)
Porcelain &

49 x 20 x 20 cm

2017



Undergo (8) ife8 (8)
Porcelain &

48 x 19 x 19 cm

2017

Undergo (9) ifeH (9)
Porcelain &

29 x 24 x 6 cm

2017



Undergo (10) iEH (10)
Porcelain &

28 x 33 x 6 cm

2017

Undergo (11) iER (11)
Porcelain &

35 x 28 x 5 cm

2017



Undergo (12) iEH (12)
Porcelain &

28 x 353 x / cm

2017

Undergo (13) iEB (13)
Porcelain &

24 x 29 x 6 cm

2017



Undergo (14) ieH (14)
Porcelain &

35 x 42 x 6 cm

2017

Undergo (15) iEBR (15)
Porcelain &

49 x 753 x 8 cm

2017



Heart Dirt (1) 10v g (1)
Glass I

32 x 19 x 15 cm

2017

Heart Dirt (2) 10\ (2)
Glass YIS

/ x 37 x 539 cm

2017



Heart Dirt (3) /Mg (3)
Glass I¥I5

57 x 16 x 17 cm
2017
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