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The exhibition’s title, “Pearl Diving,” is 
more implicative than it sounds. Visitors 
will be puzzled by the apparent emptiness 
of the first room, before realizing that 
off-white beads are set on the walls at 
regular intervals, at neck height. They 
must be pearls, but they aren’t uniform. 
Only a few are shiny; at least two are 
somewhat bleached or corroded. One pearl 
is apparently missing, leaving a hiatus in 
the series. There are forty-eight pearls, 
and, despite their irregular appearance, 
visitors can guess that they are from a 
single necklace, as two metal vignettes 
— one containing an M shape — are 
placed at the beginning and end of the 
line of pearls, like clasps for a necklace.

What this work, Cultured Pearl (2016), 
is all about can’t be known without 
asking gallery staff. As the work’s subtitle 
(2015/11/23–2016/01/10) hints, Simon 
Fujiwara swallowed one pearl a day and 
collected it from the other end of his 
digestive track during that period. Thus 
the pearls were altered, and the missing 
one must be that which he couldn’t 
find. The wall-mounted pieces in the 
next room (all 2016) suggest rape and 
voyeurism. Pearl Hunting (Sunray Venus) 
and Pearl Hunting (Imperial Venus) are 
compositions in which a large clam is 
forced open by enormous tweezers.

Humans dive into the water to hunt pearl 
oysters, or they cultivate pearls by “raping” 
the shells with pearl-growing materials. 
Wealthy men present pearls to women, 
who may wear them as a symbol of virtue. 
As if to subvert all such conventionalities, 
Fujiwara inverted the process, having 
pearls dive into his own digestive fluid. 
The “M” stands for Mikimoto, a Japanese 
company known for pearl cultivation. 
A possible imaginary scenario, among 
others, is that Fujiwara’s Japanese father 
might once have presented a cultured-
pearl necklace to his English mother. 
The artist’s signature style of inlaying 
fact with fantasy has been accentuated 
by his bodily commitment, cultivating 
iridescent implications and impact.

by Satoru Nagoya
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“Humankind is the heir of disaster… 
Where are we headed? Where shall we 
find our will?” asks Wang Shang in his film 
No Shadow Without Light (2014). For the 
artist, to start a new voyage is to return to 
one’s home, the nebulous state of being 
when ideological and social structures 
have not formed yet. Wang presents this 
journey as an idiosyncratic display of luxury 
jewelry, abstract sculptures and action 
paintings staged on a plastic grassland. 
His film, nonetheless, contextualizes 
the examination of a value mechanism 
commonly associated with the construction 
of ideology, a concept that Wang (the artist’s 
given name, Shang, means “the earth that 
nurtures the germination and growth of 
crops”) interspersed with a number of highly 
commercial close-ups of jewelry displays.

As an artist and a jewelry designer, Wang 
works across two fields that share the same 
hypnotizing effect of today’s languages of 
advertising, politics and religious ideology. 
Artworks become increasingly obscure yet 
clearly exchangeable, like jewels or any 
hybrid product. Rather than resisting such 
mechanisms, Wang employs the language 
and self-evident values within the art 
industry to disguise mundane commodities 
(well-crafted, glimmering, jeweled 
ornaments) as ideological production, 
thus problematizing the indistinguishable 
meaninglessness of art making.

Wang, a realist, prefers to situate himself 
in a hopeless yet introspective position, from 
where he explores the means necessary 
to work effectively toward an individual 
practice. A small golden-copper painted 
sculpture titled Hand (2015) shows us 
how the artist works with his dual identity: 
his rugged, stretched, dirty hands are 
ringed with self-designed bands. Wang 
confirms that the problem of art making 
can’t be solved by focusing on different 
notions of value, aesthetic appearance, 
order and regulation — that the inherent 
existential power system, unfortunately, 
cannot be ironed out by a simple formula.

by Yuan Fuca

When settling in a desert, survival depends 
on the occasional rain. In Larissa Sansour’s 
desert, salvation arrives in the form of a 
porcelain monsoon. Conjuring a sci-fi war 
zone in shades of mud and rust, the film 
In the Future, They Ate from the Finest 
Porcelain presents a dystopian view of the 
Israeli occupation of Palestine not too long 
from now. Populated by figures in either 
traditional Palestinian dress or modern, 
sculptural clothing, the film concerns the 
story of two sisters, one killed at the age of 
nine, the other living on. Cutting between 
decimated empty landscapes, moving 
portraits of characters and studies of objects 
set against a black void over an ambient 
score, we piece together the older sister’s 
fantastical plan to artificially age fragments 
of porcelain dishes, decorated with designs 
from the Palestinian keffiyeh, and bury 
them throughout the West Bank. Thus, she 
takes Israel’s tactic of justifying territorial 
expropriation through archeological 
claims and turns it against itself, laying 
the groundwork for future generations of 
Palestinians to excavate these shards and 
prove their rightful claim to this land.

In voiceover, Sansour provides narration 
in response to the probes of an unidentified 
interrogator. As the hidden voice claims, 
most radical activity is grounded in trauma. 
The artist was born in the most intensely 
disputed of the occupied Palestinian 
territories, East Jerusalem. Though she 
left to study art in Europe and now lives 
in London, she is still in possession of a 
Palestinian passport. To have the elemental 
details of one’s life — such as one’s place of 
origin — subject to intense controversy is 
not so much dramatized in plot points as it 
is expressed in a kind of routine rerouting.

As in her previous films, Nation 
Estate (2013) and A Space Exodus 
(2009), Sansour has borrowed the 
look and tropes of science fiction, 
using our imagined future’s dismissal 
of such relics as nationalism to reflect 
on territorial disputes in the present.

by Jennifer Piejko
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From top, clockwise:
Simon Fujiwara
Pearl Hunting (Imperial 
Venus) (2016)
Courtesy of the Artist and 
TARO NASU, Tokyo
Photography by Keizo Kioku

Larissa Sansour
In the Future, They Ate 
from the Finest Porcelain 
(video still; 2014)
Courtesy of the Artist and 
Lawrie Shabibi, Dubai

Wang Shang
Hand (2015)
Courtesy of the Artist and 
Magician Space, Beijing  
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