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Introduction

Contemporary life is saturated with systems that promise clarity. We are encouraged to
communicate more effectively, make ourselves visible, construct coherent identities, and
render our experiences increasingly legible to others. Language is expected to communicate.
The body is expected to identify. Yet both language and the body are far less stable than these
assumptions suggest.

It is precisely within this instability that HsinYing Lin's exhibition Trapped operates.

Bringing together performance, photography, moving image, digital technologies, and
language-based works, the exhibition explores what happens when familiar systems of
meaning begin to unravel. Throughout the exhibition, language is dismantled and
reconstructed through bodily action, while the body itself is repeatedly translated into
alternative forms: calligraphic marks, digital scans, fragmented data, shadows, traces, and
residues. Neither language nor the body is presented as a fixed entity. Instead, both become
sites of negotiation, transformation, and uncertainty.

At the centre of the exhibition lies a simple yet profound question: what remains of language
when it is detached from communication, and what remains of the body when it is
fragmented, obscured, translated, or transformed into data?

Rather than seeking definitive answers, Lin's work inhabits the space opened by these
guestions. Her practice repeatedly moves between presence and absence, visibility and
concealment, legibility and opacity. The result is a body of work that challenges viewers to
reconsider some of the most fundamental assumptions through which we understand
identity, communication, and representation.

Trapped can be understood as an extended investigation into the ways contemporary subjects
are produced through systems of inscription. Developed through the perspective of a
Taiwanese artist working between Taiwan and the United Kingdom, the exhibition repeatedly
considers how identities are shaped, translated, and reinterpreted across cultural, linguistic,
and technological frameworks. Whether through calligraphic gestures, bodily traces, digital
scans, or performative actions, the exhibition continually returns to the relationship between
the body and the structures through which it becomes meaningful.

What emerges is not a celebration of identity as something stable or transparent, but an
exploration of identity as a process of continual transformation. Language dissolves into
gesture. Bodies dissolve into information. Visibility becomes inseparable from concealment.
Meaning emerges not through certainty but through movement, translation, and change.



Across the exhibition, the body undergoes a series of translations. It becomes language, data,
image, residue, and opacity. It is through these transformations that Lin investigates the
unstable relationship between identity, representation, and meaning.

The Body Translated into Language

Among the works presented in Trapped, HsinYing Lin's Body Calligraphy offers perhaps the
clearest entry point into the exhibition's broader concerns. The work begins with a poem
written using traditional Chinese characters, the writing system commonly used in Taiwan, yet
the artist fundamentally alters the process through which those characters are produced.
Rather than using brush and ink, Lin constructs each character through photographs of her
own body. Individual bodily positions function as brushstrokes, accumulating into
recognisable forms of writing.

The significance of this gesture extends beyond formal experimentation. Traditionally,
calligraphy occupies an important position across Sinitic cultural traditions, including Taiwan,
where calligraphic practice remains deeply embedded within educational, artistic, and cultural
life. The brushstroke is not simply a visual mark but a trace of discipline, cultivation, and bodily
presence. Within Taiwanese cultural contexts, calligraphy continues to function not only as a
form of writing but also as a means through which history, education, and cultural memory
are transmitted across generations. The brushstroke is not simply a visual mark but a trace of
discipline, cultivation, and bodily presence. The movement of the hand remains visible within
the finished character. Writing is therefore inseparable from the body that produces it. Lin
pushes this relationship further. The body no longer produces the stroke. The body becomes
the stroke.

A single character contains multiple iterations of the artist's body. Writing is transformed into
an archive of performed gestures. The work simultaneously dismantles language and
embodiment, exposing both as systems constructed from smaller units of meaning. Language
is fragmented into bodily actions, while the body is fragmented into linguistic components.

This process recalls J. L. Austin's notion of the speech act. Austin argued that language does
not merely describe reality but actively participates in producing it (Austin, 1962). In Lin's
work, language similarly emerges through action rather than representation. Meaning is not
illustrated but enacted. The characters are not depictions of movement; they are the
accumulated result of movement.

The work also enters into dialogue with artists such as Xu Bing, whose Book from the Sky
destabilised assumptions about linguistic certainty through the production of unreadable
characters. Yet where Xu Bing questions the legibility of language, Lin questions its material
foundations. What remains of writing when the brush disappears and the body takes its place?
The answer is not a rejection of language but its reconstruction through performance.



The Body Translated into Data

If Body Calligraphy transforms the body into language, the exhibition's 3D scanning works
perform a reverse operation. Here, the body is translated into information. One work begins
with a complete digital scan of the artist's body, subsequently transformed into a three-
dimensional printed sculpture. Accompanying the sculpture is a video documenting the slow
removal of the support structures generated during the printing process. What initially
appears to be a technical procedure gradually reveals itself as a performative act. The process
unfolds with deliberate slowness. Material is scraped, peeled, and removed. Dust
accumulates. Surfaces emerge. The body is not simply reproduced but excavated.

Equally significant is the role of sound. The scraping and abrasion generated through the
removal process become central elements of the work. Attention shifts from image to material
encounter. The body is revealed not solely through vision but through an acoustic experience
of labour. Sound emphasises the effort required to transform a living body into a digital object
and then return it to physical form.

A second work, a big print, addresses the scanning process itself. Rather than presenting a
unified representation of the body, the resulting print reveals the fragmented logic through
which scanning technologies construct images. Recognisable anatomical features coexist with
distorted and seemingly abstract forms. Limbs dissolve into informational artefacts. Familiar
features appear only to disappear again into digital noise.

These works reveal a paradox at the heart of contemporary systems of visualisation.
Technologies designed to produce increasingly precise forms of knowledge often generate
new forms of fragmentation. The body becomes measurable, reproducible, and archivable,
yet increasingly detached from lived experience.

What emerges is neither a portrait nor a self-image but a body suspended between physical
presence and informational abstraction.

The Body Translated into Opacity

The exhibition's central work, Trapped, brings many of these concerns together. Within a cube
constructed from translucent material, Lin performs a series of repetitive actions. The
audience can perceive movement but cannot clearly identify the performer.

The body remains present yet resists recognition.

This distinction is crucial. The work does not conceal the body entirely. Instead, it interrupts
the mechanisms through which bodies are typically made knowable. The performer appears
as movement, silhouette, and trace rather than as an identifiable individual.

A mobile phone mounted to the gallery wall, continuously recorded the performance from a
fixed position. As visitors became aware of the device, several began photographing the phone



while positioning themselves within its field of view. A secondary performance emerged, one
in which spectators voluntarily entered a system of documentation.

The shift was subtle but revealing. Attention moved from the figure within the translucent
structure to the technologies through which bodies are recorded, circulated, and made visible.
The audience became performers. Documentation became spectacle.

The work therefore extends beyond the physical enclosure of the cube itself. It implicates
viewers within broader contemporary systems of observation, image production, and self-
representation. The performance quietly exposes how willingly we participate in our own
visibility.

Edouard Glissant's concept of the "right to opacity" offers a productive framework for
understanding this aspect of the work. Writing in Poetics of Relation, Glissant argues against
demands for complete transparency and legibility, proposing instead that individuals and
cultures possess the right not to be fully reduced to externally imposed systems of
understanding (Glissant, 1997). Opacity, for Glissant, is not secrecy. It is the refusal of
simplification. This distinction is crucial to understanding Trapped. The work does not hide the
body. Rather, it refuses the demand that the body become entirely available to vision. Viewers
encounter presence without complete access. The body remains partially withdrawn from
interpretation.

At a moment increasingly characterised by surveillance technologies, biometric systems,
social media performance, and continuous self-disclosure, such opacity acquires particular
significance. The work suggests that visibility does not necessarily produce understanding.
Indeed, it may produce the opposite.

Performance and Its Remains

The various works in Trapped occupy an ambiguous territory between event and object. The
calligraphic images originate in bodily actions. The digital scans emerge through acts of
measurement and translation. The videos document processes of making. Even the sculptural
works remain inseparable from the performances that generated them. The exhibition
therefore consists not of autonomous objects but of traces left by actions.

This understanding aligns with contemporary debates surrounding performance's relationship
to materiality. Peggy Phelan famously argued that performance disappears in the moment of
its enactment and resists complete preservation (Phelan, 1993). More recent scholars,
however, have complicated this position. Amelia Jones (1998) and Rebecca Schneider (2011)
have demonstrated how performance continues through documentation, memory, repetition,
and material remains. Lin's exhibition operates precisely within this territory.

The body calligraphy works, the videos, the digital scans, and the sculptural objects function
not as secondary documents but as active continuations of prior events. Each work contains
traces of actions that continue to resonate beyond their original occurrence.



The exhibition therefore functions less as a collection of objects than as an archive of
transformations. The viewer encounters not finished forms but the remains of processes still
unfolding.

Bodies in Translation

Across the exhibition, the body undergoes a series of translations. It becomes language, data,
image, residue, and opacity. Through these transformations, Lin places her work in
conversation with a broader international history of artists concerned with embodiment,
identity, and representation. While these translations operate formally and conceptually, they
also reflect the experience of working between different cultural environments. As a
Taiwanese artist whose practice moves between Taiwan and the United Kingdom, Lin
frequently navigates distinct linguistic, social, and visual systems. The repeated translation of
the body throughout the exhibition can therefore be understood not only as an artistic
strategy but also as a reflection on the ways identities are continually interpreted, negotiated,
and reformulated across cultural boundaries. Language, gesture, and representation never
arrive as fixed entities but emerge through ongoing processes of movement and exchange.

Shirin Neshat's work similarly investigates the relationship between text and the body. Yet
where Neshat inscribes language onto photographic representations of the body, Lin
transforms the body into the structure of language itself. Writing no longer sits upon the body;
it emerges from it.

Ma Liuming's performances challenged fixed understandings of identity through bodily
ambiguity and transformation. Lin similarly approaches identity as unstable, though her
concern lies less with persona than with the systems through which identity becomes visible
and legible.

Perhaps the closest resonance can be found in Ana Mendieta's Silueta series. Mendieta's
works demonstrated how absence can function as a powerful form of presence. Traces left
within landscapes became stand-ins for the body itself. Lin's translucent figure in Trapped
operates in a similar register. The body is neither fully present nor absent but suspended
between the two.

What distinguishes Lin's practice is her sustained attention to translation itself. Rather than
treating identity as a fixed category, she focuses on the mechanisms through which identity is
produced, recorded, fragmented, and interpreted. The body becomes a site through which
broader questions concerning language, technology, and representation can be explored.

Conclusion

Throughout Trapped, HsinYing Lin systematically dismantles two of the most familiar systems
through which we understand ourselves: language and the body.

Across the exhibition, the body undergoes three forms of translation. In Body Calligraphy it
becomes language. In the scanning works it becomes data. In Trapped it withdraws into



opacity. Together these works reveal identity not as a fixed condition but as something
continually produced through systems of inscription, representation, and interpretation.
Viewed through the perspective of a Taiwanese artist working across different cultural and
linguistic contexts, these translations become more than formal exercises. They point towards
the ways contemporary identities are constantly shaped through acts of movement,
translation, and negotiation.

What remains after these acts of translation is not absence. Rather, what emerges is an
awareness of the instability that has always existed beneath seemingly coherent forms. The
exhibition suggests that meaning does not reside within language itself, nor identity within
the body itself. Both are continually produced through actions, technologies, cultural
frameworks, and acts of interpretation.

Seen in this way, Trapped is not ultimately about confinement. It is about transformation. The
exhibition asks what happens when the structures through which we recognise ourselves
begin to loosen, fracture, and reform. In doing so, it opens a space in which language can
become bodily and the body can become linguistic; where recognition no longer guarantees
understanding; and where opacity becomes not a limitation but a productive condition.

If contemporary life increasingly demands transparency, categorisation, and legibility, Lin's
work proposes something else: that uncertainty, ambiguity, and transformation are not
failures of meaning but essential components of it. What remains after language and the body
have been dismantled is not emptiness, but the possibility of seeing both anew.
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