


the books she flips through in his home and
their conversations. As his work invites people
into the painting and the installation, writing
about Michael Lin's work invites similar “within”
thinking. It was while | was lying on his sofa that
Lin told me of a performance of Erik Satie's
“\/exations,” a minimalist 16-bar phrase for solo
piano, repeated 840 times.3

Lin was intrigued by the time-span—
some performances have lasted more than 24
hours. He described the bodies of listeners,
lying on the floor, leaning against the wall,
their comings and goings, unbound by the
constraints of a theatre. “Vexations'’ extended,
repetitive performance supplies the audience
with unusual freedom. “To come and go at
their leisure, shaping the experience of the
piece according to their own interests and
whims,” reads the copy from an invitation to
one performance. “Pillows and other lounging
apparatus will be provided.”4

Just as there is no one correct time or place
to hear Satie’s music, there is no prescribed
position from which to approach Lin's work,
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neither the physical painting nor the installa-
tion, or the ideas they are created from and gen-
erate. The positional hierarchies for “receiving”
culture have been laid down.

Lin began painting the patterns from fabrics
in his Taipei apartment, patterns remembered
from the home of his grandfather in central
Taiwan'’s countryside. The brightly colored, floral
textiles, domesticated from nature, though
manufactured, became still lives. Now the
motifs are part of public spaces, and while seen
through close focus, they retain the warmth to
transform spaces.

With the close-up, space expands; with
slow motion, movement is extended. The
enlargement of a snapshot does not simply ren-
der more precise what in any case was visible,
though unclear; instead it reveals entirely new
structural formations of the subject.®

Lin's works have an anti-monumental pres-
ence, though those he is best known for are
monumental in scale—the impressive bird's
eye view of his work overlaying the Richard
Meier designed City Hall in Den Haag almost

begs for this description. In this difference,
between scale and attitude, Lin creates places
for people to meet and interact.

The large floral patterns are sensory over-
loads, with their voluptuous petals and rick
colors. Even without knowing their genealogy
in domestic textile, the paintings are sensual,
enlivening spaces for bodies.® Patterns delivel
sensuality to the eye, pleasure in the familial
and repetitive. They contain their own enc
and their own continuity — infinite and finite.
They are stopped only by the edges, arbitrary
demarcations, creating boundaries, visual ang
emotional, though without depth. Withoui
depth it is hard to move —those mornings
when all you can see from your bed is steel
gray sky —no shapes, no way of judging,
impossible to make one’s way in the world.
Patterns create edges, parentheses.

Nobody has ever noticed a place except at a

time, or a time except at a place.”

It is only by punctuating space with lines
that definition is found. Lin additionally defines
the works in spatial/temporal terms—the titles
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use of the room. Thus what we gain is

Something, yet it is by virtue of Nothing

that this can be put to use.*!

The notion of creating spaces for contem-
plation also ties into Lin’s long-held interest in
Chinese gardens.!? Unlike European gardens,
the philosophy behind Chinese garden design
decrees the creation of discrete spaces, spaces
that may mirror another place, frame a vista or
provide a locale for contemplation. Chinese
gardens were designed by artists and poets, as
spiritual utopias, closer to nature, reflecting the
designer’s own heart. They were designed so
their actual size could not be determined from
any point. Rather, they were framed to resem-
ble scenes, reminiscent of, or sometimes direct-
ly copied from, Chinese landscape painting.

Space does not equal emptiness in tradi-
tional Eastern art. The perceived nothing is full,
as Western science has only recently allowed.
While the design of European gardens is con-
cerned with filling up the available space,
Chinese garden design is more architectural,
creating spaces within spaces. It is this empty

space that makes a place functional. As in
Chinese landscape painting, you are in the
space, not looking at it from the outside.

The meandering lines that intersect and
connect Lin's work are personal, historical and
theoretical, weaving between domestic history
and public transformations. These disparate
lines do not define Michael Lin as any type of
bridge between East and West. But, where do
we exist in relation to the work? Where do we
walk in, out, stand, sit or lie? Where does it put
our mind, and when?

Michael Lin’s pieces do not need writing to
make people smile; they do not need to know
the history of the cloth to feel the sensation of
being touched; they do not need to know any-
thing of Einstein’s special theory of relativity to
sense the spatial manipulations, the turning of
space into mass by creating definitions. The
work encompasses the paradox of the object
and its context as the place of meaning. The
works are digressions within the “usual” life of
spaces, leaving us free, as does Satie’s music,
to find our own position. exp
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