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For me, interpreting Lin Pey Chwen’s work is something of a challenge.  The first time I saw Lin’s work was when I saw the piece, “Beautiful Life,” exhibited at Queens Museum of Art in New York.  It was a large-scale installation work that was composed of thirty-two vertical, Chinese-style scrolls that featured digitally created content on them.  Hung from the ceiling, the vertical scrolls were arranged in such a way that they formed a spiral passage.  From far away, the work’s yellow tint and circular shape were classical and elegant, resembling a quaint cultural corridor.  However, when viewing the work from a close distance, I realized the images were actually composed of news-clippings and advertisements that were yellowed with age.  Once inside the corridor’s narrow confines, one is left with no choice but to view the not so beautiful society section of newspapers. 
Quite interestingly, this work echoed its original exhibition locale.  Although, “Beautiful Life” debuted in New York in 2004, Lin used Chinese newspapers as the source for creating her work.  In other words, for those New Yorkers who were not of Chinese descent, the newspaper’s content and advertisements could not be understood intellectually.  Then, could the New York art enthusiasts enjoy this piece of artwork?  The answer is: Most definitely.  Just how a non-Italian speaker will shed tears when listening to the moving melody of the opera, "La Boheme," one with no knowledge of European history will be moved by Goya’s historical painting, “On the Second of May.”  The language of art can span across time and ethnicity to form an everlasting form of soft power because it transcends language’s limitations and cultural barriers.  This is true without a doubt.  However, does "Beautiful Life’s" impact on non-Chinese viewers differ from those who are Chinese?  The answer is no.  Because for non-Chinese audiences, the Chinese newspaper headlines represent social events of a far away culture that is closer to imagination.  The Chinese-style scrolls further propel “Beautiful Life” into history’s romantic embrace.  But, the reason for this kind of sensual, romantic imagination actually stems from the vagueness caused by a lack of knowledge about the exact meaning of the headlines.  Distance is the most elegant make-up artist.
Distance and A Sense of Beauty
There are two methods to use distance to create a sense of beauty.  Previously, when Museum of Contemporary Art Taipei director, Shi Jui-Jen, introduced Lin’s works, he connected them with those of famous American painter, Georgia O’ Keeffe.
 This juxtaposition was reasonable.  Therefore, we can continue the director’s comparison here to clarify the relationship between distance and a sense of beauty.  The first sense of beauty from distance arises due to portions being able to be magnified infinitely when viewed too closely.  With this, a sweeping reverie can be created.  Clearly, O’ Keeffe’s most representative flower-themed oil paintings use this technique.   Around 1924, O’Keeffe began to use magnified flower features as her creative theme.  With extremely close-up magnifications of its parts, the flowers are pulled out of reality, becoming part of a fascinating and elegant visual rhythm.  Interestingly, while extracting a sense of beauty from certain portions of the flowers, a limitless space for imagination is also left behind.   Therefore, O’Keeffe repeatedly stated throughout her lifetime that these works were not intended to allude to female genitalia, nor were they creative measures meant to highlight feminist ideas.  However, she could never stop the interpretation formed by male subjectivity on gender imaginations.

The second sense of beauty created from distance arises because of vision produced by detachment.  For this possibility, O’Keeffe’s paintings created in New Mexico can be used as representatives.  For O’Keeffe, the seemingly barren wilderness of New Mexico was, in fact, a spiritual haven for her.  There, she often used dried animal bones as well as inconspicuous deadwood as her themes.  Through her in-depth painting of the desert landscape, she created a near-divine ethereal realm.  How can the remains of life be so beautiful?  The key to the answer is the detachment caused by the interval in space and time, which distances the bleached bones away from sorrowful death throes.  It looks at the previous parallels between the endless skies and the storms weathered, and even more so, makes a spread of blue be as a future that is filled with unlimited hopes and expectations.  
From discussion of the subject matter, it can be said that Lin and O’Keeffe share similarities.  After the 921 earthquake of 1999, Lin changed her creative direction.  Lin began to frequently use flowers, blue skies, the sea, and other natural landscapes as visual elements. On the contrary, O’Keeffe’s extreme close-up or completely detached methods were opposite.  Lin insisted on a creative strategy that intentionally kept the indifference of a safe distance.  Because she presented a cultural condition, it was not necessarily suitable for imagination or visions.
Lin holds a pessimistic view on technological development.  In her recent decade of works, she has not hesitated to use various methods to emphasize her complaints about civilization and technology.  From the surface, Lin’s works are “beautiful,” but when you want to get closer to it, you will realize that beauty is cold, false, artificial, and human made.  One will also find this characteristic in her earlier works, such as, “Substantial Life”, “Viewing the Sea”, “Viewing the Sky”, “Land of Light”, and “Baby.” Brightly colored and tidily shaped, they are all like dazzling billboards in a city that have nothing to do with the past, nor guarantee any future.  With everything using the present and the moment as a reference, she coldly and indifferently presents the real conditions of living in an artificial environment that you and I have already become accustomed.  In her artist statement for her series, “Back to Nature,” Lin admitted, “The light from this acrylic light-box indeed grasps people’s visions.  While on exhibition, it received a favorable response from many viewers.  This happened to be what I wanted to criticize.  It ‘reflected’ the mental condition of urban dwellers - accustomed to an artificial landscape without even being aware of its absurdity.”

Change in Creative Techniques
Lin uses her artwork to issue words of warning.  In her later series of works, such as “Cultivation,” “Beyond the Flowers,” and the previously mentioned, “Beautiful Life,” these cautionary expressions are more vivid and direct.  Using 3D rendering techniques, the "Cultivation" series depicts miniaturized people who are "protected" (imprisoned) in a hemispherical and transparent, technological realm.  In both the “Beyond the flowers” and “Beautiful Life” series, Lin uses news-clippings, ads, pornographic websites, and currencies as symbols for technology and capitalism, and merges them into the artwork as visual elements.  
Lin created her first large-scale interactive installation artwork, “Catching,” for the Industrial Technology Research Institutes’ Electronics & Optoelectronics Research Laboratories.  This work’s presentation consisted of three parts: flying butterflies created by two projectors that allow the viewers to experience 3D effects by looking through polarized glasses; the main interactive area, consisting of two vertically aligned projectors that are facing each other, in which the audience can wear white gloves and try to catch the virtual, enigmatic butterflies. The last part of the overall installation consists of the fifteen butterfly “raster” specimens.  “Raster” images are created through a combination of digital and printing technologies.  Using special software to convert the image into the appropriate gradings and passed through a special grating plate, a three-dimensional image is created.  Since 2004, Lin has repeatedly used the "butterfly" as a metaphor for "nature."
  Creating butterfly specimens using virtual butterflies seems ridiculous, yet it highlights Lin’s care for nature.  Regarding this, she stated in her artist statement that, "This series of works once again brings home the notion that if humans don’t cherish nature, one day it will be gone.  And, we can only enjoy, capture, and mourn for the “reality” that we used to have through elusive visualizations.
  If specimens represent a form of memory storage, then the virtual butterflies captured in the raster images symbolize the extreme emptiness that comes with making memories virtual. 
Another noteworthy point during this stage is technology’s role and status within Lin’s works.  Although they challenged technology’s role in daily life, her 2000 lightbox works mostly used digitally generated images as the main presentation method.  Despite adding three-dimensional modeling and lighting geometry, Lin’s main artistic language is still closer to the deep visual vocabulary that she accumulated during her earlier period of training as a painter.  Since mid-2000, Lin began introducing advanced interactive technology into her creations.  By doing so, Lin not only acted upon her persistent and self-demanding attitude towards visual expression, but also challenged herself by using new creative media, technologies, and forms.  This was conflicting and paradoxical.  Just when the public started to recognize Lin’s works as “tech art” and for their “high-level of technology,” she started to increasingly criticize and question technology.  
The Eve Clone Series
From the perspective of presentational form, Lin’s newest series, “Eve Clone,” is similar to the previous works mentioned, such as “Catching.”  This series also incorporates 3D holograms and interactive devices.  Regarding the creative theme, it continues her work, “Eve Clone,” from the “Back to Nature - Artificial Life” series.  Using virtual clones of Eve to present an image that is beautiful, yet fragile, both works criticize humankind’s desire to be God through science and technology.  The work consists of the following three parts: Eve clone’s entirety, which is created by dynamic holographic 3D technology to show the various angles of the realistic, yet virtual organism; Eve clone’s body which are presented in eight different materials, including gold, silver, copper, iron, clay, crystal, florescent. and leather; large-scale Eve clone interactive device that includes cutting-edge virtual hardware and software, and heat and motion sensors to let the audience interact with the Eve clone in real-time.  Like previous “Eve Clone” works, this beautiful, yet virtual Eve clone relies on the audience’s interaction to evolve, reflecting the flaws and fragility of modern technology.  
Lin’s creative inspiration stems from her appreciation, love, and care for life, as well as her faith in God.  Compared to her previous work, “Eve Clone” series uses even more religious symbols and ones that are more obvious.  Not only drawing from the Book of Genesis’ Adam and Eve, she also imprints on the Eve clone’s forehead the sign for disaster of many cultures: the beast represented by the number 666.  By doing so, it implies that no culture or nation is safe from the Apocalypse detailed in the Book of Revelations.  
There is no doubt that human society is facing many severe challenges.  The climate changes in the environment, shortages in natural resources, economic and political struggles between nations, and all the conflicts and disputes show that human’s have an abundance in intelligence, but a lack of foresight in wisdom.  In the beginning of this paper, I frankly stated that interpreting Lin’s works is something of a challenge for me.  The main reason is because I realize that I have a shallow understanding about Christians and the Bible.  To further understand Lin’s works, I even sat down and seriously studied the Bible.  Later, I realized my concerns all seemed to be an unnecessary fuss.   Foreigners who do not understand Chinese can directly sense the “Beautiful Life” constructed by Chinese newspaper headlines.  Though I am not Christian, I can still sense Lin’s earnest cries within her anti-tech tech art works: the arrogance of technology has blinded us to our positions in the natural order, and makes us believe that we can do anything we want, and get anything we desire.

Lin’s work uses dazzling bright lights to represent humankind’s continuous pursuit of technology, in which humankind ironically and unconsciously becomes imprisoned by technology.  Are the Internet and cell phones really convenient tools that let us travel far and wide, or are they really just tightening curses that bind us tightly together? Over-exploitation of the environment has caused severe damage on the natural environment.  Is there enough time left to repair this damage? Is biotechnology humankind’s victory over nature or is it just against the natural order? Are the lifestyles that people create out of technology really beautiful?  These problems are ones that our generation must courageously answer and face. 
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