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Trust Fall



Liao Wen: Trust Fall features the artist's recent
sculptures and a site-specific installation de-
signed for the first floor of MACA, exploring the
complex dynamics of friction and fusion between
fluid identities and social systems.

"Trust fall" is a game of fear and trust. One
person stands with their back to the group and
falls backward, expecting to be caught by the oth-
ers. The game is intended to amplify the sense of
interdependence in moments of vulnerability to
deepen mutual trust. Central to the exhibition is
the eponymous installation Trust Fall (2023-2025),
arepresentation of this game: the inclined human
figure on the steel stage is restrained by a rope
connected to its chest, suspended in a delicate
balance within intense tension. Visitors are invit-
ed to climb the staircase or walk beneath the in-
stallation, shifting their identities and experiences
in the act of moving.

The exploration of insecurity in the work
stems from the artist's experience of relocation in
recent years and her contemplation of social
alienation, her concern for the living conditions of
marginalized communities, as well as her reflec-
tions on the intersection of living spheres of differ-
ent social communities. The exhibition space is
designed to resemble an urban transit system,
constructing specific temporary rules with turn-
stiles and barriers. The interactive sculpture Wan-
derer (2024-2025) sometimes blocks the path,
acting as an obstacle as visitors move through the
space. The possibility of detaching from the sys-
tem, however, remains ever-present; whether to
adhere to or transgress the established order is
left for each participant to explore and decide.

The materials and forms in Liao Wen's works
are deeplyrootedin hertraining in puppet-making
and performance. Similar to her previous works,
the wooden sculptures in this exhibition are hand-
crafted and painted by the artist, with imewood as
the medium of expression, endowing the inani-



mate humanoids with the tension inherent in hu-
man existence. Trust Fall continues Liao Wen's
ongoing investigation into the theme of "liminali-
ty," examining how the "threshold body"—navi-
gating between crisis and trust, harm and protec-
tion—achieves counterbalance and resistance.
Through the exhibition, the artist recounts the
experience of adaptation and rejection between
individuals and their surroundings, while posing a
question: Are our bodies and minds still confined
within an established system?
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Trust Fall

2023-2025 2023-2025

BKR, THN, BEAE Limewood, stainless steel, nylon rope
340x450x120 [EXK 340x450x120 cm

HZARER Courtesy of the artist

12



(1) (EERZE)Y RESZERMNEY: —A
BXMARAT, MAEEAEREE. X
—REZAREFICICPHIFRMSENR
AYRERHTHAZIRATENER, AR
SRR A R ER M FREIEIE.
HipSTERPHEBIN: HROATRE
REIERS MEREE, MOBSERAHEIE
R, BARSRISELRENGE. N
REMBNEER L2EIMETET,
LI 8 AR B R TP A T A E B 3 RS 89

Rz,

Trust Fall draws its inspiration from the eponymous game: one person
falls backward, relying on others to catch them. This game, once in the
artist's childhood memory, has now evolved into a team-building activity
in today's society, testing the trust between individuals and the collective
through the evocation of fear. This work reconstructs the game scene: an
inclined human figure, connected to a steel stage only by its feet, is bal-
anced by a rope pulling at its chest, suspended in the moment of falling.
The stage allows viewers to climb up or walk underneath, shifting their
perspectives and embodying the different roles within the scene.
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Wanderer
2024-2025 2024-2025
B, THR, REEAELK, B4, Limewood, stainless steel, polyurethane foam,
FEH, WOHT, BB, K2 sponge, wool blanket, elastic, spring, stanchion
95x167x92 [EkK; RAI%E 95x167x92 cm; dimensions variable
H MACA 5 Supported by MACA
HZARER Courtesy of the artist
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Wanderer is inspired by the lightweight, body-molded wooden splints
designed by American designers Charles Eames and Ray Eames for in-
jured soldiers during World War Il. The sculpture features a human fig-
ure lying on a wheelbarrow, with its legs springing back upon external
impact—mirroring the instinctive reaction of bending one's knees toward
the torso when falling backward. The artist reflects on the interaction and
negotiation between the human body and its surrounding facilities, par-
ticularly the marginalized visibility of individuals with limited mobility in
public spaces, while also contemplating the sense of displacement asso-
ciated with shifting identities. In the exhibition, visitors are invited to push
Wanderer to proceed on their way; and it is precisely this interaction that
transforms the work into an entity capable of freely traversing the space,
wandering beyond the confines of systemic rules.
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Conversation
with Liao \Wen



Chen Yindi: In recent years, wood has been the primary me-
dium of your artistic expression. What are the considerations
behind this choice?

Liao Wen: At first, it was an unconscious decision. Inthe Czech
Republic, where | learned the craft of marionettes, limewood
was the most commonly used material. The texture of it is
between hardwood and softwood, making it ideal for carving
and easy to work with. After | returned to China, | continued
using this material with a sense of intimacy, combining the
representation of the body with the inherent characteristics
of wood. Limewood can be sanded to such a smooth finish
that it achieves a fine texture, similar to the skin of organic
creatures, making it perfect for representing the body.

| would sand the wood and then apply the acrylic paint in
layers using a technique similar to special-effects make-up,
which follows the same logic as glazing in classical oil painting
and overprinting in woodblock printing. This technical rather
than purely painterly approach is something that | have al-
ways been used to.

Applying colors to sculpture has always stood out to me
as going against contemporary trends. Contemporary sculp-
tures often emphasize the volume of matter, the color of ma-
terials, force and balance, and the relationship between the
work, the space, and the viewer. Instead of academic training,
it was folk puppetry that introduced me to sculpture. While it
has also left me struggling, wondering if my work is contem-
porary enough.

Mike Kelley has stated in Foul Perfection: Essays and Crit-
icism that, "Naturalistically colored dolls, mannequins, autom-
ata, and wax portrait figures are not included in the general-
ly accepted version of western art history, and polychrome
religious statuary is on the lowest rung of the art hierarchy."
My interpretation of this is that folk statues—whether Bud-
dhist or Christian—are given color because they cater to the
needs of the masses, whereas contemporary art, being ori-
ented toward the elite, adopts a more theoretical or exclusive
approach. This logic makes color seem redundant or even
cheap. However, like Mike Kelley, | also share the same res-
ervations concerning this notion. Modernism advocates for
the unadorned aesthetics of sculpture, like classical Greek
sculpture, as a manifestation of "reality" and "truth." However,
"Truth is not a timeless given but a socially constructed fact." 2

Chen Yindi: Despite the presence of color, the simplicity of
your previous works was notable. Why did you choose to draw
marks on the sculptures this time?

Liao Wen: It has always been difficult for me to resist the pro-
cess of "finishing" of sculpture-making, but making a break
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from it is just as compelling to me.® These works are differ-
ent from my previous ones. | tried applying a very thin layer of
color in order to bring out the natural wood grain, creating a
texture that exists between skin and wood. | drew arrows and
reference lines on some of the joints to indicate their range
of motion, maintaining an in-between state—both a created,
quasi-living being, and a material with inanimate traits.

| always believe that sculpture should be an indepen-
dent entity of its creator. It can preserve traces of hand-carv-
ing—expressing the instant feelings during my creative pro-
cess, which may be assertive and vigorous or vacillating and
self-denying. These feelings are revealed through scoring,
reference lines, and material assemblage. The materials
themselves also carry unique personalities—the grain, densi-
ty, weight, and shade. Some limewood pieces | use have dark
streaks, which indicate mineral deposits absorbed by the
original tree. The density of the wood can correspondently
tell more or less the levels of precipitation as it grows.

Whenever | move to a new place—often large cities—I
find myself re-learning vocabulary, adapting my behavior, and
even altering the way | dress. It feels as if | am re-painting and
re-decorating my skin in order to blend in with those around
me. In my past works, | always strived for a flawless surface,
which was, in essence, a reflection of my constant pursuit of
perfection. Yet, all the efforts and changes | made to assimi-
late into new environments have left indelible marks on me.
They can not be covered up and are seared into my memory
and flow through my veins.

Therefore, in my new works | decide to present every-
thing as it is: the wood grains, the pencil-marked reference
lines, and the correction traces left by my carving knife. Each
imprint touched me during the process of creation, so | de-
cided to treat them not only as the journey but also as the
destination.

Chen Yindi: From your early studies to your current artistic
practice, how would you describe the transformation of your
work?

Liao Wen: In 2017, | received the Wang Shikuo Scholarship
from the Central Academy of Fine Arts in Beijing, allowing me
to participate in a one-month puppetry workshop in Prague,
Czech Republic. The puppet show that we worked on was an
adaptation of Bram Stoker's Dracula, a renowned vampire fic-
tion set in Romania. During that time, | was profoundly influ-
enced by the cultural atmosphere and aesthetics of Eastern
Europe.

For about three to four years after returning to Beijing, |
never envisioned myself becoming a fine art artist. Instead, |
aspired to be a puppeteer. | was particularly passionate about
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the idea of establishing an itinerant theater. In 2018, | started
an official WeChat account focused on translating and writing
about puppetry, robotics, mechanical kinetic sculptures, and
cybernetics.

Over these years, the most significant change that has
happened to me is that my early sculptures tended to focus on
the expression of personal feelings, whereas now | have grad-
ually shifted my attention to the exploration of relationships.
| hope my sculptures can engage the public rather than just
being viewed only as aesthetic objects. This exhibition, Trust
Fall, features a lot of interactive elements, which originated
from the precious and touching experiences | had while doing
puppetry. In some ways, creating these interactive installa-
tions is a continuation of the experience that | once gained
from puppetry.

Chen Yindi: What was it about puppetry that sparked your
interest in the interaction between artwork and audience?
Because from my understanding, puppet theater remains a
primarily presentational art form.

Liao Wen: | grew up in a remote town in Chengdu. | remem-
ber that in the early 2000s, some traveling troupes would
visit frequently, performing at the fork-road junction in the
town. They would show up in a caravan, set up a simple stage
against the side of the truck, and begin their shows. Some-
times it was puppet shows and sometimes acrobatics, such
as fire-breathing or other eye-catching acts. The performanc-
es always ended up with a sales pitch for some peculiar rem-
edies, like so-called "millennium-aged snake wine" and magic
creams. To peddle these bizarre wares, they would enthusias-
tically stage some surreal performances. After a week, they
would vanish, leaving their origins and destinations unknown.
| have been fascinated by these troupes since childhood; they

Resist, 2022, hand-colored limewood,
Prince Rupert's drop, stainless steel,
wire, 55x114x68 cm. Photo by Paul
Salveson. Courtesy of Frangois Ghebaly
Gallery and the artist
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are such nomadic and mysterious beings to me.

The charm of puppetry is that, from my perspective, the
audience does not come for the abstruse theater, but for
something more direct and entertaining. It tells stories that
are related to everyone's life in an accessible way, with no
need for detachment or for treating it as enshrined high art.
Inthis exhibition, the interactive installation Wanderer (2024-
2025) can also be seen as a kind of puppet theater.

Chen Yindi: It sounds like puppetry holds a nostalgic yet
down-to-earth feeling for you.

Liao Wen: It might be nostalgic in my personal experience.
But actually, these secular yet mystical and powerful tradi-
tions still thrive in rural China today. Growing up, most people
around me came from small towns. We have always been mi-
grating, adapting to bigger environments, and trying to fit our-
selves into larger narratives. Maybe coming from such a small
place made me so eager for the outside world, filling me with
curiosity and longing for the puppet troupe. To some extent,
this mobility—whether by choice or not—mirrors my own life
and the broader experience shared by my generation in the
context of rapid urbanization.

ChenYindi: Are the titles of your works in this exhibition relat-
ed to the sense of mobility?

Liao Wen: When I first came to Hong Kong, | hesitated to speak
Mandarin, fearing it might cause the impression that | did not
truly belong here. | was no longer a tourist but a new resident.
For a long time, | was caught up in a strong sense of insecu-
rity. It reminded me of a game | used to play as a child: you
stand with your back to your friend, then fall straight back to
see if they will catch you. Later, | learned that this game has
developed into a popular team-building game called "trust
fall." Companies use it to quickly build connections among
new employees who barely know each other, as people tend
to trust one another when they are in danger.

My work Trust Fall (2023-2025) draws on the stage used
in this team-building game. Normally, there would be a coach
holding the rope attached to the stage. However, in my work,
| have removed the crucial role of the coach as well as the
people standing below, leaving a single figure suspended in
extreme tension, about to fall. | hope this work invites visitors
to experience it from different perspectives: standing beneath
it, they might feel the overwhelming weight of the falling fig-
ure while climbing the stairs brings the controlling rope within
the visitor's immediate reach. | wonder what thoughts might
cross their minds in those moments.
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Wang Jianan: | feel that the transit hub in the exhibition, with
its turnstiles and barriers, represents a "non-place." In this
space, people have no distinct social attributes or identities.
Here, individuals remain anonymous and disconnected from
one another.

Chen Yindi: The barrier system also embodies a form of en-
forced order. What inspired you to integrate this representa-
tion of rules into this exhibition?

Liao Wen: Since moving to Hong Kong, | have been struck by
the city's strong sense of order. In nearly every public space, |
have rarely seen anyone cutin line. It is as if unspoken norms
have been embedded in the residents' DNA, and | found my-
selfinstinctively following them. | often wonder: who enforces
these imperceptible rules?

Living in Mainland accustomed me to public spaces that
felt relatively chaotic and less regulated, so | had not fully
grasped the presence of many invisible rules in our daily lives.
Rules, in a way, symbolize civilization—they allow public life
to function properly and amplify the visibility of marginalized
groups, such as through accessibility infrastructure.

In this exhibition, however, these rules are established to
be broken. It is only through the breaking of rules that some-
thing new can be generated. The ultimate goal is not simply
about "breaking the rules" itself, but rather about seeing
their existence by rejecting them. "Seeing" is just the starting
point—what follows is a realm of open possibilities. Jumping
over the turnstiles and barriers, refusing to show the admis-
sion ticket—these acts are a rejection of the imposed rules.
But in the real world, what boundaries are we trying to trans-
gress, and for what purpose?

Chen Yindi: How do the public facilities for marginal communi-
ties in Hong Kong inspire the works in this exhibition?

Liao Wen: | often have lunch at Café de Coral, a budget-friend-
ly chain restaurant in Hong Kong. One day, while | was eating
there, a woman in a wheelchair came in, accompanied by a
Filipino caregiver. | glanced at her and was startled to realize
that she had no legs, and her entire body was supported by
the wheelchair. | immediately withdrew my gaze, whilst real-
izing that | had occupied the accessible seat and that people
around us were starting to look over. | apologized and started
to move, but she said it was fine and invited me to stay and
share the table. We exchanged a few words but mostly sat in
silence. As | left, she stopped me and handed me a Café de
Coral coupon.

| hesitated to look at her directly, worried my gaze would
come across as intrusive, but | also felt that deliberately avoid-
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ing eye contact would be impolite. Leaving Café de Coral with
that coupon, | felt a swirl of emotions, but above all, a deep
sense of shame. | believe she was expressing gratitude forthe
way | treated her as an equal, for being open to conversation
and sharing the table. At that moment, it dawned on me how
seldom | had encountered people with disabilities in public
spaces in Mainland. If there were more opportunities for the
public to see and engage with them, social acceptance would
be naturally increased.

Despite Hong Kong's public spaces being equipped with
considerable facilities for people with disabilities, these mar-
ginalized communities remain almost invisible, as if they are
transparent or separated by an unseen barrier. This invisibil-
ity extends to many migrant workers—from Filipino domestic
helpers to South Asian laborers who dig ditches and lay pipes.
They are present, yet somehow absent.

The inspiration for Wanderer (2024-2025) came from this
very experience. As someone who had not yet grasped the
nuances of the city or found my place in it, | felt a deep reso-
nance with that woman in the wheelchair. Wanderer appears
to be in constant motion, yet it has no capacity to determine
its own direction; it moves only through the "refusal" of the
audience. Its height is intentionally set just below the stan-
chion—seemingly transgressing the constraints of the rules,
yet still ensnared within the system, unable to find an anchor.

Chen Yindi: Many of your works explore the concept of "lim-
inality." How do you interpret this notion, and how is it defined
within the context of this exhibition?

Liao Wen: "Liminality" refers to the in-between state when
transitioning from one condition to another.

The two works in this exhibition are part of my "Almost
Collapsing Balance" series. Inspired by my past experience
with puppetry, these works are connected by joints, making
them detachable and flexible. In this series, bodies exist in a
kind of liminal state—about to fall but not yet fallen. By lever-
aging the counterforces of the joints, the sculptures maintain
balance through their own structural tension.

| use this logic to express and archive significant experi-
ences in my life—moments charged with intense emotions,
marked by extreme physical and mental instability.

In Resist (2022), | used "the arc of hysteria" to signify fe-
male depression.* One of my mother's friends once suffered
from severe depression. Depression in elderly women rarely
receives the attention it deserves. Our families tried every-
thing to support her, but as someone who has not experi-
enced depression myself, how could | truly understand her?

By chance, | once came across a glass object called
"Prince Rupert's Drop." Teardrop-shaped, its tail is so fragile
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that it can break at the slightest touch, yet its head can with-
stand immense pressure. It immediately reminded me of my
mom's friend—the profound strength hidden within her vul-
nerability, the way she tenaciously pulled herself back from
pain, over and over again. Accordingly, the torso of the sculp-
ture fights to rise upwards, as if trying to prevent the string of
glass from falling.

Headwind (2023) is a response to an incident in Shang-
hai in 2022: a young man was taken away by authorities while
holding a sunflower and reading poetry on the street. The
sculpture appears to be blown over by a forceful yet invisible
wind—its body and head thrown back, with only the right leg
bearing the weight to maintain its dignity. In fact, itis the joints
of the right and left legs that lock the body in place, preventing
it from collapsing, while the right knee endures tremendous
pressure to hold this position.

Through this presentation of the liminal state of the body,
| seek to explore the tension between losing balance and re-
sisting collapse and void through sheer force of will.

Perhaps it is somewhat cruel to leave the two works in
this exhibition in a state of perpetual drift and suspension.
However, this may be the nature of our lives—or at the very
least, the essence of my own life—with no clear destination or
resolution, endlessly suspended in a state of liminality.

1 Mike Kelley, Foul Perfection: Essays and Criti-
cism, MIT Press, 2003. " Chapter "Playing with
Dead Things: On the Uncanny," p79.

Foul Perfection: Essays and Criticism, p80.

3 "Wood finishing" refers to the final treatment
applied to the surface of wooden objects.

4 In 1897, George J. Preston created anillustra-
tion for his book Hysteria and Certain Allied
Conditions, Their Nature and Treatment: With
Special Reference to the Application of the Rest
Cure, Massage, Electrotherapy, Hypnotism, Etc.
The image depicts a body arching dramatically
on a bed, forming an extreme curve. Inspired
by this, Louise Bourgeois created the sculpture
Arch of Hysteria in 1993.

N
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About the Artist

Liao Wen lives and works in Hong Kong. She received her MFA from the
Central Academy of Fine Arts in 2019. Liao Wen's practice spans sculp-
ture, performance, and video. Drawing inspiration from puppetry, anthro-
pology of myths and rituals, medicine, and art history, she interrogates
the social order, technology, and disciplining power projected onto the
body. Both primordial and futuristic, her works depict the unsettling bal-
ance of the body in the liminal state and imagine future bodily possibilities.
She has held solo exhibitions at Capsule Shanghai (Venice, 2024; Shang-
hai, 2021) and Cai Jin Space (Beijing, 2021). She has participated in group
exhibitions at Guangdong Times Museum (Guangzhou, 2024); The First
Trans-Southeast Asia Triennial (Guangzhou, 2023); Cassina Projects (Mi-
lan, 2023); Frangois Ghebaly Gallery (Los Angeles, 2022); OCAT Biennale
2021 (Shenzhen, 2021), among others. She was awarded the Frieze New
York Stand prize in 2023 and was a finalist artist for the Ducato Prize in
2023. Her works have been featured in publications such as The New York
Times, Art in America, The Art Newspaper China, and ArtReview. She has
been selected to be the resident of Pro Helvetia in Switzerland in 2025.

About the Curators

Chen Yindi is the Assistant Curator and Researcher at MACA. Her re-
search explores how nature has been seen and represented in different
cultures, especially in relation to the intersections of mythologies and
queer ecology. She has curated exhibitions at Yamanaka Suplex (Osaka),
Subtitled (New York) and among others. Yindi has contributed writings
to The Art Newspaper China, ArtReview, Whitehot Magazine, Cultbytes,
C-print Journal and more. She received her M.A. from the School of Visual
Arts, New York, and her B.A. from the University of York, UK.

Wang Jianan is the Associate Curator and Researcher at MACA.
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Scan the QR code and
follow us on WeChat

for more content.

About MACA

MACA is a non-profit art institution located
in the 798 Art District of Beijing and officially
inaugurated its space on January 15, 2022.
Occupying a two-story building with a total
area of 900 square meters, MACA unites
artists, curators, and other art and cultural
practitioners from around the world. Through
its diverse, ongoing, and collaborative ap-
proaches, the Center establishes a new site
on the contemporary art scene. Guided by
the “work of artists” and backed by interdis-
ciplinary research, the Center aims to bring
together a community passionate about art
and devoted to the “contemporary” moment
so as to respond proactively to our rapidly
evolving times.
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For exhibition tickets and other services,
scan the QR code and enter

MACA's online shop.
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