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December 16, 2011 - January 10, 2012

The International Conference on Chinese Women and Visual Representation 2011 & EMG Shanghai
x i 'NQ. 1 Building, No. 3000 Yixian Road, Bacshan District, Shanghai (Subway Line 3, the Songfa Road Station), China
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"[dentity categories elude fixity —without sacrificing embodied politics.”

Yishu =

"WOMEN, a thought-provoking, eye-opening new show at the Chinese Culture Center that

discusses feminism, gender and expressions — and repression — of diverse sexual identity
in modem China”

BivArea REPORTER

"With this exhioit, women and LGBT artists have taken a huge stride toward the light and
making their own destiny.”

"The exnibit's sheer variety is overwhelming.”

5 A
“The ¥ Examiner
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2012 Curatorial Statement SRERI=

Abby Chen

Inaugurated last December in conjunction with the International Conference on Chinese Women and Visual Repre-
sentation in Shanghai, WOMEN was the first exhibition to address feminism and denigratory equality in present day
China. I am very proud that we are showcasing this ground-breaking exhibit in San Francisco.

Visibility, Authority, and Possibllity are the three threads that weave the foundation for WOMENCD. Despite the different
contexts of China and America, the discourse on gender and sexuality incite transformational leadership and insight
in the development of the world as a whole. I'm hoping the work featured here will provoke a fresh understanding of
China, as well as introduce perspectives on this new wave of social movements.

Eleine Ho, a participating artist when asked about her thoughts on feminism in China, responded that ‘I don't think
| was ever called or referred to as a feminist until | came to China, where I've heard it enough times to be kind of
shocked. This says a lot more about feminism in China than it does about me.” Indeed, when the subway company
blames the sexual harassment on how women dress; when people conceal their face 1o talk about their love for
others; and when sex workers remain the most vulnerable under the name of public safety. .. Feminism and sexual
llberation in China are largely viewed as an imported idea which buldozes a so-called "traditional value.” However,
body and desire, for generations of Chinese people, have been and are censored, policed, and punished. Further-
more, the artistic expression of such is sienced and dismissed due to a mdle driven art world dominated by the market
€conomy.

WOMENDD seeks to listen to those individual voices that often fade into the background. What | care about is
whether the work can present a discourse on feminism in China; If these works can help understand the currents of
gender space, how can WOMENCD broaden the imagination”?

This exhibition focuses on the exploration and expression in visual culture. Instead of emphasizing the gender of the
artists, the selection of works are based on their relevance to gender and sexudlity. From established to emerging,
the participating artists were bom from the 60s to 80s, with nongovernmental organizations founded less than ten
years ago. Their work includes various mediums such as performance, installation, video, drawings, and posters.
With a goal to introduce a visual experience on the edge or the forefront of culture, these works strive to influence and
push the new value proposition, which are often lacked, estranged, or even feared by mainstream society in China.



Gender Identity Symposium pg. 151

The Start of the project




Lecture on Contemporary Visual Culture with
Feizan.com

Gender Identity in Public Space with & _FELGBT
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WONMENEAM Exhioition Opened in conjunction with Interational Conference on Chinese Women

International Conference on Chinese Women
and Visual Representation 2011

Exhibition View of WOMEN Shanghai 2011







Lecture on “How Gender Identity Enters
the Public Space” & Exhibition in PFLAG

Office, “Remember to Breathe” pg.3s

\Women Art Revolution
by Lynn Hershman

Occupy Shanghai Subway pPg. 26
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WOMENFL A Documentary Film Premiere Her oice Forum
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" Walker Lee



September 15th, 2012 - December 15th, 2012

San Francisco
Chinese Culture Center

Exhibition View of WOMEN# (", San Francisco 2013
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Exhibition review by Alpesh Kantial Patel published on Yishu pg. 126

fiishn|==:.

|
- Chinese An




am
ami Beach Urban Studios







NGOs
Non-Governmental Organizations

Shanghai Nval

ishang | GBT

China Sex Worker Organization Network Forum

Plag Guanazhou










Performance S

Shanghai Nv Ai LBT Organization is a Shanghai based group founded in June
2005. The non-profit organization promotes awareness, knowledge and advo-
cacy for lesbian, bisexual women and transgender (LBT) rights and issues. The
group produces the China version of "The Vagina Monologues," and recently
participated with fellow WOMENZEAS artist Gao Ling in Subway Performance.
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till of Occupy Shanghai Subway, 2011
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) of the performance, Dec 16, 2012

Event Poster of The Vagina Monologues, 2012






Alshang LGBT
Pride Shanghal 2012 Poster Series

Aishang LGBT led by Li Gang is a Shanghai-based group to promote the aware-
ness, knowledge, and advocacy for gay men. They conduct film screenings, book
readings, and other activities on gay issues.

% ELGBTREZ M7 E iy — 8 £ Ly - 2O 1% E EEHE R E SR
W DU AEE) R R S B A I R - i MTE R ST o EAM
FHEAERERVEE) -

Exhibition View of Pride Shanghai, San Francisco 2012 33
Courtesy of CCF







China Sex Worker Organization Network Forum, www.cswonf.org, was established
in February 2009 with 17 grassroots sex worker organizations (including one from
Hong Kong and one From Taiwan) in the Forum. The Forum is committed to sup-
port the development of member institutions and improve the sex workers’ health
and working environment. The Forum builds and advocates for information, experi-
ence, and the sharing of knowledge and other activities through the power of the
institution to enhance the self identity of the sex workers and to reduce discrimina-
tion and injury.
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Violence & Crackdown !
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Exhibition Poster for Remember to Breathe, 2012
Courtesy of the Artist
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San Francisco & Miami
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Ana leresa remandez
ce Queen

Ana Teresa Femandez (www.anateresafernandez.com) received her MFA from the San
Francisco Art Institute In 2006 and was the Toumasol Awardee at the Headlands Center
for the Arts for 2007-2008. She has completed residencies at the Fondation d'Art Jacmel,
Haiti, and in Juarez, Mexico through the LEF Foundation. She received the National As-
sociation of Latino Artand Culture Award, San Francisco Arts Commission Individual Artist
Commission, Creative Workund, and the Murphy Cadogan Award, She has shown her
work locally at Yerba Buena Center for the Arts, Electric Works, Galeria de la Raza, LLuggage
Store Gallery, Queen's Nalls Annex, and Headlands Center for the Arts, and internationally at
Centro Cultural Tjuana, Mexico; Fondationd'Art Jacmel, Haiti; Sun Valley Arts Center, Idaho;
and Gelerla Nacional Museo San Jose, CostaRica. Fermandez, wel known for her majestic,
hyper-realistic ol paintings that confront gender and labor issues, presents two video pieces
documenting recent performances in puolic.

Ice Queen, 2011 Courtesy of the Artist
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NDATY

What are your thoughts on feminism? What is your definition of femi-
nism in China and its condition?

Equal pay. Equal working, education, ethical standards.

Why did you choose to work on this particular medium? What is the
relationship between the medium, you and your idea”?

| ke the relationship of ‘ice” with the body, how our heat affects
it,shapes it. | wanted to present the dlass slipper, this transparent
Oelicate object, and completely morph it, and erase it

In your opinion, what is the most ideal way to collaborate with an art
institute?

It would depend. There are so many ways.

If there are no budget and resource limits, what kind of work would
you want to do the most?

| don't have that much money, but the imagination to make my proj-
ects come to life. That's why I'm an artist, | don't solely rely on money
to create

When creating artworks, do you have a set of target audiences in
mind? If so, why?

| usually create as a response to my gut. | experience things in the
world that leave marks, scars... usualy negative... but sometimes
also positive. And i create work as a response o those experiences
| don't think | have an audience. And | wouldn't want to make some-
thing to please somebody else. | think about sharing a universal story
and not limiting myself to a particular language

Exhibition View of /ce Queen, San Francisco 2012
Courtesy of CCF



Artist CV

2012

Public Art Network, Year in Review Recipient

La Fragua Residency Award, Cordoba, Spain

San Francisco Arts Commission, Arts and Communities © Innovative Partner-
ship Grant

2011
Goldie Award, Artist of the Year for San Francisco Bay Area Guardian, san
Francisco, CA

2009
Creative Work Fund, SF, CA
Greatmore Studios, Residency, Cape Town, South Africa

2007

NALAC Funad for the Arts, National Association of Latino Art and Culture, Tx
Tourmesol Award Recipient 2007-2008, Headlands Center for the Arts, Sau-
salto, CA Ana Teresa Feranadez (b, 1981), lce Queen, 2011, Video,

SF Arts Commission Cultural Equity, Individual Artist Grant, San Francisco, CA

2006

Neighborhood Public Art Grant Project, Richmond Art Center, Richmond, CA
Fondation D'Art Jakmel Residency, Jakmel, Haiti

Mujeres de Juarez Residency, LEF Foundation Grant, Juarez, Mexico

3rd Annual National Juried BExnibition, 2nd Place Award, Novato, CA
Headlands Residency Nominee, San Francisco Art Institute, San Francisco,
CA

2005

My Country Left or Right, Merit Award, Horton Gallery, Delta College, Stockton,
CA Murphy and Cadogan Fellowship, San Francisco Arts Commission, San
Francisco, CA

2004
Jack and Gertrude Murphy Fellowship in the Fine Arts, San Francisco Founda-
tion, CA

2001
Merit Scholarship, San Francisco Art Institute, San Francisco, CA
67

Solo Exhibitions

2011

La Llorona Unfabled, Stories to (Re)tell to Little Girls, Calerla de la Raza, san
Francisco, CA

ELLE DECOR, Concept Modern Life, New York, NY

Ablution, Electric Works, San Francisco, CA

2010
Greatmore Studios, Cape Town, South Africa

2009
Ecdisis, San Francisco Arts Commission Equity Grant, Galeria de la Raza, San
Francisco

2008

Telaraa, Tournesol BExhibition, Luggage Store, San Francisco, CA Aseando Fron-
teras, Mexican Consulate, San Francisco, CA Pressing Matters, Braunstein/
Quay Céllery, San Francisco, CA

2007
Nan Mitan-an, (n the middle) Fondation d'Art Jacmel, Haiti






Ling & Comma

The art colective LING & COMMA was founded in the summer of 2008. The existing
members are artists Haine Ho and Gao Ling. LING & COMMA is a group committed to
studying the mutual relationship between female, the body, space, and dalily things, and to
also explore new features and new interests in design.
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Fountain, 2008-2010 Courtesy of the Artist
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Gao Ling
Hey/! ouch Me

Gao Ling was bom in Jiangsu, China (1980) and currently lives in Beiing. Her inter-disci-
plinary approach encompasses diverse mediums of visual art, photography, installation and
performance. Her work closely scrutinizes the ‘norms' of dally life and creates surprising
and often humorous interventions and re-appropriations that challenge our relationship with
them. Her artworks have been featured in a number of exhibitions including in CGet It Louder,
Mian Design Week and e-flux project: Pawnshop.

In 2008, togetner with Chinese American artist Elaine W. Ho, Gao founded the arts group
LING & COMMA whose primary interest is to investigate issues of female identity, oody-

Performance Still of Hey! TTTTouch Me!, 2010 Courtesy of the Artist or
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Left: Exhibition View of Hey! TTTTouch Me!, Miami 2013 Courtesy of CCF
Right : Performance Still of Hey! TTTTouch Me!, 2010 Courtesy of the Artist
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Performance Still of Hey! TTTTouch Me!, 2010
Courtesy of the Artist
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Artist CV

EPNGE
2009

(A% Public) [&1E: Fotini Lazaridou-Hatzigoga)] Program Initiative
for Art/Architecture Collaborations,f#f

2006
{Best Before / /) [&1E: Fotini Lazaridou-Hatzigoga & [
ABZ [Lower Manhattan Cultural Council Swing Space, #47
{Everywhere we go, we walk in circles everyday) ;Galerie Aube,
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2010
“17 Days in Beijing: Screen of Consciousness on the Micropoliti-
cal;”  (Public) #sE[41F:Sean Smith]

2009
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2005
“Cast a Thought” ; {Time Out Beijing) [5108,200547H ]
“On the Borderline” ; {Archis) [CD-ROM# BN %, 55 357 ]






NManyee Lam

Cocooning — Self-Combing VWoman

Man Yee Lam was borm in Hong Kong and  currently lives in California. After graduating, her
first career was dedicated to interational advertising companies like O&M and DB Need-
ham, specializing in marketing and media strategies for 15 years. She then shifted into the
training field promoting personal awareness and transformation for the last 16 years. Both
her careers as Media Director and Director of Training involve intermational responsibilities
that cover many countries in Asia and America.  She has accumulated broad experience
in strategic development as wel as campaign execution. She also possesses extensive
understanding and Insights of people from different cultures,

Exhibition View of Cocooning - Self Combing Woman, San Francisco 2012
Courtesy of CCF
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As an artist, she wants to use visual elements to reach people. She
believes that the video can transcend language. In order to gain a
better understanding of visual language, she is now studying Arts
Master of the Art Institute of California (California College of the Arts).

The source of Man Yee's art practice comes from her interest in peo-
ple, in particular the unconscious psychological make up.  Through
her works, she tries to investigate the unconscious force that governs
who we are, how we fesl and what we do, as wel as how people
negotiate and struggle with this unconscious power. Man Yee uses a
variety of media to express the needs of her work, using a diversity of
sculpture, video, photos, animation, painting, ink, and so on.
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Exhibition View of Cocooning - Self Combing Woman, San Francisco 2012

Courtesy of CCF







Installation View of Cocooning - Self Combing Woman (Courtesy of the Artist )




Artist Statement

The "Self-Combing Woman" involves a combination of performance, sculpture,
video and installation. | am investigating the choices that women have under
cultural patterning.  Despite extraordinary efforts women have made to create
opportunities for independent choices, | am questioning, under cultural con-
fext, whether these hard-earmed choices are real cholces or just the ilusion of
choice.

| was born in Hong Kong and my original hometown in China is a city called
Shun De. For hundreds of years, the main industry in the area was sik pro-
duction, which was mainly supported by women work force. This situation
dlowed wormen in the area to gain unprecedented economic power.  \When
this economic power was tranglated into social power, women there and then
were able to resist the feudal marriage system and created a new social struc-
ture. Amost all women in all of Chinese history had only one option in their
life — marry into a family chosen by the parents — which a lot of times would
mean becoming second-class citizen in a stranger's family, But any woman in
Shun De, if she chose to, could perform the ceremony of "self-combing” and
toke the vow 1o be a spinster. They created for themselves a new option -- a
legitimate, acceptatle social position of spinsternood,

My ancestors broke the two-thousand-year social system and created un-
precedented options for themselves just by raising the little vulnerable sik-
worm.  However, they had to sacrifice a lot in order to be included in the Con-
fucius society.  They were trapped in the spinsterhood, the vowed celibacy
and the life-long labor.

I myself, like many modem woman of my time, thought that I was lucky enough
10 have wide range of free choices. However, in order to create my own finan-
clal independence, | find myself slaving for vears as a businesswoman whie
succumbing to the expectations, requirements and imitations of the business
world.  After dll these years, | realized that | am weaving the same cocoon like
my ancestors, lke those silkworms were weaving, and trapped In it at the
same time.
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Interview Questionnaire

1. What are your thoughts on feminism? What is your definition of femi- FRAAERCEERNTRAEPRCEERNERNCERH
nism in China and its condition? JBE?

Since feminism began in the 60's, it has been active In the Westemn
world for over fifty years. Though by now much of the gender inegual-
ity has already been elminated at the level of social system, there
is stil a lot of interest in the topic with many passionate studies and
discussions, Much of the contemporary efforts attempt to eliminate
gender differences at the level of perception and attitude. However, it
seems that the fact that there are fundamental differences between
men and women does not seems 1o e addressed and integrated
into the argument. After several decades of equating women with
men, the value system for women has changed drastically. Nowa-
days in the western world, being soft, gentle, inward and subservient
are not virtues for women, but weaknesses. An ideal woman should
e active, outgoing, strong, tough and competent — in other words
— just like a man.

Femirism in China is stil in its embryonic stage. Unfortunately, there
are stil a lot of inequalities embedded in the social system. With the
cradle of Chinese culture as base, | hope that feminism in China can
evolve 1o a place of true balance of yin and yang, where women and
men can embrace and respect each other's differences and com-
monalities.
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2. Why did you choose to work on this particular medium? What is the
relationship between the medium, you and your idea’? ﬁ” Ryt R T AR S M AT B R A s (OO, DA R AR
%EE’J@K&ZF&E’J%@%EH@?
In "Cocooning”, what | am conveying Is not just a concept, but also
my personal relationship with the culture system, with laboring, with
the many generations of women in my family as wel as my relation-
ship with my own unconscious. Putting myself into the performance
aspect of the art piece seems most natural to me. My focus is on my
own experience about all these relationships while | was weaving the
cocoon. | believe that the final object — the cocoon installation — wil
carry the records of my experience. The video will deliver the docu-
mentation of my experience at a different level
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3. In your opinion, what is the most ideal way to collaborate with an art
institute?

For me, the ideal relationship with art institutions is a mutual partner-
ship with common visions. The partnership is the basis of the platform
that bring values for all parties involved — artists have opportunities to
Create artworks, art institutions bring the works to the public, and the
audience can enjoy the artworks.

4. Ifthere are no budget and resource limits, what kind of work would you
want to do the most?

If there is no limitation on resources, the idea that comes to my mind
at this moment is to create many cocoons in many different comers
of the city.

5. When creating artworks, do you have a set of target audiences in
mind? If so, why?

| would consider the audience when | am creating. For me, visudl art is
an important tool of communication. It is a visual language. It takes two
parties 1o establish a communication. When | am the one expressing,
then there an audience recening the message. | certainly hope that
my artwork can serve as the bridge to connect the audience and me.
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2.

What are your thoughts on feminism? What is your definition of femi-
nism in China and its condition?

ﬂ e libere ﬂw \ \T women's bod\eo
rignt to participate fully in public

Why did you choose to work on this particular medium? What is the
relationship between the medium, you and your idea”?
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3. In your opinion, what is the most ideal way to collaborate with an art
institute?
Art institute / would provide a supportive and stimulating en-
vironment for a show their work, collaborate, experiment, ex-
change ideas, and interact with the community.
4, Ifthere are no budget and resource limits, what kind of work would you
want to do the most?
'AUTUMN GEM: Episode 1." Except Qiu Jin shoots first
5.

When creating artworks, do you have a set of target audiences in
mind? If so, why?

don't have a specific audience in mind during the creative pro
My hope is for the Viewer to come a
Chinese wo

n China

away with a different perspective on
men and/or an interest in learning more about feminism
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Artist Statement
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Moth" is a video work derived from the painting Portrait of Youth with a fusion of
the sense of life, naturdlistic sense, and other aesthetics. The main themes in
Moth center around, "in adolescence, people have subtle changes physically
and psychologically”, and "the infinite possiblity on gender awareness.” \When
| started to create the topic of adolescence in 2008, | tried to explore self-
awareness, the differences between male and female, empathy towards the
opposite gender, curiosity to the opposite gender, and discovering psychol-
ogy. Gender awareness of adolescence is vague and has diverse possibllities.

The video uses the dancer as an interpreter of the ambiguity of gender. The
female in the fim is a symiool of the exploration of gender identity and empathy.
The "'moth” is a recurring image in the film, symboalizing the process of physical
and psychological metamorphosis from the larval metamorpnosis into a moth.,

‘Deer Men" In his Portrait of Youth series are Muxi's signature style. It is a cre-
ation with imagination; it is about the marriage between nature and human's
internal emotions, It contains the philosophy of "Vagueness,” as wel as the
philosophy of Zen,

Screenshot of Moth, Video 2011 Courtesy of the Artist
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Screenshot from Moth, Video 2011

Courtesy of the Artist







Llang Liting

Liang Liting was bom in 1986 in Guangdong province, Znongshan city. In 2009 she gradu-
ated from Guangzhou Fine Art University concentrating in oil painting. Currently she is work-
ing and Iving in Zhongshan. In 20711 she established an inspiration and experimentation art
room to develop her creative foundation. Such creativity takes shape in many forms, involv-
iNg painting, installation artwork and other styles.
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Love Song, suitcase, embroidery, plastic shoes with rollers, “beads, threads
Courtesy of the Artist




Exhibition View of Thorny Poetry, San Francisco 2012
Courtesy of the CCF

Poems with Thoms

84

Bodily pain, vidlence, nature, love and sense of self. In 2007 these potent words formed the basis of my creative works. Painting balances
my heart along with liberating my mind of constant wants. Art installations and behaviors serve as my artwork's foundations and principles

are my direct my different mediums of exploration. Looking at the piece "Poems with Thoms,” | used ink as a medium to record the sense of
lose and the body's pain.
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Interview Questionnaire

1. What are your thoughts on feminism? What is your definition of femi- fR B WA & 5 201 E R IRRR e P M E R E R ML E =2
nism in China and its condition? JEE?
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The emerging of feminism in China is a progress, which opens up a new
window to the world, and creates space for women's self-expression and
self-examination. In my opinion, feminism in China is in a marginal position;
the majority doesn't even have basic knowledge of feminism,

2. Why did you choose to work on this particular medium? What is the VR B B T B e A /T RIER 3R A AR, LU R
relationship between the medium, you and your idea? AE SR R A R A R B2

When making artwork, | prefer choosing objects which carry a sense
of nostalgia. The suitcase is my mother's trousseau, | like its pink color
and its old-fashionedness. | used to wear a type of plastic sandals
called crystal shoes, which took its name from the story of Cinder-
ella. With rollers installed, they were given imaginary magic power. |
fantasized that | would find my true love If | could posses these pair
of shoes.

In your opinion, what is the most ideal way to collaborate with an art
institute?

Art institutes provide display platforms for artists, as wel as funds so
that artists are able to have creative freedom. Artists and art institutes
should have mutual trust and support each other.

It there are no budget and resource limits, what kind of work would
you want to do the most?

| would return to the wild nature and live on the foot of a mountain
where | do sketch and make crafts work, | want to become another
person, who has no relation to my current life.

When creating artworks, do you have a set of target audiences in
mind? If so, why?

Yes. For me, art practice is a way to communicate with people. |
believe there are a specific group of people who like my work. They
are my audience.
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Initial sketch of cover for underground porn magazine targeting women readers
Courtesy of the Artist






tist with various
Company (China)




Company Emio Greco|PC (Netherlands), Tanzcompagnie Rubato (Germany), limintorf
Compagnie (France), and with choreographers like Yuri Ng (Hong Kong) and Angle Hiesel
(Germany).
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Screenshot from My Little One, Video 2012
Courtesy of the Artist
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INterview Questionnaire

1. What are your thoughts on feminism?? What is your definition of femi-
nism in China and its condition?

According to my situation, | don't want to emphasize on sexualtty, neither
do lintentionally pay attention to my identity. For me, feminism makes me
think more about human rights in my everyday life. Let's take marriage and
reproduction as an example, is taking care of the family the only correct
role for women®? Maost women stil think they have an inferior position in the
society and they have 1o take responsibiity of famiy. Also, a gil without
ability is considered virtuous. The viclence and immoral actions toward
women with a lack of education make them sink into sorrow and anxiety.
Feminism is how everybody treats and shows respect to women.

2. Why did you choose to work on this particular medium? What is the
relationship between the medium, you and your idea”?

I am gay, as well as a dancing artist; making art is all my lite. I use my
oody as my concept to create theatrical or multi-media theatrical per-
formance in order to explain the way | perceive the world.

3. In your opinion, what is the most ideal way to collaborate with an art
institute”?

An At institute should act as an agent. If an art institute can create
a series of influence on the mass and the society both directly and
indirectly, it would be perfect.

4. If there are no budget and resource limits, what kind of work would
you want to do the most?

[ want to create a theatrical performance about personal feelings with
the homaosexual community.

5. When creating artworks, do you have a set of target audiences in
mind? It so, why?

Presupposed audience is important for me. There Is a simple rea-
son: | only want to communicate with the right audience. | have al-
most lost patience on speaking to a very remote group of people,
which proved to be wasting my time and labor and made me feel
like a loser. But when facing the right audience, | am able to keep my
doubt and knowledge, and question myself.,
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Performance Still of My Little One, Video 2012
Courtesy of the Artist
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Questionnare

What are your thoughts on feminism? What is your definition of femi-
nism in China and its condition?

Feminism is to fight for the inherent rights of women. In my opinion, i
China, there is no clear definition of feminism,

Why did you choose to work on this particular medium? What is the
relationship between the medium, you and your idea”?
In college, my major was ol painting. Since 1989, after graduated
from Sichuan Fine Arts Institute, | had been using oil painting as my
medium for a long time. | started to experiment on other media since
the Open Great Wall project | did in 20071, Media should serve for the
theme of the artwork.

In your opinion, what is the most ideal way to collaborate with an art
institute”?
Having sincere communication between art institutes,
seeking common ground while resenving differences.

artists and

It there are no budget and resource limits, what kind of work would
you want to do the most?
Noah's Ark

When creating artworks, do you have a set of target audiences in
mind? If so, why?
| don't have default audience in my mind. In my opinion, art is origi-
nated from a very personal experience.

IRRAVAE R M ERA2INFR AP A TRV E RN ER
JBE?
FreR R0t £ 8 B AR F ORI AE T BN 208 SRz - BGR
A e B B AR A T RIER -

A B T AR E I BT R A B B AR, DA I
RS R AR E?
AR T TR R SR (1 19894F U 1| Efir 2 be e — H L
WEE  METANE, EEI2001FM T E TR (FRER) D
&, AR E RN R BIME - B (B B E— B3 1 2
REBIEMEEFIIEN TN € - (B EREE R B - 1
M FE SR R BAT

0 B RO i i o R B AR A A 7 R (T R 2

BT A © I, KRR -

1 VR FRA, B o — T e 2
S -

ERINER, (R A 12 A THRRAVEUR, & 27

RATEZNER - BiralERIEEE A LERIEHR -



2007
“The Extension of Limbs”, Juhua Gallery, Shanghai.

2004
He Chengyao Performance Photo Exhibition, Soobin Art Gallery, Singa-
pore.

2003
‘Performance Art He Chengyao”, One World Art Center, Beijing.

2000
He Chengyao Oil Painting solo Exhibition, Qinhao Gallery, Beijing.

2007
‘Chain”, CAC, Manchester. “ Global Feminisms”, Brooklyn Museum, New
York. “Out from XiNan”, Guangdong Museum, Guangzhou.

2006

Performance Art Documentations from China, SUMU Titanik Gallery,
Turku. International Exhibitionist, Curzon Soho Cinema, London.
Cruel/Loving Bodies, Hong Kong Art Center, Hong Kong.

“Vital” International Chinese Live Art Festival, Chinese Arts Centre, Man-
chester.

2005

“Loft of Language” 8 Female artists in China,

ThreeQuarters Art Gallery, Beijing.

“The Magic Lantem’, Galway Arts Centre, Ireland.

Changing Faces-Panel discussion and Exhibition of Asian-Pacific WWomen
Artists, Taipei Artist Village, Taipei.

“Transborder Language "Beljing Tokyo Art Projects, Dashanzi Art District
Beijing “The Wall’-Reshaping Contemporary China Art, Millennium Art Mu-
seum, Beijing, and University at Buffalo Art Galleries, New York.

"Making Relationships” -The Taiwan and Chinese Contemporary Perfor-
mance, Taipei Art Museum & Gaoxiong Art Museum, Taipei.

Illusion, 2002

Courtesy of the Artist

“Tour"-China Live, Chinese Arts Centre & Greenroom,

Manchester Chapter Arts Centre, Cardiff Warwick Arts Centre,

Bluecoat Arts Centre, Liverpool, Colchester Arts Centre, Colchester Ar-
nolfini, Bristol, Victoria and Albert Museum, London. First S.E Asia Perfor-
mance Art Symposium and 7th Asiatopia Performance Art

Festival, Queens Gallery, Bangkok.

2004

‘Asian Women’s Art”, Tokyo Joshibi University's Art Museum, Tokyo. Spell-
bound Auro-The New Vision of Chinese Photography, Taipei Modern Art
Museum, Taipel.

"CruelNoving Bodies”, Duolun Museum of Modemn Art, Shanghai and 798
Space, Beijing. 93 2nd DaDao Live Art Festival, Jianwai SOHO, Beijing. 93
14th Rencontre Interationale Art Performance Quebec,

LE LIEU Centre Art action

Quebec City and Clark Gallery, Montreal.

Performance Art in 798-Photographic Memory Exhibition,

Dashanzi Art District, Beijing.

The Future of Imagination 2 International Performance Art Event, Singapore.

2003

“Listen to men’s story from women”-Concept Art exhibit,

Longhu, Chongging.

1st Live Art Festival, 798 Art Factory, Beijing.

5th International Performance Art Festival, Bangkok & Chiangmai, Bangkok.

2002

“The Limits of Bodies”, Shangrila Culture and Art Center, Beijing.

The 7th NIPAF Asia Performance Art Series, Japan.

The 2nd Pingyao International Photography Festival, Pingyao. “Culture
Meets Culture”-Busan Biennale 2002, Korea. “DREAMO2", OXO Gallery
and Barge House, UK.

2001
‘Dialogue-Puzzle” China Contemporary Art Exhibition, Padua Youth Mu-
seum, Padua.
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Stella Zhang was borm in Beling, China. She leamed painting from her father the acclaimed
orush painter Ping Zhang who was a professor at the Central Academy of Fine Arts. She
attended the high school of Central Academy of Fine Arts. Then matriculated to the Central
Academy of Fine Arts where she received her BFA in Chinese Brush Paining in 1989, She
moved to Japan in 1990 where she studied Japanese Painting at Tama Fine Art University
and later at Tokyo Art University where she eamed her MFA in Japanese Painting in 1996,

She has lived In the United States since 2003, In the past 20 vears, her work has been
exhibited in Chinese, Japanese and American galleries and museums. Her work has been
included in fine arts collections in many countries. She has published four books.
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0-Viewpoint, Installation, Shanghai 2011
Courtesy of the Artist 109
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0-Viewpoint, 2012
Courtesy of the Artist
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Courtesy of CCF
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VIew Luestionnalre

1. What are your thoughts on feminism? What is your definition of femi- RRNAERZE RN ATETRZE TR ERMUEZMT
nism in China and its condition? JEE?

Feminism is the self-recognition of female identity.
TR BRI B R
2. Why did you choose to work on this particular medium? What is the
relationship between the medium, you and your idea? TR A H B T IR B M B BT AR IR ER A g A AR, DA R R
TRFEIE A R R EE?
| choose the medium that | am familiar with, which makes me feel

more natural. POERIERR Y BB B A -
3. In your opinion, what is the most ideal way to collaborate with an art R ) ) ] o
institute? ol B HE R ER G HEE i [ P AR R R A 5 R A R ER 1 2
Building interactive relationships with curators through communica- R o
ion EREE R -
4, If there are no budget and resource limits, what kind of work would s . o
Jou want to do the most? TSR VR R, R AR A — (B BB 1 2
The key point is how to utlize resources. B L A 1 5 0 -
5. When creating artworks, do you have a set of target audiences in TERIVERS (R 127G TS B A (2

mind? If so, why?

BA - BRI RERRIERED -

No. It's common to have diversified feedback.
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tko communities social structure wil be presented in a way that provides an
understanding on the continuously changing nature of identity.

The characters depicted allowed me into therr lives to investigate the relation-
sh\h created between performance, embodiment, and identity through closel
ation, participation, and interview. Victor M. Lords is currently the vogue rop
rosmtat\-u for the Miami chapter of the House of Lords. He first learmed vogue
as a member of the House of Ninja iIn New York and when moving to Miami,
FI became a member of the House of Infiniti where Angel Infiniti influenced his
voguing skills. Victor M. Lords specializes in arms control category.  Self title
Vogue Queen, Daniele Ninja Polanco is a former member of the LLegendary
Vogue House of Ninja and currently works as a choroograpmf and dancer's for
today's biggest name in pop music such as Beyoncé and Lady Gaga. Danielle
\% legendary for voguing and travels the world teaching workshops on voguing
0 dancers of al ages. She currently has a rogwdmm teaching vogue femme
in several renowned dance studios in New York City. Lola St. Lords is a young
up and coming Miami drag queen from the House of Lords. Atthough Lola St
Lords does not vogue she admits ’[\/@r\/ drag queen tries to vogue every so
often, but, girl, with this arthritis... | can't’. Titled as the lconic Father of the
Florida Chapter of the House of Wmu Amqo\ Camacho is credited with bringing

Exhibition View of Miami Vogue, Miami 2013
Courtesy of the Artist

the balroom community to South Florida. As the Father of the House of Infiniti,
he is a respected member of the balroom community and performs both arms
control and Old Way vogue categories.

The subjects all carry a different relationship with vogue and their level of par
ticipation and position within their House and the ballroom culture. Thus they all
embody the culture in individual manners and create a distinct identity depend

ing on these variables. This identity is displayed and determined through their
success in performing vogue within the ballroom competitions and the maobility
of this identity in context outside of the balroom community.

Danielle/EvogueJEHar A4 » i 2 FHH A H (4% R[5 A 0 n0 5 5 21
Fvogue o HMIERTEAE F4 R AL A0 39 N 35 4 9 B B LR = U A0 R AR
vogue - Lola St. LordsZLordsZ & E 8 HHT £ 25 - #%&Lola St.
LordsTvogue » MiIZ&FE «  “F{HEEE 254 Ivogue » [HE > HRE
BAETA » Figik i -

FEH ByvogueZr FHYDanielle Ninja Polancoi2{E#rAINinjavogue FKIiEHT
HIEK B > FFE AT TS 25 KM - FlaiBeyonceflLady  Gagaffi#
FEEEE -



Exhibition View of Miami Vogue, Miami 2013
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How would it happen that men dislike

the oral job for women?



Yang Melyan

Female Manifesto

Yang Melyan was born in 1983, In 2007 she graduated from Guangzhou Fine arts academy
with a concentration in oil painting. Her works include "The story of a female worker,” "Female
Manifesto” and "Communication”. Currently she's Iving in Sichuan province,
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LTREELR) - (KMHEF) - GEE) - BAESEEDN -

Screenshots of Female Manifesto, 2012
Courtesy of the Artist
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Artist Statement

An individual looking at my art always focuses on the individual or female, as if inside the heart
there is a place for male longing cut by a strange explanation of style of thinking and sensitive
actions. Today, weak young women depend on knowing people and their character, this
means that men and women's problems are becoming increasingly dlike, therefore | believe
even more in my original suggestion 1o rely on one's own tests and research.
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Screenshots of Female Manifesto, 2012
Courtesy of the Artist
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Interview Questionnaire

1. What are your thoughts on feminism? What is your definition of feminism in
China and its condition?

In Cnina, there are four kinds of wormen. The first kind of wornan is not well educated;
ner career Is to take care of her family, 10 be a wife and a mother, Sne tends to seek
empathy from other women. On the other hand, the second kind of women is well
educated; she manages to have both a career and a family. However, in the end,
she must sacrifice her career 1o focus more on her family because of the pressure
from social norms and her dependents, The third Kind of women is persistent aoout thelr
career; they tend 1o enjoy life with her husiband without having any children. The fourth
kind of women gives up on marriage and children 1o reach top of their career and
they tend 1o live life in a perfectionist way. In the end, men and women begin to face
the same societal problem and the results only depend on thelr individual choices.

2. Why did you choose to work on this particular medium? \What is the relationship
between the medium, you and your idea”?

| don't restrict my working medium because it should be coherent with the con-
tent of the artwork, The artwork, Female Declaration, is part of the worldwioe
video art trend and sometimes, creativity is part of a trend.

3. Inyour opinion, what is the most ideal way to collaborate with an art institute”?

| don't have a clear concept of art institutes because, in the Guangzhou art
industry, there is a group of professionals wiling to help young artists, for which
| am very thankiul. However, at the same time, | feel like this comiort and eco-
nomic support can be a imitation to some artists, Building interactive relationship
with curators through communication,

4. When creating artworks, do you have a set of target audiences in mind? If so,
why”?

When | create artwork about women, Ilong for women as audiences. | am sym-
pathetic towards those women who are “victimized" and | want my artwork to be
a wake-up call for other women. However, from the male perspective, this kind
of artwork can be viewed as a rebelious act,
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Exhibition View of Female Manifesto, San Francisco 2012
Courtesy of CCF




VWritings

WOMENFEAM

WOMENFEAM

Alpesh Kantilal Patel

Liesa | ietzke

WOMENFERAM, Women: Art as a Discourse of Gendering Across Borders

| enore Metrick-Chen

avier Riccl Voltas

e Comprometido Para Un Mundo Mas Justo

bbby Chen

Gender ldentity Symposium 2010, Guangzhou, China
WOMENZRAFT ()

Alpesh Kantilal Patel

AT MRS TR Bl W
WOMEN - FAF Y& & fapl e
R E B2 2 ] HEFG o
BRI 2t 3 2 SRR SR AT T B A LA B

JEE > (REEE" HEATH) ENE







WOMENFAM

September 156-December 15, 2012
Alpesh Kantilal Patel

In her 2011 op-ed piece for France's newspaper Le Monde, feminist scholar Ju-
lia Kristeva briefly sketches out the history of women's rights in China. She notes
that the country's early-nineteenth-century bourgeois revolution was feminist as
much as It was nationalist and soclalist—Chinese suffragettes invaded parlia-
ment in 1912—and that the women'’s rights movement inspired the 1919 May
Fourth Moverment, which called for equal rights for men and women, an end to
polygamy and arranged marriages, and access to higher education for women.,
Alpesh Patel is an art historian, curator, and By 1950, the People’s Republic abolished a marriage law that would not allow

critic. A visiting scholar at the Center for the . . . .
Study of Gender and Sexualiy (0SGS) at women to keep their maiden name, bequeath property to their children, or eam

New York University from 2010 to 2011, he property rights. !
received his BA in art history with honors from
Yale University, New Haven, CT in 1997 and

‘ ) In contemporary China, women routinely outperform men on entrance exams to
his PhD from the University of Manchester

colege and have become integral to the country's strong economy—they make

in England in 2009. His forthcoming book on up 46% of the workforce.? In contradistinction to this evidence, the World Eco-
queer South Asian visual cultures has been nomic Forum's Global Gender Gap Report indicates that the disparity between
procally shaped by his organization of the . . . . . -

reciprocally shaped by his organization of th men and women in China—not only in categories such as economic participa-
2007 exhibition “Mixing It Up: Queering Curry ) ) ) = )
Mile and Currying Canal Street,” a series of tion and education attainment, but also palitical empowerment, economic op-
public art projects and performances  that portunity, health, and survival—is still significant: in 2012, China ranked 69 out of
were situated in over seven museums and WSO COUHW@S aSSeSSGd 3
public spaces throughout the city of Man- ‘
chester. } ) ) ) ) : )

Kristeva surmises that the international community’s interest in the economy of
He s a frequent contributor to Artforum and post-millennial China has eclipsed concems for woman's rights.* Her op-ed
Sl e piece—later translated into English and published in the Guardian Weekiy®—fo-
research in Europe and the US. From 1997 to ) )
2005 he was based in New York City where cused on the problems faced by two co-winners of the 2010 Simone de Beau-
he worked in the curatorial and director's of- voir prize for women'’s liberty—which Kristeva founded—in upholding woman's
fices of the Whitney Museum of American Art rights in China. One recipient, professor of comparative literature and fimmaker
and the New Museum of Contemporary Art. A X . t al d10 | China 1 th 4 the ofh
He is currently based in Miami, Florida where he I Aaoming, ‘vvas OO dlowea 1o leave Ina 10 accept ner award; he other,
is the director of the MFA program in visual arts lavwyer Guo Jianmel, was allowed 1o leave the country, but two months after her
and an assistant professor of contemporary art retun, Beling University severed its relationship with the non-govermmental or-

& theory at Florida Intermnational University. ganization (NGO) she founded in 19956, Women's Legal Research and Senvices

Center, one of the most wel known legal aid NGOs in China and abroad. No
definitive reason for the closure of the center was given, but it was suspect since
the other three NGOS with which the university cut ties at the same time were
largely “empty shells.” ©

Curator Abby Chen had been invited in 2009 by the aforementioned Al Xiaom-




ing and her colleague Ke Qianting to serve on a panel discussing documentary
fim in China, and while there she was introduced to a number of scholars,
feminists, and artists in Guangdong. Through this experience Abby Chen began
to develop the exhioition tited WOMENEZAM, which took shepe initidly as an
exploration of feminism through contemporary Chinese art and visual culture, a
woelully unexamined topic in the art world.” Moblizing the metaphor of a con-
tagion to speculate about the dearth of exhibitions on gender identity, curator
Hou Hanru in an interview with Abby Chen on January 28, 2013 provocatively
sald that the contemporary Chinese art world Is “‘contaminated and driven by
commercial success” and that its "disengagement of political and social issues’
is tantamount to a "generalized disease.” The latter echoes Kristeva's observa-
tion that an emphasis on commerce has led to a general occlusion of women's
rights in China.
ne Historical and Conternporary Roles of Wormen in China

Two works in WOMENEAM, both performative, by mid-career artists are ex-
emplary in lnking the historical and contemporary contradictions embedded
within women's rights.® California-based, Hong Kong-bom Man Yee Lam's Co-
cooning— Self-Combing Woman (2011) concems her ancestral hometown of
Shunde, the workiorce of which has been dominated by women for hundreds of
vears. Slk production is the chief industry of Shunde, and women wno tended
the silkworms not only wielded significant economic power but also reshaped
the prevalling feudal social structure. Instead of marriage, the women of Shunde
could choose "spinsternood” by performing the "self-combing” ceremony. Tradi-
tionally, families hired married women with many children to recombo a bride’s hair
into a matronly bun—to signify her transition from girl to woman and daughter to
wife; on the other hand, the self-combing ceremony involved women combing
their own hair to signify their commitment to lives of self-relience. Man Yee Lam's
performance involves her literally weaving herself into a cocoon with white pigtall
yam; by doing so she foregrounds the sobering truth that although the women
of Shunde could choose a role outside of that of a housewife, it was in exchange
for a life-long vow of chastity taken in front of family members and other women
as part of the self-combing ceremony.

The installation is accompanied by two video monitors, one of which includes in-

tenviews with the few surviving self-combing woman (the society of self-combing
women faded away after the China's republic era); the other depicts Man Yee
Lam, herself, in high-heel shoes, a business suit, and her hair pulled up, which
seems to Imply her own abllity to be self-reliant.  Of course, today, Chinese
women certainly do not have to take a vow of chastity to be self-sufficient, At the
same time, In an artist's statement on the wall of the exhibition, Man Yee Lam
notes that although she has a greater range of choices than her ancestors did,
she considers herself as embblematic of a contemporary variant of the predica-
ment of the self-combing woman. She is able to support her artistic practice
through work in the financial sector, but this has necessarly meant a delay in
marriage, which is stil largely looked down upon from a dominant hegemonic
point of view. CNN Hong Kong recently referred to unmarried wealthy women
as "golden spinsters."®

Beiing-based performance artist He Chengyao's photographs allude to past and
present roles of women but through a more specific personal relationship—one
between herself and her mother. He Chengyao was bom out of wedlock, and
her mother, unable to bear the societal scom, became mentally il when He
Changyao was quite young.'® To begin to understand what her mother might
have gone through, the artist staged a series of performances re-enacting vari-
0us scenes such as one involving the forcible insertion of acupuncture needles,
99 Needles (2002). According to He Chengyao, her re-performance of the pro-
cedure—originally performed as a potential cure for her mother's increasingly
fragle psyche—functions as a kind of atonement given that she had withessed
the event yet was unable to intervene. " Particularty poignant is the photographic
series Mama and Me  (2001-02), In which He Chengyao takes a photo with
her mother for the first time. She explains that when she visited her mother in
Rongchang, the rural hometown in which she grew up, she found her in the
courtyard sitting by herself "on a stool at one side of the courtyard, half naked
and playing with a rotten apple.”'? Eventualy, her mother took off her top, so
He Chengyao, too took off her shirt in solidarity for this mother—daughter pho-
tograph; and thereby satisfied "a yearmning of more than thirty years to support,
touch, and embrace her.'® He Chengyao's works are metaphors for the deeply
embodied and generational wounds connected to the fallure of women's rights
to change the lives of a great many of the women in China, especially those
outside of urban areas.



Slipping Signifiers

Kristeva's aforementioned article appeared a little over two months after France
Danned the wearing of full-face vells In public. ™ Subway Performance (2012)—a
colaboration between emerging Shanghal-based artist Gao Ling and the NGO
Shanghai Nv Ai, a lesbian advocacy group—productively connects feminism
in China with the politics of the vel;, and is exemplary of the manner in which
Abby Chen's exhibition incorporates transnational feminist discourses. Sutbway
Performance is in large part a comment on the response of Shanghai's Metro
to the sharp rise in sexual harassment of woman on its trains.  The Metro asked
women to "please be self-dignified to avoid perverts.”’® That is, one might say
that instead of seeking redress through asking male perpstrators to change their
ways, women were asked to literally re-dress, In a protest against the response
that effectively shifted blame from men to women, Gao Ling and other women
rode the subway wearing dresses that resembled reworked burkas and full-face
vels—ones like those that France has banned —while holding tablets that read
‘I's a dress, not a yes” and "Want to flaunt, not a taunt.” The work moves be-
yond the confines of the national and signals complex, transnational connections
between the politics of the dress of women and tradition across vastly different
cultures: China, France, and implicitly even other Islamic countries.

This is, of course, not to minimize the importance of the work Subway Perfor-
mance within Chinese national discourse. For instance, when Sina Welbo—
China's version of Twitter—asked some 45,000 people what they thought
of Shanghal Metro's call for modest dressing, 70% of the respondents wrote
that wormen should be careful to dress In such a way so as to avold sexual
harassment.'¢This is the sort of reaction Gao Ling hopes to curb, and it points
again to the complexity of ferminism in the current moment in China. Rather than
replacing the national with the transnationdl, | argue that Subway Performance
indelibly inks them together. The women in Subway Performance also wore tea
strainers as bras. In the exhibition, the installation Hey! TTTTouch ME! (2010) by
Gao Ling includes tea strainers hung up as if on a kitchen rack; the sexualization
of a domestic item conflates —and thereby disrupts —the construction of women
as either housewives or whores.

The title of the exhibition, WOMENEAM, is a play on the English-Mandarin ho-
mophone meaning "women” and "we.” It succinctly revedls the crux of the ex-

hibition's curatorial concett: to examine issues relating to women in China while
shifing and stretching the very terms of what the categories of woman and
China signify as Gao Ling's collaborative work does. The exhibition keeps the
category of woman under question through its inclusion of artists who are not
piclogically female and works concermned with gender ambiguity or gay male
sexuality. For instance, Shanghai-based emerging artist Mu Xi's video installation
Moth (2011) depicts a graceful, semi-naked, and androgynous dancer onto
whose back digital drawings of a caterpllar becoming the titular lepidopteron
are supermposed.  Whie caterpilars do not have morphological characteris-
tics that distinguish males from females, moths do: usually female moths are
larger than their male counterparts, even though the genetic blueprints dictat-
ing development and growth are the same for both.”” However, by juxtaposing
the equally ambiguously gendered caterpilar and dancer with the supposedly
mature and gendered moth—whether male or female is beside the point—the
work suggests that sexual dimorphism is as natural’ as the fluidity rather than
fixity of gender. My Little One (2009) by Er Gao and Li Zhe —collectively, Er Gao
Production—is less metaphorical than Mu's Moth. It is an hour-long documen-
tary, which includes reflections of various members of the LGBTQ community in
Guangzhou on therr lifestyles. While homosexuality is not ilegal in China, there
is a lack of official recognition of its existence. Underscoring the danger in mak-
iNg non-normative subjectivities visible, some of the participants wear masks of
various kinds; yet these often camivalesque and exaggerated masks ultimately
serve more as bold avatars rather than something to hide behind.

Activism as Art and Art as Activism

As | previously noted, Abby Chen originally conceived of this project to explore
feminism in Chinese art and visual culture, but eventually expanded her focus to
include intersecting concems such as gay male sexuality. By including authors
of works who are not always of Chinese descent in the exhibition, Chen further
pushed beyond nationalist and ethnic boundaries. Indeed, the San Francisco
version of the exhibition included the video Ice Queen (2011), by the Mexico-
bom, US-based artist Ana Teresa Fermandez. In preparation for the work, the
artist constructed a mold of a stiletto, which would fit her feet, filed it with water,
and then put it in the Treezer, Femandezs work is a looped, five-minute video
of her standing on a grate wearing her form-fitting stilettos of ice—only her legs



from the knees down are visible—on Interational Boulevard, a seven-and-a-
half-mile-long strip in West Oakland, California which is notorious for being “an
open-air sex market for young children,” especially Asian-American girls who are
In high demand.”® The pain involved in wearing high heels made out of ice is
evident; the artist's legs shiver and from time to time she pours water down her
legs to speed the proceass of the melting of the ice. Fernandez's icy shoes look
penversely like fairy tele glass slippers; as they become pools of water, any eco-
nomic value they signified literally goes down the drain and the subject wearing
them is metaphorically and literally freed from a seemingly interminable lalbour of
walting—one with no necessarlly inherent economic value in and of itself—Tfor a
morally dubious "prince.”

The strategic placement of a poster produced by the China Sex Worker Orga-
nization Network Forum next to Fernandez's work allows for a consideration of
sex work through a transnational frame. Established in 2009, the Forum con-
nects sex worker advocacy groups from Talwan, Hong Kong, and fifteen other
sex worker organizations in mainland China. The text on the organization's 2011
poster, "Chinese Sex Workers Say No To Violence and Crackdown,” sits above
a drawing by an unknown artist of a chain link fence, the center of which is bro-
ken by a ruby red stletto; flourishes of red behind the shoe look as much like
ipstick as they do blood. Whereas Fernandez's artwork itself is not necessearily
activist and the forum poster is not necessarlly art, instaling them together seems
o blur these distinctions.

Even as Iwrite the exnibition tries to break free from fixed geographies and sub-
jectivities, the specific inclusion of materials from activist groups in China keeps
the exhibition from drowning out the embodied politics and sited-ness of the
project. That is, the posters connect to specific locales and ensure that the
artworks and the queer and feminist bodies to which they are attached do not
pecome too abstracted. Instaled in a section separate from the China Sex
Worker Organization Network Forum poster and Fermandez video are posters
from other NGOs such as Alshang LCBT, a Shanghal-based group that pro-
motes the advocacy and visbllity of gay men; the aforementioned Shanghai
Nv Al, which promotes rights for lesbians, bisexual women, and transgender
subjects; and PFLAG Guangzhou, an organization founded in 2008 that works
In eight regions across China and connects parents, friends, and supporters of

lesbians and gays. All of these NGOs operate under the radar to avoid scrutiny
and are creative about getting thelr messages across — often through what Aoy
Chen refers 1o as "guerlla tactics” that are more synonymous with performance
art such as the aforementioned Subway Performance.'® Indeed, perhaps some
of the most provocative art interrogating identity Is happening outside of the sup-
posedly official contemporary art world in China.

To conclude, it is worth considering the reception of this exhibition. To do so is
neither to gauge WOMENZRAf's success or failure but to reposition the discus-
sion in the context of the art world, In an emall to the author on January 9, 2013,
curator Abby Chen notes that the feminist conference, which the exnhioition in
Shanghal was part of, was under the scrutiny of the National Security Bureau;
nowever, the exhioition itself seemed not to generate any specific negativity from
the government or the art world,  Chen ironically surmises that WONMENEZAM
went largely “unnoticed due to the highly commercidized art scene.” Itis interest-
Ing to note that at least one review of the exnibition suggested that the exnibition
had upset the supposedly “official’ Chinese art community or the state.?® This
suggests the default position continues to be a beliefl that the state and the
Chinese art world are oppressive towards liberal culture in China which might
nave led to a paucity of exnhibitions exploring gender and sexudlity in Chinese
art and visual culture; vet the fact that there has been no backlash, makes the
omission seem even more curous and problematic. Have the discourses of
post-identity —effectively considering identity as a historical formation—in Euro-
America moved to China? At the same time, the antidote to this cannot be the
sort of clunky identity-themed exhibitions that essentidlize and fall back on fixed
or known subjectivities. It is in this regard that the curator of this exhibition has
marvelously succeeded: Not only does Abby Chen suggest that there is an
extraordinary amount of visual material being produced by emerging and mid-
career artists in both China and abroad that is providing fresh perspectives on
gender and sexuality, but, also, she does so in a way in which identity categories
elude fixity —without sacrificing embodied poliics. That is, eluding fixed identity
categories can sometimes also abstract the bodies connected to them; and,
here, this is avoided through the inclusion of activist content.
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| get caught. There is no easy exit from the current that flashes between the
works of Stela Zhang and Liang Liting in the Chinese Culture Center's show
WOMEN 3, curated by Abby Chen. Each of their works pulls my attention
towards it; each also pulls it away from the other and leaves no simple place
to rest.

This exhibition was first presented in Shanghal, as part of the 2011 Confer-
ence on Intemational Chinese \Women and Visual Representation.” According
to Chen, while the show's presence within the conference lent a sort of aca-
demic immunity from the censorship that galleries and other cultural venues in
China contend with, it sfill attracted government attention.” LGBT, sex-positive
and feminist activists in China appear to make its government nervous—and
vice-versa, judging by the disguised identities of queer people internviewed in Er
Gao's documentary short fim Little One. Presented in the CCC in San Francisco,
it has been wel received, despite the relatively conservative nature of the venue

WOMENERAM does not exclusively feature work by female, queer or Chinese
artists. The issues in focus here are of high stake for women and queer commu-
nities, but also impactiul to a general public. The work engages in multiple ways
with what could be called the social engineering of the bodly, including its visiblity
and vuinerablity. The exhioition showcases some particularly cogent work that
stretches the tensions of what does—or must—or must not, depending on the
stakes —adom the body, as dictated by age and gender among other codes *
These concemns have proved many times over 1o be poltically symptomatic for
popuations. In other words, they touch on disturbing guestions from which nor-

mative privieges of gender, race and sexual orientation are ultimately unable
to shield anyone., Emerging from these questions, the work is not surprisingly
elated, expansive and troubling.

| might also add sticky, as | am stuck between the works of Zhang and Liang.
By the terms of traditional figurative works of brushed ink on paper, Liang's en-
semble Thomy Poetry charges headlong into the wrong. Her small ink-on-paper
works are all based on a figure outlined in black, and all invert traditional expecta-
tions from there. Saturated, surredlistic color is only part of what makes the nude
podies monstrous. The fusions of human and beast harken to the Roman grotti
(decorated caves) that defined grotesque as an artistic style.” Paintings of two
severed legs done in a landscape, of a crawling figure with empty shoulders but
a head emerging between the legs, or of figures whose breasts open in ser-
rated fish-like jaws, scream of a kind of lower-bodly agency with a timbre of the
camivalesgue.® The images suggest that the body, here, is not "ners,” not the
property of a depicted subject; subjectivity itself is instead a property of the flesh,

| ind it hard to resist plundering these -esque-y terms and parading them for
their patina of historical context. For Liang's Liting's work, however, to oppose a
natural/cultural history and steer clear of originary myths yields a richer reading.
Her grotesgue bodies and body parts are not an expression of forbidden beastly
vestiges in humans, as art historians have described those of Roman caves.”
That would itself be a supposition of an original beast, and a contemporary Civi-
lized human in which beastliness is vestigial. Such a posttion serves to clean and
sanitize the horror that there actually is no such boundary.

If “the body becoming” characterizes the grotesoue, it matters here not to frame
this as the simple temporal transit, from x into v, then to now.® Less so is It a
spatial one—from the depths, rising to the surface. What is becoming here is
rather a body that destroys al origing in the bonfire of the integrities, suggest-
ing that neither can a future be told nor a depth revealed. There is no timeline,
no partitioning of layers. The images invoke the presence of the dynamicaly
unspeakable. They perform a space where only the becoming can speak, Only
the body can speak, to exclusion. It cannot be spoken for.

I tum away from the visceral charge of Thomy Poetry. Opposite Liang's paintings,




/hang's objects punctuate the floor, roughly pilow-sized and regularly placed. In
an uncanny performance of metaphor, Znang's every formal choice doubles and
makes material the libidinal sublimation to which it refers, The work sinks its own
richly saturated affect under a palette of only white (and the light wood of tooth-
picks). The toothpicks' points sprout out from the bulges, giving to a pillow shape
the texture of a bristling mace. They pin back curving folds of falboric to form iregu-
lar exposures, as vulval as any O'Keefe flower, only more desolate and rough,

Here again, the body speaks, but is not spoken for. The language of the artist's
staterment frames the work as personal to the point of diaristic, yet coyly avolds
even oblique reference to the sexual charge that the installation delivers. When
this work was presented as part of her solo exhibition O-Viewpoint in 2010, a
questionnaire accompanied it, asking visitors for first thoughts and responses; |
left it self-consciously blank and felt ike an accidental voyeur, guestioned inno-
cently by the person into whose private rooms | had just seen.” The unspeakable
remained seen but not written of, by the artist or by myself as a viewer then,

Some visitors to O-Viewpoint(2010)  speculated that the artist might have en-
dured sexual abuse.'® Such comments are teling, in that they assume the exis-
tence of a hypothetical sexudlity that, if protected from physical violation, grows
to maturity somehow also untouched by the ubiguitous viclence that operates
on the level of the symoolic. They refiect another originary myth at work: that of
a pre-cultural sexudity. They might also reflect a fantasy of magical partitioning,
thus, of the potential existence of a culture that indulges violence vet somenow
never leaks 1t into its eros. Either way, they senve to artificially personalize a story
that is rather more of a cultural baseline than many of us care o recognize.

Nonetheless, the artist speaking of her own work diaristically is not irrelevant. |
second-guess It, though, and see this choice as an extension of the broader
discourse tending in this direction. | call it choice and not complicity; however,
this framing as personal (apalitical), of artwork and of stories in general, has been
a long-time strategy for the dismissal of conditions that—Iin appearance —affect
only women. In effect, unfortunately, there is no gender immunity. The show's
tile WOMENFAM is another teling element here. As Chen points out, &AM
also reads as a gender-neutral "we." It might bear a passing comiort to think of
the iImpacts of sexual viclence (both physical and symbolic), as wel as those of

political dismissal, as being personal to—and therefore localized within—a group
to which "we” don't belong. Yet at its terminal inevitablity, "we" is an inclusive term.

He Chengyao's photographic prints inhabit the walls surrounding Zhang's instal-
lation. He's work handles entirely differently the tensions of the grotesque and
of the concealed-yet-excruciatingly-visible bodily intensity. Her documentary ap-
proach, not far from portraiture, bluntly represents the unpresentable body.

One of her works, MAMA AND ME is a series of color photographic prints. They
are similar consecutive images of the artist standing behind her seated mother
and sometimes touching her shoulders, as the elderly mother sits outside the
house where her daughter encountered her shortly before the photographs were
made. The mother is nude above the waist. Through the progression of images,
the artist sheds her shirt and joins her mother in her exposure. The wall text does
not explain that the mother's exhibitionism as symptomatic of her diagnosed
mental disability. In her hands she toys with a green apple mostly brown with rot,

The apple is happenstance, as is the entire scene (until He  inserts herself and
captures its representation). However unplanned, the fruit's place in the hands
of the represented folows the Virgin Mary's pomegranate (interpreted by art
historians as representing fertility), her desktop scull (simierly, death) and the
milk-maiden’s cracked um (a moral censure of her squandered chastity).”" For-
mally, the apple’s rot seems to intensify the elements of advancing age, of the
‘used-up” female body as such, and of mental disability, amongst which it ap-
pears, Its functionality in the mother's hands is explicalble only by her madness.
It is a once-useful, now-damaged object—one that could be expected in most
circumstances 1o be disposed of, which is to say, placed out of sight. Yet here
itis not. Rather, 1t is held front and center, appearing in and doubling what the
photographs show. The uncovered body, drooping breasts and creased skin of
an aging woman. The valence of this body's exposure in public, understood as
aberrant behavior produced by mental liness. In sum, all things damaged and
expected to be hidden. He's use of large-format photography here is cogent:
the medium’s matter-of-fact realism and confrontational punch help successtully
tweak these particular codes of visiblity, suggesting a body speaking for itself.

Artworks are not the only forms of cultural production showcased in WOMENEL



{9 Chen found that Chinese (and other) artists tackling issues of gender, sexual-
ity, and visibility, and non-govermmental organizations (in China and elsewhere)
working with the same concems, were not necessarlly in conversation with one
another. She holds the intention to bring them into conversation here by exhioit-
ing materials produced by certain NGOs. ' Despite the problem of a mixed rubric
regarding these differently-intended types of material displayed in continuity, they
are arguably both visual forms of cultural production. What makes the juxtaposi-
tion work In this show, for me, is a fruitful traction between the two that belies the
contrasting motives of their making.

The unpresentable body of Liang's , Zhang's, and He's explorations is traded for
the highly presented body in the show's first room, with the video lce Queen (by
artist Ana Teresa Fernandez) and a poster by the China Sex Worker Organization
Network Forum (an NGO)."® CSWONF, Chen reports, was delighted to have
their informational poster get exposure in an art show— particularly in the show's
first iteration in Shanghai—since the poster was officially banned in the China that
exists outside the protected space of that symposium and exhibition. The image
of a red spike-heeled pump that accompanies the text of the poster can hardly
be called provocative, except perhaps by its implication. Information revealed in
the text itself is what presumably offends government censors.

Understanding the greater context of this object (the poster) gives sense to its
position in the show: Conditional U.N, H\V/ADS funding to China, as it tums out,
sensibly requires that NGOs organizing sex workers have the right to exist. This
doesn't mean, however, they are protected from efforts to erase their visibility,
and thus the effectiveness of their mission.

lce Queen shows a time-lapse video, forty-five minutes condensed into five,
of Femandez's lower legs as she stands on a sewer grating, wearing platform
stlettos cast of ice. This Is California. They melt. As the spike heels shorten and
the water flows down the drain, | think of the already-thin support that eblos away
from sex workers in China, despite the good intentions of some regulators of
U.N. humanitarian funding.

Less symboalically, | feel empathy with Femandez herself and her ice-encased
feet, frozen in extreme plantar fiexion. | recall stabbing pain in my own extremities

experienced during chemotherapy, the ice | applied to relieve the pain, and the
numbness in the soles of my feet that stil persists as its residue. Does Fermandez
mean for this to be endurance art, to give Marina Abramovic a nod, | wonader”?

What ulimately ties lce Queen 1o the poster and to the rest of the show, for
me, is how differently I would receive this piece if extreme stiletto heels, like the
Ity slippers and the practice of foot-binding documented by Rae Chang and
Adam Tow In the next room, were defunct and dismissible as barbaric. They are,
instead, a cholce stil made by many—as is professional sex work. Fermandez
descrioes her sojourn on the sewer drain as the gesture of a character "not wait-
ing for her prince charming,” but more as "a melting of the ideal that she should
e rescued at all”

Sexual presentation vs. endurance art. Sex work as a vilified, hazardous, vet
viable profession in itself, vs. the economically charming rescue performed by
some forms of marrage. In WOMENFZAM, these seeming binaries wear similar
shoes that suggest related struggle. They share the making of crafted objects
that have a stint of visibiity—the banned poster and the ice shoes—that then
melt into the same sewer system, for different reasons. \While these are not new
comparisons by any means, it's still easy for some audiences to be squearmish
about second-wave feminism for its exposure of such uneasy entanglements, or
other audiences, for its lack of concern for male or transgendered people (one-
third of respondents to CSWONF's research).

The inclusive sense of "we" does not mean that | wear the lily slippers that cup
the crushed remains of feet, having sacrificed ease of walking to the exigencies
of class status. Neither altruism nor privilege-guilt is required. Nor is empathy re-
ally the point; | see Fernandez's and not my feet, frozen and thawed, performing
a painiul release from the stance of the rescued. The showy itself does not con-
tain some ineffable enlightening magic that washes over the viewer and cleanses
away separateness and second-wave assumptions. We all get what we bring.
The responsibility lies in the beholder, to occupy vulnerability, to look at our own
shoes, and 1o take the stakes to heart.

By looking for stakes marked in the ground of othemess and victimhood, anyone
could walk away from WOMENEAM with the same range of responses elicited




Dy backlash-era identity art and second-wave feminism. A willful act of recogni-
tion is also possitle, however: to take to heart the stakes driven into operations of
power—the impacts of which know no identity-based bounds—and into ques-
tions of visibility that cut both ways (seen /unseen). As an apolitical stance toward
questions of vulnerability and visibllity becomes untenable, likewise it becomes
increasingly difficutt to dissociate from the body and, therefore, from the feet
upon which we are free to walk away.

WOMEN 1M was the official exhibition of the Shanghai conference, which was organized by the University of
Michigan and the Joumnalism Schoal of Fudan University.
Ito, Gregory. "Women @ Chinese Cultural Center, San Francisco,” SFAQ Intemational Arts and Culture Jour-
nal, online format. hitp:/Avww.sfagoniine.com/2012/10/24/women-chinese-cultural-center-san-francisco/, ac-
cessed 11/10/2012
Stella Zhang, an artist included in this exhioition, had a solo show at the CCC in 2010 that was criticized by
some who commented that there was “nothing Chinese [about if]." While such comments are understandable
in the context of the traditional styles presented at this venue in the past, it seems that tastes have expanded to
welcome WOMEN A in 2012
For work in WOMEN /M touching on codes of adormment, see Er Gao's Littie One, He Chengyao, Femandez's
Ice Queen, and Rae Chang and Adam Tow's documentation of foot-binding practices
Anonymous
Bakntin. ..Rabelais and His World
Ral's readerAncnymous
Bakntin. ..Rabelais and His World
0- Viewpoaint, info, dates 2010...Chinese Culture Center of San Francisco, April 23,2010-September 5, 2010
Abby Chen, the curator of both O- Viewpoint and WOMENE A Wormen, reports that guests to the former exhibi-
tion made comments speculating about the artist's possible experience with sexual abuse
Titles and images + source text
The inclusion of NGO materials is not a purist's approach to an art exhibition. A doubter might wonder, does the
display of these materials in an art venue have any impact on the mission or effectiveness of the NGO's ‘real"
work, which is, after all, realized elsewhere than in the items displayed? Does viewing these images give us
symptormatic relief (or resistance), by making us aware that someone is organizing actions around values that we
share (or don't share)? If so, does it serve as that alone, and is it then subject to the criticism that its €liciting of
our affect inevitably fails to equate with us taking action of our own upon those values? Is this even a fair criticism,
given that if affect did simply equate with action here, the material would stil not be art, but rather propaganda?
This room also includes objects along with photographs and videos of the objects used in performance: a cal-
laborative production of an evoling plece !IHey TTTTouch Mell (Gao Ling, artist, and the NGO Nv Aj)



WOMENZRAM, Women: Art as a Discourse of Gendering Across Borders

Lenore Metrick-Chen

"Whatever one is accustomed to aways seems natural,””’

This comment in a novel written by Li Ju-Chen in the 1820s expresses a charac-
ter's reflection on gender roles when he encountered a reversal of those he had
known previously when visiting the (fictional) 'Country of Women.'

Yet many people assume their culture's gendered behaviors to be innate and
thus inherent to all pecple. Understanding gender as comprised of stipulated
societal roles reguires moving outside cultural ideclogy. But the cultural construc-
tion of gender can be difficult to detect since relationships between politics and
gender are often cbscured. The guestion then is: how does the subaltem, a
group defined as those who have been silenced by a dominant power -- the
hidden, LGBTIQ persons, women-- create a new natural in which they are no
longer sub and no longer other?

Artworks enable new possibilities to emerge. Not merely replications of exist-
iNg objects, visual art objects add to the materia landscape. By altering the
physical environment, they transform the spaces for our embodied experiences.
Rey Chow wrote to this point, discussing art's ability to rupture ideology through
presenting it Artworks that experiment with altermatives also give reality to them,
They provide the opportunity to bodiy inhabit an alternative discourse. The im-
mersive capacity of artwork is concisely descrioed by neuro-art historian Barbara
Stafford: "Artistic mimesis further enacts this desiring vision by recording not just
the questing of our senses but of our entire being."

This essay arose from my conversations in China and my engagement with
artworks exploring gender discourses within China and the Chinese diaspora.
In particular, |look closely at works in the 2012 exhioit WOMEN 4/, curated
by Abby Chen, Deputy Director and Curator of the Chinese Culture Foundation
of San Francisco. Aware of my Interest in Feminism and LBGTIQ issues and
my concems regarding the scant amount of critical witing pertaining to those
topics, she invited me to participate in a discussion forum accompanying the
art opening at the Chinese Culture Center in San Francisco®, The exhibition has
works by twelve artists with birth countries from across the pan-China diaspora;
PRC: Mu Xi, Gao Ling, He Chengyao, Yang Melyan, Liang Liting, Er Gao (Eagle
Ho), Stella Zhang; Hong Kong: ManYee Lam; the United States: Elaine Ho, Rae
Chang, Adam Tow; and Mexico: Ana Teresa Femandez. Their works Visualize

issues of feminism and gender in China, speaking to sexual diversity, inequality,
and individual resistance to powers of discrimination.

With the very title of her exhibition, Ablby Chen exemplifies the disposition towards
exchange found in visual culture and in transnational feminisms. Chen chose a
title which, when spoken, has meanings in Chinese and in English. The Chinese
characters (wormen F4M) and English word (women) have a similer pronuncia-
tion, adroitly exemplifying what Umberto Eco refers to as homonymy: “when a
single term refers to two different things or concepts."® While Eco of course had
in mind dual reference in one language, here we have an example where mean-
iNgs are compounded in two languages: a bi-lingual pun.

The title signals the exhibition's intention to move beyond static, closed, systems,
and, viewing systems as fluid, create dialogues across boundaries, signaling
that the artworks also straddle cultural systems. The art concepts move past
essentialized ideas of nature or origin as they refute a binary system of self and
other. Instead they tranglate-- between established ideas of gender behavior
and possibiities that remain less realized, between the private self and the public
persona, between individual desires and political censure. The artists’ primary
motivation is not success in the commercial art market; their aspiration is the
posshbllity of being transformative. Professor of East Asian Literature and Lan-
guages, Hu Ying lucidly articulated this point: "Translation is fundamentally com-
parative, bringing the self and the other face to face, as it were, and subjecting
poth to multiple transformations."®

In this exhibition it is not only the face that is encountered: it is the entire body, In
all its relationships and circumstances -- pain, pleasure, work, mother, daughter,
heroine, abjection, courage. In WOMENZKAM, the artworks forward new rela-
tionships and understandings beyond binary proscriptions of female and male.
These art works suggest we can inhabit a world in which a particular behavior
is not reflexively attributed to a specific body type, as if gender and conduct go
nhand-in-hand. Art can displace these established systems, exemplifying alterna-
tives corporedlly that in theories appear only as abstractions, a point expressed
S0 eloguently by Maurice Merleau-Ponty:

Essence and existence, imaginary and real, visiole and invisible —painting scram-




ples all our categories, spreading out before us its oneiric universe of camal es-
sences, actualized resemblances, mute meanings.”

Yet new meanings are not always immediately knowable or accessed. As is of-
ten the case in transcultural discourse, art cannot reveal what we don't know to
look for. At first it might reveal only that there is something new, but understanding
what that is requires further looking. And frequently, markers of difference gloss
easily-- too easly -- into aready-known strata. Automatically we subsume any
and dll lacuna in our understanding into our known cultural matrix. In other words,
we don't know what we are missing.

But when we take our role as audience seriously, as actors rather than pas-
sengers, our attention begins to triangulate dielogues begun by the art objects
in their originary society. These border-crossings queer the dialogue of gender:
resisting expectations, each asserts an alternative way of construing relation-
ships—those between self and other and those we have with our self. In the
presence of the art we apprenend, sometimes quickly and sometimes only
gradually, an offer of another system.

But at first glance, the work looked familiar enough to seem to satisfactorly fit
my category “feminist artworks,” So it came as a surprise when | met the artists
and asked my first interview question: "are you a feminist?" and rather than the
resounding "yes" | had imagined, a cacophony of responses bombarded me:

e | don'trealy relate to feminists

e |am naturally, | didn't have to push myself to be feminist

e No but | support them

e Yes

e Notrealy

e | dont think that | am feminist yet- | have feminist teacher mentor —

e | support my wife | think men and women are equal and | support equal

rights

| don't think you have to be a women to be feminist

e Not ferminism means | am not participating in women's moverment

e When | make work | don't think about it but my identity is always in my work
but in the end my feminism is in my work.,

e Adistinction between poalitical activism and IMing a life of equality —

| had already encountered a flurry of anxiety about the word ‘feminism’ in conver-
sations in China with women as well as with men, but | didn't expect artists who
created these works to share this anxiety. The gap between the artists' replies
and what | had assumed they would be had the immediate effect of digjoining
a world of associations attached to my understanding of “feminist.” | was cata-
pulted out of the enclosure of Westermn feminism headlong into a search for new
understanding.

In a way, this essay Is written backwards. Often we approach artworks with our
expertise in hand. But in this case, the exhibit of Chinese-LGBTIQ-Women art
revealed ways for me to enter more deeply, more bodily, into conversations that |
only just discermed, And each work intersected in many ways with the works sur-
rounding it. An exhioit of art is thus much greater than its individual works. For the
sake of expediency, | examine only five works, which are indicative of the reflec-
tions, struggles and insignts, the integration of physical and conceptual, of the
entire exhibition. My essay buids from one artwork to the next, revisiting issues
focused upon in the prior piece, transforming them. | echo Moshe Idel's remark
In Old Worlds, New Mirrors: "Given the diversity of personaliies, circumstances,
sources of inspiration and Inner tensions, no one unifying history. .. is possible, ",
my trajectory is only one among many. My purpose is not to tell but to discover,
and to further the discourse.

Mu Xi's wal-size video projection Moth (201 1) performs a graceful metamorpho-
sis blurring boundaries of gender and species. Mu Xi's displacement of tropes
found in classical ballet emphasizes the flow between categories, queering gen-
der in the process.

The video superimposes drawings of a moth, drawn in white ine on black
ground, with flmic footage of a man, bare from the hips up. He moves grace-
fully, stretching, reaching outward, as if exploring the possibilities of an emerging
pody awareness. In one image, the head of moth is drawn over his head, and
in another, the wings spread as if arising from his torso. Conjuring ideas of meta-
morphosis and emergence, the different representational systems -- the man's
videoed body, the schematic drawing of the moth -- achieve a delicate balance



n which they overlap but often only awkwardly. Throughout most of the video,
the man becomes accustomed to his emerging new 'mrpf logy.

In proximity to this tradition, Mu
Xi's dance can be seen as
beautiiul, abeit  sentimental,
palet in which he seems to
wear ﬂig heart on his sleeve.
His movements echo the deli-
cacy we expect from ballet.
But h\ \H"'; aso performs
a split between gestures and
their \mw In its abrupt

oth and man, or clear distinction between

transitions, In its lack of integration of
either moth or man, the artwork disrupts fixed meanings. What we see
attempted creation of transformation, a perceivable hyb \d‘ The emergence of
something new makes us aware of cultural norms as it undercuts them. As
HW usser cogently ¢ /xpm\mm art can "'make us 'see,’ 'perceive,’ or ‘feel’ the real-
y of the ideology of the world": art arises from the W\C\cgy that feeds it, but to
'%K, that invisible matrix perceptible, art ruptures it.” Some artists adhere more
to the ideology; others, like Mu X, play with the rupture.
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Although the representation is of a moth, its large and omate wings cannot fail to
oring to r“m iconic stories of butterflies, tragic b u romanticized in both cultures.
n a beloved Chinese story dating from the Tang, Liang Shanbo and Znu Yingtal,
two lovers die of sorrow use the woman is t, etrothed to another; upor
thelr death they become butterfies, And the website ur LaOpera describes
the equally tragic Puccini opera of Madam Butterfly as "A love kf knows no
0o goes horroly wrong in a fateful meeting of [a& t and West."'? In both

3, lovers attempt to cross boundaries set | oty and fall
> a lasting union in the body of another— either through
nrough prox

PEersone

transr \uhﬂ\\,ﬁ ort

creation.
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But, vw\ evoking butterfly tales, | ﬁﬂr’\ccf—: them as well. R nan perpetu-
ate the butterfly paradigm, his w "\rk athers some of its a but by
hc/us\rw moth, it queers them cc\/amg from tradition as it evokes it. A motn is

cific cultural signifier, a a"\arum with fewer and less categorical cultural
¢ tions than 'butterfly’. In the West, because d their fat and furry bodies,
m\/ h are perceived o be not as ro rmr’ric nor as delicate and therefore not as
ninine. The notion of ‘'moth’ has something added to it, a beauty less y
Jdp less savory, bringing with it something more alien, J ight- M“Hﬂg crea-
tures. In colloguial Chinese, often the character (7), is ,\,do\, after it, adding
hu sense J little” or 'small." In Chinese culture, a moth often refers to a m that
\ awn 1o its own demise. The phrase Mk amoth to a
and the United States. In Buddhist tra H/ n, \df“OS
are covered to prevent moths flying to the Hgma‘r M deatn. C oomm /e dissonance
of categories counterpoints the beauty of the dance.

\hm; Qc\,um n t Oth Ch\r

Using these ruptures of established categories, Mu Xi's performance pierces
our cultural expectations of gender identity. Although his body is typed as male,
s performance inhabits a more androgynous space. But, because markers of
male or female behavior are cultural contingent, even this description is not satis-
factory, arising as it does from an already \Western division of gender constraints.

Mu Xi's dance precipitates re-
flection on this long history of
ference between China and
the West in behavior consid-
ered gender appropriate for
males. This difference has led
LO perceptions of difference

n the way that 'male’ is con-

vis)

Y
st rucd in China compared to

the \v’\osL fistorically, a particular Western outlook viewed behaviors it con-
sidered not appropriately heterosexual as not only tolerated in China but in fact

continuous with normative values. In "Queering Cultural China: Performing Nation

through the Feminine Bodly," Deborah N 41\;3:\4\;@ vides a race-based explana-

tion that complicate this perceived propensity of tolerance in China. She argues

that what appears to Americans as gender boarder ings, and therefore
>s their heightened attention, is in actuality much less mdm

In its Chi-




nese context, at times gender is not F main consideration precisely because
of the urgency of other cate gﬁruar\ .~ In her discussion of Chinese be sauty
pageants Madsen suggests, "whether a contestant is a Han woman or a | an
man performing as a Chinese woman is irelevant so long as ‘Ch“c,w remains
synonymous with Han." In other words, the gender that o; forms femininity is not
the primary consideration in a judgment of beauty. Ethnicity is.

In itself, this would not explain much — in the United States beauty pageants
as in China, ethnicity trumped gender. The Miss America was all white from its
inception in 1921 untl 1970, and non-white women were banned from par-
ticipating for the first 35 years.' But perhaps the greater fluidity of genders in
performance of the omm ne was also conditioned by the tradition of nandan
— male actors in Chinese theater who portray female characters. During the
Qing, female impersonation became prominent because the Manchu bann ﬂ
women from acting on the grounds that to do so threatened "social mmh
However, by the early Republican rcrcd dr(*umw S dbObﬂjbd‘ centering o
issues of just such morality. Those in favor of nar Mdm claimed that women o
stage would sexudlize 1 ﬂf‘arf\,r; those in opoou that the impersonator would

use "perverted” desires. Wiriting to this point, Guanda Wu notes: “the contest
between the actor's sexual appeal and the anxiety over immorality marked the
turbulent history of female imp Ersor ation on a transcultural scale."'® Throughout
this debate, both East and West relied on arguments essentializing "natural’
gender traits and normalizing heterosexualtty.

But the pleasure of nandan was in W e art of it — the ability to use aesthetics LO

create an ampiguity and occupy it as a third space. Similarly, Mu Xi's dance is
a deliberate queering of vatugomcm olurmng insect and human to disengage
poundaries, beyond gender, into the idea of human itself. His video recalls the
provoking Dadist guestion on redlity: Znuang Zi dreamed himself as a butter \
and thus wondered if he was in fact the dream of a butterfly. How then do we
judge this dream of man and moth?

In Moth, the man has no human partner. Instead, this autoerotic dance chal-
lenges bcu da'\:\ 3 as a man's solo performance becomes a pas de deux, his

ithe movements unite in a fragile pastiche of line drawing with flm, moth and
man. Read lite aHyg nis Video rises above speciesism; read metaphorically, above

gender constraints. Fusion is gained only a bit at a time: an element of the moth
here and there, or the entire creature, grafted upon, rather than fused, seam-
lessly, with his body. The romanticism raised here is not the butterfly narrative of
inevitably il-fated love. Instead, romanticism shares the spotlight with a less defin-
able, more tentative uncertainty: bumping along, making one's way. Until death
a moth L“f\\io\/os t it is light that she pursues. The desire for metamorphosis

e, the man strives to be more than the unadormed w /orm

from the pupa s
more than \ /’hd is "u\ urally permitted because of his body. Instead, he st
to overcome restrictions insisted upon as correct male be ha\/\(:f as he d{lﬁ@x)d
into his new identity. For most of the piece, the syntheses remain awkward and
unintegrated, par H\ Yet in a sweet moment, the man attains the tramurmauc\r
ne desires, and acquires wings.

In China, where restraint functions as a sgmﬁ ng gesture for women, excess
is both a sign of madness and madness itself. I He Chengyao's art, excess is

used as a measure of culture

s

Chengyao spoke of how her mother was not mar-
s' personal decision to keep the

In descrioing her piece, He
ried when she became pregnant. Her parent:




pregnancy met with harsh social consequences: loss of employment and social
ostracism. Public condemnation led her mo W o a mental brmmo\/v She
would wander aimlessly, 'omow her shirt to expose her bare torso- a gesture
related in part to self-abasement. ™ The vww Rey Chow helps us to understand
the nuances of such punishing b shavior turmed inward upon \)Jﬁ N speaking
of a fictional character she descrioes how "putting the b\amo on herself, she
becomes an accomplice to the invisible social demands whose power lies pre-
cisely in their 1bm y 1o sadlicit the woman emotionally from within to assist in her
own destruction

In poignant tribute to her mother, the artist created a series of photographs « dom
menting her public action of solidarit f\/\M her mother. Mother and Me was cre
ated in the summer of 2001, ...l retumed to my hometown to see my mothor
When I arrived, she sat guietly on a stool at one side of the courtyard, half naked
and playing with a rotten apple. | stood benind her and also took off my top. That
was the first time my mother and I ever had our picture taken together. The photo
a\umd' e 1 f)oua'(‘\\/ face my family's history of insanity that | had carefully hid-
den and avoided for so long, to reaffirm the Hm\\ ine that connects me and my
motl % er, and to partially sati J a yeaming of more than thirty years to support,
touch, and embrace her."'®

The images of 'Mama and
Me" depict He's mother seal
ed, naked from the waist up,
and He standing, similarly na-
ked, behind her. In most o ['ho
photographs, He's hands res
gently on her mother's uhw\
ders. The dialogue between
- the two women is conveye
Jre and through the unselfconscious affection emanating from mcm
ther seems 1o seek and to gain her daughters reassurance,
series of photographs taken one after
er gaze moves to tum back to look at her daugf er, and then to look
Equally clear is the burden

n this gestu
to daughter. The motl
and find harmony in that knowledge. In a
another, h
at the camera, smiling as she poses for the photo
taken up by the daughter, whose nudity is a self-conscious bodily affirmation of

her mother, a way of conveying that everything is alright. In their mutual undress
their reliance on and protection of each other becomes what one sees

Here, as in ManYee Lam's artwork, discussed below, nudity circumvents a read-
ing of sexual avalapility. Instead of conforming to and sdliciting the male gaze,
in He's photographs, the doubling of nudity from daughter to mother creates a
oond that teaches us a different way of '%a@\r g the body.

99 Needles shows the artist's bod\ penetrated Dy an excess of acupuncture

sedles: they cluster on her face, her neck, down her arms and across her
torso, raising red painful welts,

She faces the camera straight on, her deadpan expression of anguish trying to
become blan kmosc The acupuncture ne od\og pristiing from her skin are mu\
tiplied bo\)\ I any p \,OCMHO nealing, In heartbreaking accumulation. The artis

has written about this: "When I was a child, my
grardm er rm all sorts '3[ folk cures and
superstitious me v“ds o treat my mother's
mental iiness, She hired spirt doctors and
forced my mother to swalow Chinese ?“d
Westemn medicine. She even attracted the at-
tention of several People's Liberation Armv un-
cles from a nearby military factory. To treat my
mother's iliness, they held my mothe d WM ON
a wooden door used as a table, while one of
them stuck acupuncture needles into her. My
mother lay on t ho do I SC mamirg and strug-
gling. 99 Needles is dedicated to my mother,
who endured so much sh amou wearng
down, and as atonement because | stood as
eyewitness but could not help.""” Knowledge
of the Western art tradition can't help but recall
the martyrdom of St. Sebastian, his body stigmatized by being plerced through
with arrows. In both Jr(‘mgs‘ we Oxpcmor\,(\ the pain intelectually, but we have
an emotional affinity to the fortitude shown and an intimation of a d fierent redlity.




In their ability to create an altermative to the male gaze, He Chengyao's photo-
graphs perform an answer to a new understanding of the body similar to one
advocated by the essayist He-Yin Zhen writing in the first decade of the 20th
century (see section on Autumn Gem, below). He-Yin Znen wrote of a classifica-
tion called nannu, a composite word of nan (88) and nu (Z2) which can be taken
to translate as 'man’ and ‘woman,' respectively. He-Yin Zhen understood this dis-
tinction as a social creation, rather than a biological fact. According to Lydia Liu,
"The articulation of nannu. .. is not so much about biclogical or social differences,
which can never be settled, as it is about reiterating a distinction that produces
historically a political demand for soclal hierarchy."™® The social categories are
signaled by the physical markers, the body is inscripted with the evidence of this
social distinction. As Lydia Liu so eloquently described: ... the specific kinds
of marking or distinction He-Yin Zhen identified in the power of nannu are both
metaphysical and physical —literally physical in the sense of cloistering, corseting,
prostituting, punishing, enslaving, maiming, and abusing the body. Poor women,
young girls, slaves, and lower-class boys were all susceptible to such marking
and exploitation...""® To He-Yin Zhen the Chinese classification “women” was a
category of class, not gender. "The lack of freedom in marriage today is most
often the result of economic inequalty. . ... the wealthy use money to purchase
licentious enjoyments, whereas the poor must sell themselves to provide them
with these enjoyments. Therefore, instead of naming this kind of transaction ‘the
[gender] relationship between men and women,' it is more accurate to name it
[class] relationship between poor and rich. "

He Chengyao's images have the remarkable ability
to depict this stigma of social hierarchy and yet at
the same time contain within them the beginnings
of a path away from this injustice. By embracing
the stigma through its repetition in a twin body, the
language of one body mirors that of the other,
each resounding distinctly. Through this doubling,
suffering and madness is transformed into choice,
agency, which is the beginning of an altemative
path. The artworks radiate power, directly from the
assertion of this agency.

The work presents an altemnative 1o a sexed body, the body is a thing in itself, a
fact, not a victim, a provocation or an enticement. \We read the doubled body
in its agency: as affectionate, protective, capable of great pain and endurance,
beyond the need to be defiant. She has gained agency through the path of so-
clal stigmatization, both physical and mental affliction. Tuming it into her choice,
she has overcome her society's cruelly enforced binary of hierarchical proscribed
pehavior and engendered an dltemnative. In so doing she has accomplished
what He-Yin's writings sought: "the elimination of this category of distinction as a
metaphysical-palitical principle."!

Autumn Gem tells the story of Qiu Jing (1875-1903) through two great move-
ments of the 20th century: feminism and nationalism. The video documentary by
Rae Chang and Adam Tow employs insightful commentary by scholars Lingzhen
\Wang, Associate Professor East Asian Studies, Brown University; Amy Dooling,
A ssociate Professor East Asian Languages and Cultures, Connecticut Col-
lege; and Hu Ying, East Asian Languages and Literature, University of California
Invine, to discuss the life and historical context of Qiu Jing. Through narration and
dramatic re-enactment, as wel as documentary film footage, and images, we
enter into QiU's biography. Perhaps the most affecting documents are Qiu Jin's
own writing. The video effectively interweaves her postry with pertinent ideas as
it moves the chronology forward. Rae Chang never appears in the footage, but
her voice narrates throughout.??

The video represents Qiu Jing's life as part lived circumstance and part mytho-
logical self-fashioning. As the narrator states: "She would lead the struggle for
women's rignts and fight to overthrow the corrupt dynasty.” This suggests from
the onset that this was an unproblematic pairing, a premise that is not disrupted
until the end of the video. But, whie Qiu embbodies both struggles, she enters
only one, nationalism, with full intent. How much is this video an analysis and
how much a commemoration? To deconstruct the mythologizing, | contextualize
her ideas in conjunction with those of He-Yin Chen (1884- ¢.1920), a Chinese
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If sons and daughters are treated equally, raised and educated in the same
manner, then the responsibiities assumed by men and women wil surely
pecome equal. When that happens, the nouns nanzing and nuxing would
no longer be necessary."*

Both women emphasized education to the end of equality. But let's look at this
comparison more closely. Qiu stressed the purpose of women's education to
lead to women's independence from men by becoming both educated and
skiled. Those skils had two components. The first was to allow women to work
outside the home, generally in factory or other low wage situations. The sec-
ond was to maintain traditional female decorum as they moved away from the
home. Contemporary journal articles worried that if girls were too educated they
would not respect men and would not fulfil their “ordained” roles of wife and
mother. Consequently, the schools for women enforced “traditional” virtues such
as modesty, chastity and obedience.?®

He-Yin saw an ireconcllable problem with women's education. She wrote;
a quick survey suggests that women's schools in China uniformly emphasize
the field of housenold management and that modern poalitical parties always
discourse on how famiy education forms the backbone of all educational
efforts. ... men have promoted the liberation of women out of a secret desire
to make use of women. .."?’

Modemization didn't necessitate a change of oppression, just a change of its
outer manifestations, Substituting subsistence wage slavery at a factory stil
left women impoverished.”® He-Yin saw this solution as part of the problem. If
women workers got married and had children, they then had at least twice as
much to do. Worse, husband and wife were barely able to survive even if they
both worked. The slightest economic disturbance would wreck the home,"®
While Qiu saw schools as a major step towards removing women from the igno-
rance and senvitude in marriage, He-Yin questioned what the schools educated
women to do. How much could they change the actual structure of hierarchy
and oppression?

The video emphasizes that, for Qiu, her vision of a new destiny for women
became subverted into nation building, a process already structured by men.

Qius feminism was modeled upon male rule and power. Her vision for women
as citizens was basically for them to participate in the nation in roles previously
gendered male. There was no inkling of raising men to share any of the work of
women. The underlying dialectic of gender remained unchanged. Qui yearned,
If only men would acquiesce in our becoming their comrades. .. Contrastingly,
He-Yin advised women not to try to "wrest power from men,” but instead main-
tained that "modem women should aim to overtum the rule of man by compelling
men to renounce their privileges and power and humble themselves so man and
women can achieve equality on woman's terms, "

Another component in Qiu's idea of women as cltizens was national service.
And for her, national senvice was saturated with miitarism. She joined a radical
organization, the Restoration Society, comprised of students and secret society
members dedicated to achieving their goals through any means, including vio-
lence; the video dramatizes a meeting in which the group strategizes an armed
uprising against the ruling Manchu party. Participation in such nationalist struggles
combined her ambition to be a heroine and her belief in the masculine ethos.

Unlike Qiu, He-Yin advocated anti-militarism. She was diametrically opposed to
Qius support of equality for women by military service; and in a substitution, stil
radical today, she advocated 'relieving men of their duty of military senvice' and
therelby making men equal to women.®!

Both activists wanted to change the terms and obligations of gendered roles.
Yet, although working for violent change, Qiu's solutions nevertheless perpetu-
ated the established power structure. Her interventions aways assumed the
female/male divide and her solutions were based on women entering the male
spheres. In fact, 'She called herself Jin Xiong which meant 'able to compete with
men.”? Taken to Its logical imits, her initiative could lead to several possible out-
comes, such as women working outside the home, and being treated as more
capable partners, but none of these outcomes Included an equal restructuring
of labor.

He-Yin's concemn was in changing the power structure of the system itseff,
Rather than advocate women's entry into the labor force, she questioned what
kind of living would be available for women (and men) when techniques of op-



pression were not changed. She saw that this still left the men and the power
hierarchy intact. Her essay "On the Question of Women's Liberation,” advocated
that women forge a new power structure which would catalyze a new system. In
it she asked, "who cannot see that the reasons for women's labor are unequal
distrioution of property as wel as the crime of capitalists?"*® The new structure
she advocated necessitated getting rid of ownership and government— He-Yin
became one of the first Chinese supporters of socialism.

In her devotion to the cause of overcoming traditional Chinese roles for women,
Qui began to code herself as male. In other words, when Qiu entered into
traditional male activities, the activities did not then become recoded as dual-
gender, or non-gendered. Instead, they included women only in the extraordi-
nary circumstance of a woman agreeing to cross into male character. When she
stepped outside the private role ascribed to women and become a public per-
sona, previously only alowed to men, Qiu reinvented herself by dressing in drag,
appearing publically in men’s attire. The video shows a studio photograph of a
very dapper Qiu, In her men's sult and cap and holding a cane. Lingzhen Wang
related how when someone asked why Qiu why she dressed in men'’s clothing
when it didn't even look good on her, she responded that "she wanted to feel the
freedom that a man feels, which is why | am dressing as a man would.”

The courage it took to defy conventions is a measure of Qiu's intense desire for
equdlity. Putting on men's clothing to "feel the freedom. .." indicates her longing
for a lived experience of that freedom. Hu Ying speaks of Qiu's intensity and fal-
ure to achieve this transformation. Defying the conventional silence requisite for
women in public, she became a spokesperson. As a consequence, she was
pelitied for talking too much, Qui's masquerade also demonstrates the truth of
He-Yin's perception, that gender is a game of "social customs and education,”
“put it appears that Qiu had become so invested In the heroine/warrior role as
the only viable model for women to help her country that she could not distin-
guish the enactment of the role from the stratification of society resulting from that
role. We see this struggle in the unrealized confiict in her poem, ‘Inscription on a
Photograph of Myself":

Who s this person appearing within my sight?

Such gallantry regrettably in the form of a female.

The flesh of this world is nothing but an illusion, the land of the future, surely,

is real.
My body is not alowed into the ranks of men,
But my heart is more heroic than any man's.®

In the second line of the poem she expresses regret over her female form, a rep-
robation of the societal hierarchy of her time. While the third line recognizes that
flesh is an ilusion, rather than extrapolate that male and female, then, are also
llusory, she goes back to the binary and so retums to her sorrow that, because
her body is not male, she wil not be acknowledged as equal to men.*

This tension has precedents dating at least to the first century. In the xxx a god-
dess admonishes one of Buddna's wisest disciples, Sariputra, for subscribing
to a sexist doctrine to support a notion that women could not attain supreme
enlightenment. Al his arguments, however, "point t0 a single impediment —
she is not a he"®’. The goddess uses reason and also embodiment in refuting
Sarputra. Changing him into a wormen, she responds to his dismay saying his
WOomen-ness is No more Nor less real than any women's. Higher beings view dis-
criminating on the basis of gender as an example of delusion—because gender
itself is an illusion.

But Qiu did not perceive the paradigm shift involved in understanding gender as
'social custom.” Instead, she maintained "human rights are given by nature with
no difference.” Yet, perhaps because of the premise of "nature with no differ-
ence,” Qiu fell into the confusion of imagining the undifferentiated state as male.*®
For al her courage in combating it, the binary stil controlled her.

In its conclusion, the video emphasized how Qiu's conflicted life, resulting from
the unresolvable contention between nationalism and women's rignts, led her
to be a wiling sacrifice in the fight for nationalism. But rather than examine the
conundrum and realize that such a wilingness was itself part of the protlem,
the video instead accepts her resolve. Lingzhen Wang emphasized that "she
mentioned In her last words there are a lot of male comrades who died for the
revolutionary cause but no women had done so and she said she wanted to be
the first one.” Qi expresses this desire In “Letter to Wang Shize,” 1905:

There have been so many men who died trying to reclaim our country,

But women have not been heard to do so.




Itis a shame amongst women.

In 1907, she reiterated her resolve in "Suicide Note to Xu Xiaoshu,” where she
wirites "Although | die vet | still ive. Through sacrifice | have fulfiled my duty...." The
trope of such sacrifice stems from a Confucianist ideclogy, which Qiu verbally
refutes but which nevertheless permeates her vision for the nation. Qiu did not
understand how Confucianism gave rise to the particular hierarchy in the relation-
ship between sovereign and the ruled, that the very machinery of the state was
gendered male. These hierarchies were continued in the modemization of the
Chinese nation.

Where Qiu was shamed because she saw that women were not dying for their
country, He-Yin saw the opposite occurring and was infuriated. In a blistering cri-
tique, He-yin accused Confucianism of demanding the sacrifice of women: 'Sly
people used these doctrines [traditional Chinese leaming] to pursue their own
advantage, while the stupid believed them as they would believe superstitions.
There is no teling how many of our women died because of them. Thus all of the
leaming of Confucianism is the leaming of murder.” And she added "The words
Virtuous” and 'pure’ were enough to Kill."*

While acknowledging Qui's tragic diemma between nationallsm and gender
equality, nevertheless the video ends on a celebratory note. The narrator states:

The story of Qiu Jin does not end with her death for in her sacrifice a legend
was bom. She became a symbol of the new woman in China: educated,
independent, and active in public. As word of her deeds spread throughout
the country her life began entering into the realm of myth and this myth was
passed down in stories from generation to generation to inspire the dreams
of future heroines.

As the credits role, we see statues and monuments and museums dedicated
to her memory. He-Yin, alteratively, died in cbscurity; no one knows what vear
or where.,

Perhaps the diemma of the success and fallures of Qiu's life, and death is best
conveyed with a Budadhist term: 'uppaya’ in Sanskrit, fangoian 754" in Manda-

rin. "The implication is that even if a technique, view, etc., is not ultimately ‘true” in
the highest sense, it may still be an expedient practice to perform or view to hold;
i.e., it may bring the practitioner closer to the true realization in a similar way.” °
In other words, you help people to a higher stage by teling them what they can
understand that will further thelr path.  Qiu's ultimate goal for equality between
men and women might have required enormous cultural and individual transfor-
mation, beyond what people could recognize at the time. Her concentration on
women entering the previously all-male workforce reflects not only the limits of
equality possible in China at the time, but also demonstrates the extent to which
Qius understanding of equality was conditioned by her time.

The danger is that, unless practiced by a bodhisattva or some equally higher
level being, expediency can obliterate its function as a means to a higher end,
and appear instead as the goal. Gall Hershatter and Wang Zheng have noted
that In traditional Chinese culture, 'In dying heroically, women embodied loyalty
and faithfulness."" Lingzhen Wang concluded 'Death is probably the easy way
for her to end the sad emctionaly speaking, lonely and fragmented life.” We
never reflect on what type of world is being created where the death of the
heroine is the best option.

Occupy Shanghal Subway: It's A Dress, Not A Yes,

'Occupy Shanghai Subway: It's A Dress, Not A Yes' 2012, is a collaborative
performance between artist Gao Ling and Xianggl of Shanghai-based lesbian
activist group, Shanghal NvA!,

The most overt feminist statement in WOMENFA, defiant of the male status
quo even in its radical quietness, came from this collaboration between artist and
NGO. On June 20, 2012, the Shanghai Metro Line Authority no. 2 published
an official microblog asking girls to modify how they dress to prevent harass-
ment. The Metro Line admonished women stating: "Girls in transparent clothes,
behave yourself. By dressing like this, no wonder harassment occurs. More
perverts than one can count, girls, behave!”

(To see the news broadcasts about this go to - hitps://Awww.youtube.com/
watch?v=15-10czB50U)
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various venues within the subway route.

The issue Is larger than caling out the Shanghai transit authority, This perfor-
mance demonstrated how women's bodies are used as signifiers of national
values, and so expose the patriarchal cultures that dictate, either through force or
coercion, women's clothing. Alpesh Kantilal Patel discermingly wrote: "The work
moves beyond the confines of the national and signals complex, transnational
connections between the politics of the dress of women and tradition across
vastly different cultures: China, France, and implicitly even other Islamic coun-
tries.” Deborah Madsen describes this relationship between the female lbody
and the varied national agendas that rule its appearance as: 'the spectacle of
the disciplined feminine body as an icon of cultural nationalism and community
identity. .."“

The female body seems 1o be a locus for display of cultural and national moral-
ity. Attempts 1o equalize gender only accentuate this point. For example, Maoist
China mandated state authorized equality: nannu pingdeng. However, rather
than establish gender equelity, the conflation of "equality” with 'male” mirors Qiu
Yin's idea of equality, seen in the coining of a new term for women: "Nujie diyi,”
"female-kind-first,” colloguially known as “diyi," “the first” women. Diyi indicated
women who drove tractors, trains, or operated heavy machinery. The motivating
phrase for diyi women was "whatever men can do, women can do too.”” While
women did gain agency through this policy, the price was erasure of a particular
body structure. *® As Zilah Eisenstein observed, the male body is used as the
standard and any deviation is considered inferior: "Because a woman's body
is not like a man's, she is less than man. In order to be equal she must be the
same."*

And, as if to ensure this erasure in the name of equdlity, the state banned the
word used for feminism nuguan zhuyl,(women's power or rights + ism), taking
away the language that could embody another type of equality.>°

In the 1980s, largely in an effort to reclaim a way of being and practices that had
been eclipsed during the Maoist era, feminism in China took an essentialized
turn. Feminism converged with femininity: an idea of women signaled by a type

of attention to and performance of appearance.®’ Debates continue today over
whether feminine is social or biclogical and extend to the words used to convey
the appropriate concept. Shehui xingble adds the term "social” to "gender/ sex’
— a helpful analytic tool for Chinese scholars desirous to maintain the concept
of the constructedness within the definition of gender. But other scholars insist
that adding shehui is merely a capitulation to Western categories of gender. To
a scholar like Li Xiaojang, for example, who has no qualms about essentializing,
xingbie in itself establishes the social component, and it also conveys a biological
component of human sexualtty, indicating a uniquely "Chinese” way of thinking.>?

As if advocating something kinder and more gentle than feminism, a popular Chi-
nese tendency imagines "instead a ‘natural harmony between the sexes: ‘Nature
is set this way already. People do not have the power to change it, so we should
treat it with awe and try to maintain harmony’ (Wang 1993)% Such gender es-
sentidizing finds powerful support in capitalist practices in China. Essentializing
femininity sells products. Reflecting on the status of women from Mao until Now,
Xxx Huang Shuain clearly saw: “Both the Cultural Revolution and commercialized
society today are based on male power. In this respect, they are the same. The
difference is that during the Cultural Revolution, men wanted women to become
masculinized. In commercial society, however, men want women to become
feminized. Both periods are men teling us what to do, so in terms of male power,
they are basically equivalent,”>*

These practices have not resulted in a new body politic of gender-equal people.
Women, especially those in the working class, are pressured to retire early, or
suffer having being demoted. Factories fire women first. College exam scores
required for women are generally higner than those for men, with the excuse
that this balances the gender ratio. "Thus we can see that state feminism, which
changed the gender division of labor, often did so without making a lasting im-
pact on gender culture and psychology.”®

We can bring this to bear on the controversy in the Shanghai Transit. \Why is
men’s attire not as contentious as women's? \When it comes to gender, differ-
ence is not separate but equal. Discemning the political basis of the female body,
He-Yin Zhen wrote that the global category "woman” was itself a product of
unequal social relations, "constituted through scholarship, ritual, law, and social



and labor practices over time, in China as elsewnere.”® In other words, there is
aways a political agenda to gender, and the gender called "women” arises out
of the xxx bias and injustice within society. And since the female body is not the
same as a male body (by most definitions) the differences seen on the female
pody wil be paliticized: accentuated or erased as the ruling class dictates.

Part of the strength of Occupy Shanghal Subway is in its appeal to both sides of
this equation: women's agency as expressed in body adomment, and agency
expressed through a demand for equality. Gao Ling and Shanghal NvAi created
a bold response to the sexualized gaze directed to women's bodies. Rather
than the gaze have the last word by objectifying women's bodies -- in effect,
a colonizing act-- here the women's bodies meet the gaze and challenge it.
The response to their challenge is brought out vividly in news footage video of
the performance: we glimpse some parents removing their staring children, and
heads tuming away. We also see the interested attention by many others, cou-
pled with maintenance of a respectfiul spatial distance. The artists’ performance
anticipated the gaze and answered it, creating a new kind of emloodied legibility.

No one to date has comment-
ed on the slence of the wom-
en. The two women stood
without speaking, their public
voice expressed mutely through
the pads witten statement.
They performed the tradition of
slent — silenced—women, yet
A ecame obstacles to notice

and take account of. They never lost their agency but gained more through the
dualism of their anomalous posture, at once accessible (readable, spectacke)
and distant (formidable attire, acerbic message). Rather than silence being pas-
sive, they tumed the tables on slence and used it as a weapon.

Artis never congruent with autobiography. Even as the artists use their own bod-
ies they enact a performance that is an impersonation. Artworks are reductions

and expansions of any individual psyche, precisely because of their necessity to
focus and to exaggerate. In the performative theatricality of the artworks in this
exhioition, we witness the truth in Butler's assertion that both gender and sexual-
ity are 'a kind of persistent impersonation that passes as the real,"*’

Each work of art elicits a new way of seeing, destabiizing the hegemony of the
amost ubiguitous (misogynist) male gaze, now the default of women as well as
men; a gaze that reduces the agency of women as it sexudlizes them; a gaze
dominating not only the artworld but most social and political relationships. In
the assertion of identities-- women, moth, moth-as-not-butterfly, women-as-not-
man, straight, gay, any of the initials iIn LGBTQ, American, Chinese American,
Chinese, urban, rural —fluctuations between all these categories are disclosed
and possible. Object and viewer engage In the continuous attempt towards
an integrated identity that nevertheless resists closure. The universalizing ‘we' of
Abby Chen's WOMENERAM, read with & Mandarin inflection, wittly encapsulates
these ongoing vacilations between self, other, us, them.

Art works give us a chance to move into a differently embodied understanding.
As viewers, we are positioned as if overhearing a conversation, or someone talk-
ing to themseles. There is something quiet and intimate in each performance,
which we come upon as the intimate stranger. The private place they create
allows us to exist within different possibilities of identity, and perhaps to transform
the theoretical into the actual: in fact, often the experience of art is often prior
to conceptual understanding. The interest in creating is to occasion one's own
transformation. As Foucault asks "Why should a painter work if he is not trans-
formed by his own painting”?”

The artists of the Women exhibit display transformations of identity often cre-
ated through great personal struggle. The viewer, t0o, gains more possibilities
Dy being there, being open, and actively looking. Identities are created through
discourse. Out of this wilingness on the part of both artist and viewer to struggle
with formulations of self-identity, a new social language is performed, a new gaze
becomes possible.
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Su madre fué madre soltera. La presion soclal de un pueblo rural del sur de
china a findles de los anos 60, la levo a la locura. En su obra, HE CHENG
YAO, nos habla del sufiimiento de su madre y del suyo propio. Su madre, en su
locura, expresaba con su desnudez su impotencia frente a un pueblo que no
comprendia ni perdonaba. Ahora su hila tambien se desnuda para hacer una lla-
mada a la reflexion sobre la comprension , sobre la tolerancia, sobre la empatia.

BAFWOMEN es una exposicion gue invita a la reflexion. En ella encontrarenos
propuestas de arte, unas introspectivas v ofras provocativas, pero todas de
denuncia de la situaciones injustas relacionadas con la condicion sexual de
las personas. En algunos casos se trata de una denuncia ablerta, directisima,
orovocativa, que llama a la refliexion sobre el concepto de normalidad. En ofros
ésta denuncia aparece de forma mas sutl, sensible, poetica, como es el caso
de la obra de ZHANG SHUANG., En ofros, como la propuesta de LUO LE, us-
ando argumentos cientficos, sin concesiones a la justiiicacion, se nos enfrenta
a Imagenes de obras de artistas contermporanecs chinos en las que la mujer
es tratada de forma denigrante, dejando en esterectipos la hegemonia de la
normalidad, perpetuando asi el concepto de la mujer como objeto supletorio
al hombre,

EnERMWOMEN, entre ofros temas relacionados con la injusticia social, en-
contramos reflexiones soore el yugo de la estética que parece imponerse en el
mundo modemo (ZHANG XAO JING), sobre la necesidad de la independen-
Cla economica de la mujer para tener acceso a los circulos de decision (GAO
/HAN), sobre el derecho sobre el propio cuerpo (YANG MEL YAN) o sobre &l
amor mas alla de la condicion sexual de las personas (MU Xy EGOHO).

Actuamente China es un lugar extraro, en constante cambio, dificl de entender
tanto para los extranjeros como para 1os propios chinos. La tradicion vy la mod-
emidad se enfrentan a diarlo en una lucha sllenciosa pero sangrienta que se
destila por los poros de estos artistas reivindicativos, sensibles 1 valientes. Estos
artistas comprometidos con su sociedad, avanzados a su tiempo, son puntas
de lanza de un futuro esperanzador en que Nos podamos desprender de esta
carga de Injusticia. Una injusticia que pasa de generacion en generacion no
mediante el ADN, sino en el proceso de socializacion de las personas, mediante
estereotipos que nos limitan.

Solo mediante la educacion y la reflexion podemos evolucionar hacia un mundo
mas justo donde el amor a los demas pase por encima del miedo a lo descono-
cido. En mi opinion este es el mensaje de BAMWOMEN.



Gender Identity Symposium 2010, Guanoazhou, China

Ablby Chen

This project was initiated as a gender identity workshop and symposium for
ferale artists working in China.  As my project moved forward and | saw how
the symposium could benefit (and benefit from) other people besides the artists,
| broadened the scope of the audience and participants | wanted to engage. |
decided to try and a connect a variety of people who have a vested interest
in gender issues, including social advocacy groups, scholars, NGO's, feminist
joumnalists, and of course the aforementioned artists.  Aside from this expansion,
my godls remained the same: to give the artists the tools they need to raise
awareness of their work and better navigate the male dominated Chinese art
world, to provide networking opportunities for everyone involved, to aid in the
establishment of a gender-queer conscious voice in Chinese contemporary art,
and consequently to begin carving out a space for ongoing discussions following
the symposium.

The gender identity symposium and workshop | organized took place over the
course of two days, July Tst and July 2nd of 2010, though it was originally
planned for late July.  This is one of several changes that were made during
the planning phase. One of the more significant changes is the addition of two
more partner organizations. As | began planning the symposium, | soon realized
that | needed more help in executing the event than my original sole partner, a
group of young southerm China women artists whom | refer to as Southern China
Women Artists Collective (SCWAC), was able to provide, | ended up partner-
ing with the Sex/Gender Education Forum (SGEF), part of the Department of
Chinese Language and Literature at Sun Yat-Sen University led by Professor Al
Xlaoming and Ke Qlanting, and with the Associated Gay/l.es Campus Student
Organization (AGCS). Both NGO's had plenty of organizational experience and
were a huge help in matters such as securing the venue, advertising the event,
and recruiting speakers.

Another important change was the keynote speaker, Professor Al Xiaoming,
puling out of the event.  Due to her prominent involvement in social justice is-
sues, she had recently come under heavy survellance by the government, and
feared that her involvement in the project may lead to it being shut down. 1ended
up ghing the opening remarks myself.  Finally, there were a few minor budget
changes.

First | held a workshop for members of the SGEF, AGCS and SCWAC. The
goals were to guide the speakers through the process of giving presentations
and to dlow the three organizations to network among each other. Speakers
were asked to give presentations, and to provide each other with feedback.
The workshop process actually resulted in a few unexpected outcomes. One
was that the artists from SCWAC, who it tums out had very little experience with
public speaking, were trained how to give clear presentations by their more ex-
perienced peers from SGEF and AGCS.

The symposium itself took place the day after the workshop.  After my opening
remarks, the symposium began with SGEF student speakers Guo Yanping,
Ni Ziquan, Wu Huihua, and relating their own experiences with gender activ-
ism and social engagement in using flash mob.  This was folowed by a more
academic speech by Ke Qlanting on the SGEF's organizational take on gender
Issues in China.  The AGCS' leader Chen Du followed next, likewise sharing
their experience with social engagement among students.  After this, artists from
SCWAC, Liang Liting, Mo Di, Liu Yin, Wu Haiyan, He Qiwo aka Er Gao, Zhang
Xiaojng gave presentations explaining their work and it's relation to gender is-
sues. The symposium closed with an insightful but intense discussion regarding
a case study of a recent, local, widely publicized sexual abuse case (see Gender
Identity Symposium booklet for more information). Senior Journalist Li Jun, also
known as Li Sipan, explained how she reported this case with her perspective
and sensitivity to feminist issues.

The workshop and symposium met all of the goals | had set, and had several
unexpected outcomes to boot. As mentioned previously, the workshop partici-
pants used the opportunity to network and to provide the female artists useful
self-promotion and speaking skils, which were my primary short-term goals. |
had originally planned for the artists to network among themselves, but after |
prought additional partnerships to the table, the two day event alowed the previ-
ously unconnected groups and individuals to meet and leam how they were
each working towards gender equality from different angles.

The first step to finding a solution is to clearly identify the problem, and as men-
tioned, the workshop brought to light specific problems that are standing in the
way of creating a voice In contemporary Chinese art.  The symposium portion
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was also iluminating, as | found that many of the speakers had unknowingly
intemalized some of the chauvinist thinking that is rampant in China. | also found
to my surprise that certain scholars and social justice activists at the event fre-
quently addressed gender issues only under the broader umbrella of human
rights, and their knowledge of women's rights and specifically feminist studies
were very limited.  Bringing these shortcomings to light was an excellent way to
work toward my long term goal of canving out a platform for gender and feminist
Issues in China.

An overwhelming amount of feedback from everybody involved was received.
This type of direct social engagement proved to be effective to start formulating
conversations, and | would like to see this successful symposium become a
model for similar events in the future,
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Curator Hou Hanru visit {WOMEN exhibition in San Francisco



Left to Right: CCF Jenny Leung, Artist Daniela Montoya, Curator Abby
Chen, Assistant Curator Brittni Winkler, Curator Alpesh Kantilal Patel




Abby Chen, Madeleine Lim and QWOCMAP Managing Director Kebo Drew
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Abby Chen with Xiang Qi presenting Shanghai Subway at Mills College
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WOMEN
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December 16, 2011~January 16, 2012

Curator
Abby Chen
Avrtists (in alphabetic order)
10 Feminists' Voice - Shout, Eagle Ho+Li
Zhe, Gao Ling+Comma, Gao Zhan, He Chengyao, Liang
Liting, Lin Min-yi, Luo Le, Mu Xi, Yang Meiyan, Yang Qing,
Stella Zhang, Zhang Xiaojing

Opening
6:30 pm, December 16, 2011
Address
EMG Shanghai, No. 1 Building, No. 3000 Yixian Road, Baoshan
District, Shanghai (Subway Line 3, the Songfa Road Station)

Presenters:EMG Shanghai and the International Conference on Chinese
Women and Visual Representation, 2011
Sponsor : Center for Chinese Studies at University of Michigan
Organizers : UM-Fudan Joint Institute for Gender Studies and the School
of Journalism at Fudan University.

Opening special support: Shanghai International Industrial Design Center

Exhibition Posters, Shanghai 2011
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Gender Identity Symposium Booklet, 2010

ANEMGXEER

—N * PH Eagla Ho + Li Tha,
Ling & Comma,

BM Gao Zhan, MEE He Chengyao,

REW Liang Liting, BT ManYes Lam,
P Luc Le, =M Mu Xi,

BRW Yang Meiyan, BN Yang Ging,

B8 Sislla Thang, B Ihang Xisoing,
{10-afe o - W) S 10 Fomi Voboe-Shaul Group.

Exhibition Catalog for WOMENZF{ Shanghai 2011
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Left: Yishu: Journal of Contemporary Chinese Art #i 2k Vol. 12, Number 2, March/April 2013 Exhibition Catalog for WOMEN #f San Francisco 2014 & Miami 2013

Right: SR tizhR Vol. 12, Chinese Version, the 3rd issue, September 2013




Impression, Participation, and

Tina Tan

In preparation for the WOMENFRAM 2012 exhioition at the Chinese
Culture Center of San Francisco, Abby sat down with me to brain-
storm ways to provoke a diglogue about Feminism in China through
various social networks, especially from people are living outside of
China.  As we talked about approaches to structure the question,
| reclized how little | knew about the exhibition and how little 1 knew
about recent Feminist moverments in China.  Initially, from the name
of the exhibition, WOMENERAF, | thought these artists were trying to
promote professional equality among male and female artists, just
ke Chinese Women Calligraphy and Painting Society (CWCPS) in
the 19380s. However, as Abby and | discussed more about the
exhibition, | redlized the exhibition was not simply promoting profes-
sional equality among male and female artists, or even straight or
LQBTQ artists, but these artists are collectively teling a story about
feminism and gender equality in contermporary China through the
concept of the sexudlity.

To me, the topic of sexuality has never had a strong visitle pres-
ence within the Chinese community. Growing up in a somewhat
conservative Chinese community within one of most liberal places in
the world, where sex education was introduced through school pro-
grams rather through the parental "talk.” Whie sexuality is an open
topic among westemn media, it is amost invisitle among the Chinese
media. If it was presented in films, it was usually through a man's
perspective and derogatorily in a woman's perspective.

I was quite surprised when | saw Yang Meiyan's artwork, Female
Manifesto, which is a video recording of a group of Chinese young
wormen having raw and open conversation about their sexual experi-
ences and questions of sexuality.  Atthough, the video did not showy
the faces of these young women, the content of the conversation
was projected through the visual text of their conversation on a pink
screen along their voices in the background, This emphasis of visual
text ennances the visibility to this hidden topic of sexuality in China,
where open communication of this topic is needed. This visibility
can improve and change the derogatorly perceptions that | have that
pertains to the women and this topic in Chinese media. The visibility
of texts allows audiences to focus on the conversation about sexual-
ity from a young woman's perceptive rather on the young woman
hersell. In many ways, such visibiity demonstrates an improvement
of gender equality among Chinese's new generation.

At a different approach to the discourse of sexuality, He Chengyao
uses her body to depict sexudlity as the gender oppression in the
Chinese society.  He's mother gave birth to her out of wedock
in aremote city in 1960s China, Despite, her mother later married her
father, the marriage did not eliminate the whispers and the gossips
that continuously surrounded her mother and eventually, her mother
pecame mentally ill from these social pressures. One of symptoms
her mother's mental ilness is that her mother would run through town
topless.  He never understood what really drove her mother crazy
untll she performed her Open Great Wall, where she took off her top
and walked on the Great of Wall. As she felt the whispers and the
stares from the others, it was that moment in her performances had
she connected herself to her mother's traumatic experiences. She
had finally found that pressure that her mother might've felt as she



went crazy, she finally experienced that shame. He's artwork con-
tinue explored this trauma, her artwork, “99 Needles” is a replication
of how people who tried to cure her mother's mental liness by having
her mother acupunctured with 99 needles on her body on the Tfirst
day of her perod. As | leamed about He's "Open Great Wall" and "99
Needles,” my heart clenched because of how sexually oppressed
women are in China and how it is enough to drive a human being
mad. It makes me ponder how many other women who are facing
these detrimental punisnments simply because they went against
such patriarch social norms.

In her artwork, He Chengyao is able connect to her mother's past
experiences, which she combines with her personal experiences to
synthesize her own sexual agency.  As her mother's topless body
was stigmatized as she growing up, He publicly displayed her own
topless body as expression of the rights to her own body and sexu-
ality, and aso to claim back her sexual agency from those patriarch
social norms,  Subseqguently, in her Mother and |, her mother's top-
less body is claim of her mother's sexual agency and the manifesta-
tion of her mother's sexual desires and freedom. What He's artwork
symboalized is not only how the concept of sexuality becomes an
agency between a woman's rights and her social value, but also how
awoman senves as an agent in how she has to mediate between
her sexuality and social values.

The last artwork that | will talk about in this essay is " Occupy Shang-
hai Metro,” which is a performance artwork done in protest of one of
the blog post of the Shanghal Metro Authority on Weibo, which was
advised to women to dress accordingly to avoid sexual harassment.
Two performance artists dressed in a cloth that covers their bodies as
well as their face along with a metal bra above the clothes.  They held

up signs that state: "Yes to cool dress, no to perverts” and 'l can be
slutty but you cannot harass.” This work addresses one of the three
focal points of WOMENFAM  exhioition which is "possioility,” but also
embodied well the other two focal point: "visiblity” and "authority.” This
performance was widely spread through various major mass-media
agencies in China along with the message that the women have the
right to wear whatever they please while men cannot act maliciously
in response to their wardrobes.  This is a demonstration of the pos-
siblity for Chinese feminism as wel as gender equality in China.

From my participation in WOMENEAM and through the stories of
these different artists, | have gained new perspective in the discourse
of the Feminism and gender equality in China.  The challenge of
Chinese Feminism and gender equality is no longer about pushing
the professional imitation in a worman's career or even becoming that
‘modemn woman” as the members of the CWCPS had in 1930s,
but it is about the hidden stories about women's rights to her own
sexuality and sexual orlentation. Being a feminist does not end when
women acauire equal opportunities as men, but it starts from there
to examine the intemal limitations that both men and women have in
regards to the discourse of sexuality and to re-examine how we talk
about ferminism in contemporary.

After | leamed about all the artworks in this exhibition, | decided that
the question to open the dialogue is; What is your perspective of be-
ing a woman and being a feminist in China?  Abby answered: "For
myself, woman was like a given, and feminist is becoming.”
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Chinese Culture Foundation Leadership Team | & L #E (b £ & & E X

Mabel S. Teng, Executive Director

Mabel Teng, a lifelong advocate for social change, has been the Executive Director of the
Chinese Culture Foundation since 2009, As San Francisco's first Asian American woman
Supenvisor and Assessor-Recorder, she brings over three decades non-profit administra-
tion, community organizing and public policy experience to the arts.

Under Mabel's leadership, the Foundation has gained national and international recognition
as the community anchor to spark intercultural discovery. In 2014, the Foundation broke
new ground by reaching 65,000 people, changing minds and touching lives of new Califor-
nians. Perhaps the most important thread through all of these activities is its ability to involve
the community at deeper levels through a broad range of strategies that promote activism
and engagement.

Abby Chen, Artistic Director & Curator

Abby Chen is the Artistic Director and Curator for the Chinese Culture Foundation. During
her 8-year tenure, Abby inspired the CCH's unique curatorial positioning, which highlights the
art making process, and provides a channel to emerging and mid-career artists of Chinese
descent living in the U.S.

Abby's leadership transformed the Visual Art Center in scope and breadth into an open yet
focused platform that encourages imagination and risk-taking, Among the more than 50
exhibitions and programs curated by Abby at CCF and other institutions in both the U.S.
and Asia, many have been important surveys in contermporary art and issues relevant to
Chinese people and the world at large. Abby holds an MA in Visual and Critical Studies from
the Califoria College of the Arts. She was also the 2012 National Endowment for Humanity

Francis Wong, Special Projects Manager

Francis Wong manages community engagement projects and shares decades of art re-
sources development skils as the Foundation's Special Projects Manager. A key memiber
of the development team, Francis guides the organization's effective grant and fundraising
strategies. A graduate of Stanford University, Francis is also a celebrated performer, con-
Sidered one of "the great saxophonists of his generation” by the late jazz critic Phil Ewood

Jenny Leung, Program and Exhibition Manager

Jenny Leung is the operations leadership overseeing programs, exhibitions, and activities at
CCF's primary site, the pop-up gallery as well as implementing the "Museum Without Walls.”
She plays a key role in transforming the Visual Art Center into a contemporary art space.
Jenny brings a passion for the arts and community building by mentoring a team of 10 vol-
unteers and interns annually. Jenny graduated from the University of Califoria, Berkeley with
her Master's in Asian Studies.




Darin wing, Direc of Education nt

Darin O\/v \Mmq joined The Board of Directors in 2010, strengthening the organization with
his 30 years of experience in youth development, educaﬂom and non-profit administration
He transitioned to staff in 2012 to establish and lead the Hm Mark Lai Learming Center. This
leadership can be seen in the rapid growth and impact of the Leaming Center. In its first 2
years, the Center has introduced a contemporary understanding of the Chinese American
experience to over 7,000 students in grades 4-12, and over 1,200 college students and
adults. This impact has been achieved by launching several new program activities including
the Dynasty to Democracy Walking Tour, the Chinatown Art Walk, and the Roots California

cursions to Locke, Isleton, and Napa.

Gharrity McNett,

As t e gerwa\ manager, F arrity M@Neﬁ is key to the Foundation's infrastructure health. His
work enables the team to function, serving as the organization's grants compliance/ contract
officer, development officer, faclity manager and support for the Executive Direc- tor. Gharrity
possesses a Master's in Andean Studies from Pontificla Universidad Catolica del Peru. He
rings a sense of levity to the overly busy office, Trequently leading during and post office
hour excursions into the world of sports and European culture.

Staff

| Mabel S. Teng, Executive Director
C l J LT U R E C _NT i Abby Chen, Artistic Director
_“‘"— Darin Ow-wing, Education Director
;" { Francis Wong, Special Projects
, i Clare Lee, Marketing
Jenny Leung, BExhibition Manager
Gharrity McNett, General Manager
Colin Chan, Program & Outreach
Chell Zeng, Design
Kalin Carlson, Communications
Maria Wang, Curatorial Ass't
Yun Yuan Zhou, Custodian
Betty Chang, Gallery
Kitty Kao, Gallery
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Chromatic Constructions (Dora Hsiung)
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Exhibition & Project
Catalogues are available
for purchase. Partial List,
o order contact Jenny
Leung jenny@c-c-c.org

Fong Chung-ray:
Between Moderm & Contemporary
BEE - AR

The Curiosity Box Between Modern & Contemporary  Lure/Z% (Beili Liu)
(Lam Tung Pang) (Fong Chung-ray)















“The Chinese Culture Foundation is THE place for contemporary Chinese art. It has no peers among
public museums in the quality of the art and the engagement with the public!”

Gordon H. Chang
Olve H. Palmer Professor in Humanities; Professor of American History; Director, Center for East

Aslan Studies at Stanford University




