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ABSTRACT 

Some commentators are puzzled by the degree of L1 Ang's farmhanty with 

postmodem1sm On the one hand, 1t appears that she 1s familiar with a number of key 

concepts and practices of postmodermsm On the other hand, there are very obvious 

d1screpanc1es between L1 Ang's tertiary style and the deeper contents of her story Her 

style ofwntmg qmte often seems to be an application of postmodem1sm However, the 

deeper contents do not appear to be bound by the dictates of postmodermsm Therefore, 

the rela1Ions between her work and postmodem1sm are ambiguous and controversial 

Perhaps the best way to descnbe her views 1s to take the metaphor of a kite tied to the 

ground She sees the world as a chaotic and fragmented arena m which nothmg 1s sohd or 

substantial but 1s m1t1gated by the anchor of commuruty 

Examiners 

icholas Gahchenko, External Exarruner (Department of Slavornc Studies) 
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Chapter 1: Introduction 

1 1 The Author 

I I I Li Ang 

Li Ang has long been known as an author who 1s not afraid of wntmg about 

shocking topics formerly considered taboo in Taiwanese society From her first 

pubhcatlon, Flower Season (HuaJl), through The Butcher's Wife Stories about Lu Kang 

(Shafa lucheng gush1), and on to her latest fiction, Everyone Puts Their Incense Sttcks m 

the Pez-kang Incense Burner (Pez-kang xzanglu renren cha'), her personality and her 

works have always been the center of attention within d1scuss10ns on Taiwanese society 

Li Ang, onginally named Shi Shuduan, was born m Lu Kang, Taiwan, in 1952 

She received her B A m philosophy from the College of Chinese Culture in 1974 and 

her M A in theater from the University of Oregon in 1977 She is one of the most 

controversial writers m Taiwan today Much of her recent v.orks have been criticized for 

its explicit treatment of sex and harsh exposure of decadence among upper-class Taipei 

c1t1zens Her novella The Butcher 's Wife , which has been highly praised for its literary 

ments, and her novel Dark Night (Anye) (one of the ten best-sellers m Taiwan, 1985) 

have been made into popular films Collections of her short stones include Mixed 

Chorus (Hunsheng hechang) (1975), Experzments of Love (Azqmg shzyan) (1982), The 

Butcher's Wife Stones about Lu Kang (1983), Their Tears (Tamendeyanlez) (1984), and 

Flower Season (1985) Her two elder sisters, one a cntlc (Shi Shu) and the other a 

1 The Chmese words rn brackets w,11 all be m Hanyu pmym, excluding proper names of people, places and 
pubhcat1ons that have some other conventionally accepted romanized form, 1 e Pe1-kang 
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novelist (Shi Shuqing), 1rut1ally affected Li Ang' s hterary consciousness2 Li Ang often 

cames a strong sense of social cnticism She once commented that 

H1dmg and covering the reality of politics, human bemgs, and society and 
pretendmg that problems never existed is the most immoral action If 
reahty touches the dark element, a wnter should not consider the morality 
of society or a conflict of interest as sufficient reason to give up the 
courage to take on the responsibility of reflectmg the real world 
Especially within this nation that has five thousand years of culture and 
politics, where people tend to develop a habit of creating "whlte hes", the 
first lesson that a wnter should learn 1s how to manage reality 3 

Li Ang gave an analysis of her earher wntmg drrect1ons and expectat10ns 

Startmg from the age of sixteen when I wrote Flower Season till now, I 
have passed through several stages of conflict withm these many years 
The best example could be found m Mixed Chorus where 1t \\<as filled with 
self-explorations and the search for the meanmg of existence, usmg the 
techmques of psychoanalysis and stream of consc10usness m the ten short 
stones From that pomt till Lzvzng World (RenJ1ansh1 ), and The Butcher 's 
Wife , I attempted to return to the human world with social concerns, 
leaving the past behind, I alienated myself and watched from a distance 4 

As L1 Ang says, her work can be d1v1ded mto two eras Before the senes of short stones 

such as Lzvzng World and The Butcher's Wife, L1 Ang detached herself and watched from 

a distance Durmg this era, she was mostly concentrating on the style of wntmg and the 

expression of her thoughts and feelmgs This was the penod m which her female 

protagomsts lacked self-determination m the patnarchal society of her stones, and the 

penod m which L1 Ang portrays the women's bodies with a playful tone 

2 Shi Shu, "Wenz1 m1gong" (The Maze of Wntmgs), Everyone Puts Their Incense Stzcks m the Pe1-kang 
Incense Burner, (Ta1pe1 Ma1t1an, 1997), p 221 
3 Quoted m Gu J1tang, Taiwan xwoshuofazhansh1 (The History of the Development of Taiwanese F1ct1on), 
(Ta1pe1 Wensh1zhe, I 989), p 391 
4 L1 Ang, Qunx1ang(Group lmages), (Ta1pe1 Dahan, 1976) p 13 



3 

1 1 2 Enfante Temble 

In addition to bemg a prolific wnter, Li Ang is always bold m expressmg the 

innermost desires of a human being's subconscrnus The consistently high caliber of her 

work is indicative of her firm grasp of contemporary literary trends Li Ang started her 

writing career at the early age of sixteen The nature of her first novel, Flower Season, 

was influenced by ex1stentiahsm, which was dommating Taiwanese mtellectual circles in 

the late 1960s David Der-we1 Wang pomts out that Li Ang played the role of "enfante 

temble", bravely leading the reader to grope in the unspeakable world of sex, emotions, 

and subconsciousness 5 

She later surrounded herself with the works of many famous Western writers and 

philosophers, such as Freud, Sartre, Kafka, and Camus6 Her works, such as The 

Wedding (Hunlz) and Long Dzstance Runner (Changpaozhe)1
, were experiments m 

writing influenced by modernism According to her eldest sister Shi Shu, L1 Ang was 

"helplessly bewitched and fascinated" by vanous western literary trends8 Aware of her 

superior literary creativity, L1 Ang "emerged fearlessly as an mtruder mto the 

contemporary Taiwanese literary society" 9 

5 Wang Der-we1 David, "Xulun xmg chouwen yu me1Xue zhengzh1" (Preface Sex, Scandals, and 
Aesthetics), Everyone Puts Their incense Sucks m the Pe1-kang incense Burner, (Ta1pe1 Ma1t1an, 1997), 
p 12 
6 A group of mtellectuals, mcludmg Bai X1anyong and Chen Ruox1, founded Modern Literature at the 
National Taiwan Un1vers1ty m 1960 According to Shi Shu, Ta1pe1 appeared to L1 Ang as the world of 
Albert Camus' "l 'Etranger" Shi Shu, p 221 
7 These two short stones were categonzed along with Flower Season as L1 Ang's early expenments They 
were pubhshed as a collection m L1 Ang, Hunsheng hechang {Mtxed Chorus), (Ta1pe1 Hongfan, 1975) 
8 Shi Shu, p 222 
9 Lm Y1J1e, "Panni yu J1ushu" (Defiance and Rescue), Tamende yanle, (Their Tears), (Ta1pe1 Hongfan, 
1984) p 203 
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1 3 Existentiahsm 

In the 1960s, many Taiwanese youth tended to use the concepts of existentiahsm 

and Freudian psychoanalysis to understand hfe Under pressure from society, the 

educat10nal system and the conservative atmosphere, most wnters at that time found an 

outlet through the techmque of stream of consciousness Yang Zhao believes that the 

"special time and environment contnbuted to Li Ang 's unique angles of v1ewmg the 

societal standards and regulat10ns" 10 However, feanng the danger and culpability of 

touching the topics of subconsciousness, most wnters limited theu characters to males 

Even some female wnters, such as Ouyang Zi 11 and Shi Shuqmg12, could not avoid 

lookmg at women and gender issues from the perspective of men, based on the traditional 

moral standards Li Ang's special contnbution to the 1960s literary circle was to offer 

the value of female identity m the male-dominated trend of subconsc10usness 

1 1 4 Nahvist Literature 

By I 977, Taiwanese literature was bemg overwhelmed by the Nat1v1st Literature 

(xzangtu wenxue) style, to which Li Ang contnbuted with The Butcher's Wife Inspired 

by an actual event, 1t portrays the tragedy of a rural Taiwanese family caught m the gnp 

of domestic violence, sexual perversion, and the oppress10n of women Lt Ang's 

mfluence has expanded mternat1onally smce translat10ns of The Butcher 's Wife made her 

exqms1te and deep descnphons of human nature accessible to readers m other languages 

Along with heightened exposure, Li Ang had been subjected to mcreasmgly fervent 

10 Yang Zhao, "Ymgx1ong zhuyt yu x1esh1 zhuyt de x1an3mg x1aolun Lt Ang" (A Trap Between Heroism 
and Realism A Small D1scuss1on about Lt Ang), Chma Times, 1997, Aug 23, p 41 
11 Ouyang Z1, Q1uye (Autumn Leaves), (Ta1pe1 Chenzhong, 1970) 
12 Sht Shuqmg, Ba,dang de ren (The Undetermmed Person), (Ta1pe1 Hongfan, 1965) 
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attacks by conservative Taiwanese who considered her notonous for her open and 

forward depictions of sex 11 Ang's work created an uproar of opposmg opmions m 

Taiwanese literary circles m the late 1970s and her previous works along wtth her latest 

work, Everyone Puts Their Incense Stzcks m the Pez-kang Incense Burner, remam the 

subJect of argument 

L2 The Novel 

1 2 I Pez-kang Incense Burner 

L1 Ang's work appeared to veer ma stnkmgly different direction m 1997, when 

she published her most recent work of fiction, Everyone Puts Thezr Incense Sticks zn the 

Pe1-kang Incense Burner Her characters shifted from passive domestic housewives, 

vulnerable and dommated by men m the 1970s, to aggressive workmg women strugglmg 

for power m the male dommated political society of the l 990s 

Everyone Puts Their Incense Sflcks m the Pe1-kang Incense Burner, contams four 

different novellas They are "The Devil With A Chastity Belt", "The Empty Mournmg 

Hall", "Everyone Puts Their Incense Sticks in the Pei-kang Incense Burner ", and 

"Colorful Cosmetics and Bloody Ceremony" 13 These four stones reflect Lt Ang's self­

exammatton as a woman part1c1patmg m oppos1tlon movements throughout the 1990s 

Each story deals with one or several female protagonists involved m politics m 

the patnarchal society of different times m Taiwan They mclude a sorrowful wtfe who 

resolutely takes over her husband' s political m1ss10n durmg the penod of White Terror 

("The Devil With A Chastity Belt"), a widow who 1s still continuously harassed by the 

13 The Chinese titles are "Dai zhencaoda1 de mogu1", "Kongba1 de lmgtang", "Pe1-kang x1anglu renren 

cha", and "Ca1zhuang x1eJ1" 
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authoritarian government after her husband's death ("The Empty Mournmg Hall"), a 

beautiful legislator who advocates the strategy of usmg women's bodies to subvert men 

("Everyone Puts Their Incense Sticks m the Pe1-kang Incense Burner"), and a woman 

who has lost both her husband and son m the anti-government movements ("Colorful 

Cosmetics and Bloody Ceremony") L1 Ang wishes to raise the pomt that throughout the 

process of democratization, women sacrificed no less than men, but their s1gmficance 

was often ignored or even negated L1 Ang delineates the multiple relations between 

women, sex, and poht1cs and the mteractlons between them 

1 2 2 Misogyny or Sisterhood 

Iromcally, regardless of the changes m time, place, and societal standards, the 

Taiwanese women depicted in L1 Ang's fict10n all suffer Despite the misery experienced 

by these women, readers are immediately struck by the unsympathetic tone she takes 

towards them in her 1997 work, m stark contrast to her previous work In her latest work, 

L1 Ang's focus on women has been maintamed However, 1t seems that she sees woman, 

body, and v10lence from a completely different perspective This new perspective 1s 

mockmg, iromc, and perhaps even derisive Even though L1 Ang has never openly 

admitted that she 1s a defender of feminist theories, she does little to discourage the 

assumption that she is14 This discontmmty between people's expectations of L1 Ang' s 

v1ewpomt, and the surface feeling represented in the novel has led to a great deal of 

consternation amongst readers This results m L1 Ang's true message appearing to be 

qmte ambiguous Many readers have regarded L1 Ang's shocking narration as an msult 

14 Pmg Lu, "XuJ1ade yangiu, zhensh1de xmgta1" (Fake Gemtals, Real Gallows), Chma Times, 1997, Aug 
18, p 41 
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to women, women's bodies, and female pohtic1ans Wnter Wang Haowe1 thm.ks that "L1 

Ang's cruelty and mnuendo towards the female protagomsts seems to exlub1t a sense of 

misogyny that one would expect to see from chauv1mst male wnters " 15 

In fact, L1 Ang cnt1c1zes the oppress10n and degradation imposed on female 

sexual desires by society through the method of negat10n While readmg her novel, one 

could easily arnve at the mistaken conclus10n that L1 Ang has a strong streak of 

misogyny, ruthlessly attackmg women who refuse to play trad1t1onal roles This surface 

comprehens10n of sarcasm and aggress10n hides the underlymg sympathetic tone that a 

closer readmg reveals Instead of callmg L1 Ang a m1sogymst, David Der-we1 Wang 

pomts out that " through her portrayal of abusive sex and language, L1 Ang expresses her 

feelmgs for how the female body, law and economic status 1s dommated by the male­

onented society "16 L1 Ang brought the reality of unfa1r gender relations to the attention 

of modern Taiwanese despite the fact that this subJect had often been neglected or 

discounted 

1 2 3 From Femm1sm to Postmodermsm 

Lt Ang's works, from the very begmnmg of her wntmg career, have been 

dommated by femm1st concerns 17 The concept of postmodermsm does not seem to have 

been clearly and systematically articulated m her later works The impact that 

postmodermsm has had on L1 Ang may often be overlooked by readers who expect a 

15 Wang Haowe1, "J1epou Pe1-kang x1anglu renren cha" (Analyzing Everyone Puts Their Incense Slicks m 
the Pe1-kang Incense Burner), China Times, 1997, Sep 25, p 41 
16 Wang Der-we1 David, Ibid p 22 
17 Liu Ka1-hng, "To Whom Is the Letter Sent?--A Subversive Chinese Love Letter", F1ctzon and Drama, 10 
( 1998) p 55 " Reacting against the male-centered cnt1cs who take for granted that 'pure sentimental love 
stones' are the domain of female writers, L1 Ang plays with the authent1c1ty of this so-called ' women 's 
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dogmatic and pedestrian display of postmodern concepts However, upon close 

exammat1on, there are many passages that show a subtle, yet defimte postmodern 

mfluence 

Femm1sm tended to be the mam theme of her prev10us works It does not seem 

that L1 Ang intends to preach postmoderrusm m her latest work However, some of the 

issues that attract postmodern1sts' mterest happen to be addressed by L1 Ang Smee the 

early years of her career, a substantial portion of L1 Ang's work has been devoted to the 

descnptlon of the local ~ay of hfe, history, and a sense of local commumty 18 Here, we 

observe a field of mterests commonly shared by L1 Ang and postmoderrusts 

Lookmg at L1 Ang's works over her entire career, we can see the changes that 

took place from her early days of expenmentmg with moderrusm, to her p10neermg work 

as a fem1mst wnter, and then as a pract1t10ner of postmodermsm Slu Shu pomts out that 

L1 Ang's novel 1s not deservmg of acclaim for her wntmg techmque, but rather for her 

umque perspective, which illustrates the problems of women m society 19 Thus, rather 

than readmg her work from a moral standpomt or with a sense of JUStlce, 1t 1s more 

worthwhile to observe how she structures the problems her female protagomsts face as an 

aspect of a postmodern social force 

With respect to the postmodern concepts of space and time, more specifically the 

aspects of "d1ssemmat1on" and "spectachzatlon", L1 Ang plays the role of "shaman" and 

"showman"20 with her forward and multi-layered sexual narrations to women Her works 

genre ' Furthennore, L1 Ang reacts by 'authormg' the comments that male cnt1cs made-mtegratmg those 
comments mto her stones-so that she changes her passive role as a cnt1c1zed woman wnter" 
18 L1 Ang wrote a senes of works about her hometown of Lu Kang, which 1s located m the middle of the 
western coast of Taiwan Seek mg her own roots, she discusses the problems of a small town durmg the 
rapid soc10-econom1c trans1t1ons m Taiwan with a very cnt1cal and sarcastic style 
19 Shi Shu, pp 199-200 
20 Wang Der-we, David, p 13 
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are now accompanied by postmodern viewpoints rather than the existentialism that 

colored her earlier works, m1rronng the Taiwanese literary trend of movmg away from 

existenttahsm and towards postmodern1sm In the following section, I will bnefly 

introduce the vanous concepts of postmoderrusm that will be analyzed m greater detatl m 

subsequent chapters 

1 3 Overview of Postmodermsm 

I 3 1 Deconstruct1v1sm and Reconstructlv1sm 

Smee postmodermsts have little interest m confinmg the length and breadth of 

postmodern1sm, the boundaries are becommg frayed and md1stmgmshable This results 

m the considerable proliferation of postmodern concepts 

These numerous charactenst1cs are ptled up together JUSt as many small pictures 

may be arranged on a canvas to form a collage These charactenstics have been d1v1ded 

mto two groups by Hassan21
, one group 1s related to deconstructive tendencies while the 

other 1s related to reconstruct1ve tendencies 

The deconstructive tendency 1s a negative aspect of postmodermsm It 

undermmes the ex1stmg model and order This aspect of postmoderrusm 1s characterized 

by uncertamty, ephemerahty, volatility, fragmentat10n, lack of pnnciple, eros10n of 

mdiv1dual 1dent1ty, lack of depth, pettiness, and non-expressiveness 

The reconstructtve tendency of postmoderrusm 1s charactenzed by irony, collapse 

of images, collage of fragments, simulacrum, umtatlon of traditional artifacts, pleasure-

21Jhab Hassan, The Right Promethean Fire Jmagmar1on Science, and Cultural Change, (Urbana 
Un1vers1ty oflllmo1s, 1980), p 110 



seeking and ecstasy, social action and part1c1pat1on, constructJorusm, commumty identity, 

and local history 

Some of the concepts listed above appear to be incompatible with each other 

Commentators and scholars of postmodenusm have identified a few pomts of contention 

among the diverse features of postmodem1sm 

For instance, the concept of ind1v1dual 1dent1ty 1s a direct contradiction to the 

concept of the eros10n of individual identity The attention given to commumty, 

ethmc1ty, and locality 1s a contradiction to the idea that the group has been dissolved into 

individuals, and an even greater dichotomy develops when such attention 1s compared to 

the behef that the md1vidual 1s fragmented And again, the attention given to commumty 

history 1s incompatible with the idea of the ephemerahty and volat1hty of incidents 

In the early phase of the postmodern penod, the themes of d1vers1ty, uncertainty, 

volatthty, and fragmentat10n were more dominant than the theme of sohd 1dent1ty As 

noted by Jameson22
, from the m1d- 1960s onwards, rapid capitalist penetrat10n resulted m 

people turnmg to the prov1s1on of very ephemeral services in consumption Accordmg to 

Harvey, the consequence of this general speed-up in the turnover times of capital has 

been to "accentuate vo latility and ephemerahty of fashions, products, production 

techmques, labor processes, ideas and ideologies, values and established practices "
23 

Thus, for those paus of postmodern concepts m contention, fragmentation and 

uncertainty tended to wm out over more stable concepts However, in the later phase, an 

opposite reaction emerges, which emphasizes personal and collective 1dent1ty Harvey 

22 Fredric Jameson, Postmodermsm, or the Cultural logic of late Cap1tahsm, (Durhan Duke University 
Press, 1993), p 34 Jameson believes that postmodern ism 1s nothing more than the cultural logic of late 
capitalism He also argues that we have moved mto a new era smce the early I 960s m which the 
production of culture "has become integrated mto commodity production generally" 
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believes that "1t 1s exactly at tlus point that we encounter the opposite reaction that can 

best be summed up as the search for personal or collective identity, the search for secure 

moormgs m a shiftmg world "24 An example of th.J.s shiftmg emphasis 1s best seen m the 

search for comrnumty and local identity 

1 3 2 Comrnumty and Locality 

One important feature of postmodermsm 1s its reluctance to pass value Judgments 

upon different "ways" Modermsm presumed a umversal principle applicable to all 

nations, all ethmc groups, and all societies, and attempted to transform and convert the 

customs of various ethmc groups so that they would conform to the "umversal" principle 

of modem European and North American ideals Postmodem1sm, on the other hand, 

would rather water down the d1stmct10n between these customs, or between the "normal" 

and the "abnormal", "right" and "wrong", "truth" and "falsity", etc 
25 It would be 

reluctant to decide wluch of the many reaht1es 1s "more real" 
26 

The role of comrnumty, history, and roots plays a maJor role m postmodermsm 

In contrast to the modern search for umversahty and the effort to reshape non-Western 

ways of hfe after the pattern of western rationalism, some postmodern1sts reJect the 

search for umversahsm and ass1milat10msm m favor of parocluahsm, commumty, one's 

own local roots, the s01l, and local histories 

23 David Harvey, The Cond1t1on of Post modernity, (Cambridge Blackwell Publishers Inc, 1990), p 285 
24 Harvey, p 302 See also, Michel Foucault, The Foucault Reader, (New York Vmtage Books, 1984), p 
253 Jameson, p 146 
25 Zygmunt Bauman, Postmodern,ty and 1/s Discontents, (New York New York University Press, 1997), 

~ 25,125 
6 Bauman, p I 02 Harvey, p 291 
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As Carl Schorske pomts out m his Fzn -de-s1ecle Vienna, overcommg 

fragmentation and prov1dmg a community hfe-outlook 1s "a specific reaction to 

commerc1ahzat10n, utihtanan rat1onahsm, and the msecunt1es that typically anse under 

cond1t10ns of time-space compress10n" 27 Richard Rorty sums up the mood of the 

bereaved, and proceeds to praise the ethnocentnsm and to advise us that rather than 

wastmg our time m the vam search for obJectiv1ty and uruversal standpomts, we should 

apply ourselves to the quest10ns, "with what commumties should you identify?" and 

"what should I do with my aloneness?"28 

Sometimes the search for commumty identity/lu.story and local roots/history are m 

contention with some other postmodern preoccupations Practitioners of postmodern1sm 

may not always embrace all of the maJor features of postmodermsm Those who embrace 

the concepts of commumty ident1ty/h1story and local roots/history may not be keen on the 

idea of disruptive time and space, and vice versa It 1s believed that the dominant 

postmodern concepts of the erosion of identity, fragmentation, and disruptive time and 

space would undermine the concepts of community 1dent1ty/h1story and local 

roots/history The postmodern1sts who place an emphasis on the concept of d1srupt1ve 

time and space stress the ideas of "cuttmg the present off at both ends," so as to "sever 

the present from htstory"29 and can rarely tolerate the concept of commumty history and 

local rustory 

However, the problem of mcompat1b1hty has not particularly disturbed the 

practit10ners of postmodermsm Many of them do not usually embrace all of these 

27 Carl Schorske, Fm-De-S1ecle Vienna Politics and Culture, (New York Vmtage Books, 198 I), p 72 
28 Richard Rorty, Ob1ect1V1ty, Re/a11v1ty and Truth Philosoph1ca/ Papers vol I (New York Cambridge 
University Press, 1991 ), pp 13-4 
29 Bauman, p 89 
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concepts as their credo Instead, they embrace only a few, which may form a system of 

coherent themes amongst themselves 

However, even coherency is not necessanly somethmg that is highly chenshed by 

postmodern wnters and artists For them, fragmentation, disrupt10n, discontinmty, 

uncertamty, inconsistency, and incoherence are the things that distinguish postmodermsm 

from modernism, and therefore are charactenstics to be sought after 

As we can see, the concepts of fragmentation, ephemerahty, and disruptions of 

time/space are in contention with the concept of community identity Some scholars and 

commentators on postmodermsm who cannot evade these contentions and contradict10ns 

offer two explanations on how these concepts may co-exist 

( 1) The chaos of signs and of the competing portents and messages of postmodern 

landscapes suggests a condition of fragmentation and uncertainty This chaos is the result 

of "recyclmg, the fusion of levels, discontinuous sigmfiers, the explosion of boundanes, 

and erosion "3° Fragmented spaces and ephemeral mc1dents may induce a fragile sense 

of identity However, despite the emphasis placed upon ephemerahty, volatility, and 

eros10n of identity, " there is also an overwhelming sense of some hidden orgamzmg 

power- power oflaw and order when necessary to establish control "
31 

Harvey porn ts out that the greater the ephemerahty, the more pressing the need to 

discover some kind of eternal truth that might he therein The revival of mterest in basic 

inst1tut10ns, such as the family and community, and the search for hlstoncal roots are all 

signs of a search for more secure moonngs and longer-lasting values in a shifting world 

As a result, "place-identity" becomes an important issue Knowing one's place, m a 

30 Wang Yuechuan, Houx1anda1 zhuy1 wenhua yanJIU (Cultural Studies of Postmodern1sm), (Ta1pe1 
Shuxm, 1992), p 67 
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world of sh1ftmg ideas and perspectives that overlap and mtersect one another m an 

endless collage helps to mamtam social order 

(2) Bauman, on the other hand, offers a different explanation for the co-existence 

between the concept of disruptive space and time and the concept of community and 

locality He notes that liberals, the conservatives, and fo llowers of other political 

persuasions all discovered "community" as somethmg crucially important m the 

postmodern penod and consequently revised the correspondmg parts of their former 

ideologies along the !me of community, locality, and ethmc1ty Accordmg to Bauman 

[T]here 1s a genume emancipatory chance m postmodem1ty, the chance of 
laymg down arms, suspendmg border skirmishes waged to keep the 
stranger away, takmg apart the daily erected mim-Berhn Walls meant to 
mamtam distance and to separate This chance does not he m the 
celebrat10n of born-agam ethmc1ty and m genuine or mvented tnbal 
tradition- but m brmgmg to its conclus10n the 'd1sembeddmg' work of 
modernity, through focusmg on the n ght to choose one's identity as the 
sole universality of the c1t1zen/human, on the ultimate, mahenable 
md1vidual respons1b1hty for the choice- and through laymg bare the 
complex state--or tribe-managed mechamsms aimed at depnvmg the 
md1vidual of that freedom of choice and that respons1b1hty The chance of 
human togetherness depends on the nghts of the stranger, not on the 
quest10n who-the state or the tnbe- 1s entitled to decide who the 
strangers are 32 

Commumty 1dent1ty, ethmc 1dent1ty, and local identity are not fixed, but are rather m a 

process of change Bauman 1s of the opm1on that 

The new, charactenst1cally postmodern and possibly unprecedented aspect 
of present-day d1vers1ty 1s the weak, slack and underpowered 
mstttut10nahzatton of differences, and their resultmg elusiveness, phab1hty 
and short hfe-span If smce the time of 'd1sembeddedment', and 
throughout the modern era of 'hfe proJect', the 'problem of identity' was 
the question how to bwld one's 1dent1ty, how to bmld 1t consistently and 
how to give 1t a universally recogmzable form-today the problem of 
identity anses mostly from the difficulty of holdmg to any identity for 
long, from the virtual 1mposs1b1hty of findmg such a form of identity-

31 Harvey, p 3 I I 
32 Bauman, p 33 



expression as stands a good chance of lifelong recogmt10n, and the 
resultmg need not to embrace any identity too tightly, m order to be able 
to abandon 1t at short notice 1f need be It 1s not so much the co-presence 
of many kmds that is the source of confusion and anxiety, but their 
flmd1ty, the notonous difficulty m pmpomtmg them and definmg-all tlus 
harkmg back to the central and most pamful of anxieties one that is 
related to the mstab1hty of one's own 1dent1ty and the absence of lastmg, 
trustworthy and reliable reference pomts wluch would help to render the 
identity more stable and secure 33 
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Bauman observes an emergence of commumty and ethmc identity m the 

postmodern era He also pomts out that this resurgent identity 1s not a born-agam 

ethmc1ty which restores the contents of the essence of an ethruc tradition, but 1s rather a 

kmd of identity which 1s constantly under the process of recreation Thus, the contention 

between the erosion of identity, erosion of md1viduahty, d1srupt10n of space and time on 

one side, and the emergence of commumty identity on the other, 1s resolved 

While modernism always ostensibly asserted the values of mternationahsm and 

umversahsm, it could never properly settle its account with parocluahsm and nat10nahsm 

Community, tradition, the love of one's own, the pnde of one's kmd, the roots, the blood, 

the soil, the nat10nhood- they stand condemned no more On the contrary, 1t is the1r 

critics and detractors, the prophets of umversal humanity, who are now challenged to 

prove their case 

Some of L1 Ang's previous works, such as The Butcher 's Wife and Lost Garden 

(Mzyuan), d1hgently raised the issue of nativism and parochialism despite the 

condemnations of conservative modermsts It is not my mtent10n to discuss further 

whether Bauman's mterpretat1on or Harvey's 1s closer to literary reahty My pnmary 

concern 1s to establish what kmd of Taiwanese identity is presented and 1mphed m L1 

33 Bauman, p 123 
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Ang's most recent work and how L1 Ang deals with the content10n between the eros10n 

of mdividuahty and the emergence of commumty 1dent1ty 

I 3 3 Baudnlhard' s Conception of Postmodermsm 

Simulacrum also plays an important role m postmodermsm Simulacrum 1s a 

state of near perfect replication m which the difference between the ongmal and the copy 

becomes almost 1mposs1ble to spot Many contemporary artifacts are made so as to make 

1t difficult to d1stmgmsh the ongmals from the s1mulacra The product10n of images as 

s1mulacra 1s relatively easy, given modern techmques In order to grasp the mearung of 

simulacrum, we must first understand the postmodern conception of history 

I 3 3 1 Postmodern V 1ew of History 

The modernists believe m the progressive nature of time and history They are 

convmced that "the time-flow has a dITectlon, that whatever comes later 1s (must be, 

ought to be) also better, while everythmg recedmg mto the past is also worse- backward, 

retrograde, mfenor" 34 For mstance, the avant-garde moderrusts perceived themselves as 

"the stormtroopers of advancing history", devoting themselves to a revolut10nary task 
35 

In contrast, the postmodermsts reJect the concept of the progressive nature of 

history and time They are ready to accept old thmgs, old mstltutlons, old ideas, old 

styles, and old genres as ~ell as new thmgs, new styles and genres Whether somethmg 

is accepted or reJected 1s not conditional upon the tune it was made or that it emerged, but 

rather on some cntena which are applied equally to new and the old thmgs alike 

34 Bauman, p 96 
35 Bauman, p 101 
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Thus, history 1s valued by some postmodermsts, not because of its recordings of 

development from backward to advanced stages (the modernist concept of history), but 

rather because the old could be as valuable as the new, and history which elucidates old 

thmgs 1s as valuable as current events (the postmodernist conception of history) Bauman 

comments that 

The multitude of styles and genres 1s no longer a proJectlon of the time 
arrow upon the space of cohab1tat10n Styles do not d1v1de mto 
progressive and retrograde, forward-looking and outdated New artistic 
mvent1ons are not meant to chase out and replace extant ones, but to JOm 
the others, findmg some elbow room for themselves on the notonously 
overcrowded artistic stage In a settmg where synchrony replaces 
d1achrony, co-presence takes the place of the succession and the perpetual 
present replaces h1story--compet1tion takes over from the crusades No 
more talk of m1ss1ons, of advocacy, prophesy mg, of the one and only truth 
bound to strangle all pseudo-truths All styles, old and new ahke, must 
prove thetr nght to survival apply mg the same strategy, smce they all 
submit to the same laws that rule all cultural creation, calculated-m 
George Sterner' s memorable phrase-for maximal impact and mstant 
obsolescence 36 

As for Bauman's pomt that history has been replaced by the perpetual present, the word 

"history" 1s to be understood m terms of the modernist conception of history rather than 

the postmodern conception that views history as somethmg hvmg m the present as an 

mgred1ent of contemporary hfe The concept of co-presence 1s that all thmgs, old and 

new ahke, would be allov.ed to exist side by side as long as they could prove their own 

ments The postmoderrusts' preference for synchrony and co-presence 1s based on the 

assumption that truth and falsity, nght and wrong, are not eastly d1stmgmshable 

1 3 3 2 Representation vs S1mulat1on 

36 Bauman, p I 00 
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Representat10n had been a central concern of modern writers and artists 

Modermsts were brave m reJectmg traditions, challengmg the conventional ways, and 

seeking new codes and new techmques They beheved that " the truth" which was 

temporarily hidden by extant traditions and convent10ns could be discovered and 

represented better than before The modernists were fired with revolutionary enthusiasm 

try mg to reshape the world along the Imes of a umversal rat1onahsm They assumed that 

the truth which needed to be captured by the work of art lay in h1dmg out there in the 

non-art1st1c, wa1tmg to be found and given artistic expression What they did not do, 

however, was to question the value of representation as such 

On the other hand, postmodern artists are mterested m s1mulatJon rather than in 

representation As Jean Baudrillard put 1t, "images do not represent, but simulate "37 

Instead of representing and reflectmg hfe, postmodern artists are hopmg to add 

somethmg to the contents of hfe through s1mulat1on S1mulat1on refers to the world 

without reference, from which all reference has disappeared Art creates not Just the 

images, but their mearungs as well It gives a mearung or a sense of identity to somethmg 

which 1s meanmgless, which has no 1dent1ty All meanmgs are suggest10ns, standmg 

mv1tat10ns to d1scuss10n and argument, to mterpretat1on and remterpretat10n, no 

rneanmgs are made defimtely, and none 1s defimte once made Postmodern art 1s 

liberated from the authonty of reahty as the genume and the image claims m the ongomg 

bustle of rneamng-rnakmg Accordmg to Bauman, the goal of postmodern art 1s to 

stimulate the process of rneanmg-makmg and guard 1t agamst the danger of ever grmdmg 

to a halt 

37 Jean Baudnllard, Baudnllard live Selected Interviews, ed Mike Gane (London Routledge, 1993) p 

165 



Instead of reasserting reality as a graveyard of untested possibilities, 
postmodern art bnngs into the open the perpetual incompleteness of 
meanings and thus the essential inexhaustibihty of the realm of the 
possible One may even go a step further, and suggest that the mearung of 
postmodern art 1s deconstruction of mearung, more exactly, revealing the 
secret of meaning, the secret which modem theoretical practice tned hard 
to hide or behe- that meanmg exists solely m the process of mterpretat10n 
and critique, and dies together with it 38 
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As Baudnllard suggests, the arts share the phght of postmodern culture as a 

whole, which is a culture of simulacrum, not representation "Contemporary arts have 

elevated themsehes into sui generzs reality and a self-sufficient reality at that "39 Art 1s 

one of many alternative realities Postmodern artists are not particularly mterested in 

representmg social reality This 1s especially true for postmodern artists who have 

reached a degree of independence from non-artistic reality of which theu modernist 

predecessors could only dream 

1 3 4 Fragmentation 

1 3 4 1 Uncertamtv 

A feelmg of uncertamty dommates postmodern men and women In the modern 

penod, uncertainty was viewed as "a mere temporary nmsance, which with due effort 

might be either mollified or altogether overcome The postmodern world is bracmg itself 

for hfe under a condition of uncertamty which 1s permanent and irreducible "
4° Cultural 

media also spread a message of the essential mdetermmacy 

In this world, bonds are dissembled into successive encounters, identities 
mto successively worn masks, life-history mto a senes of episodes whose 
sole lastmg importance is their equally ephemeral memory Nothmg can 
be known for sure, and anythmg which 1s known can be known m a 

38 Bauman, p I 07 
39 Baudnllard, p 165 
40 Bauman, p 21 



different way- one way of knowmg 1s as good, or as bad (and certamly 
as volatile and precanous) as any other Bettmg 1s now the rule where 
certamty was once sought, while takmg n sks replaces the stubborn pursmt 
of goals And thus there 1s httle m the world which one could consider 
sohd and reliable, nothmg remm1scent of a tough canvas m which one 
could weave one's own life 1tmerary 41 
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Many factors of contemporary hvmg are responsible for this feelmg of 

uncertamty The new world devoid of v1s1ble structure and logic, the eros10n of 

identities, the umversal deregulation-the pnonty awarded to the mat1onahty and moral 

blindness of market compet1t1on, the tearmg up of the socially woven safety nets, all have 

contnbuted to an mtens1ficat10n of the feelmg of uncertainty 

1 3 4 2 Pleasure-seeking 

Indulgence m happiness, pleasure, and sensat10ns 1s a direct result of a sense of 

uncertainty Unhke modern men and women who were willing to observe "reason­

d1ctated rules and regulations", postmodern men and women have shifted their preference 

to sensat10ns of happmess and the freedom of pleasure-seekmg 42 It 1s believed that 

people need to be capable of bemg seduced by the infimte poss1b1hty and constant 

renewal promoted by the consumer market, of reJ01cmg m the chance of puttmg on and 

takmg off 1dent1t1es They indulge themselves m a never-endmg chase after even more 

intense sensations They "exchange[ d] a port10n of their possibilities of secunty for a 

portion of happiness " 43 The discontents of modernity arose from a kmd of secunty 

which tolerated too httle freedom in the pursmt of md1v1dual happmess The discontents 

4 1 Bauman, p 24 
42 Bauman, p 3 
43 Bauman, p 14 See also Michel Foucault, "The Moral Problemat1zat1on of Pleasures", The History of 
Sexuality Vol 2, (New York Vintage Books, I 990), pp 35-52 
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of postmodermty anse from a kmd of freedom of pleasure-seekmg which tolerates too 

little mdividual secunty 

1 3 4 3 Eros10n of Individual Identity 

Concerning the issue of mdiv1dual identity, we observe two opposmg opm10ns 

On the one hand, some postmodermsts pomt out that the mstltutlons, organizations, 

groups, and collectives established m the modern penod are d1smtegratmg, and have 

"become fragmented to the pomt where every md1v1dual constitutes a mm1-state "44 

However, on the other hand, there 1s also a view that emphasizes a fragile sense of 

md1v1dual identity 45 The latter appears to be more mfluential than the former among the 

postmodermsts 

According to this latter view, an md1v1dual 1s seen as a senes of related but 

different masks, or a collect10n of snapshots, rather than a solid entity The imagery of 

snapshots would have pictures of an md1v1dual domg different thmgs bemg taken at 

mtervals with a still camera There are d1scontmmties, d1srupt10ns, and differences 

among these shots When they are not placed chronolog1cally, the d1srupt10ns are 

especially obvious Each of these images has to "conJure up, carry arid express its own 

mearung, more often thari not without reference to other snapshots "46 The imagery of 

masks 1s often illustrated by a skillful actor or actress who presents different personae 

with different masks to the pomt that the audience can hardly discern that the same 

person performs them 

44 Harvey, p 316 
45 Harvey, p 3 18 
46 Bauman, p 24 
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Both the 1magenes of snapshots and masks are used to illustrate that the 

postmodern concept of md1v1dual identity 1s often broken up mto d1scontmuous and 

disruptive images Each of these images carnes its own meanmg without sufficient 

reference to other masks or snapshots, but the person behmd these masks or snapshots 1s 

after all the same person, and thus there will be lmks relating these masks or snapshots to 

one another, formmg a fragile 1dent1ty The act of maskmg and d1sgmsmg and the 

techruque of snapshots are also employed to suggest special fragmentat10n and alienated 

md1v1duahsm 

This concept of an erosion of md1v1dual 1dent1ty mto snapshots or masks 1s 

descnbed by Bauman with reference to MIian Kundera as a matter of relations among 

episodes m postmodern literature 

The episode 1s a self-enclosed event Each new episode 1s, so to speak, an 
absolute begmmng, but equally absolute 1s its endmg 'not to be 
contmued' 1s the last sentence of the story ( even 1f, to make the phght of 
the unwary yet more bitter, 1t 1s wntten m mv1s1ble mk) The problem 1s, 
though- as Kundera hastens to add- that the dec1s10n about the finality of 
the endmg 1s itself never final One would never know whether the 
episode 1s truly over and done with All the effort to prevent 1t 
notw1thstandmg, past events may return to haunt the future presents 

47 

Like snapshots and masks, each of the episodes remams independent of other episodes m 

the same hterary work, and yet at the same time there 1s also some sort of mutual impact 

among episodes, so that these episodes could constitute a loosely related but not well 

structured hterary work 

I 3 4 4 Ephemerahty and Volatility 

47 Bauman, p 91 
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The most startling fact about postmodern1sm 1s its acceptance of ephemerahty, 

volat1hty, fragmentat10n, and discontinuity One of the direct consequences that has 

flowed from the general speed-up in the turnover tunes of capital 1s the accentuat10n of 

volatility and ephemerahty in fash10ns, products, production techmques, labor processes, 

ideas and 1deolog1es, values, and established practices A sense of ephemerahty and 

volat1hty overshadows the postmodern conception of time Everythmg 1s seen as 

remaining m the process of changing and floating Nothing 1s viewed as sohd and 

unchangmg The pace of change 1s felt to be extremely fast and ungraspable 

I 3 4 5 Collage and Collapse 

Parallel to the concept of brevity m time 1s a concept of fragmentation in space 

The concept of fragmentation has been widely employed by artists and wnters to the 

pomt that 1t has become an outstandmg feature of postmodermsm Because of the 

reluctance to pass value Judgment, some postmodermsts feel that "there are no standards 

except those of grabbmg more, and no rules, except the imperative of 'playmg one's 

cards nght' The advice to play one's cards nght suggests one should use whatever 

resources one can master "
48 

The idea of divided spaces, fragmented spaces, isolated spaces, isolated thoughts, 

isolated individuals, and fragmented mdiv1duals has attracted a great deal of postmodern 

artists' and wnters' attention According to Harvey, the image of divided spaces 1s 

particularly powerful These d1v1ded spaces or fragments are "supenmposed upon each 

other m the fashion of montage and collage ,,49 The techmque of fragmentary collage 

48 Bauman, p 41 
49 Harvey, p 316 
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practiced by some artists tends to select some fragments which are somewhat related m 

theme, but some other artists may select fragments which might not appear to be related 

m subJect matter In collage technique, these fragments are placed randomly at different 

spots on the same canvas 

Another favored technique 1s the collapsmg of different images upon each other m 

the same space Some artists may employ both collage and collapsmg techmques on the 

same canvas Whichever technique 1s employed, the ideas to be conveyed are d1vers1ty, 

heterogeneity, fragmentation, disruptive spattahty, and the frag1hty of md1v1dual 1denttty 

A s1m1lar techmque of fragmentat10n, d1scontinmty, and incoherence 1s also 

employed m postmodern fiction to hmt at the triumph of a d1srupt1ve spat1ahty "over the 

coherence of perspective and narrative "50 As Pfeil says of postmodern texts 

One 1s confronted not with a umfied text, much less by the presence of a 
distinct personality and sens1b1hty, but by a discontinuous terram of 
heterogeneous discourses uttered by anonymous, unplaceable tongues, a 
chaos different from that of the classic texts of high modernism precisely 
insofar as 1t 1s not recontained or recuperated within an overarching 
mythic framework 51 

Dernda considers collage and collapsing as the pnmary form of postmodern 

discourse The inherent heterogeneity of the form m pamtmg, wntmg, and architecture 

stimulates us to produce a s1gmficat1on which could be neither uruvocal nor stable Thus, 

both the producers and consumers of artworks or texts part1c1pate m the production of 

s1gmfications of meaning-making 52 

50 Harvey, p 302 
51 Fred Pfeil, Another Tale to Tell Pohl/cs and NarratTVe ,n Postmodern Culture, (London Verso, 1990), 

f; 384 
2 Peggy Kamuf, ed , A Derrida Reader Between the Bhnds (New York Columbia University Press, 
1991), p 142 
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Sometimes, postmodern artists and wnters merely create fragments and elements 

m their artworks or wrnmgs so as to leave 1t open to consumers to recombme those 

elements m any way they wish Harvey believes " that mmim1zmg the authority of the 

cultural producer creates the opportunity for popular part1c1pahon and democratic 

determmat10ns of cultural values, but at the price of a certam mcoherence or, more 

problematic, vulnerab1ht) to mass-market man1pulat10n "53 The effect 1s to deconstruct 

the power of the author to impose meanmgs or offer a continuous narrative Accordmg to 

Demda, each fragment or element breaks the hnearity of the discourse and leads 

necessarily to a double readmg, "that of the fragment perceived m relation to its text of 

origm, that of the fragment as incorporated mto a new whole, a different totality "54 

Thus, contmmty 1s given only m the trace of the fragment as 1t moves from product10n to 

consumption 

1 3 5 Conclusion 

Along with a bnef review of postmodermsm, I hope to analyze Li Ang's 

Everyone Puts Their Incense Sticks m the Pe1-kang Incense Burner withm the context 

outlmed above McHale pomts out that "the essential trope of fict10n is a technique that 

reqmres suspension of behef as well as disbelief " 55 In postmodem1sm, there 1s little 

effort to sustam a contmuny of values, beliefs, or even disbeliefs The loss of historical 

contmmty with regard to values and beliefs 1s a promment theme throughout L1 Ang's 

work The emphasis she places on d1scontmmty and allegory poses many problems for 

aesthetic and critical Judgment In the next chapter, we will explore the concept of 

53 Harvey, p 51 
54 Karnuf, Ibid 
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simulacrum and its vanous subsets such as meaning makmg and the distmctlon, or lack 

thereof, between truth and falsity Th1s chapter will also deal with specific examples from 

L1 Ang's latest work representing simulat10n of the body, simulation of memones and 

s1mulat10n of History The third chapter will focus on the maJor concepts of 

fragmentat10n and ephemerahty and the techmques used by postrnodem1sts to illustrate 

those ideas both m visual and hterary media Here, the usage of collage and collapse and 

how these aspects of fragmentation manifest themselves m postmodern literature will be 

1dent1fied with examples from Lt Ang's latest work 

55 Brian McHale, Postmodern F1ct1on, (London Methuen, 1987), pp 27 



Chapter 2- Simulacrum m Baudrdlard and L1 An2 

2 1 Introduction 

It 1s a world of s1mulat1ons rather than representations, mtolerable to both 
nght1sts and leftists because 1t renounces the fict10n of concealed truth, 
because 1t undermmes the exercise of power 

Jean Baudnllard56 
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The concept of simulacrum 1s a powerful and thought-provoking aspect of 

postmoderrusm It challenges the very fabnc of reality as 1t forces the md1vidual to take 

respons1b1lity for the mterpretat10n and d1ssemmation of meanmg At times 1t seems to 

embody all of the aspects that separate postmodermsm from other schools of thought, 

becommg a self-fulfillmg paradox It bnngs the quest for truth to its knees by definmg a 

world without Judgment and reduces the ind1v1dual to fragments of personality and 

distorted perspectives 

According to Baudnllard, to the resident of the postmodern world, all bemgs 

·7 
appear m the modahty of s1mulacra :, The simulacrum is the work of s1mulat10n, but 

s1mulat1on 1s not to be confused with feignmg, or pretendmg that some attn butes are 

present which m fact are not Accordmg to Baudnllard, "fe1gnmg or diss1mulatmg leaves 

the reality prmciple intact the difference 1s always clear, 1t 1s only masked, whereas 

s1mulat10n threatens the difference between ' true' and 'false', between 'real' and 

'1magmary "'58 The postmodern form of "concealment" is not simply hiding the truth of 

56 Jean Baudnllard, Jean Baudnl/ard, Selected Writings ed Mark Poster (Cambridge Polity, 1988), p 
166 
57 Baudnllard, 1b1d , p 167 
58 Baudnllard, 1b1d , p 168 
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existence behind the falsity of existence It 1s more about blurring or washing away 

altogether the d1stmct1on between truth and falsity 

Wnters and artists from different backgrounds express theu views towards 

classical or traditional themes m their work Conservative wnters and artists tend to 

descnbe the respectable, valuable and worthy side of ancient obJects, revealmg nostalgic 

tendencies Modermst Vvnters and artists tend to emphasize the backward, ndiculous, 

ng1d, autocratic, and constnct1ve side of the classical arts Wnters and artists of a more 

multicultural bent often use the postmodern techmque of simulacrum to depict the 

ongmal art works of different regions and ethrnc groups 

There are a number of paragraphs in L1 Ang's work that descnbe old castles, 

lustoncal remams, onginal clothmg, ancient customs, and classical dances The pnmary 

quest10n to be asked 1s whether L1 Ang uses simulacrum ma conscious attempt to follow 

the structure of postmodem1sm 

The focus of this chapter will be to determine whether we should categonze her 

descnpt10ns as postmodern simulacrum, or simply as the depiction of ancient things 

Excerpts from two stones will be analyzed to determine whether they exhibit the 

charactenst1c of simulacrum This chapter will be divided m three sections simulation of 

the body, memones, and htstory The pnmary charactenst1cs of the postmodern concept 

of simulacrum wtll be discussed m depth with ms1ghts from perhaps the foremost 

authonty on simulacrum, Jean Baudnllard His analysis of cultural reality states that to 

live m the postmodern world 1s to be overwhelmed not merely by consumensm, but more 

by media reproduction Rather than livmg m a culture that values knowledge, we are 

sublimated by the culture of simulacrum This 1s the essence of hyperreahty wherein 
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models replace what 1s real and thereby become the real Thus all meanmg collapses mto 

a mass of s1mulacra 

In add1t10n, s1mulat10n of history and memory will be addressed with the help of 

ms1ghts from Frednc Jameson Jameson suggests that the postmodern representation of 

history is depthless, with an mfimte number of perspectives mhab1tmg the surfaces of 

history The erasure of the d1stmct1on between what 1s real and what 1s not real becomes 

the basis of the smrnlat1on of history 

L1 Ang does not specifically reveal her attitude towards the postmodern practice 

of simulacrum m her latest work, Everyone Puts Their Incense Stzcks m the Pez-Kang 

Incense Burner Lt Ang 1s after all a creative wnter rather than a commentator on literary 

theones, art theones, or cultural theones As a result, 1t 1s difficult for us to establish 

precisely what the role of postrnodemisrn 1s m her works 

As demonstrated m the prev10us chapter, a subtle and ambiguous operat10n of 

postmodermsm can be observed m 11 Ang's work It 1s qmte probable that L1 Ang has 

been exposed to a number of postmodern wntmgs or works of art or has heard some 

postmodern discourses and has incorporated these concepts and practices, such as the 

concepts and techmques of collage and collapse, mto the reservou of her creative 

wntmgs 

To explore this issue, we should first ask to what extent postmodermsm has 

exerted its mfluence on Li Ang This is a question to which one can hardly offer a 

defimte answer L1 Ang makes no reference to the word "postmodemism" m her works 

However, this om1ss1on 1s not sufficient for us to Judge whether or not she 1s famihar 

with postrnodern1sm 
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2.2 S1mulataon of the Body 

The d1scuss1on of the fo llowing excerpt will be geared towards the analysis of the 

descnption of simulacrum in L1 Ang's fourth story, "Colorful Cosmetics and Bloody 

Ceremony" (Caizhuang xre1z) The story presents a widow who meticulously repa1rs her 

husband's incomplete corpse after he has been brutally murdered by the authontar1an 

government A umque tale of romantic love of the wife for her husband 1s effectively 

crafted Meanwhile, the account of this personal tragic love 1s presented m the context of 

the tragedy of the massacre during the 228 Incident 59 The weight of ind1v1dual tragedy 

1s intensified through its assoc1at1on with the great Taiwanese tragedy of the m1d- l 940s 

Thus, the narrative becomes an overwhelmmg account 

In one mght, rumors began to quietly coalesce hke a snowball rollmg 
downhill The v1chm' s wife was not ltmited to ordinary pms and scissors 
that could be found m any household, but also used hemp threads, 
normally used for repamng shoes, to sew the openings of the wounds 
together Furthermore, she used ordinary cosmetic foundat10ns to cover 
up every smgle spot of the sewn area, attempting to hide all the marks 

Rumors also descnbed this woman's usage of nee from the kitchen 
to create a nee ball the size of an eye when she attempted to reconstruct 
the shattered corpse Her husband's eye had been cut away with a sharp 
blade leavmg an empty hole She repa1red the collapsed eye socket by 
filling the empty hole with the nee ball 

Detaiied rumors pomted out that in order for the new eye to seem 
realistic, the wife recreated the pupil on thts nee ball by drawing a pupil­
sized black dot with a pen at the center of 1t She hoped that her husband 
would be able to see with this obJect durmg his afterlife 

When 1t came to the bullet holes that were not repairable, this 
clever wife covered the holes with sticky nee dough that she created 

59 On February 27th, 1947, two policemen beat a woman peddlmg cigarettes to unconsciousness and then 
killed an innocent bystander On the next day, February 28th, thousands of people went to the government 
offices to protest this action but the military police fired mto the crowd and killed many people 
Afterwards, Taiwanese people m every d1stnct formed local m1ltt1as and confiscated weapons from the 
local poltce m an attempt to arm themselves m ant1c1patton of further clashes with government troops On 
the night of March 8th, the 21st d1v1s1on of the KMT Nat1onaltst Army landed m Taiwan begmnmg a reign 
of terror and oppression lastmg 11II May I 6th Elites where a pnme target but other innocents were killed 
as well A large number of merchants, workers, even porters and tram station workers were all killed 



overnight, usmg the red colonng used for the celebration red nee balls 
durmg festivals to create a flesh tone 

The wife made small patches with the soft sticky nee, covenng all 
the wounds that could not be repaired hke a new layer of skm 

The rumors even mentioned that the wife replaced the m1ssmg 
reproductive organs that the husband had lost durmg his suffermg with the 
same matenal He had been castrated while bemg tortured 

In this way, the wife tned to express her deepest love and memory 
to her husband by repamng ms body, until 1t was fully recovered, as v1v1d 
as 1f 1t were real It was then that she had completed the last set of the 
"Photos of Death "60 
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In the postmodern era, artifacts are made 1m1tatmg ancient obJects to the pomt that 

1t 1s not easy to d1stmgmsh the ongmals from the s1mulacra The reproductive organs and 

mutilated skm repaired With sticky nee are attempts to recreate the ongmal body 

2 2 1 Mearung-makmg 

It 1s very difficult to 1magme the Wife usmg the sticky nee to repair her husband's 

severely wounded body It 1s difficult to knead sticky nee mto small patches It 1s even 

more difficult to do an accurate JOb usmg the sticky nee patches to repair her husband's 

body Yet the reproductive organs of her deceased husband had been reconstructed with 

sticky nee paste so meticulously by her that they looked as 1f they were genume 

Furthermore, the reconstruction of the organs 1s not an isolated repair task, but rather one 

port10n of the entire repair project of the whole body If the repair were hm1ted to the 

reproductive organs alone, 1t would give the readers an impression that the focus 1s 

merely sexual 

On the other hand, 1f the narrat10n of the repair project were hm1ted to the general 

area of mutilated and Injured skm alone, the erotic element would be more or less hidden 

60 L1 Ang, Everyone Puts Their Incense Slicks m the Pei-Kang Incense Burner, pp 213-4 
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Here, m Li Ang's narrat10n, the repair of the reproductive organs is earned out w1thm the 

context of the repair of the whole body The profound love of the \\<ife for her victimized 

husband, as expressed through her repair of his skm, has now been extended to a 

romantic love with sexual connotations through a descnpt10n of her meticulous repair of 

his reproductive organs 

The image of the husband m the mmd of the wife appears as an archetype, a 

subJecttve image combmmg reality, fantasy and memory This engenders, more or less, a 

separation between the ongmal body of the victim, and its image m the mmd of the wife 

It would then follow that a separat10n would exist between the ongmal body and its 

simulacrum Baudnllard wntes the following "simulation is no longer that of a temtory, 

a referential bemg or a substance It is the generation by models of a real without ongm 

m reality a hyperreal The terntory no longer precedes the map, nor survives 1t 

Henceforth, 1t 1s the map that precedes the terntory- precess1on of s1mulacra- it is the 

map that engenders the temtory "61 

The postmodern era 1s a gnostic world wherem maps may precede thetr temtones 

because map and temtory have become the same Here the "temtory" 1s the vision m her 

mmd of what her husband should look like and the "map" 1s the result of her work If the 

wife had simply copied her husband' s body from photos, the work would become a 

simple matter of representmg what was lost Accordmg to Bauman, "simulation refers to 

a world without reference, from which all reference has disappeared "
62 

Smee the wife does not have photos of the deceased husband, she does most of 

the work of s1mulat1on through her 1magmation Without gmdance, she becomes an artist 

61 Baudnllard, Jean Baudnl/ard, Selected Writings, p 166 
62 Bauman, p I 06 
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makmg her own choices as to what is n ght and what 1s wrong Thus, the accuracy of the 

s1mulat10n 1s questionable However, regardless of the accuracy of her simulation, her 

recreation becomes a umque work of art and further cements its status as a simulacrum 

Accordmg to Bauman, "smce each act of creat10n 1s umque and unprecedented, and 

refers to no antecedents except by c1tmg them, that is, tearmg quotations out of their 

ongmal site and thus rummg, mstead of reassertmg, thetr ongmal meanmg "63 

With her mtent to document the state of her husband's body and dissemmate 

those documents, her work of repamng the mutilated husband becomes an exercise m 

meanmg makmg Tlus 1s where postmodem1sts differentiate themselves from modernists 

with the idea that, rather than representmg a hidden meamng m reality, the simulacrum 

generates its own meanmg Yet the essence of the s1mulat10n 1s that 1t holds no meanmg 

beyond its own mterpretahon The simulacrum fulfills its purpose as those who view the 

result interpret the meanmg Did she do 1t for herself or for others? Each question begms 

and ends the meanmg of the work smce, as Bauman states, "meanmg 'exists' solely m the 

process of mterpretat10n and cnt1que, and dies together with 1t "64 

L1 Ang's vivid descnpt10ns have breathed hfe mto the corpse of a tortured and 

mutilated victim The extreme devotion of the female protagomst (the surv1vmg wife of 

this victim) to a proJect of restoring the mutilated corpse to its ongmal appearance 1s 

superbly described by L1 Ang From the perspective of the protagomst, the restored 

corpse has been endowed with a hvmg aura She concentrates her complete attention on 

the repa1red body as 1f she were facmg her resurrected husband When her concentrated 

emotion reaches its peak, the sticky nee wluch 1s used by her to repa1r her husband's 

63 Bauman, p I 05 
64 Bauman, p I 07 
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corpse seems to have been transformed mto hvmg skm This makes the process of 

s1mulat1on not only real, but hyperreal, smce 1t exists solely for the purpose of generatmg 

its own meanmg 

Nevertheless, sticky nee 1s after all lifeless matenal, and her husband's body 1s 

after all a corpse and will remam a corpse The d1s1llus1onment from the fantasy of an 

enlivened body 1s pamful The sadness emergmg after the d1s1llus10nment cuts deeply 

Regardless of how much care and attention the wife gives to creatmg the art1fic1al eye, 1t 

will never see No matter how meticulously the wife simulates the reproductive organs, 

they still can not funct10n Yet, m the postmodern world, reality and 1magmat1on are 

given the countenance of equality They cannot be Judged from a pomt of obJect1v1ty 

because one does not exist And the idea that truth hes hidden m reality 1s abandoned 

This gives n se to the practice of s1mulat10n, where art does not represent what is, but 

rather what can be Here the unreal becomes real, and generates its own meanmg from 

meaninglessness But s1mulat1on does not create a product but rather creates a vessel for 

an identity that changes with every mterpretation So not only does 1t become real, it 

becomes "hyperreal " 

"Hyperreal" 1s a word sheltered from the Imagmary, and from any distmction 

between the real and the 1magmary, leavmg room only for the orbital recurrence of 

models and the simulated generation of differences In the postmodern era, 1t 1s now 

"1mposs1ble to isolate the process of the real, or to prove the real "65 Baudnllard believes 

that "we surrender to a hystena of production and reproduction of the real Instead of 

producmg goods and commodities, we disseminate the hyperreal" 
66 

65 Jean Baudrillard, "S1mulacra And S1mulat1on", S1mulatt0ns, (New York Se1m1otext(e), I 983), p 41 
66 Baudnllard, 1b1d , p 42 
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2 2 2 Truth or Falsity 

It is not clear to the reader whether this is a factual narration or a fictitious story 

made up by Li Ang Smee no one has found a s1m1lar account or story m documentary 

records or m folk oral trad1t1on, 1t seems most likely that the narrative above 1s a fictitious 

construct by L1 Ang 

Li Ang herself mtroduces a sense of doubt toward the end of her narration of this 

episode It may be possible that such a legend is circulated among a small group of 

people, but it is also equally possible that Li Ang constructs this fictitious story with a 

rhetoncal question to offer a hmt to her readers 

(Was there really such a kmd of wife who used such a method to capture 
the last looks of her husband? When photos earned the concrete proof 
that a cnme existed, the government would use even a smgle group photo 
to arrest all the people who might be related to it Durmg this penod when 
a large number of photos were bemg burnt m order to prevent any 
unwanted problems from spreadmg, could a woman who used all her 
efforts to capture the last images of her dead husband really exist?)67 

She speaks from the character of the female wnter, to express her skepticism 

The reader can see that Li Ang 1s raismg the spectre of "truth" and "fals1ty"---d1d the 

wife's repair of her husband's corpse really happen? With this, she runts at an mfluence 

from postmodermsm by demonstratmg the uncertamty that plagues postmodern reality 

Dunng the 228 Incident, the mihtary and political authonties arrested a large 

number of mnocent people and killed them without any legal procedures Before the 

victims were murdered, they were often forced to endure brutal physical abuse Although 

the story may be fictitious, the hlstoncal background is real It does not matter whether 

67 L1 Ang, Everyone Puts Their Incense Slicks m the Pei-Kang Incense Burner p 214 
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or not this specific v1ct1m' s wife did mdeed undertake such a proJect What matters 1s 

that the political and social background of m1d-1940s Taiwan 1s genume 

As Baudnllard ms1sts, simulation 1s not fakmg or false pretence, 1t 1s rather akm 

to a psychosomatic disease, where the patient's pams are qmte real and the question of 

whether his illness 1s also real does not make much sense smce the pams must be treated 

m any case 68 This background forces the reader to accept the story of the devoted wife 

as a paradigm of dignity and love m the face of atrocity This unique expression of the 

deep-seated love of the v1ct1m 's wife for her deceased husband 1s crafted through the 

reproduction of mearung and identity 

According to Bauman, art creates not Just the images but the1r mearungs as well 

The repa1r of the husband' s mutilated body gives a sense of meanmg and a sense of 

1dent1ty The importance of the simulation of the husband's body does not he m the 

reality of 1t, but mstead m the recreation of the identity of the husband as a human bemg 

The simulacrum she creates 1s of both a victim, and a survivor Bauman believes that "art 

and reality operate on the same footmg, as meanmg creators and meanmg holders, ma 

world notonous for bemg plagued simultaneously by paucity and excess of meanmgs "
69 

The present-day arts care next to nothing about the shape of social reality More 

precisely, they have elevated themselves mto a self-sufficient reality In this respect, the 

arts share the phght of postmodern culture as a whole-which, as Jean Baudnllard puts 1t, 

70 
1s a culture of simulacrum, not representat10n 

Art 1s now one of many alternative realities and conversely, so-called social 

reahty 1s one of many alternative arts, and each reality has its own set of tacit 

68 Baudnllard, "S1mulacra And S1mulat1on", S1mulallons p 44 
69 Bauman, p I 06 
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assumptions and openly proclaimed procedures and mechamsms for therr self-assert10n 

and authentication 

It is increasmgly difficult to ask, and even more difficult to decide, which of the 

many realities 1s "more real", which ,s pnmary and which 1s secondary, which 1s to serve 

as the reference point and cntenon of correctness or adequacy for the rest Even 1f 

questions like these contmue to be asked by force of habit, 1t 1s not clear where to start 

the search for an answer 

According to Bauman, "it is left now to the work of fiction to unconceal this 

particularly postmodern vanety of concealment, to put on display what socially produced 

reality tnes hard to hide-those mechanisms which take the separat10n of truth and falsity 

off the agenda, render pursuit of sense irrelevant, unproductive and increasingly 

unattractive "71 With postmodern artwork, 1t serves no purpose to determine the 

difference between true and false because there IS no absolute measurement of the 

difference However, m the field of fiction, the wnter has the power to determine what 

he means to be true or false m his own creative literary work 

Ultimately, the truth or falsity of the mcident becomes irrelevant Form the scope 

of the story, and the meaning 1t attempts to create, 1t 1s real We will not attempt to 

determme whether the stoiy 1s true or whether the meticulous reparations of the husband 

by the wife actually took place, smce the postmodern concept of reality demes the 

relevance of d1stmgmshing truth from falsity Here the goal IS to determme whether Li 

Ang ut1hzes the concept of simulacrum in the above passage and to discover from the 

70 Baudnllard, "S1mulacra And S1mulat10n", S1mu/at1ons p 42 
71 Bauman, p 126 
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postmodern v1ewpomt the meanmg of the simulacrum L1 Ang wished to express m her 

work 

2 2 3 Value Judgment 

After forcmg the reader to come to grips vnth the 'truth' or 'falsity' of the story, 

L1 Ang then quest10ns the value of the wife' s creation 

Furthermore, would this image, and especially this face, be able to lmk 
together all the memories of an md1v1dual or an entire group?72 

Original works of art, 1m1tat1ons of classical works of art, modern artifacts, and 

contemporary artifacts all have equal merit m the eyes of postmodem1sts They can be 

viewed as havmg equal value 

There 1s no attempt to Judge whether an ongmal artifact of antiquity, or its 

simulacrum, 1s better than the other, nor whether classical works are better than modern 

works The postmodermsts profess a lack of certitude m determmmg whether the 

origmal artifact of antiquity or its simulacra 1s more valuable, whether classical works or 

modern works are more valuable, or whether a classical artifact or a modem artifact is 

more valuable The postmodemists who are interested m simulacrum would not attempt 

to make value Judgments between any of the above 

If the postmodermsts must place one artifact above another, Judgment is usually 

based on the quahty of the obJect itself, rather than the time it was produced In contrast, 

most moderrusts accept the progressive nature of time and history They believe the later 

a product appears or 1s produced, the more valuable it 1s Old obJects are regarded as 

backward or mfenor while new obJects are viewed as progressive or superior This 

72 Li Ang, Everyone Puts Their Incense Sticks m the Pei-Kang Incense Burner p 214 
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1mphes that pictures of the husband before rus death would prove far less effective than 

the photos after rus death and sunulated resurrection 

Postmodem1sts usually reJect the concept of the progressive nature of time and 

history and would not automatically assume that the husband's image was more or less 

valuable before or after his death It 1s difficult to apply this particular postmodern 

charactenstlc to th1s passage because the ongmal was not produced art1fic1ally, unlike its 

simulacrum One 1s a hvmg ongmal, while the other 1s a lifeless model There 1s little 

room for this kmd of companson between the two 

The defimt1on of the real 1s that of which 1t 1s possible to provide an eqmvalent 

reproduction Accordmg to Baudnllard, "1t 1s a contemporary of science, which 

postulates that a process can be reproduced exactly withm given cond1t10ns, with an 

mdustnal rationality which postulates a universal system of eqmvalences "73 At the end 

of this process of reproduc1b1hty, the real 1s not only that wruch can be reproduced, but 

also that which 1s always already reproduced the hyperreal In this passage, the reader 

may find that Li Ang' s use of simulacrum hes beyond the boundary of postmodem1sm 

The wife m the story was not trymg to recreate the same model as her deceased husband, 

but mstead she was trymg to repa1r her husband' s mcomplete remams 

2 2 4 Photos of Death 

The element of the "Photos of Death" appears repeatedly m the story as 1t camed 

deep and s1gmficant meanmg The "Photos of Death" were taken by the victim's wife 

before and after she tned to repa1r her husband's shattered face with needle, thread, nee, 

73 Jean Baudnllard, "The Order of S1mulacra", Symbolic Exchange And Death (London Sage, 1993), p 

73 
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and cosmetics Rumors suggested that these photos were taken with an air of sereruty, 

the pictures had been taken from head to toe, covenng the entire body usmg long, 

medium, and close-up shots The people who circulated these rumors added that the wife 

must have been msanely calm m order to bear the pam of handling her husband' s bone­

shattered arm The wife, who took the photos of her husband's broken body, left a record 

of images depictmg the homfymg torture and damage m morbid detail as she attempted 

to recreate the ongmal appearance of her husband 

Graspmg for the truth m history, the rumors of the "Photos of Death" mstead 

spread frightful stones of the damage done to a human body after bemg subJected to 

mhuman torture and execution, forgmg a connection between people and awakening 

pnmal fears withm a person or group Each reiterat10n of the rumors added different 

details and assumptions [n the end, these "Photos of Death" concentrated all the horror, 

fear and shock that dwelt w1thm the hearts of the people The numerous aspects of the 

rumors may reflect the personal images withm each narrator' s heart, not the distance 

between imagmatlon and truth that repeatedly appears when descnbmg the "Photos of 

Death" Therefore, 1t 1s possible to suggest that when the mutilated body could not be 

repaired, history could not be rewntten 

Because the "Photos of Death" never appeared before the public, they contamed 

unhmited poss1b1hties at the time of the 228 Incident Rather than defining the truth of 

history they simply caused the most fearful tales and most extreme exercises of 

imagmahon regardmg the "Photos of Death" to be reflected m the eyes of the people 

Furthermore, there are two examples that could illustrate the 1mpossib1hty of determmmg 

the truth m history The wife of the victim tned to repair the victim' s mutilated body, 
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hopmg to reconstruct the "ongmal appearance" before his death However, it would 

seem useless to use sticky nee to recreate the eye smce the v1ct1m could no longer see 

Also, 1t would seem futile to rebmld the reproductive organs smce they could no longer 

funct10n All these could be poss1b1ht1es of the truth, but defirutely not the truth itself 

The face of history reveals a different aspect accordmg to d1ff erent people's 

memory or when bemg mterpreted from different perspectives Smee history is obscured 

by d1ffenng accounts, mterpretations of the same h1stoncal mc1dent would seem 

mcongruous, causmg the true face of history to become a mystery In the end, a 

disruption m the contmmty of history would seem to be mev1table 

Li Ang's descnpt10n of the creation of a umque and powerful piece of art, which 

has no mearung beyond the mterpretat10n of its witnesses, 1s a clear case of simulacrum 

Gomg beyond mere representation, the wife of the victim creates a powerful statement 

with the repair of her husband Then she proceeds even further, turnmg 1t mto an 

accusat10n by photographmg the result Lt Ang offers hmts at postmodern mfluence by 

fore mg the reader to come to terms with the quest10ns of value and reahty Showmg that 

neither 1s necessary to validate the work of the devoted wife, she makes 1t clear that the 

story finds its home m a postmodern reahty 

2.3 Sunulahon of Memories 

The follo~mg two excerpts are from the first story "The Devil With A Chastity 

Belt" (Dai zhencaodaz de moguz) The story centers on a woman's tnp to Europe, 

mmgled with descnptlons of the tortuous and comphcated process by which she became 

a female legislator 
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The plot of "The Devil with a Chastity Belt" focuses on a female legislator m the 

opposition party who takes the place of her Jailed husband by participatmg m Taiwanese 

politics The female legislator had Just turned thirty-two when the "Great Arrest" (da 

dazbu)74 took place that Christmas She was a music teacher ma secondary school who, 

m her spare tune, was learning the Japanese arts of tea ceremony and flower 

arrangements 

When her husband was arrested and sentenced to 15 years m pnson, she felt 

compelled to take over her husband's role m order to fulfill h.ts pohtical agenda Thus, 

she was transformed from a simple and unambitious h.tgh school music teacher mto an 

outstandmg and capable Parliament legislator In the government, she made effective use 

of her personal tragedy By playing the role of a victim of political atrocity, she expl01ted 

the sympathy for her personal history m order to gam respect from the maJonty of native 

Taiwanese citizens As a result, she was called the "Sorrowful Mother of the Nation" 

(azshang de guomu) Li Ang gives this role swapping the h1stoncal and sigmficant term 

"daifu chuzheng" 75 

Judgmg from L1 Ang's narration, the legislator was the kmd of woman who grew 

up watchmg foreign movies like "Fantasia " She would 1magme a palace-hke ballroom 

made of marble with crystal chandeliers where she dreamed of walkmg down a spiral 

staircase m a long dress and dancmg a waltz with a man dressed m a swallowtail tuxedo 

at a party 

74 The arrest of most of the opposition leaders m the aftermath of the Formosan Incident m December, 
1980 
75 The term "daifu chuzheng' has been m popular use smce the 1980's Parliamentary election, which took 
place m the aftermath of the Formosan Incident (Me1lidao Incident), m which the wives of arrested 
oppos1t1on leaders successfully won the election m place of their husbands They won the election mamly 
because of their appeal to sympathy based on the Ill-treatment mfl1cted upon their husbands by the KMT 



The biggest dream in my hfe was to own a house hke that by the water, to 
walk down the spiral-shaped stalrcase, dancmg waltzes in the 
ballroom 76 
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The female legislator was saddled with an image of bemg grave, senous, and 

solemn She was expected to act as a poht1cal character, rarely showing her personal 

feelings However, when she traveled to Europe and was captivated by the ancient house 

by the water, the desires hidden in her heart towards non-pohttcal artworks were 

immediately awakened 

Inside the ancient castle, tall walls and small windows could be found 
everywhere Small pieces of tile covered the floor while there were no 
decorat10ns on the gray and dull walls This absolute simplicity created 
the 1llus1on of a ghostly seal, as 1f there really were souls that were frozen 
and sealed, souls that were waiting for their release 77 

The image of a young girl dancing a waltz in a long flowing dress encourages the reader 

to imagine an early modern archetype of beauty Ho~ever, when compared with 

contemporary pop-culture, 1t appears to become a kmd of classical elegant beauty Wlule 

not 1mmed1ately mvokmg the image of a s1mulat10n, we can see that these passages at the 

very least relate to a sense of nostalgia and longmg related to simulacrum Jameson 

states "when the real 1s no longer what is used to be, nostalgia assumes its full 

mearung "78 There 1s a prohferat10n of myths of ongin and signs of reahty, of second­

hand truth, obJect1v1ty and authenticity There 1s an escalation of the true, of the hved 

expenence, a resurrection of the figurative in which the obJect and substance have 

disappeared 

76 L1 Ang, Everyone Puts Their Incense Slicks m the Pei-Kang Incense Burner pp 61-2 
77 L1 Ang, 1b1d pp 70-1 
78 Patricia Waugh, ed , Postmodermsm a Reader, (New York Routledge, 1992) p 127 
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From the above passages, we observe the fol101wmg sub-themes outlined m a 

parallel fashion the longmg for art, the care for a political image, the sense of political 

m1ss1on, and the yearnmg for an emot10nal hfe 

The above excerpts mention an old castle, archaic clothmg, dance, and customs 

The emphasis on a yeammg for the past m the above passages comc1des with the concept 

of nostalgia However, the descnpt10ns mvolvmg s1mulacra are few It 1s questionable 

whether we should view the old castles, houses, clothmg, dances, and customs as 

s1mulacra 

Jameson treats postmodem1sm as a particular form of m1mes1s, a particular way 

of representmg the world He argues that contemporary works of art are "particularly 

depthless, and dramed of real emotion", that they are, "mstead, filled with an 

overwhelm mg dedication to the d1smtegrat10n of the self, relatmg to other works only m 

the form of m1m1cry or collage "79 This merely creates a fake sense of nostalgia, takmg 

the place of any real connection with the past, while any cnt1cal distance from the present 

1s canceled 

The behef that nostalgia 1s always connected to nat1v1sm, and to a lack of cntlcal 

distance from the sources of cultural identity, may not be a completely vahd v1ewpomt 

Accordmg to Debbora Battaglia, nostalgia may actually be a source of knowledge and 

enlightenment, rather than a simple desire to recover somethmg that has been lost The 

practit10ner of this type of nostalgia 1s "left with the choice of either attachmg the 

appropnate feelmgs toward their own h1stones, products, and capab1ht1es or detachmg 

79 Fredric Jameson, Postmodermsm or the Cultural Logic of late Cap1taltsm, pp 85, 86, 88 
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themselves, and even actively resisting the d1sempowermg conditions of postcolonial 

hfe ,,so 

One aspect of nostalgia that may yet be explored 1s the incoherence of the images 

and memones as they crowd together to form a new 1mpress1on of reality and meaning 

Are the sub-themes of this literary work wntten with a coherent umty, or are they written 

together without harmony, s1m1lar to the sub-themes represented ma postmodern work of 

art? Does L1 Ang's writing give the 1mpress1on of small pictures bemg painted in a 

number of small spaces \\11thout a consc10us attempt to harmonize them? 

There may be some incoherence on the surface of L1 Ang's work There may also 

be a certam amount of incoherence even in the deeper layers of her work, but the 

phenomenon of mcoherence on this deeper layer 1s not 1mmediately noticeable Also, 

this passage 1s pnmarily focused on the yearning for classical beauty deeply felt by the 

female protagonist Im1tat10n and simulacrum do not seem to be a maJor concern 

Therefore, this passage does not appear to be a representation of simulacrum m L1 Ang's 

work 

2.4 S1mulahon of the History 

The followmg excerpt 1s taken from the story "Colorful Cosmetics and Bloody 

Ceremony" The passage 1s focused on a special event memonahzmg the 228 Incident 

on its fiftieth anmversary An actress was assigned to the place where the 228 Incident 

took place to play the role of the c1garette-peddlmg lady, Lm J1angmru 

Obv10usly the young girl, somewhere m her early twenties, was trymg to 
emulate the "old time" fashion She was weanng a slanted chest cloth, 
tight at the waist, with bellbottom trousers that exposed her ankles The 

80 In Debbora Battaglta, ed "On Practical Nostalgia Self-Prospecting among Urban Trobnanders", 
Rhetoncs of Self-Making, (Berkeley U01vers1ty of Cahfom1a Press, 1995) p 77 



fabnc was made of cotton while the cloth itself was covered with an 
exaggerated pattern of red flowers and green leaves, the same kind of 
patterns that was used as a comforter case m the countryside in the past 
She also wore a straw hat on her head There were also supposed to be a 
pair of Japanese wooden sandals on her feet, but one of them had been 
kicked off far away She was holdmg a few packs of cigarettes in her 
hands 

The young actress, with the over-exaggerated pose that seemed to 
resemble a turtle exposing its belly, repeatedly acted out the struggle and 
fear to the group of demonstrators Her dress was fash10ned to duplicate 
the past, revealing every memory and 1magmat10n related to that era on 
her body 

As the group of demonstrators walked past this site where the 
h1stoncal event took place, everyone had their own image of Lm 
Jiangmai- the cigarette-peddlmg lady who ignited the whole mc1dent 
Although the image of Lm J1angmai might vary slightly in each person's 
heart, 1t was still more or less an image of a woman dressed in gray 
clothes, weak and poor, with a solemn expression on her face full of 
sadness from the pressure of hvmg 

Everyone had their own image of "Lin Jiangma1", the cigarette­
peddling lady who was beaten on the head by the police inspector from 
Mainland Chma with his pistol durmg that evening about fifty years ago 

Fresh red blood burst out from her forehead 
(It was definitely not some kind of tomato JUICe) 
She fell on the ground after being hit, passing out after she lost too 

much blood 
(She definitely did not fall hke a turtle, lying on the ground 

exposing its belly with its arms flappmg and its legs kickmg ) 
Although the young actress' clothmg and actmg skills would never 

be acknowledged as bemg that of Lm J1angmai, her eye-catching look and 
the locat10n where the incident took place fifty years ago, made her a 
v1S1ble mark that could not be ignored 

However, many people in the group of demonstrators could not 
help asking the question, "Did the cigarette-peddling lady really look like 
this?" 

Unfortunately, the actress who failed to resemble Lin Jiangmai 
could not return to being herself while wearing this makeup and these 
clothes that attempted to mimic the past Nevertheless, her image, which 
did not represent the past or the present, had leapt between the currents of 
time, placmg her at a safe spot on the edge of history 

Lin J 1angma1 could not reappear as she was fifty years ago The 
Pegasus teahouse standing at the spot where the incident happened did not 
appear the same Nor could the actress, struggling on the ground by 
herself, resurrect Lm Jiangma1 through simple m1m1cry 

81 

81 Lt Ang, 1b1d pp 190-3 
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The above passage md1cates that it 1s not easy to practice the imitation of an h1stoncal 

event It would be 1mposs1ble to express the burden and misery of Taiwanese through the 

suffenng of Lm J iangmai without a clear understand mg of the ways of hfe, customs, folk 

culture, and the pohtlcal and economic conditions of Taiwan, particularly the suffenng 

and misery surroundmg the 228 Incident The ridiculous performances that catch neither 

the past nor the present serve as a testimony to the difficulty of historical simulacrum Li 

Ang's narrative of this poor act of simulation is thus s1gmficant 

On the surface, the performance seems to be counter to the concept of s1mu1acrum 

bemg a work without reference, smce 1t obv10usly relates to somethmg that did occur m 

reality, but the mere existence of reference does not preclude the vahd1ty of simulation 

Accordmg to Jameson, representat10n begms with the idea that the ongmal and the 

representat10n are eqmvalent, even to the pomt of a perfect rephcat10n In contrast, 

s1mulat10n begms at the pomt of perfect rephcat10n, from the pomt of the cancellat1on of 

the value of the rephcatlon, from the pomt of the replication becommg the antithesis of 

every reference 82 Representation attempts to overwhelm simulation by callmg 1t false 

representat10n, simulation embraces the whole of representation as a form of simulacrum 

While the actress' s performance would appear, upon first 1mpress10n, to be a poor 

recreation of an h1stoncal mc1dent, 1t proves itself to be a simulation by gomg beyond 

mere representat10n to mvoke an mterpretation of history and political power m its 

audience 

Smee the ongmal face of history could not be faithfully duplicated, the mc1dent m 

the past was not represented by the performance of today Although this seemed to 

awaken a sense of closeness and urgency, 1t simulated the days m the past that were gone 
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forever Even though the performance took place nght before the eyes of the crowd, 1t 

succeeded mostly in emphasizing its distance from history The twenty-year-old actress 

who played Lin Jiangmai continued to use costumes and act10ns that simulated the 

tragedy of Lin J1angma1, collapsmg near the spot where that mcident took place 

approximately fifty years before Although bemg performed in the same place that the 

ear her incident had taken place, the flow of time could no longer call back the history 

that drifted away Perhaps this meant that the incident would seem forever closed to the 

people m memory while the duplication of the images seemed far away and could never 

match the facts m history 

The actress did not try to portray Lm J iangmai as she was in the past, nor did she 

try to be herself m the present Her exaggerated performance that was from neither the 

past nor the present actually found its shelter at the edge of the history, smce even the 

Pegasus teahouse was no longer the same It was impossible for a second appearance of 

Lm J 1angmai to take place after fifty years, the only thing that remamed was the actress 

who simulated her through performance, exaggeratedly struggling with herself at that 

spot 

In the postmodern world, the fragmented and disJomted perspective of history 1s 

viewed as bemg unreliable and nearly impossible to represent or to recreate Time and 

space have become not only mfimte, but also omrupresent Jameson believes that trymg 

to represent events m a lmear fashion "as they happened" becomes problematic as every 

md1v1dual brmgs their own flavor of "truth" and certamty to the stage 
83 

This does not 

82 Jameson, Postmodern1sm, or the Cultural Logic of late Capitalism p 66 
83 Jameson, 1b1d p 54 
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mean that history should be abandoned, as somethmg beyond descnptton, but that 1t 

should mstead be defined by events that create the concept of history 

When speaking of memories regardmg history, " the speaker's position" is 

undoubtedly the most important issue needing clanficat1on The umque perspectives of 

each character v.ould create different attitudes towards history Takmg into cons1derat10n 

the unrehab1hty of memory and the problems with controllmg memory when rev1smg 

history, "collective memory" 1s in fact difficult to 1dent1fy Even m circumstances not 

suffering from poht1cal control of the government, personal memories would still be 

corrupted to different degrees from a variety of influences Therefore, there 1s a defimte 

relationship between the reconstruction of personal h1stoncal memory, or a country's 

collective histoncal memory, and the defimtton of a person's identity 

According to Wang Yuechuang, "once the memory 1s mentioned, 1t is commonly 

followed by the questions- who awakens this memory, what are the circumstances 

surrounding 1t, and what 1s 1t struggling agamst?"84 At this pomt, 1t would be possible to 

brmg the circumstances leadmg to the 228 Incident and the relationship between 1t and 

the current performance It would also cast doubts as to whether 1t should be viewed 

strictly from the text of the witness dunng the actress' performance or whether the motive 

present m L1 Ang's mmd should be questioned 

Different levels of meaning and mterpretahon produce d1stmct1ve viewpoints 

among different people according to their relative perspectives, creatmg corrupt10n of the 

"facts" that are presented by history As Jameson remarks, one sometimes 

believes-especially m the area of culture and cultural h1stones and cnt1ques- that an 

mfimte number of narrative interpretations of history are possible, hm1ted only by the 
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mgenmty of the practitioners whose claim to ongmahty depends on the novelty of the 

new theory of history they bnng to market 85 

It seems that h1stoncal memones are essentially detailed searches for the ongmal 

facts of history that people already acknowledge, yet 1t would be difficult to isolate a 

sequence of events pertammg to a country or a person from the memories tamted by a 

social or poht1cal pomt of view Therefore, when revising h1stoncal mc1dents, the re­

explorat10n would definitely require ratification from the people and the culture Also, 

the conflicts and power struggles between historical memories m h1stoncal texts 

demonstrate the functtonmg structure of politics 

History 1s not the past needmg to be rescued from the abyss of forgetfulness, but 

rather 1t 1s a construct of the present, and serves as the fundamental basis of the future 

The actress m "Colorful Cosmetics and Bloody Ceremony" attempted to portray Lm 

J1angma1- an old woman who was beaten to unconscious by a corrupt policeman The 

actress continued to strengthen the image of the old woman bemg beaten up and tortured 

unti l collapsmg on the ground m order to awaken the emot10ns and comm1seratlon of the 

people 

L1 Ang acknowledges that the histoncal tragedy had caused mJunes that can never 

be healed She also suggests that the resulting emotions should not be expl01ted by the 

"speaker"(the actress) to widen the wound and transform 1t mto an histoncal image that 

served political machmations The pohtlcs of "Colorful Cosmetics and Bloody 

Ceremony" seem easy to mterpret from an exterior perspective as the "suppression of 

nativity by the alien" pomt of view By portraymg the Taiwanese as a group of 

84 Wang Yuechuan, p 135 



md1v1duals bemg suppressed by a collective, L1 Ang reconstructs history She hopes to 

call Taiwanese to JOm the task of establtshmg Taiwanese nationality through an "integral 

and concrete" recreatmg of Taiwanese history 

Through the meta-language employed by L1 Ang m her presentation of "Colorful 

Cosmetics and Bloody Ceremony", we realize that h1stoncal memory and national 

1dent1ty are inseparable, and that a reconstruct10n of history 1s an md1spensable element 

for ethmc 1dentny Ethnic 1dent1ty 1s a foundation upon which a discourse on a nation­

state can be built We can see a cham connectmg h1stoncal memory, ethmc identity, and 

national discourse movmg through the openmgs of lustory What we should seek m our 

quest for h1stoncal memory 1s not for a re-appearance of history, but rather for a 

recreation or recraftmg of lustory with human ideology 

Therefore, the purpose of mvokmg lustoncal memones, while not revealing the 

full spectrum of that history, would be to attempt the reconstruction of the state of mmd 

of the people and situations m and around the h1stoncal characters L1 Ang clearly 

demonstrates a fam1hanty with these concepts as she portrays the s1mulation of history 

through the performance of the young actress 

2 5 Conclus1on 

Among the concepts embraced by postmodermsts, the concept of simulacrum 

may be the most nebulous The lme between representation and simulacrum has no 

beg1nnmg and no end and 1s nearly 1mposs1ble to define with any certamty However, the 

essence of a simulacrum 1s that 1t contams its own purpose and meanmg beyond any 

85 Fredric Jameson, "Penod1smg the S1xt1es", The Ideolog,es o/Theory Essays 1971-1986, (Mmneapohs 
University ofMmnesota Press. 1988), pp 53-55 
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reference to the real world When the real becomes more than 1t was, then nostalgia 

asserts itself We are subJected to the propagation of legends and md1cat1ons of reality, 

recycled truth, obJect1v1ty and ratification We expenence an mflat1on of the true, of the 

lived expenence, a resurgence of the emblematic where the obJect and substance have 

disappeared With successive reiterations of the real we are then confronted by the 

hyperreal, which then supplants the real, becommg that which 1t was meant to simulate 

By its very nature it exemplifies fragmentat10n, ephemerahty, volat1hty, and the fut1hty 

of Judgment L1 Ang's descnpt1ons of the "Photos of Death" and the actress, while not 

explicitly presented as s1mulacra, fit within the scope of this postmodern concept 

Nevertheless, 1t 1s possible for us to say, m very general terms, that the analysis of 

the ' Photos of Death' m this chapter suggests that she understands the postmodern 

concept of simulacrum fairly well Or at least one may say that this passage 

unmtent1onally conforms to the practice of sm1ulacrum, 11lustratmg the postmodern 

preoccupation wnh image and presentation Even passages that seem at first simply to be 

descnptions of ancient thmgs, appear to follow the postmodern concept of nostalgia, 

usmg fragments of memories and dreams to reflect upon the state of a hfe lost to duty and 

responsibility Here also postmodermsm creates a cnsis m the belief m reahshc self­

expression or obJective rahonahzatlon As L1 Ang mtroduces a sense of uncertamty 

regardmg the truth or fa lsity of reality and the imposs1bihty of recreatmg history, she 

shows a greater sense of intent to use examples of simulacrum As a result, she reveals a 

growmg presence of postmodern ism lil her work 
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Chapter 3-Fragmentation 

3.1 Introduction 

The postmodernist only disconnects, fragments are all he pretends to trust 
His ultimate opprobnum 1s "totabzat10n"-any synthesis whatever, social, 
epistemic, even poetic Hence his preference for montage, collage, the 
found or cut-up literary obJect, for paratactic over hypotactic forms, 
metonymy over metaphor, scluzophrema over paranoia 

Ihab Hassan 86 

The most startlmg fact about postmodermsm is its total acceptance of 

ephemerahty, fragmentation, and discontmmty Fragmentation, mdetermmacy, and an 

mtense distrust of all umversal or totahzmg discourses are the hallmark of postmodernist 

thought Postmodern1sts such as Foucault and Lyotard exphc1tly attack any notion that 

there might be a meta-language, meta-narrative, or meta-theory through wluch all thmgs 

can be connected or represented They believe that umversal and eternal truths, 1f they 

exist at all, cannot be specified Condemnmg meta-narratives as totahzmg, they ms1st 

upon the plurality of "power-discourse" formations (Foucault), or of "language games" 

(Lyotard) 

Foucault openly condemns the ideas of meta-narratives In emphasizmg the 

plurahsm of worlds that coexist w1thm postmodern fiction, McHale finds Foucault's 

concept of a heterotop1a a "perfectly appropnate image to capture what that fiction 1s 

stnvmg to depict "87 By heterotop1a, Foucault means the coexistence m "an 1mposs1ble 

space of a large number of fragmentary possible worlds or incommensurable spaces that 

are Juxtaposed or superimposed upon each other 
1188 

86 Ihab Hassan, The Postmodern Turn, (Columbus Ohio State University Press, 1987), p 168 
87 Bnan McHale, p 54 
88 Cited m David Harvey, p 48 See also, Michel Foucault, The Foucault Reader, (New York Vintage 
Books, 1984) Foucault emphasizes "polymorphous correlanons m place of simple or complex causality " 
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Lyotard makes a similar assertion, though on a somewhat different basis Lyotard 

defines the postmodern simply as "mcreduhty towards meta-narratives" 89 He proposes a 

notion of "language games" which testify to the existence of different orders of utterance 

Smee each language game has its own properties and rules specifying the uses to which it 

can be put, it would be "terroristic" to Judge the claims of one language game by the 

procedures of another 90 

Lyotard takes the modernist preoccupation with language and pushes 1t to 

extremes of dispersal While the social bond 1s lmgmstic, it 1s not woven With a single 

thread but by an mdetermmate number of language games Each of us hves at the 

mtersect1on of many of these games and we do not necessarily establish stable language 

combmat10ns And the properties of the ones we do establish are not necessarily 

communicable As a consequence, the social subJect itself seems to dissolve m this 

d1ssemmation of language games 

Some postmodermsts tend to accept a rather different theory as to what language 

and commumcat10n are all about According to Cohn Falck 

Language, we have traditionally been taught by those philosophers who 
have addressed themselves to the question, is in its pnmary funct10n the 
means to our expression of our understanding of how thmgs are But 
language is also, as we have only recently come to be m a position to 
recogmze, an express10n of how thmgs are for us, and must be an 
express10n of the whole range of pre-conscious emot10ns, and of our 
sense of our own nature and powers, which we have found ourselves 
able to incorporate mto our language-based behavior at the conceptual 

level 91 

89 Jean-Francois Lyotard, The Postmodern Cond111on A Report on Knowledge, (Manchester Manchester 
University Press, 1984), p xx1v 
90 Jean-Francois Lyotard, The Differend Phrases in Dispute, (Manchester Manchester Umvers1ty Press, 

1988), p 9 
91 Colin Falck, Myth Truth, and Literature Towards a True Postmodermsm (Cambridge Cambridge 
University Press, 1989), p 39 Falck believes that smce the ume of Plato and Aristotle we have become 
accustomed to the idea of the human mmd as making use of the concepts which we possess m order to 
understand, or to represent, the true nature of the world which we expenence and w1thm which we hve 
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Deconstructiomsm 1s less a philosophical position than a way of thmkmg about 

and "readmg" texts Wnters who create texts or use words do so on the basis of all the 

other texts and words they have encountered, while readers deal with them m the same 

way Cultural hfe 1s viewed as a senes of texts mtersectmg with other texts, producmg 

more texts "mcludmg that of the literary cntlc, who aims to produce another piece of 

literature m which texts under consideration are mtersectmg freely with other texts that 

happen to have affected his or her thmkmg" 92 

What deconstrucuomsm has m common with much of postmodermsm is its 

attempt to mirror "an unruly world subject to unfocused moral, political and economic 

systems" 93 But 1t does so m such a way as to be "disonentmg, even confusmg" and so to 

break down "our habitual ways of perceivmg form and space "94 While 

deconstruct10msm seems to be orderly, fragmentation, ephemerahty, and chaos remam 

central themes of postmodern discourse 

Besides Foucault and Lyotard, Richard Rorty's rediscovery of pragmatism m 

phtlosophy,95 new developments m mathematics emphas1zmg mdetermmacy, and the 

reemergence of concern m ethics, politics, and anthropology for the validity and d1gmty 

of "the other" are all mdicat1ons of a rejection of "meta-narratives" 96 Accordmg to Terry 

Eagleton 

Postmoderrusm signals the death of such "meta-narratives" whose secretly 
terronstic function was to ground and legitimate the 1llus10n of a 
"umversal" human history We are now m the process of wakenmg from 
the nightmare of modernism, with its mampulattve reason and fetish of the 

92 Harvey, p SI 
93 Harvey, p 98 
94 Ibid 
95 Richard Rorty, Philosophy and the Mirror of Nature (Oxford Blackwell, 1980) 
96 Harvey, pp 8-9 



totahty, mto the laid-back pluralism of the postmodern, that heterogeneous 
range of hfe styles and language games which has renounced the nostalgic 
urge to totahze and leg1t1mate itself 97 

56 

It can be seen from this that the postmodern antipathy to totality is bound up with 

a politics of resistance It claims to be a commitment to enablmg those who have been 

silenced to speak Hence accordmg to Foucault, postrnodermsm's associat10n with 

movements such as femm1sm and ecology groups that arose m response to the 

oppressions of hberal ideology 98 Postmodemism pnv1leges heterogeneity and difference 

as hberative forces in the redefirut1on of cultural discourse 

With an understanding of the postmodern1sts' avers10n to totality, the pnrnary 

focus of this chapter will be to discover whether 1t was L1 Ang's mtentlon to express an 

overwhelming sense of fragmentation and a reJect10n of a umfying, or "totalizing" 

narrative techmque on her latest work-Everyone Puts Their Incense Stzcks m the Pez­

kang Incense Burner In her texts, she broadly adopts the postmodern techmques of 

collapse and collage It seems almost natural for a reader to see L1 Ang's vanous 

d1srupt1ve narrations as being inspired by the postmodern concept of fragmentat10n but 

whether these are consc10us attempts to resist the universal and embrace the ephemeral 1s 

yet to be fully explored 

97 Terry Eagleton, "Awakening from Modernity", Times Literary supplement, (20 Feb 1987), p 21 See 
also, Terry Eagleton, The Illusions of Postmodermsm, (Oxford Blackwell, 1996) 
98 Foucault's work with homosexuals and prisoners was not aimed at producing reforms m state practices, 
but dedicated to the cult1vat1on and enhancement of locahzed resistance to the mst1tut1ons' techniques and 
discourses of organized repression Foucault evidently belteved that 1t was only through such a 
multifaceted and plurahsttc attack upon localtzed practtces ofrepress1on that any global challenge to 
capitalism might be mounted without rephcatmg all the multiple repressions of capitalism ma new form 
See M 1chel Foucault, D1sc1plme and Punish The Birth of the Prison, (New York V mtage Books, 1995), 
pp 25-57 
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In this chapter, I will first concentrate on discussing L1 Ang's frequent usage of 

collapse and collage and how they relate to postmodem1sm I will then examme what the 

concept of fragmentation is and how 1t may have had an influence on her work 

3 2 Collapse 

3 2 1 Collapse m Visual Arts 

Postmodern artists, both literary and visual, often use collapse and collage to 

express the concepts of fragmentat10n, discontmuity, incoherence, the fragmented 

md1vidual, and d1srupt1ve space The artist m visual arts often collapses the Imes of 

var10us images mto the same space These collapsed images may represent completely 

different themes. but more often than not they are different images on the same or a 

similar theme The collapsmg and crossmg of these images illustrate the vanous aspects 

of the body/obJect, which are multi-faceted, multi-angular, multi-perspective, 

uncoordinated, incoherent, dismtegrated, incomplete, and fragmented 

3 2 2 Collapse m Literature 

In literary creation, collapse 1s much more difficult to use than collage It 1s very 

difficult to descnbe m wntmg the collapsmg ofvarymg images m the same space It may 

be possible m poetic works, but 1t 1s very difficult for prose In postmodern fiction, 

characters no longer contemplate how they can unravel or unmask a central mystery, but 

are forced to ask, which world 1s this? What is to be done m 1t? Which of myselves is to 

do it? It seems impossible that these multiple worlds should exist m the same space, and 
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the central character moves between them, unsure which 1s the true reality, until the two 

worlds collide m a ternble denouement 

Was 1t possible, usmg the narrative structures of realism, to wnte anything other 

than a paroch1ahst and hence to some degree unrealistic novel m the face of all this 

spatial s1multane1ty? Accordmg to Harvey at least, realist narrative structures "assumed, 

after all, that a story could be told as 1f 1t were unfoldmg coherently, event after event, m 

time " Such structures were mcons1stent with a reality m which two events m qmte 

different spaces occumng at the same time could so mtersect as to change how the world 

worked 99 

3 2 3 Collapse m L1 Ang 

Unhke the art of collage, the art of collapse has not been a popular techmque 

among wnters Readers are able to observe recurrmg examples of collage m L1 Ang's 

latest work, but only a few passages m her work appear to represent the usage of collapse 

These passages may not necessanly be written with the techruque of collapse m mmd, but 

m terms of content, they certamly contam the concept of collapse For example 

In the stud10 dommated by the color black, under the small spotlight 
surrounded by the long shot weak lights, the female wnter sees two 
v1s1ons of her own 1mages, one before makeup and the other after makeup, 
movmg closer and closer m search for the poss1b1hty of collapsmg 100 

Here we see a clear example of two images overlappmg each other on the same space L1 

Ang tnes to create an effect of collapse through the female writer who 1magmes that two 

of her images appear as 1f they were overlappmg This 1s one of the most effective 

99 Harvey, p 48 
100 Lt Ang, Everyone Puts Their Incense Slicks in the Pe1-kang Incense Burner, p 174 Lt Ang chose the 
word chongd,e- a perfect Chinese translat10n for collapse 
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techmques of collapse m literary work 

Accord mg to Harvey, the act of maskmg and d1sgmsmg connects with spatial 

fragmentat10n and alienated md1v1dualism "The image of d1v1ded spaces 1s particularly 

powerful, and they are supenmposed upon each other m the fashion of montage and 

collapse 1110 1 L1 Ang overcomes the difficulty of expressmg collapse through literary 

work She presents a process of dynamic movement of two lillages collapsmg together 

Although 1t 1s difficult to use collapse m literary creation, a reader can 

occas10nally find collapse practiced together with collage 

Smee the bloody memones of the 228 Incident were about fifty years old, 
most of the oppos1t1on political characters on the stage, lackmg a true 
talent for performance, simply sang some pop songs or did some 
Macarena dancmg 

Only Lm L1zi had the bravery to reveal her provocative songs and 
dances at the social evenmg party Little rumors began to spread out when 
she appeared on the stage m an evenmg gown with a low collar and no 
sleeves When she exposed her entire naked back as she began to spm 
with her dance moves on the stage, the crowd began to erupt m turm01l 

The evenmg gown carved away all the fabnc from the top of her 
back to her waist, m an extremely large curve shape Half of her soft, 
white body was exposed on the stage near a chain of one-foot tall photos 
that hung m the background Those were the photos of victims who were 
executed or went m1ssmg dunng the 228 Incident Suddenly, two 
different d1mens1ons were forged together man anachromsttc manner, the 
hornfymg looks of death from victims seemed to fonn a new collage with 
the naked back of the woman, creatmg a new type of ghostly 
atmosphere 102 

This passage contams the concepts of both collage and collapse, which 1s very unusual m 

literary works On the one hand, the image of Lm Lizi m the evenmg gown collapses 

with the photos of the v1ct1ms of the 228 Incident m the background On the other hand, 

the photos of the 228 Incident victims form a new collage with Lm L1zi' s exposed body 

added on the stage 

101 Harvey, p 316 
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It seems 1mposs1ble that these two images should exist m the same space 

However, postmodem1sts usually tend to "collage together mcompatible source matenals 

as an alternative to choosmg between them" 103 The O\.erlappmg of Lm L1z1's half­

exposed body and the v1ct1ms' photos m the background md1cates the mtersect1on of time 

and space between the past and the present 

3 3 Collage 

3 3 I Collage m Visual Arts 

In visual arts, an artist pamts various pictures upon the small spaces of a canvas 

An artist will most commonly d1v1de a canvas mto several spaces and pamt a 

picture/image mto each space The themes of these small spaces on the canvas may be 

different or irrelevant, but somewhat associated An artist Wlll usually place these images 

of different themes, relevant or not, withm the different spaces of a large canvas so that 

the images can be presented m a fragmented, mcoherent and d1scontmuous form 

In the field of visual art, 1t was "precisely collage and other devices of anti­

pamtmg that first announced the idea of a break with modernism proper, according to 

postmodermsm, as far back as 1912 " 104 Picasso m particular- by any standards a 

modernist of the pre-war generation-abandoned pamtmg m 1912 to tum to an art of 

fragments There was a breakthrough m Picasso's work to a new level of affective 

feeling m wluch the explicit form of the female body 1s all but abandoned m favor of 

other obJects and other quahues Picasso's collage constructions often contam themes of 

102 
L1 Ang, Everyone Puts Their Incense Slicks m the Pe1-lcang Incense Burner p 154 

103 Brandon Taylor, Modernism Post-modernism, Reabsm A Cnllca/ PerspectNefor Art, (Winchester 
Winchester School of Art Press, 1987), p 56 
104 Taylor, p 53 
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his concealment of the female body within the shapes and textures of the surface 

According to Taylor's analysis 

Of the several hundred images produced m the bnef collage phase of early 
I 912 to mid 1913, there are many which rely upon an obv10us analogy 
between the form of the guitar and that of the human head, m which the 
double-curve of the guitar becomes the cheek and forehead of a male 
head, echoing a s1m1lar double curve in the ear, or the features of a female 
head which sometimes doubles as her wavy half to the left or right, in 
which the characteristic "f' holes m the v10lm have become eyes and in 
which (m one case) the scroll of the v10lm becomes a curl of hair atop of 
singing face A variation on this theme makes the guitar m1m1c the form 
of the whole female body-either standing, or recumbent, or as an 
attribute In these, the double-curve of the musical mstrument stands for 
the breasts or the buttocks, the sound hole for the stomach or the vagina, 
and the neck and scroll of the v10lm for the neck and head-sometimes 
embellished with a pair of keys which repeat the breasts in a manner 
which Picasso was to pick up agam in his surrealist work 105 

Even though Picasso soon abandoned collage as a method and continued his 

symbohzat10n system within the language of texturized and immeasurably ennched 

pamting, his collage penod of works were later on admired by the surrealists when they 

claimed Picasso as the foundmg father of their experiment His pamtmgs fascinated the 

surrealists because they "Juxtaposed" elements ma psychically d1sturbmg way Their 

"subst1tut10n" method was partly given birth m the collage penod by Picasso, m the 

course of which he "pushed to its limits a sen es of destructive fantasies about the body of 

the mother, about an almost ageless conflict between "good" and "bad" experience " 
106 

The point 1s that for Picasso, if not for other cubists who depended to a large 

extent upon the fragmentation style, cubism was an affective rather than a formal method, 

proving capable of articulating ms conflicts m a visually qmte novel form and that his 

105 Taylor, p 57 
106 Taylor, p 63 
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stature as an important artist can be attributed, here as elsewhere, to his ability to reach 

back to mfant1le modes of thmkmg m a compelling and authentic way 

3 3 2 Collage m L1 Ang 

Readers can easily observe the frequent usage of collage m L1 Ang's work 

Fragmented content 1s found throughout the book The first time collage appears m L1 

Ang's latest work 1s when the female legislator attends the secret annual meetmg m 

Europe with the male National Assembly representative 

They came to the old castle m a desolate wasteland while flowers 
blossomed everywhere else This old castle was bmlt m the eleventh 
century with tall limestone walls and small high wmdows It was closed 
and forbidden, qmte different from the magmficent palaces bmlt and 
decorated m more recent years 

On the way here, they had been talkmg and laughmg about some 
mterestmg thmgs from when they were young Ever smce she had 
JOkmgly given him the nickname "Devtl", 1t was as if his curse had been 
lifted He resumed the habit of talkmg m the way of his generation, 
sarcastic and humorous His attitude made 1t difficult for her to know 
whether to laugh or to cry 107 

Here, we see a clear sign of sh1ftmg elements, from case A (old castle ma desolate area) 

to case B (mterestmg thmgs from when they were young), then to case C (the mckname, 

Devil) The usage of collage gets more complicated as L1 Ang goes further m depth 

"I will take you to see the apartment where he was burnt to death It 1s JUSt 
n ght behmd the alley of the mournmg hall", said Mother Wang "Poor 
guy ' The KMT wouldn't even allow us to hang the elegiac couplets that 
people donated Smee our protest was m vam, we took down all of the 
funeral decorations Poor guy' He didn' t even have his name wntten 
down m his mourrung hall " 

People who support the opposition movements all said that she had 
never forgiven her husband who was burnt to ashes m that big fire 
Although people didn't openly cnticize her, they often complamed Her 
husband died m such a heroic way Although he had done somethmg 

107 L1 Ang, Everyone Puts Their incense Slicks m the Pe,-kang Incense Burner p 70 



wrong m the past, she should not only forgive him, but also be proud of 
him 

(Smee he wanted to take this path, why couldn' t he die with honor, 
becoming a democratic fighter worshipped by people Why couldn' t he 
have left no doubts for people to question?) 

Lm Yuzhen does not expect to receive the same honorary 
treatment as the ' Lm Family" 108 After all, the pnce of the hves of an old 
mother and a pau of five-year-old twm daughters is too great Lm Yuzhen 
was only unsatisfied that smce her husband had also died m a fire, why 
should all of the praises fall upon one smgle man, the so called-

"Godfather of the Taiwanese Independence" 109 
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The fragmentation becomes more complex as the story goes on Case A (the moummg 

hall without a name) 1s followed 1mmed1ately by case B (Lm Yuzhen doesn't forgive her 

husband) and then by case C (Godfather of the Taiwanese Independence) The moummg 

hall belongs to the Godfather of the Taiwanese Independence, not the husband of Lm 

Yuzhen Thus, case C 1s supposed to follow after case A m terms of content 

There 1s d1srupt10n between case A to B, and case B to C They are hned up one 

after one This 1s the techmque of collage Cases A, B, and C can be connected with two 

mterpretat10ns From case A, to case C to case B (A, C, B) or from case A to case B to 

case C (A, B, C) The two mterpretatlons have very simtlar themes The passage seems 

to fit the concept of fragmentat10n on the surface However, with close exammat10n, the 

reader can find that the content 1s consistent and orgamzed rather than d1scontmuous and 

mcoherent Thus, 1t 1s closer to the second techruque of collage we ment10ned earlier 

Here 1s another long and complicated example of collage 

Many representatives from numerous feID1mst soc1et1es gathered at a VIP 
dmmg room at a famous hotel m the eastern d1stnct of the city They 
amved at this western-styled restaurant with a long table hke a conference 
room They would hke to publish a "Wrute Paper on Femmme Politics" 

108 Lu Xmlian, Chongshen me,lidao (ReJudgmg the Formosan Incident), (Ta1pe1 Q1anwe1, 1997) pp 273-
90 Lm Y1x10ng's two twm daughters and mother had been murdered m 1979 after the Great Arrest of the 
Formosan Incident 
109 L1 Ang, Everyone Puts Their Incense Slicks m the Pe,-kang Incense Burner pp 86-8 



The chatr of the conference was the Director of the Femm1st Department 
of the opposition party 

During the long discussion, female scholars, female lawyers, 
female councilors, and female leaders in charge of associations competed 
to express their thoughts They attacked the patriarchal society and the 
male-dommated world of poht1cs as the reason for the country's state of 
v10lence and corrupt10n 

However, the discussion was really too long Little pieces of paper 
started to be passed around by a few thirty-year-old front-lme feminists 
regardmg to the poss1b1hty of catching the next wlute male stnp show 

These kmds of stnp shows, that expose the bodies of white men 
(they're not totally naked) are perfectly legal (Illegal naked male stnp 
shows are no longer secret There also exist some more "exciting" 
ones ) 

Pubs, discos, piano bars and regular bars infiltrated the positions of 
the nightclubs, music clubs, and dance clubs or show clubs and became 
the center of the entertainment world in the 90s The men who went to 
these places were no longer American soldiers from the Vietnam War or 
Japanese, but locals The women would smg, play piano or work on other 
things 

Smee the dyemg of hair had recently become a trend, colors must 
be put on the hair after the stage of bleaching out the natural dark color of 
the hair Yet at the same time, all the women who sang on the stage had 
their hair dyed brown 

They shook their bodies on the stage Every movement of their 
hands or legs earned a sense of sexiness 

It wasn't until now that Lm L1zi finally amved She was always 
late, and this time, it was even more outrageous, she was a whole hour 
late 

A group of "God welcomers" crossed the street First was the 
small altar, then the gongs and drums, next came a dragon that was 
blocked by a red traffic hght 

Endless Imes of cars gathered on the road as they slowly moved 
along The altar and the gongs and drums stopped somewhere not too far 
further down the road She could almost imagme the deafening noises 
from the street the noise of whistles, gongs, drums, cars, and horns 
However, in this insulated room with sound proofed double glass 
windows, those noises were unnoticeable 

"Women need to fight for the power of authonty with tactics " 
the representative who was giving the speech said fiercely, gathering the 
attent10n and gazes of the audiences with her voice through the 
microphone 

A man was inside this twelve to twenty-four feet tall statue while 
only revealing his legs Comparing the size of the statue and the human 
figure, no matter how big the man rrught be, his legs and feet still seemed 
extraordinanly small and awkward 
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Lm LIZl stared at the back of the huge statue as 1t was stopped by 
the traffic light As 1f stuck to the spot, she was unable to move her sight 
elsewhere Although scared by the situation, she felt deterrnmed to see the 
face of a man when the statue turned around 

Suddenly, she noticed that someone was callmg her name As she 
came back to her senses, she could clearly hear that 1t was her tum to give 
a speech on the topic of "Tactics regardmg how to re-take power of 
authonty from men " Lm L1z1 took another quick glance at the back of the 
statue that slowly disappeared at the edge of the glass wmdow Step by 
step, the legs and feet that seemed out of symmetry left her sight with the 
face that was still unknown 

Lm L1z1 didn' t thmk much before she said, "subvert men with 
women's bodies'" 

Hatred and contempt was clearly wntten on the faces of the 
representatives from the femm1st soc1et1es 110 
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This passage does not appear to contam a consistent theme The structure of the story 1s 

fragmentary I will hst the various shiftmg elements as follows 

Case A White Paper on Femmme Politics-case B female scholars, female 

lawyers, female councilors, and female leaders m charge of assoc1at1ons competed to 

express theIT thoughts-case C httle pieces of papers began to be passed around-case 

D white men' s stnp shows- case E pubs, discos, bars m the 90s- case F dyemg 

hair- case G women shakmg their bodies on the stage-case H Lm L121 arnved 

late-case I a team of "God welcomers"-case J endless Imes of cars gathered on the 

road as they slowly moved along-case K the imagmable deafenmg n01ses on the 

street- case L "women need to fight for the power of authority with tactics"-case M a 

man mside a tall statue reveahng only ms legs-case N Lm Liz1 noticed someone callmg 

her name-case O "subvert men with women's bodies" 

From case A to case 0 , some paragraphs are smoothly connected and some are 

disruptive However, despite the disruptive narration on the surface, the overall content 

110 Lt Ang, Everyone Puts Their Incense Sucks m the Pe1-kang Incense Burner pp 145-9 
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is smooth and neatly structured Once agam, we demonstrate that Li Ang's work fits 

better with the second techmque of collage 

3 4 Conclus1on 

Fiction, fragmentat10n, collage, and eclectic1sm, all suffused with a sense of 

ephemerahty and chaos, are, perhaps, the themes that dommate m today's practices of art 

and literature And there is, evidently, much m common here with practices and thmkmg 

m many other realms such as social theory, psychology, and philosophy How is 1t, then, 

that the preva1hng mood takes the form 1t does? To answer that question with any power 

requires that we first take stock of the mundane realities of capitalist modermty and 

postmodernity, and see what clues might he there as to the possible functions of such 

fictions and fragmentat10ns m the reproduction of social hfe 

The techmque of collage used by postmodern visual artists seems to influence L1 

Ang m her literary creation Qmte often, her themes may be sharply disrupted, and there 

appears to be no obvious contmmty among the passages However, this type of 

disruptive narration is also found m the modernist wntmg style known as "stream of 

consc10usness" It is difficult to determme whether Li Ang actually uses the postmodern 

technique of collage or the modermstic techruque of stream of consciousness m her latest 

work 

Li Ang was one of the first writers m Taiwan who boldly embraced the tool of 

stream of consciousness as the western wind of modernism first swept mto Taiwan m the 

early 1960s 111 Early m her career, L1 Ang was greatly mfluenced by the concepts of 

111 Lucy H Chen, "Literary Formosa", China Quarterly, l 963, vol 15 "The rallying pomt for these new 
writers has been a magazine called Modern Literature, started at Nat10nal Formosa University m 1960 by a 
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moderrusm 112 The literary tool of stream of consc10usness 1s most evident m her earlier 

literary creations such as The Flowering Season and The Test of Love 

However, L1 Ang's latest work, Everyone Puts Their Incense Stzcks zn the Pez­

kang Incense Burner, seems to follow more closely the postmodern concept of collage 

rather than the modernistic stream of consciousness In addition to using the techruques 

of disruptive narrative, d1srupt1ve time and space, and Jumping between different times 

and spaces, writers from the school of stream of consciousness also favor the following 

features hidden consciousness, emergence of the subconscious, and ambigmty m 

language and action 

From the excerpts above, we see that the structure of stream of consciousness 1s 

not readily apparent in L1 Ang's latest work Therefore, 1t 1s more appropnate to consider 

that L1 Ang's work 1s a product of collage rather than stream of consciousness However, 

L1 Ang' s usage of the postmodern techmque of collage 1s confined merely to the style of 

her work In the deep content, fragmentation, d1srupt10n, and incoherence are replaced 

by coherence With careful reading, the reader easily finds orderly plots and an 

organized structure From this perspective, L1 Ang has moved beyond the ng1d doctrines 

of postmodern1sm 

As we can see, how much influence the concepts of collage and collapse have had 

on L1 Ang 1s not readily apparent She has used the words collapse (chongdze) (L1 1997, 

p 174) and collage (pzntze) (L1 1997, p 154) in her work as an indication of her 

group of Prof T A Hs1a's students after he left for America and the standards of his own Literary Review 
had rapidly declined Edited entirely by students and recent graduates, Modern Literature seeks to 
introduce systematically to young Chinese the ideas and techniques of such writers as Lawrence, Kafka, 
Faulkner and Sartre", p 83 See also, Ye Sh1tao, Tanvan wenxue sh1gang (An Outline History of 
Taiwanese Literature), (Kaohsiung WenxueJ1e zazh1), 1996, pp 113-5 
112 Yang Zhao, p 18 
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knowledge of postmodermsm m visual arts 113 Lt Ang touches many areas of 

postmodermsm with her concentration on community identity and local history, which 

represent a clear reJect1on of the modernist ideas of Umversahty However, one can 

hardly find any references to the word "postmodermsm" or to the key termmology of 

postmodem1sm m her work 

Some commentators are puzzled by the degree of L1 Ang's famihanty with 

postmodemism On the one hand, 1t appears that she is fam1har with qmte a few key 

concepts and practices of postmodermsm On the other hand, there are very obvious 

discrepancies between Li Ang's style and the deeper contents of her story The style 

qmte often appears to be an application of postmodem1sm However, the contents do not 

meet the qualification of postmoderrusm Therefore, the relations between her work and 

postmodem1sm are ambiguous and controversial Perhaps the best way to describe her 

views 1s to take the metaphor of a kite tied to the ground She see the world as a chaotic 

and fragmented arena m which nothmg is solid or substantial but is mitigated by the 

anchor of commun1ty 

113 Lt Ang received her Master of Arts m Theater from the Umverstty of Oregon tn 1977 It ts very ltkely 
that she had been exposed to the vanous concepts of postmodem1sm, especially tn the field of visual arts 
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Chapter 4: Conclusion 

From the bnef analysis provided here, postmodermsm seems to be a movement 

suffused with contradict10ns and mdetermmacy Li Ang's attempts to promote a clear 

sense of Taiwanese history may be considered content10us with many aspects of 

postmodermsm However, her examples of political and soc10-economic forces which 

work to produce their own inscrutable vers10n of history show her fam1hanty with and 

acceptance of the postmodern idea that an obJectlve history 1s possible to construct 

From these roots she has also shown her famihanty with simulacrum versus 

representat10n, and the creation of things which embody their own meaning and exist 

solely for that purpose Through the literary images of her characters, Li Ang has 

presented us with a world that has no absolutes and no sense of identity that can be fully 

trusted or counted on Here she opens the door to the concept fragmentation 

Beyond circumstances experienced by her characters, Li Ang has demonstrated 

some famihanty and use of postmodern concepts m the structure of her wnting Her 

using collage and collapse and d1srupt1ve narrative unsettles the reader and gives her 

characters disJointed appearance These are prune aspects of postrnodem1sm However, 

L1 Ang seems reluctant to fully sacrifice lmear narrative simply to fulfill a punst view of 

postmodern literature The underlying basis of her work still follows a discemable path 

and can be understood by most readers 

This does not disqualify her work as postmodern, but simply places her work m a 

category of ideals which acknowledge that a completely fragmented narrative will 

eventually defeat itself, particularly in regard to portraying and exemphfymg a strong 
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sense of community and history As Li Ang further matures as a wnter and commentator 

on social issues, 1t will be mterestmg to see 1f she begms to further embrace the concepts 

of postmodermsm This would allow the shape and form of the literary style suffused 

with fragmented narrative and simulated imagery to engender their own meanmg beyond 

the political and social messages contamed withm them 
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