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Abstract

In Taiwan, female musicians who play Western ctadsnusic have often been
considered a group with a fixed image regardingy thepearance. The stereotype is
common amongst Taiwanese people, including femalsiaians. It has become an
important criterion for assessing whether an irdiigi can be considered legitimate as
a female musician. Although the visual factor play<ritical role for Taiwanese
female musicians, it has never been seriously tyaed. This thesis aims to
establish why and how the stereotype is formed wlegments constitute the favoured
image, what messages are sent by the principal aoemps, what is its mechanism
and how does it affect the life and career of fermalsicians in Taiwan.

First, the thesis traces the development and cuc@mdition both of women’s
status and of Western classical music in Taiwarcléoify the position of female
musicians in Taiwanese society. Due to its asdoaiatith the hegemonic cultural and
imperial powers/domination of the West, Westerrssileal music is considered the
embodiment of progress and civilisation in Taindemale musicians are also deemed
a group of high class and with an appealing imaddps particular status has usually
made them popular and advantageous in the mardgken This is partly revealed
from the analyses of newspaper reports. The statist the present study show that,
when female musicians are discussed in newspap®st topics centre on their
marriage and appearance. This demonstrates how pexgile think of female
musicians and which aspects of female musicians caresidered important in
Taiwanese society.

After reviewing the background of the status of #enmusicians, the thesis
analyses what elements constitute the stereotypschitinizing the concert poster.

The concert poster can be viewed as the most mfalemedium for displaying
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female musicians’ images, because of its prevaeatlation, its focus upon directly

displaying the appearance of female musicianstl@dact that it is produced by the
musicians themselves. The images of female musiaantheir posters demonstrate
high similarity. The thesis examines the criticineents of the posters by comparing
them with ancient and modern women’s images. THroagestigating these elements
and the culture in which they are rooted, the megmiand connotations involved in
the poster image will be clearly demonstrated. flindings show that most images of
female musicians are designed from the angle ofrthke gaze. The interview data
further illustrate that the posters are not onlgigieed to satisfy the male gaze, but
also relate to real men’s looking pleasure and@sts in many cases.

This thesis undertakes interviews with 17 femalesimans. These in-depth
conversations with the participants reveal why nfestale musicians are brought up
to be musicians. It is often a decision made fronearly age by their parents due to
the gendered stereotype and partly to enhance iiagital prospects. Nonetheless,
whether or not they conform to the image signiftbannfluences their partner
searching and career development. Most participamtso accustomed to the image
that it is often hard to detect its presence argtaton. Through the examples of the
social event and the experiences of the particigpahe thesis intends to denaturalise
the stereotype. It also explores the possibilitglodnging the image through concert

posters.
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|. Introduction

In November 2009, striking news caught the entitenéion of the Taiwanese
people. An exemplary and renowned married maleslatgir, Yu-sheng Wu (1958- ),
had been having a love affair with a female piagaxher This news was the topic of
every media programme and broadcast repeatedly éeer on every news channel.
This heated interest was not only because legisls##o was regarded as an
industrious politician and a disciple of the Taiwae President Ying-jeou Mabut
also because of the exceptionally favourable wayhich the media reported on and
treated the mistress of the affair.

In a nation in which having an extramarital relaship is still a crime of
adultery and breaks the Criminal Cddé, could easily be imagined that intruding
into another person’s family would induce serioaademnation. In Taiwan, certainly,
when a politician has such a romance, other theenge reproaches, his honour and
credibility will be generally doubted and his futucareer would be devastatingly
affected. Similarly, the mistress in such an eweatld be typically presented in a
very negative way.

Nonetheless, legislator Wu’s love affair had a eudtfferent and unexpected
subsequent development. Most of the Taiwanese med@uding newspapers,
magazines and programmes and news on TV chanepéatedly referred in admiring
words to the mistress, Rebecca Sun, especially ladteprofession was reported to be
a piano teacher. Discussion programmes unceasiagblysed her glamorous

presentation, beautiful face, straight hair, bigsyfabulous clothes and the most

! “Been Photographed Legislator Yu-sheng Wu witheauty wearing Chanel went into a Motel,”
Apple Daily Nov. 13, 2009.

2 The Taiwanese President Ying-jeou Ma was born9801 He had been elected as the Taiwanese
President in 2008 and in 2012, and presidentialreewill be expired in 2016.

? Although adultery is still a crime in Taiwan, iemgral, the people who have adultery crime would be
punished by probation instead of staying in jaiheTdebate on abolition of adultery has been



admired quality — her special disposition and glagspearance. In Taiwan, these are
the ideal qualities for a female musiciatNumerous men in the media praised her
beauty and appearance and naturally connected thesacteristics to her status as a
female musician. Furthermore, Yu-sheng Wu’'s maléeagues even expressed envy
of him for being capable of having a romance withtsa classy womah.It was also
reported that legislator Wu had said that his lbieg wish was to marry a female
musician® As the fever of the news continually escalatethgt took an even more
surprising turn: numerous male legislators and Jsigius officers in the government
and in the ruling party were found to have had swdth her or dated hér.

Following these intense discussions in the massiangaly after day, it was
noticed that no one had ever seen her play a pi@redually, her true background
was disclosed - she was not a professional in \Wesfassical musfcor the piano
and her status as a piano teacher started to HeedtfuThe fact is that she just used
the title “piano teacher” and manipulated the imag®l reputation of female

musicians to promote her own status and glorify dfglity to attract many wealthy

flourishing in Taiwan in recent years.

4 Xin-huei Lin, “Yu-sheng Wu’s extramarital relatisiip was with a beauty pianistnited Daily
News Nov. 14, 2009; Zhang-yui Nien, “Jerry Fan: Rel@e&un is becoming the new criteria which
Taiwanese eminent women want to achievdiiited Daily News Nov. 16, 2009; “Rebecca Sun’s
beautiful photo showed on Facebook! Display thengiteacher’s classy appearandd®Wnews
Nov. 14, 2009. http://www.nownews.com/2009/12/3849-2533122.htm (accessed May 20, 2010).

®> Rui-de Wang et al., “He once said that he enviedsiteng Wu An Eyewitness Revealed that
Legislator Hua-ming Shuai also had date dinner Righbecca Sun,The Liberty TimesNov. 17, 2009.

® “Except loving piano Yu-sheng Wu had said thaws hoping to marry a musician no wonder
that Rebecca Sun was into his lif&jlOWnewsNov. 14, 2009.
http://fate.nownews.com/2009/11/14/11490-2533000 (atccessed May 19, 2010).

" Wei-zhi Liu and Tieng-ru Hwang, “Rebecca Sun ha@rbthe guest at Premier Liu's feastfiina
Times Nov. 15, 2009; “The Chinese Nationalist Partyl wi¢é eliminated? Yu-hua Chang: One-third
legislators of the Chinese Nationalist Party hads&ith Rebecca SunNOWnewsNov. 18, 2009.
http://www.nownews.com /2009/11/18/545-2534467 .fdctessed May 19, 2010).

“Behind the News/Rebecca Sun was invited to havalsngith male medical doctors very often  She
was the guest at the Premier Liu’s feaBlOWnewsNov. 15, 2009. http://www.nownews.com/2009
/11/15/91-2533225.htm (accessed May 19, 2010).

8 “Western classical music” in the present studgnefo the whole history of cultivated composition
the West, not the music of the classical era, whilally means the period from the mid?x@ntury

to the early 19 century.

° Bo-xiang Yeh, “This mysterious woman |s Rebecuoa 8 piano teacherPormosa mediaNov. 18,
2009, http://www.formosamedia.com.tw/?p=3059 (asedsViay 20, 2010).



and powerful men.

Unsurprisingly, the media soon reversed their oabattitude and represented
her negatively in every aspect, reverting to theidgl presentation of how they
described other women who have affairs with mammsh. Her previously acclaimed
well-dressed style also soon became an unpleasanarmd the most popular topic in
Taiwan that lasted for many days had finally comart end.

The occupation of the reported woman was apparentyitical factor in the
attitude of the media and the public. It was a@aable conjecture that this mistress
had a specific idea about the impression of fenmalesicians and intentionally
presented herself as a musician to obtain an aggenThe media and the public also
seemed to have the same impression of female ransieind thus gave this mistress
the unusual positive angle in this news event. eee the men with a high social
status involved in this event also tended to evaltiais woman by reference to her
status in a specific profession.

In addition to Rebecca Sun’s event, my own expedgurovides another angle
from which to view the stereotype. When | was atgragluate student, one day, | was
walking with my classmates along the corridor of tusic Institute when we met
some students from other departments. “Are you ensigidents?” they asked. “Yes,
we are,” | answered. “Great! Do you know a studenyour department who is a
female musician? What is her name?” these femalevale students excitedly asked
us.

None of us immediately answered their question. Wstinction were they
implying? Our group were all female and all mudiedents, yet that did not seem
sufficient to count as a “female musician.” “Youdm she is that one! She ‘looks
like’ a female musician!” Their attitude impliedathit was a simple fact and truth and

we should certainly know whom they meant. “Whatydo mean, she ‘looks like’ a
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female musician?” | asked, confused. “She has &rgght hair, wears a skirt, and is
very classy!”

Due to our different understanding on this tophese questions and answers
were repeated several times between us and tstild not give them the name they
desired. This incident made me feel awkward in tegpects: first, how could they
ask a group of female musicians to identify anofaerale musician without any other
distinguishing mark apart from simply the fact tisae is “like” a female musician?
The way they inquired implied that we, the ones mhihey were asking, are not
“like” female musicians. Did they mean that we dut fook like female musicians,
less like female musicians, or less like them ttenone they were looking for? If so,
what makes her look like a female musician and at® The characteristics which
mark her as a legitimate female musician may beghson we are not: “long straight
hair, wearing a skirt, classy appearance.”

Additionally, when they mentioned these so-calledits,” a lot of people came
to my mind. | suddenly realized that many of my &enclassmates dressed alike,
which | had not seriously noticed before. This eMed me to wonder why female
musicians in Taiwan have such a specific image, thisvstereotype has been formed,
and why many female musicians represent and emihisigtereotype.

The news event of legislator Wu and my experiemsply a phenomenon in
Taiwanese society, namely that people might haetearly stereotyped image and
evaluation of female musicians. In Rebecca Surmse,cheing a female musician or
not affects how the media and the public assesdflibere is a stereotypical image of
female musicians in Taiwan, this image could beitecal factor in forming the social
status of female musicians. The daily life and dgwaent of female musicians could
also be influenced by this stereotyped image. Thehanism of forming this image is

still not clear and the pros and cons of this phegmon in Taiwan have not yet been
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explored and studied. Therefore, this study is te/eo exploring the mechanism of
image formation of female musicians in Taiwan adentifying the advantages and
disadvantages of this phenomenon. This study atemds to explore the relationship

between image and profession.

I.1 The Development of Western Classical Music indiwan

In Taiwan, studying Western classical music isghlyi committed career. It is
very costly to purchase instruments and take piessons, and it needs long-term
concentration and year-by-year practice. It is aldoghly competitive profession due
to the special cultivation system in schools analyhg environment in Taiwan. In
Mari Yoshihara's book discussing Asian musiciangha United States, one of her
interviewees is a Taiwanese female musician anccdnelition of studying Western
classical music was illustrated: “She remembereddchool in Taiwan as a very
close-knit community of students who were put imstant competition with each
other.™™ However, appearance and dress style are the talements by which most
people evaluate a female musician in Taiwan. Adogrdo these criteria, the public
decide who “looks like” a female musician and whapés not look like” a female
musician. It is unusual as in most professions anars professionalism does not
relate so closely to her appearance. Comparechi&r gpecialties, in most cases, the
public does not have a fixed image linked to arupation which is clear enough to
influence their judgments or even make them doubmen’s professional status.
Female musicians engaged in Western classical mtisécefore, reveal a special
condition concerning their image.

To explore the reasons behind this phenomenongékelopment of Western

10 Mari YoshiharaMusicians from a Different Shore: Asians and Aséanericans in Classical Music
(Philadelphia: Temple University Press, 2007), 146.

11



classic music in Taiwan is introduced briefly iretfollowing sections to show the
status of Western classical music and the enviromimevhich female musicians live.
Western classical music takes the absolutely nraiast position in Taiwan, its
prosperous development even largely contributinghi® restriction of traditional
Chinese and Taiwanese music. The following disomssvill demonstrate how and
why Western classical music came to have such ardminstatus by illustrating its
origin, propagation and the current condition inwea.

There is an inseparable and close relationship deriwthe development of
Western classical music and the history of thislldevery political change not only
influenced the fate of Taiwan, but also influendbd prosperity or interruption of
Western classical music.

In this section, the history of Western classicaisia in Taiwan is divided into
four time periods, including the Dutch colonial ipel; the period of reopening after
seclusion, the Japanese colonial period and theerducondition. In the first three
periods, the Japanese colonial period is the mmogtoitant one, when Western
classical music started to be taught in every sichbevery educational level. It made

Western classical music the mainstream music andthtus has continued.

1.1.i 1624-1662: the Dutch colonial period

In 1624, the Dutch seized southern Taiwan and fabven 1642 ruled the whole
of Taiwan island by repelling the Spanish who hadupied northern Taiwan for 16
years (1626-1642). The Dutch intention in contngjliTaiwan was to make it their
trading base in the Eabt. They used Taiwan as a place to do business. The

opportunity for business and a stable life drews loit Chinese emigrants to leave the

™ |-hui Lee, “The Presentations of Classical MusicTaiwan: A Case Study of Philharmonic Radio
Taipei,” (Master thesis, National Taiwan Universi@03), 16.
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mainland and settle in Taiwan. It was a cruciaiqeewhich changed the destiny of
Taiwan. Before this well-planned emigration, onlyfeav aborigines had lived in

Taiwan and no record of that time has been fourehdd, the 38 years of the Dutch
colonial period could be seen as the first officiegime which governed Taiwan
systematically and changed Taiwanese history.

The Dutch sent missionaries and teachers for celggpurposes. Along with the
spread of Christianity by the Dutch and Catholicisynthe Spanish, church music,
like chant and choir singing, was brought to Taiwathis period. It was the first time
that Western classical music was played and heaif@iivan. At this stage, however,
Western classical music just had a weak influefite. propagation was limited to a
few sites and among some aborigihes.

The Chinese General, Cheng-gong Zheng (A.D.1622)1&Xpelled the Dutch
for special political reasons in 1662. Consequertkllg Christian missionaries were
forced to leave Taiwan, and so was the music tiegt brought in. Moreover, in 1683,
Taiwan was subdued and became part of the Qing dyred China. Then, Taiwan
followed the policy of national seclusion which tl@@gng Dynasty carried out.

Therefore, Western classical music vanished in daifer the following 197 years.

1.1.ii 1858-1895

After an interruption of nearly two centuries, Wast classical music was
brought into Taiwan again with the missionariesisTthme has usually been regarded
as the first formal introduction of Western classimusic into Taiwan. The Qing

Dynasty, in 1858, lost a war which resulted frombfdding the opium import from

12 Bi-juan Chen,Taiwan xin yinyue shi: xishi xin yinyue zai rijshidde chansheng yu fazhgNew
music history of Taiwan: the introduction and dexgghent of Western music during Japanese colonial
period) (Taipei: Yueyun Publishers, 1995), p.8-9.

13 Yu-xiu Chen,Bainian Taiwan yinyue tuxiang xur{fPicture of Taiwanese music for hundred years)
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Britain and then had to make a treaty with Westarantries in 1860. Obeying this
Tian-jin treaty, the Qing Dynasty opened up Taivenéarbours to Westerners, so
Taiwan finally ended the seclusion. In this secpnopagation of Western classical
music, missionaries still played the leading rdlee British Presbyterian Church was
located in southern Taiwan and the Canadian PresagtChurch was situated in the
north. They established several schools which hadiarncourses. This was the first
time that “music” was a course in schools in TaiWan

The missionaries also used music as an approachréaching. In this stage,
Western classical music started to be introduceéd Taiwan and it has not been
interrupted since, although it existed in limitates, among the church schools and
the believers in Christianity. However, in the oling Japanese colonial period,
Western classical music started to gain an absalateinant status and had been

propagated prevalently.

[.1.iii 1895-1945 The Japanese colonial period

In the nineteenth century, Japan’s Meiji Governmesis ambitious about
becoming one of the top nations of the world. drdughly imitated every aspect of
the powerful Western nations and revolutionizedathe systems of government and
infrastructure. The process of Westernization wasah for modernization. During
Japan’s revolution, Western classical music was asehe product of Western fine art.
Yoshihara analyzed this condition: “The governmaitdapan [...] considered music

to be an important element of modern education eagkrly implemented ways to

(Taipei: China Times Publishing Company, 1998),.146

' Ibid., 148; ChenTaiwan xin yinyue shb0-51; Lee, “Classical Music in Taiwan,” 17.

5 Tsang-houei HsuYinyue shi lunshu ga¢Essays on the history of music) (Taipei: Quanyin
Publishers, 1996), 93, 94.
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incorporate Western music into school curricdfaFurthermore, all these systems
were along with Japan to its colonies. “Japan'owal power [...] thus propelled
Western music education in these countries, [*].”

There are two education systems of Westessidal music in school education
in the Japanese colonial period: teacher trainghgals from 1899 and general music
education for primary and high schools from 189Both of these schools had
official music courses, and the former trained wdlials to teach in the latter. The
content of the music course was singing and prehmnyi music theory. Every
Taiwanese student had to learn notation and singiegtern songs with Japanese
lyrics (Figure 1-1)'° In Taiwan, this was the first time that Westerassical music
was taught systematically and prevalently on aonatvide scale. In Taiwan, hence, at
the beginning of teaching music nationally on “ncusiburses” with the “music
textbook,” it was just Western classical music, tratlitional Taiwanese or Chinese
music.

However, no specialized music school was foundedanvan at that time.
Consequently, if Taiwanese people wanted to pusshw@nced music training and
become a musician, they would have to go to Japafufther study’ Because of the
colonial policy of Japan, Taiwanese people wereallotved to study politics, law,
history and other disciplines in the social scisn@éhich may cause thoughts of
opposition. Therefore, many Taiwanese pursued rmedend the arts as their career.

Moreover, Taiwan at that time belonged to Japanthgocommunication between

Taiwan and Japan was unrestricted and the comnmyuage was Japanese. That is

16 YoshiharaMusicians from a Different Shqra?7.

7 Ibid., 19.

18 |ee, “Classical Music in Taiwan,” 21; CheBainian Taiwan 63; Lu-fen Yen and Mei-ling Shyu,
Taiwan de yinyugThe music in Taiwan) (Taipei: Tsaituan faren lang-hui shueishao, 2006), 115,
116.

9 Figure I-1 is from Yen and ShytWiaiwan de yinyugel18.

2 Hsu,Yinyue shi lunshu gad.06.
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the reason why all Taiwanese first generation nmausscwere trained in Japan and
then came back to Taiwan. The Japanese-trainecaase musicians then prospered
and greatly influenced the development of Westéassical music in Taiwan after
their return?*

The Japanese colonial period made Westersicédsnusic formally rooted and
propagated in Taiwan. From higher education atheadraining schools to general
school education in elementary and high schodlstadents in Taiwan learnt Western
classical music, including recognizing Western rinstents and composers, singing
Western songs and reading staff notation. This sticaam status of Western classical
music continues even today. Most importantly, sitheestatus of Taiwan was a colony
and under the control of Japan, there was no chfmcelaiwan. There was no
possibility of resistance or acceptance in a graguagress to an alien culture. As a
colony, there was no much space for suspicion sitdteon to Western classical music.
Taiwan just entirely and immediately accepted Wastéassical music because of the

political reality??

l.i.iv The current condition — 1945 to the present

The restoration of Taiwan occurred in 1945, whepadawas defeated in the
Second World War. Shortly afterwards, the civil warChina between the Chinese
Nationalist Party and the Chinese Communist Paetyaine feverish. The Chinese
Nationalist Party had lost more and more provirmes retreated to Taiwan in 1949.

Taiwan was now apart from of China, which was dated by the Chinese

21 H

Ibid.
2 |n Taiwan, music education during the Japanesendll period focused on the development and
execution of Western music in Taiwanese schools. Adssibility of resisting Western music education
has seldom been proposed in Taiwan and thus ceutohfarea for future study.
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Communist Party® From that time on, Taiwan started to develop itsno
governmental, political, economical, educationastesns, pursued modernity and
gradually implemented democracy. One of the piefedemocratic evidence is that
elections in Taiwan gradually became prevalents theans that the authorities are
directly determined by people’s votes, not justthg ruling government. More and
more officers are directly elected by adults: tbeal councillors were elected from
1950, the legislators from 1989 and the presidemh 1996

After those unstable times due to wars and poliffleswanese musicians born
in 1940s started to go abroad to the USA and Eutopstudy Western classical
music® Western classical music has continued to devehobagcupy a mainstream
status in the Taiwanese music field. Western aaksnusic was still the major
component of music courses and textbooks and taatgbvery level in schools. In
addition, the first local professional music traigi schools were eventually
established. The first three music departmentsiaeusities were established in 1946,
1957 and 1962° Now, there are twenty-two Western classical mdsipartments in
Taiwan and only five departments of traditional idse and Taiwanese music.

The evidence of the prosperity of Western classiuasic is that not only were
the music departments continually established tterte were also specially designed
“music classesyjnyue ban Z£&3T)” in Taiwan. The establishment of music classes
is for intensely instructing students who study imus elementary, junior high and

senior high schools. In 1963, the first music clasghe elementary school was

% bid, 110.

24 National Policy Foundation, “Review on the DemdicraElection System in Taiwan,”
http://www.npf.org.tw/post/1/4060 (accessed Au@®t2010).

% Hsu,Yinyue shi lunshu gad 00, 101.

% The first three music departments at universitikaiwan: The National Taiwan Normal University
(1946), The National Taiwan Academy of Arts (1987 The Chinese Culture University (1962). See
Hsu, Yinyue shi lunshu gad10.
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established, then the junior high school in 197d e senior high school in 1980.
Other than the ordinary courses like other studehts students in the music classes
have major and minor instruments in performanceerfstudent has one major and
one minor instrument. Whether the student majomaror in vocal, composition or
any instrument, one of her/his major and minor neete piano. The music class
usually hires numerous part-time performing teagher do one-to-one mentoring
according to the instruments which the current etgsl major and minor in.
Additionally, the students of the music class takieer professional music courses,
such as musical appreciation, music theory, muskgatory, sight-singing and
listening and writing.

The “music class” exists in many elementary schqgaisior high schools and
senior high schools. Music classes gather thos#ests who want to study Western
classical music into one “class” to learn all ot tHisciplines together until they
graduate from this scho8l. Even in elementary school, they will not be dividato
different classes from the age when they startkfss at the third grade (9 years old);
meanwhile, other non-music students in the geneladses will be divided into
different classes every two years. The same smmatias kept in junior and senior
high schools. The music students thus only knovwery Vimited number of people
during their school days. Since most Taiwanese<iéind counties have their own

regional “music classes,” the music students whyg st their home city will know the

" According to the statistics for 2005, there we38,1139 and 98 music classes respectively located a
primary, junior high and senior high schools inan. See Yen and Shytaiwan de yinyugl22.

% Music classes in Taiwan, at some level, are simtilahe specialist music schools, such as Chethams
or the Yehudi Menuhin School, in the United Kingdowhere the students are immersed in various
music training courses; other subjects are ceptaatdo included. Compared to the situation in the
United Kingdom, where the talented young performeften attend a music conservatoire on a
Saturday to receive intensive tuition and engagensemble playing, the students in the music dtass
Taiwan are gathered into one class to learn ajestdand music courses together. The music classes
are often affiliated to the state schools, so thiioh fees are not excessively higher than thathef
general student. Nonetheless, apart from the ntugiging provided by the music class, parents in
Taiwan often spend a lot of money on extra privatesic lessons for their children, to enhance their
competitive ability.
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same few people until they start university. Beeaofsthe national exam for starting
university, the students will attend music departteeat different universities

depending on their national ranking. This uniquigation would have a tremendous
influence on the music students’ character fornmatdreport in the Business Weekly
once analyzed the condition: “The environment okimlass is very special and is
run by its own rules. It is just like a feverishtpmpetitive miniature society. A

graduate of music class commented: ‘the studentswgdic class have superiority
complex from a very young age. The huge pressurecboolwork and the limited

opportunities of entering the music class of higee@ucation easily let them form a
small circle and have strong exclusivene$s.”

In summary, the development of Western classicaicnin Taiwan is as follows:
in the first stage, it emerged in Taiwan along vt Western missionaries. Then, the
Dutch were expelled and Western classical music imt@srupted for approximately
two hundred years. In the second stage, Taiwaneapbarbours to foreign countries
and Western classical music entered Taiwan agaihwgh the missionaries. From
this period onwards, Western classical music net@pped its development in this
Asian country. The Japanese colonial period wasl¢esive stage in the development
of Western classical music. The Japanese feverpgtupagated and established the
absolutely dominant status of Western classicalieriasTaiwan. The Japanese settled
a solid foundation of Western classical music foe following development after
Taiwan was restoretf. After 1945, Taiwanese musicians went abroad talystu
Western classical music in Western countries inkst#falapan. Their return fostered

the subsequent development of Western classicaktnm$aiwan. Furthermore, along

2 Yin-chui Lin et al., “Diyi xifu Huang Rui-jin deifigshi bianzouqu (The daughter-in-law in the first
family Rui-jin Huang’s astonishing variation — Rtaand Prison),Business Weekl085 (September
8, 2008), http://wwwl.businessweekly.com.tw/web/artible 34302 p3.php (accessed 30 August,
2010).

30 Chen,Taiwan xin yinyue shb5.
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with Taiwanese society became stable and affludestern classical music became
prevalent in the life of Taiwanese people.

Until now, Western classical music is still the msream formal music in
Taiwanese society. This situation draws many yatodgents who devote themselves
to the special music education system in Taiwardmpete with each other in a
relatively confined environment to gain the presiothance to attend prestigious

music departments at universities for cultivatingit profession.

|.2 The Career of Female musicians in Taiwan

Hence, studying Western classical music is very petitive in Taiwan. What
kind of reasons or motivations make these musidestis willing to devote
themselves so much to a profession and make theniliés have such a solid
determination to support them for such a long tinfeShihara analyzed the condition
in Asia: “[...] parents of girls tend to regard stutty music at a conservatory or
university as a desirable form of social capitatthvill raise their value in the
marriage market® In Taiwan, this kind of situation seems to exisip. The
advantages and social capital of female musicianthe marriage market could be
analyzed in two aspects.

First, what they engage in is related to dlsgcial class[...] the Taiwanese
believe in the connection between classical musid social class. Thus, things
related to classical music easily become a symbalooial status in most people’s
minds”*? As for the public, getting involved in Western asl music is seen as a

kind of high class leisure activity. People listenito Western classical music are

usually “the white-collar middle class with highueation, high salaries and high

31 YoshiharaMusicians from a Different Shqr&03.
32 | ee, “Classical Music in Taiwan,” 92.
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consuming capability. Besides, most of them ardegsional personnel in specific
fields or the social elite who travel abroad ofeemd lead decent lives® It could
easily be argued that Western classical music lté@sa connection with the image of
the upper classes, the social elite and a goodaéidac Since Taiwanese people have
such a fixed image of Western classical music, femmausicians are seen to engage in
a high-status career.

Studying Western classical music is expensive a@etessly competitive. It is
expensive to buy and fix instruments and take peivassons. The expenditure will
increase along with the students upgrading theirniag level. The “music class”
system has made the competition for studying Westissical music much more
serious. In order to enter a renowned “music claasti a high-ranking music
department, almost every music student pays fanga&xtra private lessons in their
major and minor instrument, musical history, mubeory, sight-singing and listening
and writing. All of these long-term expenditures keahe Taiwanese realize that
studying Western classical music is definitely tedato “class.”That is to say,
“classical music becomes an important status madkerstatus symbol. It can
strengthen the position of the class and make dlearboundary against other
classes*

Second, since many music departments are locatddarhers’ universities,
music teachers are what most music students finelgome. These music
departments are thus not only for the disciplinemafsic teachers, but also for the
cultivation of professional musicians. Nonethel@asthe realistic sense in Taiwan,

music students could hardly make a living from @t as soloists, Being a music

% |bid., 65.

3 YoshiharaMusicians from a Different Shqré7.

% The detailed information on work opportunities azateer development will be further discussed
through the experiences of several female Taiwamesgcians in Chapter VII.1.
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teacher is a more anticipated profession for a enstsident. There is another benefit
of being a teacher regarding marriage opportunittesemale music students. The
simple working environment and stable lifestyldferhale teachers makes them more
attractive partners for men when they consider iagetr This may partly explain why
Western classical music is an overwhelmingly femedi profession in Taiwan. In all
music departments, there are far more women than*tk is even quite usual for
the whole class to be female. Parents considerniegoa music teacher is an
advantage for daughters in the marriage market.

Most students who study music want to attend teatheiversities and want to
be music teachers. For most female musicians, #8neymeant to be teachers, no
matter whether in schools or through private less@raduating from good music
departments mostly guarantees a better job in ¢£hmaod much better pay from
private lessons. Nonetheless, only those musiestadvho get high scores from the
university entrance exams can attend well-knowniendspartments. As a result,
female music students who successfully attend goodic departments are more
outstanding and gain more opportunities in marriagch could lead them into a
higher social status. This marriage benefit become$rong advantage for upward

mobility.>’

.3 The Social Condition of Taiwanese Women

Following the previous illustration and analysistieé social status of Western
classical music and the background of female masgcin Taiwan, it is revealed that

Taiwanese people might have a specific impressiahséereotypical image of female

% Take the Music Department of the National Normalivérsity as an example. According to the
statistics, on 10 June 2014, the number of fentatkesits was 268, and there were 27 males. The ratio
of men in the music department is about 10 percent.

3" The relationship between the education level/fatus of female musicians and their marriage was
discussed by participant E. This can be furtheckde in V1.4 The Male Attitude to Female
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musicians. This fixed image may lead female musgid experience different
treatment and life plans in many circumstances @etpto other Taiwanese women.
A fuller understanding of the special conditionf@hale musicians in Taiwan requires
a grasp of the society in which the female muskibwe, as well as the real life of
Taiwanese women. Through investigating the livinginment and social status of
women in Taiwan, the social settings which proddlce image of the female
musicians will be displayed. The unique situatidrfesmale musicians will also be
clarified. The following sections will first illusate women'’s lives in old Taiwan and
then trace the origins of some of the traditiodalologies which are rooted in people’s
minds and deeply influence women'’s lives in mod&aiwan. Moreover, the current
living condition of Taiwanese women will be alscethed by exploring the progress
of women’s rights and the women’s movement. It vulither clarify the differences
between ordinary Taiwanese women and female musiaad analyze the current

difficulties they face respectively.

1.3.i Women’s lives in old Taiwan

As mentioned in the section on the developnoéiw/estern classical music in
Taiwan, there were just a few aborigines in Taiwatil the first immigration directed
by the Dutch colonial government for business ps@soin the mid-seventeenth
century. In 1684, Taiwan was officially subduedhe Qing Dynasty (1644-1912) and
immigration became more frequent and was much rfatiggn that of the Dutch
colonial period® Along with the continual immigration from Chinahet Chinese

tradition and ideologies had also been totallygraéed in Taiwanese culture.

Musicians.

% Hsien-his Tseng, “From the Viewpoint of Immigr&uciety to Analyze the Women’s Role in Qing
Dynasty in Taiwan,” p.103, http://acade.must.edlupfiles /ADUpload/c23 _downmul1268674132.pdf
(accessed September 16, 2010).

23



In Chinese history, women had always been subadelittamen. The idea that
“men are noble and women are humhianzun nuibei 55Zi% 5)” and “men are
superior and women are inferianangao nuidi 58 =Z2{K)” are rooted in Chinese
culture®® As early as the Hang Dynasty (B.C. 202- A.D. 22Bjisband guides wife
(fuwei chikan & fZ24i)” had settled women'’s inferior social status angiant that
women were appendages to nf&rin Chinese history, no matter under which dynasty,
women and men were very unequal and the exampdekstad below. In the marital
system, men can have one wife and numerous miegr¢dge system gfifu dochj —
HK2FEE]) and women were instructed to “have one man irhalevlifetime ¢(songyi
erzhong 1¢—Jm4%)” and were encouraged and even forced to remagiestill death
after their husband di€d. Furthermore, women’s role in marriage is to bensas
being an instrument to reproduce a schu@nzon giedaifH52#2{%). Since the
traditional Chinese culture is “value men and despvomenZongnan tsingnugE 5
#€7)", it is useless to give birth to daughters. Ohgving sons will be seen as
fulfilling a wife’s assignment and her status ir ttamily can be stabf&. That is the
reason why so many Taiwanese women were nanZé@odi (inviting younger
brothers)” or taidi (coming younger brothers)”. Mongchi (Raising without
concern)” and Mongyo (Taking care at random)” were also common names fo

women?* These names are becoming rare along with theniteglbirthrate in recent

% Sue-wen Chang, “A Study of the Anti-foot-bindingoMement in Taiwan during the Japanese
Colonial Period,” (Master thesis, National YunlimiMersity of Science and Technology, 2008), 39;
Chiu-hsin Kuo, “Xian gin dao lianghan zhiji nuxitgzhi de jiangou yu shishi (From the construction
and truth of women'’s traits from pre-Quing to Hayndsty),” (Master thesis, Natioanl Cheng Kung
University, 2002), 1.

0 Shiao-zeng Hsieh, “The Gender Education in TaiwBeviewing and ForeseeingThe Sixth
Conference for Women in National Issu2801, http://taiwan.yam.org.tw /nwc/nwc6/educatii8.htm
(accessed September 16, 2010).

1 In Yuan Dynasty, the law forbade a widow to remafter her husband’s death, see Hui-ching Chou,
“You shuiwen nubu jian gudai nuxing de shehui deggom female meaning words in ‘annotation
words’ see the social status of ancient women) Agtdr thesis, Hsuan Chuang University, 2005), 28.
2 Tseng, “Women’s Role in Qing Dynasty in Taiwan4.9

3 “Raising without concernnfongch)” and “Taking care at randommpngyd” are from the
pronunciation in Taiwanese dialect.
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years, but they have not disappeared. “To havenatsccarry on the family line
(chuanzon jieddf is a strong notion in Chinese culture, and hdkienced Chinese
people for thousands of years, extending into modéhinese and Taiwanese
societies”

In education, women and men were directed to véfgrdnt places. In Chinese
history, men were supposed to study and pass schhational exams to show their
ability and obtain posts in the governmental systelim Chinese culture, nonetheless,
women’s virtue relies on their incapabilityuzi wucai bianshideZz - 4 {5 2 {5).
Throughout Chinese history, the essential purpbésemen’s education is to let them
possess “three obediences and four virtsastéong shide={£r0#).”* The three
obediences indicate that unmarried women shoulg tier fathers, married women
should obey their husbands, and widows should ¢bely sons'® The four virtues
mean that women should have morality and chastgseeable speech, a submissive
bearing and embroidery skift§. All that women are required to do is to obey med a
stay at home. Women from normal, good families caigo into the streets, to do any
business, work or study.

The status of women had declined to its lowesttiprsunder the Qing dynasty
(1644-1912)® Given the appreciation of beauty during this perisvomen were
forced to break the bones in their feet and bimanthwith cloth in order to make them
smaller, just because men thought it is sexy fome's unstable walk. To satisfy

men’s erotic fantasies, foot-binding made it mor#ficdlt for women to move;

** Hsieh, “The Gender Education in Taiwan,” (accesSeptember 16, 2010).

> |bid; three obedience and four virtuesiftsong shidefirst appeared in the Confusion classics in
Pre-Qin dynasty (before the year of BC 221 in Céinlistory, called Pre-Qin dynasty), it is the uptno
direction for women and the regulation which goddes and mothers have to obey in Chinese culture,
see Yu-juan We, “Zouchu chuantong de dianfan: wamngiuzuojia xiaoshui tuibian de licheng
(Stepping Out the Traditional Paradigm: The Proa#sd/omen’s Transformation in Female Writers’
Novels in Late Qing), Tunghai University Mandarin Reviel®, (July, 2007): 242.

“6 Chou, “Gudai nuxing,” 34.

" Ibid., 33.

*® Ibid., 28.
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women were completely restricted to their housesabse of the deformity of their
feet and unsteady gdit. As most Taiwanese immigrants were from Quing dignas
China, not only the custom of foot-binding, butoatbe discriminatory treatment of
women and unequal gender ideologies that had eXigtehousands of years in China
were also transported and embedded in Taiwanegs\soc

In the colonial period (1895-1945), nonethelessiwdaese women’s lives
drastically changed. Considering the health andiemg concerns, the Japanese
colonial government forbade foot-binding, becailmsy twanted their people to remain
healthy and make an economic contribution. Thisribed women from the home,
enabling them to go out. Another huge revolutionelngnge is that Taiwanese girls
were finally able to attend school, just like bafsthe same age. In 1943, two years
before Japan retreated from Taiwan, the colonialegument forced all children to
undergo elementary education, despite the factithatain purpose was to propagate
Japanesg

Then, in 1949, the Nationalist Party government esowmto Taiwan. It followed
the school and education system established byapanese government but adjusted
the curricula and contents. The enrolment ratioel@mentary schools had been
increasing year by year and reached 97.52% in 186¥968, compulsory education
was extended to nine years (elementary and jungit &chool) and the enrolment
ratio was above 99% in 1981.In this rapid popularization of education, women'’s
enrolment ratio was largely increased. In 1950-1%&mhale students took 37% of the
total in elementary schools, 27% in high schoold 80% in colleges. In 1992-1993,

women already constituted half of the pupils ofrgvevel in schools. In 2000, female

9 Sue-wen Chang, “Anti-foot-binding Movement in Taiwy” 39.

0 Chu-ing Chou, “Taiwan chiaoyu (Taiwanese Educaffoim Chinese Education Large Serigue.
Min-yuan Gu (Chinese Hubei: Hubei Education Publish p. 11,
http://nccur.lib.nccu.edu.tw/bitstream/140.119/3883%E5%8F%B0%E 7%81%A3%E6%95%99%E8

%82%B2.pdf
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students even constituted 56.15% of those in oellegel educatior? However, in
the same year, the ratio of women studying for etatal degree was less than 22%.
This was one of the results of the tradition thabfen are marrying up and men are
marrying down.” Men prefer not to marry women whavé higher education. This
social climate had caused many Taiwanese wometommairsue a doctoral degree for
fear of marital difficulty’*

Although the nine years of compulsory educaticas launched in 1968, the
chance for women to gain higher education at thmé twas extremely restricted.
Because of the traditional Chinese ideology of tiealmen and despise women,”
Taiwanese parents always centralized all resownetheir sons and sacrificed their
daughters’ interests. This unequal treatment unelerva monumental change and
women have gradually entered higher education stocgraception has been more
easily available. In the 1950s, on average, evenyan of childbearing age generated
seven children in Taiwatl. Then, in the 1960s, the government comprehensively
carried out the “Family Planning Scheme” for wonsenbntraception, which was
directed by the United Staté8. The USAID (the United States Agency for
International Development, at the United Statesertdtional Development

Cooperation Agency, USIDCA) provided funding, teicues and devices for

*! bid., 12.

2 Ai-ruo Hu, “Taiwan funu renquan yundong zhi yanjui canzhenquan weili (1949-2000) (The
studies on women'’s rights in Taiwan - as politipatticipation for example),” (PhD thesis, National
Taiwan Normal University, 2004), 112.

* |bid., 112, 113.

* Xuan-yi Hwang, “Baidang zai chuantong yu xiandanjwaijie nuxing jiaoyu renyuan zhiya fazhan
zhi fenxi: yi miaolixian weili (An inquiry into hig stratum female educators’ career eevelopment,
swinging between tradition and contemporary: caselyson Miao-Li county),” (Master thesis,
National United University, 2009), 83, 89-93.

5 Chiu-yen Li, “Woguo renkou guimo yu chengchanghiuzhi tantao (Discussion on Population
Scale and Progress Inclination),” p.1,

http://www.bas-association.org.tw/catalog/arts/AEB. pdf

% Hung-jeng Tsai, “Taiwan renkou zhengce de lishigriu (Historical Formation of Population Policy
in Taiwan),” Taiwanese Journal of Sociolo89, (2007): 74, 80, 81, 82, 85.
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Taiwan>’ From 1965, the goal of family planning was to &t Lippes Loop
(intrauterine contraceptive device) in 600,000 woroé childbearing aged over five
years>® The effect of the Family Planning was extraordigatiear. From 1965 to
1974, the birth rate declined by 49.28The birth rate was 7% of that in the 1950s to
5% of that in the 1960s, and continually declinedhe 1970s. In 1983, the birth rate
was 2.1%, about the population replacement levelth& same time, the women’s
labour rate was over 4098. The reduction in the number of children greatly
influenced the life of Taiwanese women. Their tispent in pregnancy and raising
children was greatly reduced, and they had more torparticipate in social activities
and work. Furthermore, Taiwanese parents startadviest their resources in their

daughters, since they may now just have one orctwldren.

1.3.ii The influence of Chinese culture
Although it is clear that Taiwanese women’s liveavén been significantly

altered and their rights to education and politaiticipation have been improved in
the past few decades, the old traditional ideokogiiel not diminish along with the
pace of social reform and remain widely rooted @éogle’s minds at some levels. For
example, “value men and despise women” and “hasirsgn to carry on the family
line” made many Taiwanese people want to have s@tsad of daughters. According
to figures from the Department of Health, at 1e&300 baby girls have been aborted
every year because of sex-selective abortion antke dmwspitals even guarantee that

they can help women to have baby b®ysrom to the statistics in 2009 of the

> |bid., 90.

*% |bid., 87.

% |bid., 81.

See note 18 above.

“Value men and despise women! The ratio is onedheth baby girls to one hundred and
twenty-two baby boys,” Broadcasting Corporation of China August 21, 2010,
http://tw.news.yahoo.com/article/url/d/a/10082 115fQ.
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Ministry of the Interior, Taiwan was ranked as thiath country in the world which
has serious gender imbalarféeThis condition is more serious in wealthy families
and the women in this kind of family usually hawecbntinue giving birth until they
have a son; otherwise, their status might becorstable, similar to women in ancient
society®

Besides, from the previous introduction, it is clehat obedience and
incompetence are the most important requirementsvahen in Chinese history.
Naturally, if a woman is untrained professionalhdacannot leave her house for study
or work, there are few choices she can make apart being obedient to and relying
on men, since her husband is the only financiapkemp In this situation, therefore,
what kind of husband a woman marries dictates Wimat of life quality and social
status she will have. Although this social redfias changed in Taiwan in the past few
decades, this kind of notion not only has not Vaeus but has become part of the
marital concept in women’s minds. For better liviggality and the influence of
traditional ideology, most women are inclined todimy up.”

Following the gendered image formed in Chineseucgjtmen in Taiwan are
still supposed to be strong, capable and relidiite. traits of women are still assumed
to be weak, lovely and submissive. Living underhsan old-established custom, it is

easy for people to internalize the gendered imagk values and naturally follow

Html (accessed September 16, 2010); “Babies’ geradir lost balance ‘Guarantee having baby boy’
would be punished!Chinese Television Servicgugust 29, http:// tw.news.yahoo.com/articleblfd/
100829/69/2c06i.html (accessed September 16, 20G0prantee having son by fetal gender testing?
Department of Health plan to punish 59 doctorsNOWnews August 29, 2010,
http://tw.news.yahoo.com/article/url/d/a/1008292t0c6.html (accessed September 16, 2010).

62 “The birthrate declined to the lowest record gamibalance is the most serious in past six
years,” NOWnews August 31, 2010, http://www.nownews.com/2010/0813490-2641412.htm
(accessed September 16, 2010).

% Jin-hua Chu, “Shu-jen Chiu delivery a baby girhimg it is her third girl her husband is angry
she will try her most to pregnant her fourth chfltt a boy!” NOWnews September 7, 2010,
http://www.nownews.com/2010/09/07/390-

2644063.htm (accessed September 16, 2010); “Tmegblaromoting her status in family by delivering
baby boy was faill  Small S pregnant a girl shéadping that her daughter and this upcoming girl
will be good sisters,China TimesJune 21, 2007.
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them when seeking a partner. This might be the maason why the ideology of
“women marrying up and men marrying dowshdngjia xiaqu F#& ~NE)" still
widely exists and affects modern Taiwanese peophe extremely different and
unequal treatment of men and women respectively thaeisands of years has already
become the cultural sediment in Taiwanese soclekg women in ancient times,
many Taiwanese women still think that what kindifefthey can live depends on how
rich are the men whom they marry; they also deesir ttusbands’ achievements their
own. “Marrying a rooster is to live with a roostararrying a dog is to live with a dog
(chiagi sueichi chiago sueidjowas a common slang expression describing women’s
marriage in modern Taiwan.

This ideology of gender and marriage has a gréhtence on many phases in
the lives of Taiwanese people and has resulted amyndifficulties for modern
Taiwanese women and men. These difficulties andak@coblems, related to the

traditional Chinese culture, will be analyzed itefssections.

1.3.iiit Women'’s Legal Rights and the Women’s Movemet in Taiwan
In 1987, the Nationalist Party government ended rttaetial law which had

operated in Taiwan since 1949. This was a crusiahefor Taiwanese social reform
and democracy. Since the abolition of martial |3aiwan has been undergoing a
drastic and rapid process of democratization andlemozation. As well as the
flourishing of the construction industry and thenypaieforms in the fields of politics
and economics, issues relating to personal righdsfiikezedom started to be raised and
were gradually incorporated within the law. In parkar, there has been a remarkable
promotion of women’s legal status and rights, ifit@s and the labour market, in the

equality of education and the work place, and ie fnotection of their personal
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safety®® Due to the progress of women'’s rights, Taiwanessen have much more
liberty and autonomy to develop their career anéiasshievement than women in
most other Asian countries do. Therefore, many woaergoy independence and make
considerable contributions in their professions.

The reason why Taiwan so quickly transformed intsomiety which has
undergone notable advancement in terms of gendeliggin just two decades can be
attributed to the efforts of the women’s movemewhong the vigorous activities of
the social movements in Taiwan, the women’s movengedistinctive, having made
an unusually large advancement and considerabéé peggress. Instead of taking to
the streets or arranging parades to seek chakgenbst of the other Taiwanese social
movements, women activists have applied revisidnth® law and created decrees
directly. They usually seek an alliance with thgiséators who have cared about
gender issues for a long time or who are interestestme specific decrees, because
the lawmaking or law revisions rely on the legistat propositions in the legislative
assembly. This difference in the reforming approfom other social movements is
due to the background of the community members.tMiasvanese women activists
are from academic circles; most of them are schk@dad some are lawyers and legal
professionals. Consequently, they adopted thismnuon but efficient way to elevate
women’s rights in Taiwan. The process of the Tasgnwomen’s movement will be
briefly illustrated below in three periods. The demarcation of the Taiwanese
women’s movement is not identical in each scholawsk, but the establishment of
the magazine publishing house Afvakeningin 1982 is generally seen as the most

important event and a watershed for women’s rights.

® Hsiao-chin Hsieh and Chueh Chang, “The Developmehtthe Women's Movement and
Women’s/Gender Studies in Taiwan,”@ender, Culture and Society: Women’s Studies iwdaieds.
Xé/ei—hung Lin and Hsiao-chin Hsieh (Seoul: Ewha Wombiniversity Press, 2005), 21.

Ibid., 23.
 Ya-ke Wang, Taiwai Funui jiefang yundongshiA History of Taiwanese Women's Liberation
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Before 1982, the most significant event in the Baiese women’s movement
was the publication of a book by Annette Lu (1944entitled New Feminismin
1974%"  Lu had returned to Taiwan three years after shgdgbroad in the United
State€® She advocated feminist beliefs and invented tbegasi: “Being a human
before being a woman”. Although this beginning eiWanese feminist activities was
soon interrupted, since Lu was imprisoned for hewvoivement in an
anti-governmental democracy movement, her effoagehusually been seen as the
first appearance of feminism in Taiwan and had befmential at that timé&?

After Lu’s imprisonment, Yuan-chen Lee (194%- a college instructor,
established the publishing houseAsvakening(Funu Xinzhj in 1982 to continue the
propagation of feminis’ Due to the conservative atmosphere under maatialim
Taiwanese society at that time, any social moverhent been seriously restricted.
Setting up a publishing house, therefore, was arflexible approach. As Hsia-chin
Hsieh and Chueh Chang observe, “[tlhrough the mpmitvakening they introduced
feminist thoughts from the West, discussed womes&ues, [...] raising and
developing women’s consciousnes$s.”

Five years later, the martial law was ternmedatThe ending of martial law
made the year 1987 a watershed for Taiwanese datimation’> The energy of
social reformation, which had been long oppressedame an outburst, including the
women’s movement. In 1987, the pioneering womeniig that ran théwakening

magazine changed its name to the Awakening Fownddt began to concentrate on

Movement) (Taipei: Juliu Books Company, 1996), 296.

®7 Hsiu-lien Annette LuXin nuxingzhuy{New Feminism) (Taipei: Youshi, 1974).

Lu was a candidate for the vice presidency of teenDcratic Progressive Party and the first woman to
win the Taiwanese presidential election. Hsiu-lignand Shui-bian Chen were the vice president and
president of Taiwan in 2000 and 2008.

% Hsieh and Chang, “Women’s Movement,” 25; WaTajwai Funui jiefang yundongsh28.

Hsieh and Chang, “Women’s Movement,” 25.

" bid.

™ Ibid., 26.

2 Ibid.
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the political innovation and legislation for womenrights. The Awakening
Foundation has been guiding the trends in womessges in Taiwan up to today.
Furthermore, many women'’s groups and organizatiane been established one after
one, like the Taipei Warm Life Association for Womand the Taipei Women'’s
Rescue Foundation, both founded in 1988, and thpeilaéAssociation for the
Promotion of Women’s Rights in 199%.Every women’s organization has its own
emphasis and areas of concern, including childtiputss, and women’s equal rights
in school systems and participation in the laboarkat. Of these women’s groups,
the Awakening Foundation has attracted most wonmrefegsionals and scholars at
universities. Its priority is to promote women’'sitsis and rights through legislation. It
is also engaged in the education of gender equalitymost cases, the Awakening
Foundation took the initiative, and various womegreups and organizations joined
the fight for gender related social issués.The most significant gain was the
Children’s Welfare Law which was passed in 198®rommote the rights and interest
of children, especially of girls. The purpose oisthtaw is to ban child prostitution,
human trafficking and the pornography industryit marked the start of the following
extraordinary period of the legislative processardmqmg women’s rights.

In this period, the women’s movement and legistatprogress flourished.
Numerous laws about women’s rights and gender gguaére drafted and passed.
Although women would not be clearly written inteetlaws as the protected object, it

is women who are the victims or disadvantaged istmealistic social conditions. The

3 |bid. Currently, there are sixty-seven women’sup® in Taiwan. The important ones and their
concerns are: The Awakening Foundation has beewote@wvto legislative revisions and issues of
transnational immigrant wives; the main concerihef Taipei Warm Life Association for Women is to
help divorced people and single parents; the Tafg@nen’s Rescue Foundation is for women who
have suffered from violent marriages; and the Tiai@sociation for the Promotion of Women'’s Rights
has been focusing on women'’s health issues. Tfosnration is from the website of Taipei Association
for the Promotion of Women’s Rights (TAPWR): htfasww.tapwr.org.tw/news_deta.asp?newsid=53
(accessed July 31, 2010).

" Hsieh and Chang, “Women’s Movement,” 27.

® Ibid., 28
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enactment of these laws contributed to the reméskadbzancement of women’s rights.
Some of them are illustrated here to highlight thenges that promoted women'’s
status. In the area of safety and freedom of wosneodies, there were the Prevention
of Child and Youth Prostitution Law passed in 198% Prevention of Domestic
Violence Law in 1998, and Revisions of the Crimikade on Rape (revised from
complaint to public prosecution) in 1999. With regyto the general rights in women’s
daily lives, the Gender Equality in Employment Less enacted in 2002, forbidding
discrimination in work places and instituting paegnleave, the Gender Equity
Education Act in 2004, implementing gender equahtgurricula and resources at all
levels of schools, and the Sexual Harassment Ptiemefict in 2006, confirming that
any kinds of sexual behaviours or words violatirteos’ intentions is a kind of
criminal behaviouf?®

These decrees have been deeply influential on hadged women’s lives in
Taiwan. Because of the legislative progress, Taégsanvomen have started to have
official and fair access to seek protection anddéonand their rights when facing
harmful situations. The key achievement of thisdiegion is that it brought what used
to be seen as private issues in old Taiwanese tgoti® the public spher€.
Currently, through the efforts and leadership @& Bwakening Foundation and other
feminist activists, some issues have also beemstsd and a common consensus has

been sought, such as abolishing the criminal lawdritery.

[.3.iv Women'’s Studies in Taiwan

% |bid., 44.; Hsiao-tan Wang, “Sinbie yufalui (Gender andv).4 in Sinbie sianduyu Taiwan sehui
(Gender Dimensions in Taiwanese Society), edsirfuHwang and Mei-hui You (Taipei: Juliu Books
Company, 2007), 162; the information about sexumla$sment is from the following webpage:
http://forum.yam.org.tw/bongchhi/old/

light/light205-1.htm (accessed July 31, 2010).

" l-weng Peng, “Funui yundonhan jenji (The Women’swdment and Politics),” iSinbie sianduyu
Taiwan sehu{Gender Dimensions in Taiwanese Society), eddingu-dwang and Mei-hui You (Taipei:
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Like the women’s movement, the development of wdsigender studies in
Taiwan moved from being barren to fruitful in juato decades. Along with the rapid
development of the women’s movement, women’s/gesstigdies also flourished in
the 1990s. Gender studies and the women’s movemetually nurtured each other.
In 1985, the first women’s research centre was dednHsieh and Chang pointed out
that “[t]he establishment of the Women’s Researobgfam at the National Taiwan
University in 1985 became the model for the dewelept of women’s studies in
Taiwan’s universities™ In 1995, there were four research units for womeitidies
built, all based at universitiés. Currently, there are ten programmes, institute an
research centres on gender/women’s studies in @amaderganizations and on
university campuse®. Each of them has its own specially developing emsjshand
these various research concerns composed a themvigpnment for women’s studies

in Taiwan®!

1.3.v Women'’s Political Participation in Taiwan
In the dimension of women’s rights, other than d&jing laws to protect

women, women’s political participation is anotheuaal concern for the feminist

Juliu Books Company, 2007), 191-193.

8 Hsieh and Chang, “Women’s Movement,” 22.

 Ibid., 49.

% Ibid., 48.

8 These academic units and their concerns and tinestablishment are briefly listed here: Research
Center on Gender Studies at Kaohsiung Medical Usitye(Promoting gender equity education, 1991);
Research project and group on women'’s history ideno China at the Institute of Modern History at
Academia Sinica (women’s history in modern Chin@92); Taiwanese Feminist Scholars Association
(supporting cooperation for feminist scholars, 1)993raduate Institute of Building and Planning
Gender and Space Programme at National Taiwan tsityégender and space teaching, 1995); Center
for the Studies of Sexualities at National Centtalversity (sexualities and gender minorities, 1995
Women and Gender Programme at Natioanl Cheng Kumgeksity (providing gender studies courses,
1995); Center for Gender and Communication Stuaieshih Hsin University (offering gender studies
courses, 1995); Gender and Culture Program at HaidJniversity (offering gender studies courses,
1995); Chinese Women's Literature Program at TamHKaniversity (organizing study groups, 1998);
Graduate Institute of Gender Education at Natiégt@ihsiung Normal University (offering MA degree
program, 2000) and Research Center on Gender andyFa National Changhua Normal University
(offering gender education workshops and cours@872 This information is maily extracted from
Hsieh and Chang, “Women’s Movement,” page 48 andrbhas checked and updated by the author.
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groups. Women and men gained voting rights simattasly in 1947 in both China
and Taiwan. This was just a year after the congiiwf the Republic of China (ROC)
had been passed. Afterwards, in 1949, the Chinesermlist Party government was
defeated by the Chinese Communist Party in civil ard retreated to Taiwan. The
government in Taiwan still followed the constitutjomational name (ROC) and voting
regulations which had been enacted while they rGleitha®?

In addition to voting rights, the constitution alststituted the reserve-seats
system for women because of the personal influendke first lady, Mei-ling Song
(1897-2003, President Kai-shek Chiang’s wife)t was a very unusual measure in
Asia and made Taiwan a country where women pagieg in the governmental
structure and legislative bodies far earlier thhaytdid in other Asian countries,
including Japan and South Kor¥aBecause of the reserve-seats system practised in
Taiwan, as Chang-ling Huang analyzed, “[clJompacethbst Asian countries, Taiwan
has a higher percentage of women holding electédedf® Moreover, in recent
years, women’s groups successfully ensured that dlde reserve-seats system
transferred to the new gender quota system in treimations for every political
election. This aims to promote gender justice agekit both genders. Therefore, the
essence of the gender quota system seeks a geatisrcdy instead of using
reserve-seats as a protective measure of seeingmwasna disadvantaged gréiip.

Although being a woman does not necessarily meainstie has consciousness
of gender equality, the “presence” of different e is still importanf’ The

heterogeneous parts composed in one group arteetia@f of a real society.

8Chang-ling Huang, “Strength in Numbers: Increasditigmen’s Political Participation in Taiwan,” in
Gender, Culture and Society: Women’s Studies invdmi eds. Wei-hung Lin and Hsiao-chin Hsieh
(Seoul: Ewha Womans University Press, 2005), 279.

% Ppeng, “Funui yundonhan jenji,” 184.

Huang, “Strength in Numbers”, 274.

% Ibid., 273.

% Ibid., 275, 287.
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1.3.vi Brief Comparison with Other Asian Countries

In general, women'’s rights and social statu3aiwan are much better than in
most Asian countries. Due to the economical disathges, many women in other
Asian countries traveled to Taiwan to be workersvores. Most of them are from
Vietnam, the Philippines and Indone&{aThey come to Taiwan as domestic helpers
in wealthy families and as wives in poor familfsin Taiwan, according to the
statistics for 2006 from the Council of Labor Afiaiover 60% of foreign workers are
Asian women. The number of transnational marriedpfeis also overwhelmingly
centered on women. No matter of which status they many of them have an
inferior social status and have difficulties withtagrating into Taiwanese society
because of the problems of language and sociaés#luThe reasons why they chose
to go to foreign countries are mainly linked to tbe social status and adverse living
conditions of women in their home countries, such wolent marriages and
economical pressure.

Other than these countries, women'’s rights in saspects in Taiwan are also
better than in other industrialised Asian countriéensidering political participation,
Chang-ling Huang illustrated that “[in] the currebégislative Yuan, the highest
legislative body in Taiwan’s political system, 50t @f the 225 members are women.
By comparison, the percentage of women in legigtatbodies in Taiwan’s

neighboring Asian countries is significantly low&/omen currently hold only 6% of

87 Peng, “Funui yundonhan jenji,” 191.

8 Ppei-chia Lan, “Sinbie yu quaquo shienyi (Gendet @&ransnational Migration),” isinbie sianduyu
Taiwan sehu{Gender Dimensions in Taiwanese Society), eddingudwang and Mei-hui You (Taipei:
Juliu Books Company, 2007), 227, 239.

% |bid., 232, 233.

% |bid., 239.

% |bid., 233, 234.
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the seats in the South Korean National Assembly74adn the Japanese Diet"The
high percentage of women in the political systerawshnot only that the rights of
women’s political participation are well institutdat it also partly enables women'’s
rights to be well discussed and legislated.

Regarding the general life of women, most ned@iwanese women usually
continue to work and develop their professionsrafietting married or having
children. In some cases, women might decide toaténpme for several years to take
care of their children before they start school, aggce the childcare costs for two or
more children is too expensive and might alreadgeed their salary. In other
industrialised Asian countries, like Japan and Bdidrea, it is also taken for granted
that women work before they get married, but atet they are strongly expected to
stay at home and be housewives to take care af hlnsbands’ and children’s daily
needs. In the book of comparing women’s statusajpad and Taiwan(Gendered
Trajectories: Women, Work and Social Change in dapad Taiwan,the author
Wei-hsin Yu noted that “the demand for married waime¢ime and labor at home is
generally higher in Japan than in Taiwdh.In most Asian countries, the patriarchal
hegemony is still prevalent and women are expettede subservient to their
husbands. Since the social condition of seeing woasebelonging to the family and
that they should obey their husbands, as Yu comsnéme “[...] workplace climate
has been more hostile and job conditions lessklexXor married women in Japan. In
turn, Taiwanese women are argued to have percaiv@gher level of compatibility

04

between work and family than their Japanese copater.”" The social condition

means Taiwanese women have more chances to atthachievement.

92 Huang, “Strength in Numbers,” 274. In the elect@n2001, 50 out of the 225 (22.2%) members
were women and 47 out of the 225 (20.9%) were wome2005 in the highest legislative body in
Taiwan. This data is from Peng, “Funui yundonhanji j&185.

% Wei-hsin Yu, Gendered Trajectories: Women, Work and Social ChaimgJapan and Taiwan
(Stanford: Stanford University Press, 2009), 95.
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1.3.vii Conclusion

From reviewing women’s rights and social statu Taiwan, we can see that it
has undergone a considerable advancement in théwmaslecades. In a limited time
period, the legislation and propagation of gendguaéty has obtained admirable
results. Although it was initiated comparativelytelawomen’s rights and living
conditions in Taiwan are far ahead those in othera’ countries currently. The
women activists’ status and specialty is the reasby the women’s movement can
achieve what the other Taiwanese social movememtseforms cannot. Unlike the
approaches that the other social movements usadiypted, women activists built
foundations or associations as their agency andensfidrts directly in the field of
legislation.

Moreover, sometimes, the laws even attracted puddtiention and inspired
discussion after they had been passed. The adeaotdlyis kind of approach is that it
is the fastest way to change the realistic conalitlbodoes not need a long period of
waiting for the public to form a common consensufothe protest voice to become
loud enough to be heard by the government. In @mddithe feminist activists are
familiar with and have expertise in gender relagsties and women’s problems. Their
efforts changed the status of Taiwanese womenerfi¢tds of politics, the family, the
work place, economics, education and many othandigituations. The endeavours
and performance of individual woman in every sphaiso modified the old
impression held by Taiwanese people of women. Noagern Taiwanese women can
dream and believe that they could do many thingehvivere impeded prior to the
advent of the women’s movement.

Currently, women’s organizations and groups apntinually engaged in

% Ibid., 70.
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promoting gender equality. Through the efforts riyalny The Awakening Foundation,
in April 2010, the civil law about adults who changheir surname was passed.
Afterwards, adults can freely choose their surndollewing each of their parents,
instead of using father's surname for their whoietime.”® In addition, the
Awakening and many women activists have been triongpbolish the adultery crime.
However, it has induced serious protestations fanynyears, since most Taiwanese
wives thought that this law is a useful instrumienprotect their marriage. Therefore,
The Awakening Foundation has frequently held lexturo air their opinions. The
appeal of the Awakening is that human feelings khoot be punished by criminal
law. Women activists consider that it would bringona respect and an equal

relationship between the gendéts.

[.4 The Difficulties Faced by Women in ContemporaryTaiwan

l.4.i Marriage

Enjoying the abundant achievements of the womengeament and sharing the
rights and opportunities which were mainly avakalbbd men, modern Taiwanese
women have many more chances and increased indapandhan before. Through
the legislation and propagation of gender equaltymen’s position in education, the
family, the work place, political participation amtonomic status, have undergone
great advancement. In present day Taiwan, howes@ne problems have been
created and these have changed the picture of wehners.

One of the main problems for modern Taiwanese woisemarriage. The

traditional ideology of “women marrying up and mararrying down” §hiangia

% The Awakening Foundation, “Cong muxing cong fuxaig@ngnianren ziji jueding (Adults Can
Freely Choose Their Surname Following Each of TReirents),”http://www.awakening.org.tw/
chhtml/news_dtl.asp?id=509 (accessed July 31, 2010)

% The Awakening Foundation, “Petition the Public fabolishing the Adultery Crime,”
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shiachy and “men are superior and women are inferiadngao nuidi influence the
patterns of marriage of Taiwanese men and wothéfhe result is that women who
have a higher level of education, achievement agel laave restricted marriage
opportunities® This traditional marriage model has contributedrtany Taiwanese
women, who have good social capital, remaining urieth® As Pei-chia Lan
demonstrate in her article, “Over three tenthsaWwanese women aged from 30 to 40
are unmarried, and a quarter of those aged 35 tard@nmarried. This ratio is the
highest in the world, except for Francd8” Along with the progress of women's
rights in many aspects, women are now more equhthare similar resources to men
in numerous aspects. Nonetheless, most Taiwaneseematill, like women in the
past, want to “marry up”. At least, they want tormgaequal; it is still hard to accept
marrying down, so many women cannot find properitalapartners. They expect
their husbands have more social capital and adgastthan themselves, such as a
higher salary, taller figure, better job, betterueation and a better family

background® This has made marriage more difficult than beftreancient Taiwan,

http://www.awakening.org.tw/chhtml/news_dtl.asp@d# (accessed July 31, 2010).

9 Lan, “Sinbie yu quaquo shienyi,” 231; Pei-chia |&Busen Buwhen yoezeyoung (No Marriage, No
Children, So What?),” icommon Wealth Magazi®l0 (January, 2010), http://www.cw.com.tw/
article/index.jsp?id=40106 (accessed July 22 2Q1¥ing-duan Li, “Qianshou chutoutian - kuaguo
hunyin zhong Taiwan nanxing hunyin diaoshi yu xiaxugiu zhi yanjiu (A Study on the Adjustment
and Learning Needs of Taiwanese Husbands in Crdssral Marriage),” (Master thesis, National Chi
Nan University, 2006) 2, 10, 11.

% According to a survey conducted by Xuan-yi Hwafegnale professors and doctors find it hard to
find husbands; even if they could accept to marafermasters, those men who have master’s degree
still want to follow the tradition of “marring dowrand do not want to marry female doctors. Those
married women whom Hwang interviewed, who have B FElkgree, met their husbands while they
were young and had not studied for a PhD yet. titaah, their husbands are professionals and have a
much higher salary, so these men can feel balaawegdiet compensation for their masculinity. Even so
one of them was forced to study for a PhD becausephrents could not accept that their
daughter-in-law has a higher education than their see Hwang, “Waijie nuxing,” 51, 52, 83, 89-93.

% Lan, “Sinbie yu quaquo shienyi,” 231.

190" | an, “Busen Buwhen yoezeyoung,” (accessed July(D).

101 For example, the data demonstrate that 76.27%emiale university students want their future
husbands to be older than them (6.14 year on a@gr88.07% of them want men who are taller than
them (11-20 cm on average), and about 70% of thamt wien to have better economical ability than
them. As for educational background, 44.00% of theamt men have with more qualifications than
them and 42.4% can accept men who are equallyfigulbio them, but just 0.27% can accept husbands
with a lower education than them, see Shin-di Shfajpei xianshi daixuesheng zeou tiaojian zhi
yanjiu (The study of mating preferences of the arsity students in Taipei city and Taipei county),”
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it seemed easy for women to marry men who had rmdvantages than themselves,
since the social constitution gives men more vestilests and benefits than women.

Also, this kind of social climate has made it aiffit for a lot of Taiwanese men
who have an inferior salary and class to find &wonsequently, these men who are
disadvantaged in the Taiwanese marriage market lbese seeking the opportunity to
marry Chinese or Southeast Asian women who atérggfior to them in economical
ability.*®? In 2009, 15% of brides in Taiwan were from foretuntries, mainly from
Southeast Asi&®® The commercialized international marriage has idlex these men
who are less competitive in the local marriage rawkith another solutiof?’*

The information from the Council for Economic Riamg and Development
demonstrates that “only 32.15% of Taiwanese womgedafrom twenty-five to
twenty-nine have spouses. This means that as marsgaen-tenths of women are
unmarried during the traditional marital age. Thene age range’s marriage rate is far
lower than in South Korea (49.55%) and Japan (3998)Furthermore, a third of
Taiwanese women aged from 30 to 35 remain unmartie@onsequently, the age of
Taiwanese first marriage has continually risen esdthed its highest level for the
past forty years. In 2009, the average age of iin@triage of bridegrooms is 31.6 and

for brides is 28.9%” The number of those getting married for the fiiste in 2009

(Master thesis, National Taiwan Normal Univers&904), 5, 6, 20, 21, 82-90, 96.

192 See note 37 above; Ya-zhen Chen, “Waiji peiou stieng de hunyin guan yu hunyin shenghuo
(Martial experiences of the husbands with foreigves),” (Master thesis, Tzu Chi University, 2006).
193 This data is from Dr. Daniele Belanger at the énsity of Western Ontario. See Nin-kang Wu,
“Research: More and More Asian Men are Forced tornMdoreign Wives,” Radio Taiwan
International July 26, 2010. http://news.rti.org.tw/index_
newsContent.aspx?id=8&id2=2&nid=251529 (accessgd2h 2010).

194 see note 36 above.

195 Jung-fu Chang and Hui-mei Fan, “The Availabilitdex of unmarried men and women in Taiwan”
(paper presented at the annual meeting for thee§oof Demography, National Taiwan University,
Taipei, Taiwan, April 29-30, 2010).

1% Shio-mei Lin, “Only Have One Child on Average ah has the Lowest Birthrate in the World,”
United Daily NewsNov. 28, 2009.

197 Chia-jen Hsien, “Married People are Reduced Agdmicst marriage has Reached its Highest
Level,” Central News Ageng¢yune 27, 2010. http://www.cha.com.tw
/SearchNews/doDetail.aspx?id=201006270062&q= (aeck3uly 10, 2010).
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has also declined to the smallest amount in thetpasity years ®

Following the late marriage and high unmarried,rate2009, Taiwan had the lowest
birthrate in the world®® The Ministry of the Interior claimed that the birate in
Taiwan has continually fallen over the past tenryeand reached its lowest rate of
0.87%™° The average number of children that each womaergées is less than one.
In Hong Kong and Japan, the average number isntl3 & respectivel§t*

Economical concern is another crucial reason whydiaese people tend not to
get married and have childrélf. In the social climate of Taiwan, as Catherine iBarr
discussed in her research on Taiwan, “[m]en allecstisidered the main providers for
their families, and women'’s work in the labor foiseseen as supplemental household
income.™*® Due to Taiwanese traditional values, raising ailfais the financial
responsibility of men. This phenomenon also reflébat “women are marrying up.”
The duty of the financial burden makes many simgén who just have an ordinary
salary and struggle to maintain a living afraidget married or have childréf
Although the double-income family is a common caindi currently, men are still

supposed to take the main responsibility for sagtgia family.

198 |_ping Tzeng, “Don’t get married  First marriageople declined to the smallest amount in the

past twenty yearsChina TimesJune 27, 2010. http://www.cna.conm/8earchNews/doDetail.aspx

?id=201006270062&q= (accessed July 10, 2010).

199 Shio-mei Lin, “Only Have One Child on Average Wan has the Lowest Birthrate in the World,”

United Daily NewsNov. 28, 2009.

10 Nan-sun Lin, “Taiwanese birthrate Declined to Itheest level in the world,BBC Chinese

Website Feb. 6, 2010. http://www.bbc.co.uk/zhongwen/tradiness/2010/02/100206_taiwan_birthrate
.shtml (accessed July 10, 2010).

11 pj-hua Hsu and Yu-jun Shu, “The birthrate in Taiwathe lowest in the world in the last year,”

United Daily NewsJan. 14, 2010; Ho-zhi Hsan, “Taiwan zero popatagrowth in 2017, 'Chinatimes

May 14, 2010, http://life.chinatimes.com/2009Cti&hnel/Life/life-article/0,5047,11051801

+112010051400076,00.html (accessed 10 July).

12 Chia-jen Hsien, “Scholars: Social values and eotinal pressure Late marriage became

common,”Central News Agen¢yune 27, 2010. http://www.cna.com.tw/SearchNeaBé&dail.aspx

?id=201006270085&q (accessed July 10, 2010).

113 Catherine S. P. Farris, “Women’s Liberation Untieaist Asian Modernity’ in China and Taiwan:

Historical, Cultural, and Comparative Perspectives,Women in the New Taiwan: Gender Roles and

Gender Consciousness in a Changing Socistg. Catherine Farris, Anru Lee and Murray Rubins

(London: M. E. Sharpe, 2002), 362.

114 Chien-lin Shi, “Modernization leads people to d&memarry and have childrenTaiwan Lihpa
July 7, 2010.
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These analyses show that the difficulties that &aese women face regarding
getting married and having children result fromlisti@ conditions. Most Taiwanese
women still deem that getting married is a necgssang to do in their lives. A
survey conducted by Academia Sinica indicates tivar half of Taiwanese people
consider that a bad marriage is better than remginnmarried. The ratio is the
highest in the world and far exceeds the rate @ fshcond highest country, the
Philipines (27%)'*> “Most Taiwanese women did not ‘choose’ or ‘decidet to get

married. They cannot get married because thereapeoper men**®

l.4.ii Physical Appearance

In women’s lives, the concern about appearanceasnually attracted much
attention. Jeniffer Saul, in her bodkeminism indicates the efforts that modern
women make towards their appearance: “Women [...h@pEnormous amounts of
time, energy, and money trying to achieve the regigearance for their faces—even if
the current look is ‘natural™’ She also points out that women today are under
pressure to achieve a “culturally desirable bdtiand are anxious to perfect their
image through their bodies, faces, clothes, andements:'® Saul's discussion is
mainly located in the UK and the U%. Nonetheless, the trend of emphasizing and
perfecting the appearance of women is not justicestl in these regions, but is a
common difficulty which women confront and prevaits many modernized and

capitalistic countries, including Taiwan.

15 | an, “Busen Buwhen yoezeyoung.” (accessed Jul§(PD).
116 H
Ibid.
17 Jennifer M. SaulFeminism: Issues and Argument®xford: Oxford University Press, 2003), 148,
149.
18 1bid., 145.
119 1pid., 145-151.
120 1bid., viii.
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In Taiwan, recently, the social climate of concatitrg on women’s appearance
is getting stronger. In addition, the huge numhs&rsinmarried women who are of
traditional marital age have strong driving forcesd motives to sustain their
attractive appearance. According to the statistibe, beauty treatment market in
Taiwan makes annual profits of 7 hundred billionwN&aiwan Dollars (about £14
billion) and the yearly growth rate of cosmeticgany is over 20%* Women in
Taiwan are encouraged to devote themselves to mgakdressing up and small scale
cosmetic surgery. The proverb frequently heardaiman, “no ugly women, only lazy
women”, demonstrates the common value that womerthas ones who can decide
whether their images are glamorous or not and shtake full responsibility for
presenting a beautiful image. Surrounded by theosgpimere of pursuing beauty,
women have been following the trend and fashiompafecting their image. Susie
Orbach indicates the pressure on women: “It is itttBvidual woman who feels
herself to be at fault for not matching up to therent imagery**? Beauty is a
capital which is easily noticed and may be a reddyi easy one to obtain compared to
other capitals, like academic background or worlalifjoations. Beauty is thus
becoming critical capital, no matter whether in tharriage market or in the work
place.

The climate of overwhelmingly focusing on appeaeamg Taiwan can be
clearly illustrated from some social events whicbvoked a fierce controversy as |
will shortly describé? In recent years, women'’s bodies and beautiful Satave

become useful instruments in commercial pursuitsows girls have an exposed

2L gih-jie Li, “Zhongnian nuxing weizhengxing juanti shijian zhnya - yi dataibei
diqu weili (From a study of petit cosmetic surgemactices for the middle-aged
women in Taipei ared)Master thesis, Shih Hsin University, 2010), 4.

122 Orback,Bodies 92.

123 «Beauty’s devotion is not less than Professdisiotion’ Xue-hen Ju criticized the president of

National Taiwan University,The Liberty TimesJune 5, 2010, http://iservice.libertytimes.com.tw
liveNews/news.php?no=373200 (accessed July 10,)2010
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dressing style at various selling exhibitions obdo furniture, cars, houses, electric
appliances and computers to promote commercial uststf* Local governments
have even held beauty contests or beauty showsddteting vegetable$® It seems
that beauty is the main concern in many activitieaiwan. In recent years, a woman
engaged in any occupation could become a populas eeent if she is beautiful. On
TV or other media, it has been frequently repottet a beauty was doing her job,
such as a beautiful teacher, students, nurse, llaxiok, police officer, prosecutor,
etc!?® These women would be news not because they wadehthan other women
or men in the same occupations, but merely bectheseare beautiful. A new noun
which means (young) beautiful womerhengmeiwas even invented as part of this
trend'?’ The new nounzhengmeihas been employed in the everyday media and is
widely used in numerous kinds of activities in mod&aiwan®® This zhengmei
phenomenon partly represents the frenzied atmospberemphasizing women'’s

129

physicality.

124 Wei-ju Zi and Jen-pei Liu, “Show girls dare to aban the title of students of National Taiwan
University?”United Daily NewsJune 7, 2010. http://www.udn.com/2010/6/7/NEWSKI®N/X1/
5647512.shtml (accessed July 10, 2010).

125 7ao-xiang Liao, “Attractive women exposed theiabtful legs  Advertising the sprout of wild

rice stem from Nantou countyChina TimesAugust 27, 2010,
http://news.chinatimes.com/domestic/0,5248,11058619010082700057,00.html (accessed
September 4, 2010); Jing-li Pong, “Chiensan ricedtes Chuchien Princess recommeriche

Liberty TimesJune 27, 2010; Jin-min Chen, “Changhua countyPtirecess Grape election  Ask for
beauty by a lot of money,” The Liberty Times, Apéb,
http://www.libertytimes.com.tw/2010/new/apr/29/tgetaipei7.htm(accessed September 4, 2010).

126 « ‘Fijve belles in National Taiwan University’ ar@ot enough? People use internet for
overwhelmingly searching ‘thirteen babes in NTU! 'NOWnews April 4, 2010.
http://www.nownews.com/2010/04/04/11490-2587641 lfamcessed September 1, 2010); Min-hong
Chou and Zheng-quo Hsu, “Zhengmei police flower t Ho the internet,” The Liberty Times
December 17, 2008. http://www.libertytimes.com.®@8/new/dec/17/today-soll.htm (accessed
September 1, 2010); Hsu-lei Hwang, “Anti-bribery edBity prosecutor sing it for youThe Liberty
Times August 7, 2010, http://www.libertytimes.com.twiZnew/aug/7/today-southl1l.htfaccessed
September 1, 2010).

127" Fu-min Yen, “News profile/Zengmei is simple, cated sweet,'United Daily NewsSeptember 1,
2010, http://www.udn.com/2010/9/1/NEWS/NATIONAL/NAB/5821685.shtml (accessed September
2, 2010).

128 Fy-min Yeh, “Zengmei is popular and enchanting W\&he business benefits are 8000 billion
dollars,”United Daily NewsSeptember 1, 2010, http://www.udn.com/2010/9/MrEZNATIONAL/
NATS3/5821889.shtml (accessed September 2, 2010).

129 Nuwang, “Zhengmei economics\Women (November 20, 2009), http://www.wo- men.com.tw/
blog/detail.aspx?cid=37&id=1505 (accessed Septerlb&010); Shia-chin Wang, “Chia-rui Chu yu
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This trend of emphasizing the appearance ohgavomen and female students
is becoming feverish and unresisting in currenw@ai. This phenomenon mainly
resulted from and continues to be inflamed by ttevgdence of web-photo albums in
Taiwan. An increasing amount of female college shisl have been uploading their
photos to their own on-line photo albumi8.Taking the biggest photo album website,
wretch, as an example, beauty photos occupy alewéngy percent of the wretch
on-line album and over fifty percent of these bgaythotos have sexual
implications™' By 2009, it had been accumulated thirty billiorofs in total and six
million photos were being uploaded every d&yThere are over a million clicks and
views of the five most popular beauty albums pentn@nd over a thousand a d&.
Viewing these beauty albums has becoming a commisark activity for Taiwanese
men®** Following this fevered trend for showing one'sfselage as a cute, sweet or
sexy woman on the internet, many female student lbeen voted for by male
viewers, such as “the five belles at the NatiorsaW&n University”, “thirteen babes at

the National Taiwan University” and “five beautiest National Chengchi

University”.**® Many beauty students who are famous in the intewmld have

Weng-hwa Wang: Xiongbu shi bama geide, xiong jirsjhigeide (Chia-rui Chu and Weng-hwa Wang:
Breasts are given by parents, views are given Igjes),” Cheers (August, 2010),
http://www.cheers.com.tw/doc/page.jspx?id=40288aB684b012a374cd7c701c6 (accessed
September 2, 2010).

130 Fu-min Yen, “Everyone loves zengmei Sweet zengmée most eye-attracting,” United Daily
News, September 1, 2010, http://udn.com/NEWS/FASHFAS2/5821953.shtml (accessed
September 2, 2010).

131 yu-pei Chang and Mon-rui Yeh, “Meimou dezuchounsia ninshizai wanglu xiangbude quanli
tansuo (The curse of beautiful face: the powerfiewing of male gaze on web-photo albums),”
Research of Information and Socidfy (July, 2008): 253. Hui-jie Pang\VIieili rensheng: Wanglu
xiangbu shequn de hudong hangwei yanjiu (From Ifealife: Study on interaction

among web-photo-album communityMaster thesis, Chengchi University, 2005), 9.

132 “nretch website by social network service Regiatemembers over six and a half millions,”
Business times, October 9, 2009, http://www.busitiers.com.hk/a-20091009-37576/internet100922
(accessed September 2, 2010); Zhong-yuan Hwangelfemk and plurk arising Wretch’s grow slow
down,” China Times, October 9, 2009, http://blognetimes.com/blognews/archive/2009/10/09/
439792.html (accessed September 2, 2010).

133 Chang and Yeh, “Meimou dezuchou,” 254.

3% bid., 256, 259, 260.

135 “Five belles in NTU become famous Four beautieCU become advertising start§iha news
July 10, 2010, http://news.sina.com.tw/article/20400/34716%tml;
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opportunities to appear at public events or on TV.

In addition, many TV advertisements were full didl, sexual implications and
highlight women'’s exposed bodies, from selling vidmmes, green tea and numerous
products'*® Although these ads provoke protestations from résts and feverish
discussions among the publi, focusing on women’s appearance is still an ongoing
tendency in current Taiwan.

As part of this trend, more and more women not qaly attention and devote
energy to their appearance; they even take jobshmMmainly show their faces and
exposed body, including many female students fioenbiest universities in Taiwan. In
June 2010, the most well-known news item and despuas that the president of the
National Taiwan University, Si-chen Lee, indicatihat it was a pity that so many
female students from this outstanding universitgovenjoyed first-rate educational
resources, chose to be show girls and only expluiir appearanc&® Some
universities even held beauty student elections l#thto serious concern from the
Ministry of Education**

The anxiety about obtaining updated informationudtdashion and make-up is

also serious. In recent years, more and more mpk@agrammes have emerged on

136 Nanfanshue, “Childish face and huge breast Senagship culture,'United Daily NewsApril 16,
2009; Jen-fu Zhan, “Childish face and huge breaden can't refuse?United Daily NewsMarch 15,
2009.

137 Zhen-nin Wang, “ ‘Huge breast’ video game advertient penalty fine one million? United
Evening NewsApril 2, 2009.

138 Chin-fan Chen, “Beauty of National Taiwan Univéysi President said it's a pityCentral News
Agency June 5, 2010, http://www.cna.com.tw/ShowNews/\\alus!
_Detail.aspx?Type=FirstNews&ID=201006050023 (acegs3uly 10, 2010); Chin-fan Chen, “It's a
pity to be show girls? NTU students don't think,”s&entral News AgencyJune 5, 2010,
http://www.cna.com.tw/ShowNews/WebNews_Detail.
aspx?Type=Popular&TNo=1347&ID=201006060004 (acabssty 10, 2010).

139" Hui-chi Yang and Quei-hwa Yang, “Female studemfosed breasts for beauty contests Ministry
of Education: Not properApple Daily April 9, 2009, http://tw.nextmedia.com/applenearticle/art
_id/31533337/IssuelD/20090409 (accessed July 1D02Min-rong Hsu et al., “Beauty contests of
fruits girls  National Taiwan University stoppedpple Daily, April 30, 2010,
http://tw.nextmedia.com/applenews/article/art_id/3@807/IssuelD/20100430 (accessed July 10,
2010).
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TV.1*° These programmes have been promoting the beauty twyt are usually
disguised as feminisit' For instance, one programme’s title is “We women tae
Greatest fluizhen wozhuidg the programme’s content is full of ideas abdwatv
women should treat themselves well and show thailependence by choosing
suitable cosmetic products and dresses. Thereugre lbusiness profits behind these
high audience rating programmes. The cosmetic mtsduntroduced on the
programmes often undergo astonishing sales effé&cts.

These programmes do not just teach women how tonake-up; the most vital
thing they instruct women in is how to dress ana@mmake up through men’s ey#s.

In the narrative structure of these programmes amtherous other media about
fashion and beauty, women are meant to learn amlittonform to men’s favourite
images. The driving force behind this trend is gwgshat they build a connection
between being beautiful and marrying a rich fénFor that reason, “please men and
obtain men’s gazé* seems a guarantee of a thriving future and thesrhes the
purpose of beautifying one’s own image.

Although women spend much of their energy on thepearance, the images
which they pursue are various and changeable, simegefollow the favourite images
from the popular trends and media. The images whichmen present are thus not
stable, but chase the vogue, because fashionasaalsmportant criterion of beauty.

This anxiety to pursue fashion is similar in mangdarnized capitalist countries.

140 1n 2005, the first beauty/make-up programme “Wemea are the greatesiiizhen wozhuida
emerged on the TVBS-G channel. This programmeilisost TV now from Monday to Friday and
continually achieves high audience ratings. Itsybaity has made many other similar programmes
emerge, such as “Beautiful Arts WorlMi¢ili yinengjig"and “My Beauty Strategywode meizhenji

on CTI TV Entertainment channel and “Fashion in s®iushin in Hous® on Channel V. See
Ting-ting Lin, “From Fetishism to Beauty WorshipginDecoding of the Narrative Strategy and
Construction of Beauty Myth in Make-Up/Beauty Prags,” (Master thesis, Shih Hsin University,
2009), 1.

141 Ting-ting Lin, “From Fetishism to Beauty Worshipgi” 1, 3, 4.

12 Ipid, 2.

43 Ipid, 119.

14 Ipid.
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Orbach mentioned this phenomenon Bodies “We are continually updating
ourselves to become a part of what is fresh andecgporary.**® To be a fashion
follower might be beneficial because of conformbogthe trendy standard and the
appreciation of beauty, but the production on @dascale made these women’s
images common and featureless, no matter in wimat &f profession they engaged.
In Taiwan, in addition, there is rarely a fixed mearelated to a profession. There are
clear images of some occupations because of tHeromisuch as nurses, but these
images do not have a direct relationship with thvesmen’s ordinary lives in people’s
minds. The case of female musicians is probablyrarsual phenomenon in Taiwan,
because people think that female musicians shoudgept a specific image even in
their daily life. In the following section, the tBfences and similarities of the images
of female musicians from the image of ordinary womeill be analyzed. The
advantages and difficulties that accompany the femausician image for female

musicians will also be discussed.

|.5 The Difficulties for Female Musicians

1.5.1 Image

Jennifer Saul has indicated the pressure ofocming to the “correct image”
which Western women face: “By ‘norms of feminingpaprance’ | do not mean the
way that it is normal for women to appear. Rathenean the standards that women
feel they should be living up td* This kind of anxiety is also prevalently rooted in
Taiwanese women’s minds. As most Taiwanese womemale musicians have

anxiety about presenting a particular image arnahditin with the standard. In fact,

4% bid, 131.
148 Orback,Bodies 93.
147 Saul,Feminism: Issues and Argumeritg4.
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this anxiety may be much more serious than thatsim which most women confront.
The image which most women pursue is selectablechadgeable, according to their
own preferences and fashion, but the image attatthégmale musicians seems more
fixed and stereotypical. For example, the mediarpged the “piano teacher” who
had an affair with legislator Wu as classy, beautivell-dressed and well-behaved.
The public even usually have detailed expectatminemale musicians which have
also been seen in the news reports about Wu'sessstsuch as gentle, big eyes and
long, straight hair. This romance partly refledte attitude which most Taiwanese
men have towards female musicians: Wu's deep weshte marry a female musician,
and many other male celebrities also admired hdr@aised her special qualities
because of her occupation.

It is an unusual phenomenon that Taiwanesplpdwmve such a definite image
of an occupation. To begin with the realistic aspexs the previous sections
mentioned, studying Western classical music neede Hinancial investment in the
long-term. It also needs parents’ devotion in teohime and energy and the whole
family’s co-operation or even sacrifices. In aduhti the special educational system
for cultivating musicians of the “music class” enbad the uniqueness of musicians
among Taiwanese people. For instance, one joutmadalled the “music class” of her
school days, reflecting most students’ impressigvhen | was at junior high school,
the classroom of the music class is far from alth# other ordinary classes. The
number of students in the music class is eventless thirty people; it is even less
than half the size of an ordinary class. It is vieayd to meet music students. For us,
the students of the music class are always mysteaad very superior. In the summer,
only they can use air conditioning while takingssies™*®

All of these practical conditions made female muasis seem high-class and to
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occupy a privileged position. The public thus gratiu developed a stereotypical
image of female musicians. Fitting into the imagghhreinforce female musicians’
status, make them distinctive and even bring thdwamtages. The potential benefits
and advantages could further motivate and infludaogale musicians to follow this
existing image. The image thus became an easy wde trecognized as a female
musician with a specific social status. Being adErmusician in Taiwan, therefore,
does not mean merely engaging in a music circlé,also living in a complicated
mechanism full of stereotypical images; female riasis not only have to learn about

the music profession, but also about the imagehicwthey are supposed to conform.

[.5.ii Marriage

Unlike the current prevalent situation of latarriage and marital difficulty of
Taiwanese women, most female musicians usuallyrgetied and have children at
childbearing age. This condition can be easilyifiedt by my personal experience.
Most of my women friends who are not musicians iemeomarried and many of
them do not have a boyfriend. In fact, in their @xgnce, it is very difficult to find a
man who is willing to get married or have a staiglationship, due to the economic
pressure and the traditional ideology of “men miagydown and women marrying
up”. In Taiwan, accordingly, many men who are iniaferior social position have
started to marry women from other Asian countries.

However, the difficulty of getting married seemsdefor female musicians.
Take my female music colleagues as an example. bfdsiem are married and have
children when they are of childbearing age. Thesesmme possible reasons for this
special condition. First, female musicians’ suppostassy, beautiful appearance is

rooted in Taiwanese people’s minds. This attradtivage is an advantage and might

148 in et al., “Diyi xifu,” (accessed September 161).
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make it easier to find a male partner. According fmll, “the priority when seeking a
wife for most Taiwanese men is to find someone \ighgoung and beautifuf#°
Second, since Western classical music is seen &sxuay profession and the
representation of high class, female musicians ase seen as engaged in an
extraordinary and noble specialty. Third, accordingsurveys in recent years, a
teacher is usually men’s favourite occupation forwde in Taiwan®® In the
Taiwanese music environment, most music student®rbe teachers. No matter
whether female musicians are teachers in schoag/erprivate lessons, in Taiwanese
people’s opinions, their working environment is glenand the payment stable. That
condition gives them more time at home to help wite housework. All of these
gualities imply that teachers can be a good wifd eould devote more time and
energy to taking care of the family. In additione tclassy image make music teachers
even more popular in the marriage market than ddeghers. Female musicians thus
have more competitive advantages in the marriag&ehand have more chances to
marry men with a higher social status.

Ironically, a male musician or male music teachas a completely different and
comparatively low evaluation in Taiwan. If Westerassical music and people who
engage in this profession are both seen as highlstatus, then why do the different
genders of the musicians attract opposite opinimra the public? The crucial points
may rest on “marriage” and “social expectation.’ade musicians are expected to
marry rich men after their education and have ugwadass mobility, so the music

profession is a good occupation for women. Howeseteacher is also what most

149 Xiang-mei Lin, “Blind date Teachers and civil e&nts are the most popular occupatiorghe
Liberty Times June 12, 2010; Zhen-quan Wu, “Female teachersharsuper ideal wives to modern
men?” Epaper (September 29, 2004), http://epaper.pccu.edetmgDetail.asp?NewsNo=5536
(accessed August 30, 2010); “Rich men engagingigh kech are the women’s favourite Female
E(segchers are men’s favourite,” China Times, Augu&003.

Ibid.
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male musicians are meant to be and it is uncommorihkm to marry up to rich
women for class mobility, since the social climatdéor men to marry down. Hence,
what they are engaged in is what their status m@stdn Taiwan, men engaged in
music and teaching children are often seen as ganunambitious career, which
does not suit traditional Taiwanese values for midms can explain why so few men
choose to study music and go to teachers collegas&juently, the advantages for
female musicians, such as the simple (or limitedjkimg conditions, a stable income
and more time in the home and for taking care effamily, are disadvantages for
male musicians according to traditional social expgons. The different standards
for women and men musicians show that the publgveay dissimilar expectations
of them. The definition of success for women is msoiccess for men. This
demonstrates that Taiwanese society has much lcareer expectations for women
and takes it for granted that women’s upward mhiglies on marriage to men.
Therefore, studying music itself is not the truas@n that makes these women
“high class.” It may be the implication and possihiture through their marriage that
makes it a promising career. The status of “musicia like a useful instrument for
marrying up for women. In Taiwan, hence, to be asigian is not simply about a
profession, but more about the musician’s gendee @ the “rewards” of being a
female musician, the fastest way to announce afaede this status is to fit it in with
the public’s imagined image of female musiciansthis mechanism, a woman who
chooses to be a musician will experience pressurehform to the typical image
from numerous sources. If a female musician dodédinoto a typical image, she
might not be able to get the potential benefiteasly as her female musician fellows.
This kind of situation thus might restrict or indloice a female musician’s
development in both her career and life. Her pd#séis might be limited because of

the typical image and then she might duplicatenalai life path as her colleagues.
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This study intends to unravel the complicated coowliunder which female musicians
study, live and work. Moreover, the relationshigween female musicians and the

image which they are supposed to present will bésanalyzed.

I.5.iii The necessity of this study

In Taiwan, many women’s studies have focused osehsomen who are in
disadvantaged groups, because their welfare, rigitésus or living conditions are
poor and need to be improved. The studies of wasnemage usually centre on the
exposed body image and dressing style, or appgrestihg women’'s bodies for
obtaining benefits. Women who are of high statuthergeneral view, such as female
musicians, have been neglected because these walready take advantage of the
common values and seem to have no problems. Howslreris not really free or
independent if a woman is restricted and expected¢onform to a fixed image
because of her specialty. Therefore, it is desgrablinvestigate how the stereotypical
image influences female musicians’ daily lives aatceer.

This study aims to trace how this image ismfed and what messages are
released from the female musicians’ image by amadyrelevant textual and visual
materials. It intends to clarify the influence dretimage of the life and career of
female musicians and on the development of Westlassical music in Taiwan.
Through these analyses, it hopes to affect the imaywhich Taiwanese female
musicians think and conduct themselves by undeistgrihe mechanism operation of
image and class mobility and seeing their own dw®if motives and presentations.
Furthermore, this research will develop a theogt tould be used in other contexts

about image, class and women who are of similansta that of female musicians.
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Il. Literature Review

The effect of image on female musicians has beetelwi examined and
recognized by scholars. As Lucy Green statédusic, Gender, Educatiofiwhen we
listen to a woman sing or play, [...] we do not jlisten to the inherent meanings of
the music, but we are also aware of her discungoation in a nexus of gender and
sexuality.® Historically, maintaining the appearance of beaufs a decisive factor
regarding which repertoire and musical instrumemtsnen could choose to play.
Even in contemporary culture, according to Noolaffirs’s research, the female
musician’s on-stage appearance has still confoimstereotypes. A female performer
often chooses her concert dresses according foodsble responses and expectations
of the audience. In modern Taiwan, the influencstefeotypes seems appear not only
to affect female musicians’ on-stage appearancealso to extend into their daily
lives. Hence, this study broadens the researchestmphe influence of image on
women musicians’ career and life. This chapter weNiew the relevant literature
according to theme and research method. In gerthmktudies tend to pay attention
to the stereotype and its influence, usually withandertaking a comprehensive
examination of the elements of an image. The ptestmy investigates the main
compositional elements by placing them in histdracad cultural context. It seeks not
only to demonstrate a detailed pictorial analydisTaiwanese female musicians’
image, but also to examine the interactive inflgebetween the musician and the

image.

[I.1 The Image of Female Performers Background

Numerous Western studies have proved that the oeibeideal image”

! Lucy GreenMusic, Gender, EducatiofNew York: Cambridge University Press, 1997), 16.
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influences the way in which female performers ggréte in musical activities. Some
of them will be reviewed by theme in this sectiam & better understanding of the
relationship between women and music. As Susan dg@hentions, “Women on the
stage are viewed as sexual commodities [2.]JThrough examining historical
material, Jennifer Post describes the prevailinggencriteria in her article “Erasing
the Boundaries between Public and Private in Wos&®€rformance Traditions”:
“Restrictions on women’s participation in instrurtednmusic in European classical
traditions have been discussed in relation to desigeotyping that began in the
Renaissance. ‘Feminine’ instruments in Westernsatas traditions, such as the
keyboard, guitar, and harp, demanded ‘no alteratiofacial expression or physical
demeanor.® Nevertheless, this is not a phenomenon that isicesl to Europe or
any particular period. As Post argues, althoughyeseciety has its cultural setting,
the requirements for female images related to piagiusic have often been shafed.
Tia DeNora also states, in her 2002 study,itgortance of maintaining an
elegant image for female performers. She descnildesteenth-century Vienna, in
which “[...] women did not play wind instruments afiyakind, nor did they play the
cello. Women avoided these instruments because piaying interrupted notions
about bodily decorum [...]> Veronica Doubleday also investigated the relatiqns
between musical instruments and gender: “In maffgrént parts of the world there
are numerous instruments that girls and women mpeated not to touch or play

[...].”% In her 2008 research, she pointed out that ferafilee and the sexual

2 Susan McClaryFeminine Endings: Music, Gender, and Sexudhtjnneapolis, MN: University of
Minnesota Press, 1991), 151.

3 Jennifer C. Post, “Erasing the Boundaries betweahlic and Private in Women’s Performance
Traditions,” in Cecilia Reclaimed: Feminist Perspectives on Geratet Musi¢ eds. Susan C. Cook
and Judy S. Tsou (Urbana: University of lllinoiess), 40.

* Post, “Erasing the Boundaries,” 40.

® Tia DeNora, “Music into Action: Performing Genden the Viennese Concert Stage, 1790-1810,”
Poetic30:1-2 (May, 2002): 28.

® Veronica Doubleday, “Sounds of Power: An Overvigitusical Instruments and Gender,”
Ethnomusicology Forurhi7, no.1 (June, 2008), 5.
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symbolism of instruments were considerations whigtided which instruments
women can access. The use of some gendered instisumay interrupt the decent
image of women performers, such as “the phallio@ssions of wind instruments.”
As she argues, “[...] certain instruments have besm sas unsightly for women to
play, either because their presence interferes méh’s enjoyment of the female face
or body, or because a playing position is judgeldeandecorous. In Victorian Britain
female cellists were expected to adopt awkwardesidddle’ positions so as to avoid
holding their instrument between opened le§jsThe femininity and graceful
appearance are fundamental for women’s musicabpeence. Hence, women often
sang or played keyboards, for this would not cigiéefemale propriety.

In addition to the instruments, the repertoire \aé limited, excluding, for
example, Beethoven’s works. The technical requirdmeelated to performing
Beethoven could ruin the performance of feminingNora notes that “[tjo be a
woman and to play Beethoven was to risk one’s dencas a feminine beind® As
she notes, Beethoven’s piano music needs “[...] |dam® one range to another,
double octave statements of themes, extreme dyneomirasts, legato articulation,
abrupt changes of mood or tempo, startling rhythinguares and broken phrases [...].
Beethoven’s music called upon a pianist to engageften abrupt, changeable and
disconnected physical activities [..}” Playing Beethoven at that time, therefore,
was not deemed “a gentle, delicate, and gracefuligtic performing style™

Clothing was another reason why Beethoven's musas wnobtainable for
women. Usually, what a woman wears is one of thefcfactors in her image

composition. The delicate, close-fitting women’sthes of that time were unsuitable

" Doubleday, “Sounds of Power,” 10.
8 |bid., 18.

° Tia DeNora, “Music into Action,” 28.
10 |pid., 30.

1 1bid.
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for someone wishing to play Beethoven’s piano reper. DeNora illustrates this:

“The [...] movement called for by Beethoven’'s worke®uwkd have posed practical

difficulties for women, perhaps especially at agimhen women’s fashions featured
low cut and figure revealing muslin gown'$."On the contrary, men’s clothing allows
more room for physical movement. Keyboard repesiiDeNora states, were thus
segregated by the gender-oriented image in thee@néh century and Beethoven’s
music gradually became connected with masculfflity.

In summary, whether a woman engaged in musicattaractivities, she was
usually framed within a scope which required herdmain beautiful. Due to the
patriarchal nature of institutions, women relied men for their livelihoods. Hence,
there was a prerequisite to fulfill men’s lookindegsure and this reality forced
women constantly to take the position of being wdwThe demand for the graceful
image defined the *“proper” places and acts for wem€onforming to the
contemporary ideal image thus confined women’svaiets and shaped their life and
career, including their music performance.

The pressure of stereotypes is not merelypsag on women performers of the
past. Contemporary women’s looks remain fundamental classical music
performance. As Marcia J. Citron states, “[i]n rmdsic one doesn’t have to go far to
see beauty culture on display."The assumed image would even affect the judgment
of the performance. An experiment conducted by [Ehar Ryan and Eugenia
Costa-Giomi investigates how musicians’ appeareags to different assessments by
the audience. In the test, the audience, includimgmbers of the public and

professional musicians, were asked to rate theisssloThe research result showed

2 Ipid., 28.

** Ipid., 30.

“ Ipid., 30, 31.

Marcia J. Citron, “Feminist Waves and ClassicalsMuPedagogy, Performance, Researtfpinen
and Music: A Journal of Gender and Culti8e(2004), 49.
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that looks are decisive in the raters’ evaluatioh&omen performers, especially with
regard to the attractive ones: “Attractive perforsneeceive higher ratings than less
attractive musicians, suggesting that appearanfieences raters’ judgments of
musical performances?

For the male performers, on the contrary, unlessy tlare excessively
unattractive, their external appearance tends taf ble concern to the audience. For
a female musician, therefore, appearance is sogmf] while that of her male
colleagues is less $6.This demonstrates that the visual factor playsuaial role for
female musicians. As Citron observes, “Anne-SodWigter, for instance, enjoys
clingy strapless gowns and resembles a pop stanadie actress more than our
traditional notions of what a classical violinisboks like. Upcoming female
performers are also stressing their sexualftyGreen also points out that femininity
is now “more forefronted” for many contemporary wammusicians: “Recently a few
women classical instrumentalists have begun to etdHeir display-delineations in a
more overt way**

The importance of the visual attractiveness of fentrausicians has been
continually mentioned, but a sustained study os tihpic is yet to be undertaken with
only a few isolated efforts contributing to thisear Before discussing some
representative examples of these in the followiagtisn, the politics of women’s
bodies which shape the conventions of female appearand behaviour will be
briefly reviewed through the works of several intpat feminist scholars.

Numerous feminist scholarships have focused on twntrol and

standardization of women’s bodies and appearangatmarchal societies. As Susan

16 Charlene Ryan, and Eugenia Costa-Giomi, “Attratass Bias in the Evaluation of Young Pianists’
Performances,” ifProceedings of the 8th International Conferencevusic Perception and Cognitipn
?7dited by S.D. Lipscomb and others (Adelaide, Aalistr Causal Productions, 2004), 667.

Ibid.
18 Citron, “Feminist Waves and Classical Music,” 49.
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Bordo comments on the beautification of the femadely in Unbereable Weight:
Feminism, Western Culture, and the Botgr women, associated with the body and
largely confined to a life centerexh the body [...], culture’s grip on the body is a
constant, intimate fact of everyday lifé."Bell Hooks, author of “Beauty Within and
Without,” also points out that the judgments bagkdomen’s appearance apply to all
ages and “grip the cultural imaginatioft.”

As Rose Weitz states, the body is “laden with j@ltmeanings® Through
studying women'’s hair, Weitz explores how womenatiege with the beauty standard
and what their considerations are. In “Women aneiffTHair: Seeking Power through
Resistance and Accommodation,” she interviewed womleout their experiences
related to hair and attempts to discuss the relghip between conforming to the
socially-recognised image and its correspondingefiesn For hair, blonde is usually
related to sexuality and beauty in American culfdréler findings demonstrate that a
woman who fits in with “the mainstream norms fomfde attractiveness” is more
likely “to marry men of higher socioeconomic stdtaad to be hired and promoted in
the job market? Nevertheless, pursuing conventional attractiverieskagile and
unpleasant, she concludes. It is fragile, becaasevdman who seeks attention and
power through her appearance cannot control whiaregipond, when, or how [...7>
It is also unpleasant, because “if it requires anao to abandon what she considers
her true self, which by definition is alienating.”

In addition to hair, the breasts, in Iris Marionuvig’'s analysis are usually “the

9 GreenMusic, Gender, Educatio63.

% sysan BorddJnbearable Weight: Feminism, Western Culture, dredBody P.17

2L Bell Hooks, p.33

%2 Rose Weitz, “Women and their Hair: Seeking Powenugh Resistance and Accommodation,” in
The Politics of Women’s Bodies: Sexuality, Appeeeaand Behavioyredited by Rose Weitz. Second
edition (New York: Oxford University Press, 200336.

% |pid., 139.

** Ibid., 138.

% |pid., 142.

% |bid., 142.
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signifier of womanliness®’ In “Breasted Experience: The Look and the Fe€ling,
Young mentions that the breasts, an organ of worhame been defined, valued,
appreciated, and functioned based on the patriacchi@re. “In the total scheme of

the objectification of women, breasts are the prjmhings,”®

as Young states. The
shape, size, and contours of a woman’s breastsalarthe items to be viewed,
examined and criticized by male-gazed eyes. Shbduindicates that the so-called
“standard” breasts are an unrealistic product,rbast women internalize it and thus
become alienated from their own bodies. Self-hatfed women, becomes their
common thought about their bodfs.

This “sexist-defined” beauty is a result o tipatriarchal fashion and cosmetic

industry,=°

as Hooks suggests. The meticulous scrutiny of kerbadies and the
aspiration to seek the possible benefits in a rdaleinated culture make the
relationship between women and their bodies dilficBerious eating disorders and
plastic surgery have also been accompanied byigedes “unrealistic” beauty. Bordo
and Hook indicate that the principal sources falding patriarchal beauty is the mass
media, including films, television, and public adi@ements. Hence, investigating
female images in the mass media has become aatmésearch direction. Bordo’s
study is a lightlight in this respect. The presgnidy also examines the most popular

media for presenting female musicians to demorestsdat their “standard” image is

in Taiwan.

%" Iris Marion Young, “Breasted Experience: The Lad the Feeling,” iThe Politics of Women’s
Bodies: Sexuality, Appearance and Behavicedlited by Rose Weitz. Second edition (New York:
Oxford University Press, 2003), 152.
28 H

Ibid.
% |pid., 154.
% Hooks, 34.
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[1.2 The Western Literature on Female Musicians andrl'heir Images

Katharine Ellis's 1997 research demonstrates tlmah&n in nineteenth-century
Paris had a limited choice of performance style r@pertoire because of the demands
of the ideal image. In “Female Pianists and ThealéCritics in Nineteenth-Century
Paris,” Ellis states that the newly-emerged profesd women pianists posed
difficulties for the male critics, because the aamcstage had previously been
occupied only by male pianist5.To evaluate women’s performances, a judging
criterion which was dissimilar to that for male mgts had thus come into being. A
woman pianist’s dress and body, in this differemmmentary pattern, were the focus
while she was examined during her performance.

For women, at that time, playing the piano coulddmee a public activity rather
than solely a familial activity? Nevertheless, the mechanism of the male gaze also
extended its power from the living room to the aamdall. The methods of reviewing
female musicians had thus been developed accoralitng phallocentric custom. Ellis
illustrates the condition by quoting the reviewtloé time: “her playing could be fuller,
but it is sweet, even, limpid, and feminine: toyplke a woman is a grace [...}*
Moreover, a female pianist’s on-stage performanas described by critics as an act
of seduction: “[...] this expansive and fine styleadually seduced every ear and
every heart; [...] the whole hall had yielded to thresistible power exercised by this
beautiful and charming woman [...J* In addition, another quote from a review from
1851 clearly depicts the beauty of the body. Bh®esses that this kind of sensual
portrayal was not prevalent, but unlikely to appeaany review of a male pianist:

“Her pink dress, in the style of Classical nympiesealed the entire naked length of a

31 Katharine Ellis, “Female Pianists and Their Malgti€s in Nineteenth-Century ParisJournal of
the American Musicological Societyol.50: 2/3 (Summer-Autumn, 1997), 355, 367, 368.

% Ellis, “Female Pianists,” 355.

% |bid., 369.

% Ibid., 375.
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very pretty arm, [...].°°> These reviews demonstrate that women’s musical
achievements were overshadowed by their visualkcéspe

In modern times, clothes remain a vital aspectfémnale musicians. Noola
Griffiths has continually focused on the relatioipsbetween concert dresses and
female soloists in Western classical music. Inri@dar society, what can be deemed
“proper” dress for a group is often a commonly-heilelw between its members. In
her article “Posh music should equal posh drear’investigation into the concert
dress and physical appearance of female soloisiffiths concludes that the
audience’s perceptions would be seriously affettgdvhat the performers wear. In
her experiment, the observers gave the performaples®d by the performers of
similar proficiency very different ratings becauskthe performer’s clothes. This
evidences that every type of music has its own@ppate clothes according to the
standards set by different groups or societies.ifigiance, her research result shows
that “[jJeans were found significantly more appriape in the jazz or folk pieces than
in the classical piece. The concert dress [...] waensas significantly more
appropriate in the classical piece than in the jaz#olk pieces.®® Through her
experiment, it can be found that escaping the sowiams will lead to a negative
assessment of performance. As Griffiths states]iff§dent styles of music have
different cultural values, and so it was not swipg that one style of dress would
embody the values of a particular musical geffe.”

In a further paper by Griffiths, “The fabric of p@mance: values and social
practices of classical music expressed througherbuiress choice,” by interviewing

female instrumentalists, Griffiths deduces whasdes they choose and why, and how

% |bid., 367.
% Noola K. Griffiths, “Posh music should equal podtess”: an investigation into the concert dress
3z)a7nd physical appearance of female soloigtsychology of Musi88: 2 (2010): 173.

Ibid.
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these, in the musicians’ view, can be a commumnedtbol with the audience. Her
interviewees wish to present a stereotypical ofe”semage on stage in order to avoid
any gquestion about their professionalism. Despige ¢onsideration of comfortable
body movement for effective playing, Griffiths fiedhat the visual effect is a central
concern for female performers when choosing clotfiesll of her interviewees
convey that they would wear a “proper” concert drediich conforms to the ideal
image of classical women performers in the publeye. They are aware that their
concert dress will influence the relationship betweéhemselves and their audience.
Thus the audience’s reaction and judgment are Yigiilied by the performers.

In addition to the written and spoken evidencerdfos and performers, visual
artefacts can also provide insight into prevailintages for female performers. The
imagery usually reflects the common views and idgiels of the era and place. It can
be regarded as a product which involves the pastdiment and contemporary
elements. Hence, through interpreting the semiadfcan image, the historical and
cultural information can be partly uncovered. Notterawhether in ancient paintings
or modern prints, women'’s image is that of the daabject for patriarchal looking
pleasure. There has been much research on femateain paintings to illuminate
the condition of femininity in the past. Neverttedethe study of female musicians
has been comparatively neglected. In this field&chRid Leppert’'s studies of body,
gender and music in paintings have made a significantribution.

Leppert’s studies analyse female performer’s essticby considering facial
expression, pose, body angle, dress, and interaafith her musical instrument. As
Leppert argues, “[tlhe semiotics of musical imagetgvelop not only from

instruments employed as props but also from theesgmtation of gestures and other

% Noola K. Griffiths, “The Fabric of Performance: IMas and Social Practices of Classical Music
Expressed Through Concert Dress Chois&/sic Performance Researdh(2011): 38.
% \bid., 41, 42.
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expressive qualities of the human body as thesgeréd musical activity™ In these
paintings, music is a visual metaphor. Why a paldicinstrument appears and how it
is played by the woman reveal multiple meaningsualibe female performer’s
situation and social status. Other units in pag#jrsuch as furniture, compositional
arrangement, and shading techniques, also helpetmde the signs about her,
including as an individual and the beauty standdih era*

A similar approach to visual analysis is alsseful for reviewing modern
images. InMusicians from a Different Shore: Asians and Asi@mericans in
Classical Musi¢c Mari Yoshihara contends that visual factor occwpysignificant
position in the career of modern musicians. Sherdess the phenomenon as follows:
“The visual appeal of musicians as displayed on j&fhets, posters, and magazine
photos plays an increasingly important role in islanarket.*? Through succinctly
interpreting these images, her book discussesntiagies of Asian musicians in the
West, especially in American society. She states, tithen female Asian musicians
are engaged in Western classical music in Westarietges, the design of their image
is usually formulated to tally with the Western wief sexy Asian femininity. The
purpose of presenting an exotic, seductive Asiamamis to enhance her attraction
and promote her career and fame. Yoshihara’s asalysints out not only the
importance of the image, but also the trend to m#te imagined or ideal image for
career developmeft.

In addition to Yoshihara, iRuth Gipps: Anti-Modernism, Nationalism and

0 Richard LeppertThe Sight of Sound: Music, Representation, andHt®ry of the BodyBerkeley:
University of California Press, 1993), 155.

“1 Richard LeppertThe Sight of Sound: Music, Representation, andHt®ry of the BodyBerkeley:
University of California Press, 1993Music and Image: Domesticity, Ideology and Sociltucal
Formation in Eighteenth-century EnglarflewYork: Cambridge University Press, 1988). Lepper
principal studies on female images and musicakunsénts in paintings can be found in these two
books.

“2 YoshiharaMusicians from a Different Shqr&16.

*® bid., 100-130.
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Difference in English Musjalill Halstead presents a brief analysis of a edngoster
related to Ruth Gipps (1921-1999), a female compase orchestral conductor in
twentieth-century Britain. Halstead indicates tl@ipps designed her own poster
image to contain traits of both a decisive, authtiie conductor and an attractive
woman. Through analysing the details of her evergogn and posture, Halstead
indicates that Gipps “ [...] purposefully createdexgona that was intentionally and
simultaneously ‘feminine’ and ‘controlling®® The poster was used to build an image
which Gipps considered suitable for her statusfangromoting the concert. It can be
seen that the concert poster is used as a medipnegent the image that the musician
in particular desire8®

Despite their different analytical objects amdearch methods, these studies
show that the visual image plays a critical rolewomen’s musical participation.
What they assess includes how the visual imagectaffand/or limits female
musicians’ careers or physical presentation, and hwsic is used as a tool for
enhancing their attraction. Nonetheless, this thkaseonly been addressed in isolated
studies and further, most of them allot a relayivahall section to image analysis. The
limited length restricts in-depth discussion or fhessible development of theories.
Take the studies mentioned in this chapter for gtanimage occupies only a few
pages of Yoshihara and Halstead’s work. As for legppwork, it opens a window on
the relationship between women'’s image and the galigistrument, but its focus is
historical paintings. The modern image of the femmalusician requires its own
explanation, and this area awaits further contidmst

Griffiths’ papers on modern women musicians haveused on this field.

4 Jill Halstead, “ ‘The Night Mrs Baker Made Histar€onducting, Display and the Interruption of
Masculinity,” Women: A Cultural Reviewt6 (2), 231.

45 Jill Halstead Ruth Gipps: Anti-modernist, Nationalist and Diffiece in English Musi¢Aldershot:
Ashgate, 2006), 41-56.
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According to her conclusions, the female musiciapds to portray a professional
image by choosing the “proper” concert dress. @nsf suggests that future study
might investigate two important issues: one is #xtent to which “performers’

choices about their appearance are governed bgipedcsocial expectations and by
individual differences [...],” and the other is hotetimage of the female musician
has been represented in promotional mateffaBince Griffiths only discusses image
in relation to concerts, she thinks that studyimgse two aspects will make it possible

to “gain a complete picturé'®

This study embraces her proposals. The question of
how the social norm influences female musiciansptesent themselves will be
scrutinized in detail by interviewing musicians admining the social context. The
most common promotional material in Taiwan is tbaaert poster; therefore, it will
be one of the principal research objects emplogetis study.

Both Ellis and Griffiths demonstrate that image dscisive for women
musicians while on stage. Their on-stage imagenissaue that matters to female
performers, and the criterion by which they will balued. In Taiwan, the image
pressure on women musicians is not limited to tages but is a serious aspect of
their daily life. How people reacted to the missresf legislator Yu-sheng Wu
illustrates how the stereotype is firmly rootedTeiwanese society. This fixed image
is assumed to be the natural appearance of femataciens. The restraints and
influences of this stereotype are thus prevalent profound. The image issue has
becoming a critical aspect in the life and carddemale Taiwanese musicians.

Image construction is a common way to highlight #exual attraction and

bodily charm and this phenomenon appears ripe dsearch, but has been largely

neglected. Hence, this study will explore this imaot, as yet undeveloped research

4 Griffiths, The Fabric of Performancel6.
" bid.
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area. By examining the abundant visual-related mnaddée on Taiwanese female
musicians, the interaction between women musiciand their images will be
demonstrated in critical dimensions in order toriowe our understanding of how and
to what extent their image influences women musgidéives and career, and what

features of Taiwanese music have thus been shaped.

[1.3 The Study of Taiwanese Women'’s Image

The literature outlined above mentioned thecialurole of image in women’s
musical activities. The influence of the visual geaon contemporary Taiwanese
female musicians is excessively prevalent. Desonpt of their appearance are
commonly found in newspaper and music magazinertgpmd articles. A charming
exterior is considered an advantage and a chaistetef female musicians that must
be mentioned. In the renowned Taiwanese music nregaddusik for example; the
term “beauty” appears frequently. In the Octobefl2@dition, an article entitled
“Listening to the Violin Music from a Beauty — Chgen Kim’s visiting concert tour
in Taiwan,” noted that, although music is an arinfahat involves listening, if the
performer is good-looking, the appreciation willinereased® Similar views appear
frequently in this magazine as well as other pabions. In addition to the literal texts,
the pictures also stress visual attraction, sucltaxert posters, and the photos
accompanying the reports. On the posters, womeiricians often appear shy or with
exposed bodies. Whether the expressions of the wareesexy or bashful, they are
all typically feminine presentations, as will besdissed further in subsequent

chapters.

*8 Muzik. “Tin meinu lai lagin — Chee-yun Kim fantginyuehui (Listen to the violin music from a
beauty - Chee-yun Kim’s visiting concert tour in iWan),” Muzik October 31, 2011,
http://www.muzik-online.com/#!article_2_ 1330 (acsed January 24, 2013).
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However, related study of this phenomenon is scancéaiwan. Hsiao's
“Female Discipline in the Male Art World: The Imageculptured for Female
Conductors” is probably the only work on this topa date. Even though music
performers in Taiwan are mostly women, conductiag bsually been considered a
male realm in Taiwan. Female conductors have tkes lsomparatively easily noticed,
due to the unbalanced participation between thel@wsn Hsiao’s paper, however, is
not a very significant contribution to the subje&s she herself admits, this paper is
only a preliminary analysis, and most of the cots@me not centred on the formation
of the image, although its title leads one to expl@s. The majority of this paper is an
introduction to a few Taiwanese female conducttiv®s and learning processes.
Through personal interviews and reports, Hsiaoflgridgiscusses how these female
conductors imitate the body language and clothiglg ®f their male colleagues. She
concludes that, both on the podium and in dailg, lthe female conductor tries to
display androgynous gestures in order to estalaligh confirm her authenticity as a
conductof?’

On the other hand, the feminine image of Taiwavesmen “performers” has
been prevalent and gradually become the accustemead In general, the image of
the female performer has been broadened to mosewaevho are engaged in Western
classical music. The specific image itself, aseaesitype, needs to be scrutinized, but
the related analysis or discussion has not yetapgein the academic field or the
general reviews. Hence, this study seeks to pravidemprehensive understanding of
the formation and influence of the hegemonic image.

Although research on the image of female musiciangins scarce, there have

9 Chin-shih Hsiao, “Lun nanxing yishu zhiye zhonguexing guixun — yuetuan nuxing zhihui de
xingxiang suzao: yi lushuling weili (Female Disdifd in the the Male Art World: The Images
Sculptured for Female Conductors).”Pmoceedings of the™International Conference on Difference,
Identity and Hybrid edited by Yu-ling Chao (Bangiao: National Taiwaniversity of Arts, 2007).
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been plenty of studies on female images in Taiveapgcially women’s occupational
images. The vast majority of these have focusedvomen in an inferior social
position. These studies are aimed at making thdiquimtice their situation or
empower them at some level. Nevertheless, mogtaset studies are master’s theses,
since there are few doctoral students in the hutiesreand the professors of women’s
studies have diverse interests. The depth of thwesks may not be impressive, but
their valuable output on this theme reflects thansteeam research intention and
preference in Taiwan. The subsequent paragraphsllastrate representative works
in this area.

The gendered image is one of the factors shapirmgphaxe culture and social
relationships. It not merely forms the scene of wWerking environment, but also
builds the self-identification of the workers. A®rify-jan Xie states in her thesis
“Showgirls as A Marketing Strategy at Taipei Worldade Center,” on many
occupations, the female image is used as a toalite attentiorr® Considering this
trait of easily being exploited, the Taiwanese ®sidon the relationship between
women’s occupation and their image have usuallytrednon those women who
possess fewer resources and flaunt their body teeraaprofit. The research on the
betel nut beauty is a popular topic; the secortdashowgirl promoting commaodities.

The betel nut is a processed vegetable, chewednaitdsstimulant. The betel
nut is promoted by young women who dressed rewgalithe shops are usually
located at the roadside; the glass-fronted shapwallpeople to view the betel nut
beauty without any barriers. These betel nut beawdften wear various lingerie-style

outfits>® Their image is boldly sexual, to attract the mhdekers who are the

%0 Zong-jan Xie, “Jiedu taipei shimao zhanchang shdwde juese yu yihan (Showgirls as A

Marketing Strategy at Taipei World Trade CentelMaster thesis, National Chengchi University,

2007).

1 Some photos of betel nut beauties can be fouhatographer Chin-pao Chen’s webpage. At the
time of writing, it was available at http://www.cliaochen.com/betelnutgirls_c.html
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potential buyers. The male consumer usually puesh#éise product according to the
women’s clothes. The act of trade lets him get rieathe beauty who wears his
preferred costume. In this condition, the transpaveall creates a consuming space
for male fantasy and sexuality; the female bodslfiis a commodity.

In the related academic discourse, Xin-nan Xiadl$he' Sign and Social
Meanings of the Taiwanese Betel Nut Beauty” pomisthat the images of the young
women are standardized, such as their body andTégs. body image becomes the
most critical aspect of promoting the commodifiesXiao briefly discusses the
variations in the beauties’ clothing, such as tifier@nce between the north and south
of Taiwan, and the various types of gauze, corseig short skirts. These elements are
visual codes that provoke sexual desire. The ferbatBes are commercialized; the
delicately-built image is designed for men’s sehsaisfaction in the male-gazed
mechanisn?® According to Yi-zhi Su’s investigation, the bussseprofits are directly
related to how revealing the clothes are. Nones$iselthese excessively revealing
costumes also concern the police, and these betébeauties have encountered a
negative reaction from their family and the genexailic>*

In addition to the betel nut beauty, the showgidpthying her body at a
business fair is another popular theme. Xie notett, thow, the showgirl is an
indispensable part of large-scale promotional &ss, The image of young women at
a trade show generates the male consumer’s intenelstheir function is similar to
that of the betel nut beauty. In addition to theodm for purchase, women are
objectified as another article for sensual consionptHow the showgirl has been

presented is simple and unitary; her individuail#tylurred under the male gaze at a

%2 Xin-nan Xiao, “Taiwan binlan xishi de fuhao yu sluéyiyi (The Sign and Social Meanings of the
Taiwanese Betel Nut Beauty),” (Master thesis, GaguUniversity, 2004), 36, 37, 41.

*% |bid., 36, 37, 45, 46, 47.

* Yi-zhi Su, “Pianke nongzhuang yu changyu yapo: tgbyuan county binlang xishi weili
(Momentarily Heavy Make-up and Field OppressiorCa#se Study of the Betel-nut Beauty in Taoyuan
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fair.>®

In these occupations, the presentation of the intlgs not merely follow the
abstract mechanism of phallocentrism; it is acyutidl men’s looking in reality. The
design and display of the revealed female bod¥isfly for men’s viewing pleasure,
and unsuitable for the general public. This is vig image of the betel nut beauty
and the showgirl have often been questioned atidized in the public arena. Despite
the negative comments, according to Su’s interviamily members also disapprove
of this type of work. Moreover, Su notes that thessmen are often from destitute
families; the ravishing image composed of scanbthels and heavy make-up only
generates meagre wages. The requirements of adg, @ad dressing style for this
specific image are clear. Only young women who confto this image can enter this
occupation.

Due to the disadvantageous situation, the issumsndrthese female images
have justifiably become research concerns. Cohjratie image of the female
musician has seldom been deemed a problem to the satent. Even though it has
been considered a high-class, elegant represamtitig still a kind of stereotype or
hegemony, controlling musicians in diverse aspetke differences between these
two types of image do not free the image of fermalesicians from the realm of the
stereotype. Both of them merely obey phallo-cemtria different approaches, but
both have a negative impact on women. How the inthgemale musicians functions
awaits a proper answer, and will be one of thegssliscussed in this study.

For the betel nut beauty and showgirl, what thegmnvapplies only during their
working hours. Besides, it is usually short-termrkydor only young women can

undertake this role. It is the low-skilled occupati with a high requirement in terms

County),” (Master thesis, Yuan Ze University, 2007)
5 Xie, “zhanchang showgirl.”
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of the body and clothing style. Being a musician, tbe contrary, requires long
training, and is thus often a life-long careercdnnot be directly engaged in merely
due to having the “proper” look. Nonetheless, berfgmale musician is bound to the
standardized image, which involves adopting paeicadothes, a specific appearance,
and even behaving in a certain way. Devotion toioiss by its nature, a professional
engagement, but image has become a crucial wappmige a female musician in
Taiwan. The pressure imposed on her about her insgg@bably more profound than
on the betel nut beauty or the showgirl, sinceatbsumed image is tied to her general
standing in society, not restricted to her workeim

Although image plays such an important role for teemale musician, the
related research on this field is completely lagkisince the great majority of
musicians in Taiwan are women, the image of fenrmalesicians has also partly
incorporated the features of Western classical enubhis study will add to the
research on historical female images because dwmrgh the critical status of the
image has been highlighted occasionally, a studyoef image is built culturally and
historically and how it exerts power over women miasis has not yet materialised.
Hence, this study seeks to contribute to the utaedeng of how image functions in

female musicians’ life and career.

1.4 Review of the Research Methods

The previously-mentioned literature explored vasicaspects of the female
musician’s image by different methods. Each of ¢hetudies adopts the method
appropriate to its own research focus. Since thas&s and this study share similar
themes, the research paths used in these workalsoerelevant to this study. To

demonstrate the relationship between image andafmse female musicians, the
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principal materials for analysis will be the obgclirectly under discussion. Each of
them will be accessed by selecting an appropregearch method, such as analyzing
newspaper reports about the social impression wialie musicians, interviewing
women musicians to find out the constrictions amahdfits they gain from their
particular image construction, and decoding thecednposters which directly show
the imagery to the public. The subsequent discussith review how these methods
can be appropriately used and what the differendébe between the previous works
and this study.

First, Ellis’s paper on nineteenth-century femakmnsts quotes from numerous
reports and concert reviews. The extracts makeeugdntral evidence to illustrate the
situation of female pianists. According to the dggons contained in these reviews,
women were clearly the object of the male gazeabse of the emphasis on their
appearance. Nonetheless, this way of portrayingfemianists rarely appeared in the
reviews of their male counterparts. The situatiomiclv Ellis examined in
nineteenth-century Paris is also happening in atirfaiwan, but is fa r more
devastating and prevalent. In Taiwan, reviewingdlenmusicians in a boldly physical
way that encompasses their sexuality has becomenanon phenomenon. The
exterior is often the focus when they are reported.

The image in the mass media usually reflects theemgeé impression of the
female musician in society. Ellis chooses someaexdrto illustrate the past situation,
based on her opinion. These passages are employgdove and illustrate her
arguments. The present study, similar to Ellisdpms newspaper reports as the
material for displaying how female musicians haeerbviewed and constructed in
the mass media. The dissimilarity is located arobod to select and arrange these
sources. In the present study, first, the repartsaveral renowned musicians during a

certain period in the selected media will be reddwand then categorized. A
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systematic, large-scaled analysis will highlighe thost fundamental topics, and also
aims to avoid the neglect of the critical messag@ss extensive sample size will help
to significantly diminish biased interpretation account of the researcher’s partiality.
Second, 18 representative excerpts from the reputtsbe examined in detail to
uncover how the image has been constructed. Repomsale musicians will also be
employed for a comparison.

In addition to the written sources, the picturelitss a direct, primary material
for studying the image. The concert poster, in Baiws the most universal medium
for displaying the image of the female musiciansloften found in concert halls, on
university bulletin boards and in other public sgmcsuch as in metro stations in
Taipei. The concert poster is a template indicatumgch image the female musicians
should aspire to. It occupies a decisive positiorconstructing and reflecting the
accustomed image among Taiwanese people. The tumage is not an isolated
product, but comes into being for multiple reasofwsinterpret the cultural signs on
concert posters appropriately, related ancient €@npaintings will be explored,
especially those of beauties with musical instruisien

In this respect, Leppert’s abundant work on explprivomen and instruments
in ancient Western paintings is a significant refee for this study. He generally
decoded the messages by reading the woman’s E@atssions, poses, dress, props,
furniture, or interactions with her instrument. pept’s research avenue provides
numerous instances for this study of how to inga¢é a painting along similar
themes. His analyses, nonetheless, are usually ekplanations. Although a lot of
paintings are mentioned in a discussion of a l&mges, each painting and the specific
issue that arises from it are only allocated afbaiealysis. In general, Leppert
examines the significance of some compositions bnigfly and points out whether

these units are common or not in the paintingshaf éra. In this study, although the
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research object is the modern image, the exammatith be more detailed than that
of Leppert. This study traces the cultural origionfi the historical material, and also
scrutinizes several contemporary images in ordertepret the poster semiotics. The
detailed analysis of women and music in this stadwtributes to and builds on
Leppert’s critical work.

Regarding the literature on modern printsshfmha has made some primary
investigations of a selection of musicians’ imag8bhe describes the composition,
standing angle, facial expression, and clothebelbook, the research object is Asian
musicians in Western societies. Yoshihara points tbat Asian female musicians
usually stress their eastern traits to enhance slea&uality. This study, on the contrary,
researches Taiwanese women musician - Asian masi@kying Western classical
music in an Asian country. Owing to the historiaatl cultural background of Taiwan,
Western classical music has often been deemedntiv®d@ment of civilization and
progress, which has enhanced the status of femalsicians. Hence, the
Western-related items that appear in the image ustaally connected with the
ideologies and values linked to the West. How tifferént cultures are negotiated in a
specific image will be explored in this study.

Like Yoshihara, Halstead briefly interpretse ttayout of a print — Gipps’s
concert poster. She treats it from various anglash as the dress, hand pose, body
posture, and the looking relationship with the eewHalstead also notes how Gipps
has designed her own concert poster: Gipps addyuittdelements which have been
usually considered distinctly feminine, and maswilielements. According to
Halstead, Gipps’s intention is to build a woman&xwglity and a conductor’s
authority and power into a single image. Gipps&ams were also used to explain why
the image is the ideal one in her mind. Throughgigpbast interviews, Gipps’s

motivation and purpose regarding how to build alipuimage are deployed to enrich
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the textual analysis of posters. Halstead's sutomark provides this study with
useful ideas about how to proceed to an image sisalgom various aspects, but the
length of Halstead’s study necessarily limits thegbility of an in-depth analysis.

Studies on women’s experiences usually embraceepthdinterviews as a
research method. Griffiths’s research revealssbaial custom is crucial to the female
musician’s image. In her paper, “The fabric of periance: values and social
practices of classical music expressed through exdondress choice,” Griffiths
obtained the female musicians’ personal experietitesigh one-to-one conversations.
Through this first-hand information, the femalefpeners’ thoughts about presenting
their on-stage image were disclosed in depth. Aiptes defect of Griffiths’s study,
however, is that she conducted most of her interwiby telephone. She admits that
this undoubtedly restricted the abundance of datsome level. This is inevitable
because many of her interviewees were in a foreaymtry, on a concert toc.

In Taiwan, it is rare for musicians to make a lyianly by giving concerts.
Thus most Taiwanese female musicians teach andremident in Taiwan. The
face-to-face interview will be feasible and thecdission will have more freedom in
terms of both time and content. A deeper discusfiaa can be reasonably expected.
Unlike Halstead’s work on Gipps, which used exigtidocumentation, this study
employs the words of the musicians themselves toptement the image analysis,
without relying too heavily on existing extracts gmeviously recorded material. The
interview content can certainly be more focused.

Interviews are advantageous for finding out abdwg significant issues in
women’s experiences, since they can directly cbllemmen’s thoughts on a specific
topic. In Taiwan, studies on women have also fratjyeused interview data as the

principal component, including the work on the beté beauty’s image. For instance,
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Xiao interviewed betel nut beauties and their feamito discuss their attitude toward
this job. Xiao also categorized and coded the wifie styles of revealing clothing
based on the interview contéitSimilar to Xiao, Su used interview data to disaove
the betel nut beauty’s multiple pressures, suchthes image presentation, the
competition regarding clothes with other girls ihetsame trade, and family
disapproval®® Hsiu-hua Chang explored how the betel nut beautieat these
negative values because of the occupation’s image.

Through individual discussions with each woman, tlesearcher collects
first-hand messages from insiders. Although insdenay have a limited
understanding of their own actions and motivatiotiss method is still helpful
especially when the topic is covered by scantditee, such as this study. The
interviewees are not always reliable as informamsevery aspect of their behavior,
but the information which they provide will be thseful materials for analysis. Hence,
for the present study, personal, one-to-one intrsiwill be an efficient method for
collecting information about the influence of image female musicians in Taiwan.
The interviews will also help to explore why the geon image manifests itself in
such a way. The theories of gender and body, mainlyudith Butler, will also be

assessed in the subsequent chapters for the esthsioussion.

%6 Griffiths, The Fabric of Performan¢@5, 36.

" Xiao, “Taiwan binlan xishi.”

8 Sy, “Pianke nongzhuang.”

¥ Hsiu-hua Chang, “Binlan xishi de laodong yu ziwimgxiang (Betel Nut Beautys’ Labor and
Self-image: Examples in the Areas of Chiayi and r@gi),” (Master thesis, National Chung Cheng
University, 2007).
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lll. The Image Construction of Female Musicians in

Newspaper Reports

In today’s society, mass media has a profound asmiendous influence on
people, not only in reporting news, issuing and @@mting on government policy,
and circulating information, but also in formingdareflecting ideology. At some level,
the media decide what events the public should kmdvat facets they should see and
even implicate the way how people should thinkhis mechanism, what information
has been repeatedly reported would easily constihé idea of what is “normal” and
also to be thought of reflecting the common socadlie. In Taiwan, newspaper is one
of the significant media which has long-term higt@o the approach of representing
female musicians in newspaper reports is analyz¢is study.

Newspaper reports are one of the main avenues wdetiier the image of
female musicians to the public, including musiciaarsd general readers. If the
newspaper reports continually represent female crars in some fixed figures for a
long period of time, stereotypes would be consédichnd have influence on the
public, including on female musicians themselvesl dhe general people. The
guestions about which events had been selectedvhinth aspects of an event that
journalists decided to report would influence theél’s knowledge of the female
musician. In fact, the newspaper articles not dnlitd the figures of some kinds of
people, but also reflect the public’s opinion amsolevel. Since the journalists are
also members of society, so their opinions somesiralect part of the public’s.

As for the readership in Taiwan, there was a loegog of time almost every
family ordered newspapers before Internet becammilpo Now, subscriptions to
newspapers have declined dramatically along wiglvadent electronic newspapers. In
this study, China Times was chosen to be the gah@nalyzed source. According to
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Asian Business Readership Survey (ABRS), a surveewspaper readership among
influential or elite people, China Times held thestfrank position for six years
(2001-2006) in daily newspapersn ABRS of 2006, the readership of China Times
was 57.2%; the second was United Daily News in @.2The report excerpts on
female musicians from United Daily News and othewspapers (Min Sheng Daily
News, Commercial Times and United Evening News)ase selected for analysis.
The aim of this chapter is to demonstrate what gsagf female musicians have been
constructed through newspaper reports. How they hHmeen constructed? Has any
specific description or topic frequently appearddng with female musicians?
Through the analyses, it can be found which aspettéemale musicians are
considered worth reporting in Taiwanese society.

Concerning the analyzed subjects in this studyerothan female musicians,
male musicians are also adopted for the comparativpose to see if there is any
difference when they are reported. Both of Easteh\Western female musicians who
had been reported often in Taiwan are selectetienptesent study. Because of the
frequent appearance in newspapers, the imagesest tfemale musicians would

participate in constructing people’s understandihfiemale musicians.

[11.1 Word-Texts Analysis

! The detailed information about the organizatime)uiding how it carries out the survey and the
countries they focus on, can be checked in theviatig website.
http://www.ipsos-mori.com/media/abrs.shtml (accdd3ecember 09, 2007).

2 The survey period was from September 2005 to Jar2@06. The people who were qualified to be
the surveyed subjects were senior managers/policgieaof the middle or large-sized firms. There
were 586 samples in total.
http://fychao.wordpress.com/2007/02/13/%E5%B8%82%E6%B4%E5%88%86%E6%9E%90%E6
%A8%A3%EE6%ICYAC-%EA4%BB%AS%EA4%B8%ADYE5S%9C%8BY%E6%92%8&5%A0%B1%
E7%82%BA%E4%BE%8B/ (accessed May 27, 2014).
http://consumer.chinatimes.com/event/chinatimeB2adinese/index.html (accessed December 09,
2007); this website also has a concise versiomgligh:
http://consumer.chinatimes.com/event/chinatimeB28iglish/index.html (accessed December 09,
2007).
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[1I.1.i Ellie Lai

The principal analysed subject is flutist Ellie L&Whether in reports or in the
media broadcasting, Ellie Lai is the female musiorho had attracted attention in
Taiwan for many years; consequently, she is sugpbtisénfluence how the image of
female musician is defined. In the analysis of Lmaany excerpts of newspaper
articles from several newspapers in Taiwan areegudh Document 1, the influence

of Lai was confirmed. The headline of every rep@ghown in boldface type.

Document 1

United Daily News (2212/05
The best instrument for helping you to be a persowith class: Flute
Probably because of the influence from the flutaubye Ellie Lai, there
are dramatic increases in the number of studenjerimg in flute and
almost close to the number of those majoring im@idollowing piano,
consequently, flute has adopted the role of beinguasi-national
Taiwanese instrument. Many good-looking people torfearningflute
to pursue a beautiful and classy image. Accordinghe statistics, the
Taiwanese domestic flute factories make aboutytlive thousand flutes

a year to fulfill the gradually increasing needshd market.

As a flutist, Ellie Lai has influenced how femalaisicians are conceived of by
her image. She also popularized the trend of pipffirte in Taiwan. Hence, Ellie Lai
is adopted as an example for analysis. The pretady analyses two categories of
female musicians’ image which prevail in most répaoegarding female musicians.
The first category relates to their appearanceludieg their dress, hairstyle and

behavior. The second category is reporting on tta¢us of their marriages or
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romances. In many reports, these two categoriegeveaved and appeared in the

same article.

The three excerpts (Documents 2, 3 and 4) from paper reports show a
strong connection between Lai and the signifierb@duty, such as new hairstyle,
perfume, and sumptuous formal dresses. All therggmns (about beauty, fashion,
grace) and things (perfume, expensive dresses)eadily enable readers to imagine
that female musicians are women who are familiathwhese “feminine” and

“high-quality” objects.

Document 2

Min Sheng Daily News 1992/03/24
Fragrance of a Noted French perfume

—The Title of Ellie Lai’'s New Album: Serenade Spread Fragrance
This CD releasing fragrance is the first collabrabetween the record
company and a famous French perfume company. [..ey Hprinkled
the French perfume — Anais — on a card showingsLiaiage herewith
the CD. [...]

Currently, Lai is active in preparing her seriesrefitals started at the
end of next month, so her fans will have chancesew® this beautiful

flutist again.

Document 3

United Daily News au309/28

Tender like Water — Ellie Lai  the representationof beauty
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Flutist Ellie Lai is easily to be nervous while staees the camera, but
now she is willing to overcome this obstacle andHgeheroine of a TV
advertisement for a cosmetic. Why? Lai said, “Ewgoman wants to be
beautiful, and | think cosmetics commercial ads Moalways make
people look very beautiful.” [...]

Lai’'s new albumTender like Watelis coming soon in the middle of
October. The record company hopes that she can thise TV
advertisement for integrating her new image on aals the cover of
album to highlight Lai’'s new image in the publiersnds.

Yesterday, Ellie Lai had trimmed short hair thatkes her more

energetic and fashionable than before.

Serenadas the title of Lai’s third flute album, released1992 (see Table IlI-1).
Although this album was going to be released, rforimation about music was
mentioned in this report. Instead, the report nyefetuses on her appearance. They
put emphasis on the construction of Lai’'s imageeiad of introducing her music.
According to the appeal of this report, Lai’s faz@ “see this beautiful flutist,” but
not “hear” her musicTender like Wateis thetitle of Lai’s album which was released
in 1994. Although the promotional activities are fioe newly released music album,
the whole report still did not mention anything abber music. The intention of the
record company is to feature her attractive anddyreew image, not her music. For
the readers and Lai's fans, the only informatioaytltan obtain about her newly
released recording from this report is the breaigh of her image.

Ostensibly, these two reports are about releagiegniusic album. The record
company also held some relative commercial aatiwito introduce the album to the

public. However, the readers did not receive angsage about Lai’'s music, such as
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an introduction of repertoire or professional depehent; only her new exterior

design for every alboum was exposed specifically.

Table Il1-1 A list of the titles of Ellie Lai’s allims

Title Publisher Year
1 Love for Flute: Wait Today Elite Entertainmergiwan Inc.| 1989
2 Love for Flute: Mystical Zon¢ Elite Entertainment Taiwan Ing. 1991
3 Serenade Elite Entertainment Taiwan Inc1992
4 | The Best Collection Of Loy Elite Entertainment Taiwan Ing¢. 1994

For Flute (selected album)
5 Tender Like Water Elite Entertainment Taiwan. Inc1994
6 Dreaming A Dream Elite Entertainment Taiwan Inc1996
7 | Absolutely Beautiful Elite Entertainment Taiwke. | 1997
8 | The Ocean Zrudenmusic CO., LTD. 1999

Document 4

Making the concert have pleasant sound and be gorges looking,
Jamei Chen designed formal dresses for Ellie Lai
1997/11/10 China Times
Ellie Lai’s flute recital on tomorrow is very “cdgt’ because the famous
Taiwanese haute couture designer, Jamei Chen, rfade formal
costumes for her. Each one of these costumes wdbsaories at least
cost hundreds of thousands of New Taiwan Dolland, they make Lai
even more brilliant in her concert tour this time.

Here are these dress&oprano Maria Callas’s high-pitched voice
is a puffy skirt decorated with black and whitet;liwine-red tangas a
wine-red silk suit;lily with dew is decorated with shiny silver shining
pieces outside and with diamonds on a French aulksler belt insidea
night star in galaxyis a suit with a v-neck decorated with crystaldsea
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which were manually stitched on black gauze. Pewogle saw Lai in

these new dresses were all surprised and thoughtJdmei Chen did

catch Ellie Lai's grace and feminine beauty.

This report narrated all of the details of thesmpuous dresses made by Jamei
Cher? for the concert tour, but it did not have a woodiritroduce the repertoire or
any special part of music of this concert. Obviguthhe appeal of this report is to
arouse the readers’ desire to “see” her brilliamage, for every luxurious dress she
wore even has its own “name.” In this report, what attentively prepared is her
dresses, not her musical performance. The corsékei an event for Lai showing her
splendid dresses rather than demonstrating hercalusdills; the function of her flute
is like an “instrument” for displaying her elabalgt glamorous image rather than a
“music instrument.”

Readers could not know whether Lai had worked hamdpreparing her
concert or not, but they can easily feel she hatlyreaid much attention to figure out
what image that she planned to present. It is wisih noticing that it is a lengthy
report compared to other reports about concertsyelier, the journalist only
emphasized Lai’s clothes. According to the aboveeheports, it can be easily found
while a renowned female musician like Ellie Lai waported, the main concern is

their exterior looks rather than their professicedaility.

Document 5

Min Sheng Daily News 98211/11

Ellie Lai and Isabella Wen Disclosed the Secret dfiow to be a

% Jamei Chen has her own costume brand named “Janesi.” Chen founded it in 1987 with formal
dresses; nowadays, she has serials for men’s mipthhd designed for movies’ costumes; the
information is from the official site of Jamei Chelmttp://www.jamei-chen.com/ (accessed June 2,
2008).
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Classy Woman

Nowadays, the most popular topic is that how toabehwith “class.”

Ellie Lai and Isabella Wen have much in common.hBot them are

smart women and have successful careers; more tamplgr they are

women with “class.” Yesterday, they attended a thcaat interview —

Xiao Yan Window — to disclose the vital secrets‘rofking yourself

beautiful enough to be a person with class,” [...]

1. Speaking in a low volume: both of them speak iova Yolume. In
fact, they even don't like to speak. [...]

2. High Emotional Quotient: Lai said that even wher s&h furious,
she still won't destroy the look of her face andtgees in order to
shout or blame others.

3. Fantastic and gracious dressing style [...]

4. Using cosmetics as little as possible: [...] Buthe process of the
interview, Lai did not stop touching up on her maike

5. The ability to understand music [...]

6. A gentlemanlike partner: Wen said her husband mbkeskfast for
her everyday; as for Lai, she hopes that her hushzould

understand music well [...]

In Taiwan, people usually think that female musisiaalways behave with
“class.” Despite the numerous reports mentioninghadie musicians possess the
quality of “class,” as a female musician, Ellie ltarself even directly taught women

how to behave with “class (qi-zhi).” The ways ofahto be a classy woman with class
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stated in Lai and Wen'’s (a costume desighémstructions partly reflect the image of
female musicians which Taiwanese people think thleguld present. Qi-zhi is a
common word of Madarin when Taiwanese people thikuafemale musicians. It is
similar to classiness in English. From the fiftitén be seen that a woman with class
has been connected to a women studying Westersicdhsnusic. The sixth implies
that an “ideal” husband is a prerequisite for agjawoman. It also reflects the idea
that a female musician will usually marry a richmrma

These characteristics for behaving with “class”everainly taught by a famous
flutist and they are similar to people’s impressainfemale musicians. Usually, if a
female musician’s behavior conflicts with these tdeas, she would be often
considered that she is “unlike” a female musicidhe experiences of Taiwanese
female musicians will be interrogated further itefachapters. In such a condition, a
main component of being like a female musiciaroi®¢have and demonstrate these
traits of “class” which could be easily recognizddhe image of female musicians

rests on what is presented outward, not simplyheir professional ability.

Document 6

Commercial Times Q@B/13
Ellie Lai Has Been Attracted Towards the Music Wortl

[...] After Lai had engaged in music career for aggeriod of time,
she could easily be pleasant even that she jushli® the sounds of
wind, bird chirping, and water flowing; in the me&iame, she became

more and more sensitive. At every stage of her fitan dating men,

* |sabella Wen is a well-known costume designeraiw@n. She has her own branded costume from
her name: “Isabella Wen.” Her name has appearemh@dia very often for designing the celebrities’
clothes; the information is from the official sitf Isabella Wen, http://www.isabelle-wen.com/
(accessed June 2, 2008).
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going abroad and entering into married life, then@ple she has
always kept is that “women should treasure and theenselves before

having enough energy to care about others.” [...]

Document 7

China Times

Confidence is the origin of beauty 1998/10/21
[...] despite the great shape of her body, her skadso delicate. [...]
Every woman always has her own unique way of logkeautiful; to
flutist Ellie Lai, the secret of staying young agdod-looking is music.
[...] Mentioning love lives, Lai said if she coutdt find a soul mate, she

would be reluctant to get married again.

Document 8
United Evening News 98498/08
Ellie: people could always have a friend in the opgsite sex
—Her close relationship with Chen-yang Tsai and hiscompany
would not be destroyed by rumor

For the perfection of Ellie Lai’s concert, Mr. Tsaven
commanded a subsidiary company in his enterprissupgrto be
responsible for the design of advertising and thélipity material.
Through intensive works on dressing up, Ellie luatjlooks like a Greek

Goddess on the concert posters.

The reports above focus on Elli Lai's beautiful eprance and her attitude

towards men and romances. In Document 6, from 1&8IMa000, it appears that Lai
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had been presented like a fairy or princess snowtewh a forest, and she taught
women what kind of principle is correct for themfédlow. This report excerpt makes

a female musician a very elegant and sensitive é@mbgcause it portrayed Lai as a
woman with subtle feeling and connections to theeinga Considering the number of

newspaper reports regarding women musicians of aifesiassical music are much
less than those on pop stars, this kind of newspatiele would greatly influence the

readers’ impression of female musicians. Also,l#sé sentence of Document 6 shows
that Lai was acting as an advisory role, teachiogen again about how to live their

lives.

Document 7 is a typical report highlighting factdrat usually show up in
reports about female musicians: beautiful appeaamomances and marriage.
Moreover, this impression is further intensified lgi's statement: music is a tool for
“keeping young and good-looking.” Around the timdem this report featured in
Document 8 was published, Ellie Lai's relationshifith the noted entrepreneur
Chen-Yang Tsdiwas a popular topic in Taiwan. First, in Docum8ntit makes a
direct connection between a female musician andealttwy man: a wealthy man
benefits her by publicity which was contributive teer career development.
Additionally, Tsai made intensive efforts for Latencert, but it seems likely that the
elaborations were principally related to her imaggking. The result was a brilliant
image — a Greek Goddess — shown on the concedrpbsthis article, the assistance
of a wealthy man and the appealing image are theioformation which the readers
could receive for Lai's concert.

Through these reports, it can be seen that evemgkhtihe reports are about the

formal music events, such as the release of ammatinua concert appearance, the main

® Chen-Yang Tsai is the head of My Humble House @rand owns the famous five-star Sheraton
Taipei Hotel.
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issues in the reports still focus on her dresseamce and relationship. It was rare for
Lai to talk about her career development. In theores, she was like a role model,

sharing her thoughts and experiences on how todigesay, ideal female musician.

[11.1.ii Analysis of Foreign Female Musicians

The tendency to focus on female musicians’ appearand relationship in
reports is not restricted to local ones, but atsmusicians from other countries who
are famous in Taiwan. Take Akiko Suwanai (1972 aa instance. She is a renowned
Japanese violinist and has come to Taiwan sevearakt The following items are the
headlines of all newspaper articles in China TifoesAkiko Suwanai from 1999 to

2007. The emphasis on her is similar in these hezglbver the past many years.

Document 9

China Times 2007/06/23

The Youngest Violin Winner of International Tchaikovsky

Competition ~ Akiko Suwanai — An Elegant Beauty Loes Water
Activities

China Times 2005/09/21

Inviting a Beauty to Hold a Concert, National Concet Hall has a

Good Box Office

China Times 2002/09/15

Japanese Beauty Violinist has Arrived in Taiwan Twie, whose
Skills and Emotion of Performance has Maturated

China Times 1999/03/13

Female Violinist Akiko Suwanai would rather be a Queen in the

Realm of Violin Performance rather than the Wife of Japanese
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crown prince. “Who | am is more important,” She sad While the
Beautiful and Talented Violinist Arrived in Taiwan .

China Times 1999/02/13

Violinist Star Akiko Suwanai, who was once a Candidte for

Japanese Crown Princess

Although she obtained many awards from internatiomasic competitions and
has had achievements in her performance careewaiase newspapers only
emphasized her beautiful appearance and relatipnEhe most frequently mentioned
topic in these reports was that she was once aidaedfor becoming the Japanese
crown princess. This phenomenon exposes that eemale music performer has
already attained accomplishments in her professlwge achievements just seem to
enhance her odds for a good marriage. Repeategiyrtieg on the relationship
between female musicians and beautiful icons, raesnand rich/powerful men
would easily lead readers to believe that theemisgndoubted link between them.

However, the Japanese violinist Akiko Suwanai, whener of the International
Tchaikovsky Competition, is undoubtedly a profesaldemale music performer with
considerable ability and has earned great repuatdtimugh international awards and
music activities. She is a guest performer at reremv festivals and has also
collaborated with the Boston Symphony, New York &uod Angeles Philharmonics,
National Symphony Orchestra of Washington.

According to all the headlines during the periodtlois study for Suwanai,
nevertheless, the topics continually focused orabpearance and her status as once a

Japanese princess candidate. Similarly, profesisparéormance was absent in these

® The information on Akiko Suwanai can be foundha tvebsite below.
http://www.cincinnatisymphony.org/Musicians/Guegisis/Suwanai.asp (accessed December 09,
2007).
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reports, but the bond amongst beauty, powerful raed female musicians are
strengthened.

Another example is Anne-Sophie Mutter, since shpogular in Taiwan and
thus there have been many newspaper reports alkouespecially while she gave
concerts in Taiwan. Most reports reiterated helesty dress, beautiful appearance
and marital status: they are still the similar fopmints while reporting about
Taiwanese and Japanese female musicians. The ofdyedce is that the different
depictions of their appearances according to tieaitures. The following exerpts and
headlines of some newspaper reports are the exaofplthe category of the

appearance.

Document 10

China Times 8an/20
Beauty Violinists Gained Big Successes

Could female violinists use their beauty and talentompete with
male violinists in the music world ruled by men?][FEemale violinists
exerted their attractions and confidence to competth male
musicians. [...]

Along with growing up, Anne-Sophie Mutter graduahgalized her
womanly traits and started to demonstrate this kafddelicate
feminine property in performing music. Her style dfess on the
recording cover was no longer a loose sweater lmgreamonial dress
boldly exposing her shoulders and highlighting geod body. Music
fans all enjoy her “sexy”’ style of wearing clothemd mature
performance. [...] Because of Mutter's talent, beaatyl the good

selling records, the field of violin performancarséd to notice female
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musicians’ achievements more than before. This kihdchievement
is from the efforts of female musicians and thepsup of master
conductors.

Document 11

China Times 2006/06/24

Violin Goddess Mutter Comes to Taiwan

Document 12

China Times 30/12
Beauty and Talent  Mutter has Both

[...] Mutter is regarded as a precious star in vigerformance for her
unique style of musical interpretation, beautifacd, and charming

actions on stage.

In Document 10, the report excerpt shows that thenglist attributes female
musicians’ success to “their attraction.” In thisaburse, what a female musician uses
to prove her ability is her womanly trait, her attion, not her professional
performance. In this report, furthermore, it appdaat it is Mutter’s responsibility to
realize her womanly traits and that she shouldgperfthat feminine property in
music. This comment indicates that women and meunldvplay differently because
of their genders. In Document 12, the journaligticked Mutter “as a precious star”
majorly because of her “beautiful face and charnaotjons.” Although her musical
interpretation was also mentioned, the main poarts obviously her appearance,
charm and dress style. In Taiwan, the title — VidBoddess — appears very often in
connection with Mutter. This feminine and loftylditis probably related to her

impressive image of wearing in a tight formal dreasposters. All things mentioned
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in the reports on Mutter emphasize her femininéustand charm. This shows that
idea that her status of woman is more critical than musician status. Other than
appearance, the reports on Mutter also focus onmeital status, as those on Ellie

Lai.

Document 13

China Times 20008322
Violin Goddess is at Her Zenith Great ConductoWithered
Mutter and Previn  The Couple Composed by Young am Old
are Broken

The so-called “the goddess of violin,” German wnat Mutter was
divorced the famous conductor Andre Previn in MigtBome city
of Munich, ending the four-year marriage. The reafsw the divorce
is that Mutter is 34 years younger than Previnheaould not keep
pace with Mutter in many aspects of life. [...]

Mutter is at her pinnacle as a 43-year-old womatjad activities
and music performances filled her schedule whigegblden time in
the life of Previn had already passed by and thezefew things left

in his life which he can do. [...]

Document 14

China times 205323
Mutter and Previn  Musicians Admire and Envy Their Love
[...] Most musicians believe that Mutter has an BEecdomplex for
she had been a protégé of the renowned conductwajdf, for 13

years. [...]
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Because of the agreeable relationship between Manig Previn, no
wonder Mutter is full of sweetness while discusdieg husband.

In these two reports about Mutter, Document 13upext Mutter’'s marriage in a
tabloid way. In Document 14, the journalist ackelon behalf of Mutter to express
her inner thoughts about her husband. More imptiytattnis kind of reports, which
did no interview but made a lengthy story, on fesmrausic performers were from the
authoritative Taiwanese newspaper: China Timessdheports present the typical
approach adopted by journalists to introduce Mutded other female music
performers to the public. Concerning Mutter's ptevdife, the report did not do
interview or cite from any credible source. Appdlgrmost contents were written by
conjecture in Document 13. It is ironic that Documné&4 appeared just two months
before Document 13. Since no evidence had beenopedp it seems that the
journalist knitted a story about why Mutter lovete¥n (her Electra complex) and
the condition of her married life.

In Taiwan, female musicians were framed in a whg, joburnalists suppose that
readers only want to know about beautiful musiciand their private lives. After
reviewing these Taiwanese newspaper reports ore EBi, Akiko Suwanai and
Anne-Sophie Multter, it is obvious that this mediwatways places the principal
importance on female musicians’ appearances arsiparromances, no matter what
their nationalities are. Gender, when reporting imiass, is a much more important

issue than where they are from.

[11.1.iii More Cases of Taiwanese Female Musicians
After reviewing the representative female musiciari®o had been reported
frequently, some other reports are also adoptedlustrate the general condition

about the image of female musicians in newspapers.
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Document 15
China Times 205122
Advertising a concert with beauties Prelude a I'Apesmidi d'un
Faune

The Taichung County Philharmonic Association isdiay a
concert on 24 May; the Association advertised the concert thhoug
beauty performers and advertising photos on whiah gerformers
wear evening dresses with spaghetti straps. Thdhdrimonic
Association emphasized that, besides the attratdives, these female
musicians also have a professional background ancherous

performance experiences.

Document 15 shows that “clothes” is still the megmponent when the image
of female music performers mentioned. the clothegehbeen thoroughly described.
This report shows that even for a concert held dyhdharmonic Association the
appeal is still the female musicians’ desirablesges with “spaghetti straps” and their
pretty faces. In the last sentence, professionalasifinally mentioned, but only by a
kind of by-product to female musicians’ outwardattions.

In Document 16, the pianist Wei-jen Hsiao’s appeegaand marriage takes a

large part of the report:

Document 16

China Times 24%%5/23
Wei-Jen Shiao has an Unhappy marriage and Splendi@areer

The news about her husband’s betrayal and affair sbcked the

musical community. To ease her broken heart, femalenusician
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Shiao decides to pursue her career overseas

Hsiao is a so-called “piano beauty” for her longhdpag hair,
white skin, and charming flower-like smile. For Hans, they had never
thought that one day Shiao would be connected picgoabout a
pinpoint camera, betrayed marriage, and extranhaaféair. [...]
musicians’ marriages catch the public’s eyes adain.

Hsiao was born into a musical family. The circle \Western
classical music deemed that Shiao is an earnestiarusn pursuing the
achievements in music, especially in frequentlylatmrating with
Eastern European and Russian musicians. [...]

[...] gained an honorary PhD degree [...] held khencert in
Carnegie Hall. [...] At that period of time, she Hagen highly reported
by some Taiwanese media, and most members of th&cnuircle
admired her initiative. Nowadays, however, we iyalnderstood that
Hsiao’s initiative is possibly not only from herfsexpectations in music

career but also from a product of her unhappy rageri

As mentioned in the last sentence of Document & conclusion of the report

implies that women might be ambitious and pursuearasuccess only while they are
depressed or fail in their marriages. Hsiao’s admgents in music are illustrated in
this article; any one of these accomplishments dawédrtainly be cultivated by

long-term efforts and planning, however, the jolistattributes her achievements in

music to the failure of her marriage.

In Document 16, it makes a big point of Hsiao’segmance and turns the whole

report into a novel-like story about her marriage. deal with a female musician’s

struggle to make progress and achieve a breakthrougrofession, the journalist

99



chose to make a connection which is simple anddfillvith stereotypes about her
endeavors and unpleasant married life. The imphnaof this kind of thinking is
considering women would rely on men and those vase tthe dependence of men

will turn to seek their own career attainments.

[11.2 Tabular Analysis Approach

For revealing the general principles in reportirgnéle musicians, in this
section, some female music performers had beerctedleto be analyzed by
examining all reports about them for a specificiguerin China Times. In order to
objectively clarify the main topics of reports abdemale music performers, a
systematic approach was adopted to analyze thefdata newspaper reports and
illustrated the results in tabular format to expldahe following issues. It aims to
explore whether there is any difference betweerortepabout female and male
musicians. Throughout the survey, the general pinenon and habitual approach in
reporting female music performers will be explored.

In order to objectively present the images conitufrom the contents of
newspaper reports for female music performers, balda analysis approach is
proposed. The data are mainly from the electronitiges of China Times: China
Times Databasé.China Times is a newspaper which has well-estadfisand
longstanding readership. The China Times Databadades all published reports in
China Times since 1994.

The tabular analysis approach for analyzing repmta way of qualitative

researches for content analysis. Content analgstmeé of the common methods for

" China Timesdatabase and UDN database (collecting newspapertsefrom United Daily News
Group) are the only two electronic newspaper daeban Taiwan. They are also the most authentic
and prestigious newspaper groupsChiina Timeglatabase, every report@hina TimesChina Times
ExpressandCommercial Timeare collected from 1994 to current.
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analyzing information from newspaper reports; &définition of this method iiithe
SageDictionary of Sociology“At its simplest, content analysis is the redoitiof
freely occurring text (e.g. a speech or a newspageare) to a summary that can be
analysed statistically. One may try to capturedbsence of a text by counting certain
words.”®

In Collins Dictionary of Sociologythere is a completed explanation about the
usage and application of this research method: eabnénalysis is “a research
technique for the objective, quantitative and systéc study of communication
content. It involves charting or counting the iremde, or coincidence, of particular
items belonging to a set of (usually) predeterminatégories. It has been used, for
example, to explore political balance and bias emmunication by counting the
number of references [...f."

The methodology is to “create a set of categoribghvilluminate the issues
under study and then classify content accordindpése predetermined categorié.”
Through this procedure, the concerns and main ssstithe newspaper articles could
be presented. This study adopted the spirit of eminainalysis and developed an
approach. Instead of using specific words as caegahis study used specific topics
as categories for some words of describing femalsienperformers have similar
function and could be categorized to one topiceA# preliminary survey of these
reports from the selected musicians, three proniitegrics — appearance, dress and
marriage/romance — for female music performersdmetified. These categories were
produced through reading every report of the seteatusicians during the analysed

period of years. By counting the descriptive cotdenf the reports, these popular

8 Steve Bruce and Steven Yearley, “Content AnalygisThe Sagd®ictionary of SociologyThousand
Oaks, Calif.: SAGE, 2006), 48.

® David Jary and Julia Jary, “Content Analysis” @ollins Dictionary of Sociology2™ Edition
(Glasgow: HarperCollins, 1995), 119.

1 Nicholas Abercrombie, Stephen Hill, and Bray Srrigm, “Content Analysis,” inThe Penguin
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topics/categories belong to female and male musaomrere shown up. They were the
cores of the reports and made up of the main bétlyeoreports.

In the reports of female musicians, although tha af most reports is to
promote concerts or recordings, it can be found tiwa content of the reports have
often been centered on these non-musical issupedegnce, clothes and marriage)
and devote relatively small parts to mention prsifasal ability or features of concerts
and recordings. These topics are adopted as thagbposnain body for female music
performers to be analyzed for the reports. Theirdiks concerns in their reports
could also be clearly identified by comparing thgparent different categories
presented in the analysis tables for female ané maisic performers.

The procedure for formatting the categories in thigle usually follows the
general instructions: “content analysis consistsvofd counts, using the frequency
with which words appear as a measure of their §ggmce in the meaning of the
message™ Nonetheless, as mentioned The Sage Dictionary of Sociolag§The
problem, of course, is that the meaning of wordsiisly simple and the meaning of a
text is rarely apparent from its words taken indsion."*?

Consequently, the present study adopts topicaboaes rather than counting
words to eliminate the problem aforementioned. Example, in the category of
appearance, all descriptions about appearancebwittounted, such as the beautiful
musician, her face, skin, hair etc. In the clotba&®gory, contents of clothes and dress
style would be included. In the category of mamiaand romance, whether the
contents were about married life, husband, boydeiil all be included. Through the

rate of appearance in these three categoriesptheriance and the frequency of the

Dictionary of Sociology5th Edition (New York: Penguin, 2006), 52.

1 John Scott and Gordon Marshall, “Content Analysis, A Dictionary of Sociology3rd Edition
(New York: Oxford University Press, 2005), 110.

12 Bruce and Yearley, “Content Analysis,” 48.

102



occurrence of specific topics can be clarified ttoe main components in reports on
female and male music performers.

The musicians selected for sample analysis sho@dthmse who were
well-known and reported on frequently, so they hamBuence on the image
configuration in readers’ minds. Therefore, therespntative sample adopted is Ellie
Lai, Nai-yuan Hu and Yo-yo Ma. The reports usethmtabular analysis approach are
those take the musician as the topic of the regher than a passing reference.
Hence, two kinds of reports about musicians willdigcarded in this study. First,
when the musician was a participant in an eventramidhe main topic in the report.
Taking Ellie Lai for example, as a popular musicianTaiwan, she often attended
many celebrity events or charity bazaars. The tepavout these kinds of activities
would mention her name as one of the members widopaticipated® Second,
when the musician is the focus of the report buy anth respect to brief information
about concerts (e.g. dates, sites or prices), dews or other related musical
activities. Since reports having descriptive cotgemould have a greater possibility of
influencing the constructed image of female musdqgrmers for readers, only this

kind of report has been used for analysis.

[11.2.i Analysis on the Female Musician: Ellie Lai
Ellie Lai was born in 1963; she was once the cfiigtist in the National
Symphony Orchestra in Taiwan. As a celebrated femalsic performer in Taiwan,

she had given many concerts and produced eightdiegs from 1989 to 1999. In

3 |n fact, some specific activities could also ieffice the construction of the image of female
musicians if female musicians attended them fretjyeS8ince the reports present female musicians
attended luxurious events (like fashion show) gaiten, a bond would be easily constructed between
luxurious stuffs and female musicians.

14 The personal details of Lai is referenced from ohber main fan sites which still exist while most
others were faded after she renounced her statua @fitist, http://www.taconet.com.tw/Enter/
(accessed May 30, 2008).
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2000, she married a wealthy and renowned entrepre@den-Yang Tsai, the owner
of My Humble House Group and the five-star Sherdtaipei Hotel in Taiwan. After
her marriage, Ellie Lai renounced her career asuaienperformer and started to
engage in Tsai's business. Lai has participatethe works of hotel decorations,
clothes design of the attendants and backgroundtritubotel™ Currently, she is the
vice-president of this hotel. Therefore, the statstable analyzed for Lai ends in
2000 when her marriage effectively ended her cager music performer.

From 1994 to 2000 ihina Times 145 reports mention Ellie Lai; 31 of them
meet the analysis standard: They take Ellie Lathesfocus of the report which
features relevant details about her. After exangirtime content, 23 items of the 31
reports (74.2%) showed at least one of the thrpe&cdo appearance, clothes, and
marriage/romance. The statistics of the report&lba Lai is illustrated in Table IlI-2
below.

B The total number of reports mentioning Ellie Lairfr 1994 to 2000: 145 items
B The number of reports for analysis from 145 iteBisitems

The three main topics appearing in newspaper re@dout female music performers

are categorized as follows.

5 The references about Ellie Lai's engagement irelhoperation are from following newspaper
articles: “She has High Emotional Quotient Toler&tis Outspoken and Naughtynited Daily
News Oct. 4, 2005, http://mag.udn.com/mag/people/stage.jsp?f ART 1D=19933.

“Prices of Hotels, Taking Responsibility by ThBirofessions,Liberty TimesNov. 2, 2003, http://
www.libertytimes.com.tw/2003/new/nov/2/today-e6.htm
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Table 111-2 The statistics of main topics reportedEllie Lai

The number of reports includin Reports including  Total
Ratio of RT]
topic(s) (topic A, B, C) the categorized| reports in g
to RY (%)
Year One Two Three | topic(s) inayeal  year
1994 2 2 3 66.7
1995 5 2 7 7 100
1996 2 2 3 66.7
1997 2 2 4 7 57.1
1998 3 3 3 100
1999 4 4 7 57.1
2000 1 1 1 100
total 16 4 3 23 31 74.2

(A) Appearance, (B) Clothes (C) Marriage/romance.
RT: Reports including the categorized topic(s) year

RY: Reports in a year

Through this table, it can be seen that in 1994, tttal number of reports
mentioning Ellie Lai in that year is three; two ogfs include only one of the three
specific topics (this one topic could be physicghp@arance, clothes, or
marriage/romance). Thus, the rate of reports inoudhe specific topics in 1994 is
66.7%. As for the year of 1995, there are sevemrtepfocusing Ellie Lai with
descriptive contents: five of them cover one tognd two of them simultaneously
cover two topics. Therefore, reports on Elli Laitiis year had all focused on her
physical appearance, clothes, or marriage/romafite.same analytical approach is
applied to the reports in the other years anddkalts are as shown in the table.

Through Table IlI-2, it demonstrates that thesee¢hthemes are the most
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common ones of the reports on Ellie Lai for a Igagiod of time. Table 111-3 shows

the number of the reports belonging to each tope&ach year.

Table 111-3 The number of reports on each of thre¢htopics

The number of the reports o
Reports including
each topic
the topic(s) in a year

Year A B C
1994 2 2
1995 7 1 1 7
1996 2 2
1997 4 2 4
1998 3 3 3 3
1999 4 4
2000 1 1
Total

22 6 5 23
reports
Ratio 95.7% 26% 21.7% 100%

Three main topics in newspaper reports on Ellie Lai

(A) Appearance, (B) Clothes, and (C) Marriage/roogan

Since a report may involve two or more topics stamgously, the production of
Table 111-3 reveals that which theme is the moshown one amongst these three
topics. It means that a report including topic A @dso include topic B, C or both of
them. Therefore, in Table 11I-3, a report woulddminted repeatedly if it has more
than one specific topics (topics A, B and C).

For example, there are 7 reports in 1995 mentiottiegspecific topics; all of
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them mention Lai's appearance (topic A, 7 reportsl of these reports also note
Lai’'s wearing style (topic B, 1 report), and anatbee of the seven reports mention
romance (topic C, 1 report). The importance of eaglic thus can be shown in the
ratio. As shown in the bottom two rows of Table3|Ithere are 22 reports out of the
total 23 reports mentioned the appearance of Edigtopic A), so the ratio is as high
as 95.7%. Consequently, for all the reports memgpithe specific topics, Ellie Lai’s
appearance the issue which had been discussed aftest the contents usually
around her face, skin, and beauty.

Although the analyses end in 2000 because of thgatien of Lai’'s musician
status, Lai's name and news still occasionally apge in newspapers, TV and other
media. After she became the wife of Tsai in 2008nynLai’s interviews focused on
the luxurious lifestyle of an entrepreneur’s wifedachronicle her attendance at many
magnificent activities with other celebrities. Thews around her marital life and
luxurious life style has the potential to signifitly influence how and what people

think of female musicians.

[11.2.ii Analysis of Male Music Performers: Nai-yuan Hu and Yo-yo Ma

To investigate whether there is any differeateoncerns in newspaper reports
between male and female music performers, two malsicians are selected as
examples for analysis in this section: violinistilyfman Hu and cellist Yo-Yo Ma
How to analyze the reports on male music perforngethe same as that applied to
female music performers. Through the tabular amalgpproach, the popular issues
mentioned in reports about male music performeli$ bd clearly identified. The

study period is from 2002 to 2007 for refereficeEvident differences could be

16 Since the reports on male music performers hasvesthicextremely high similarity in topics and
contents for years and the function of illustratthgm is for reference to those of female musici&ns
five-year statistics already could clearly demaatstrand easily be observed the reported inclinaifon
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apparently exposed in the five-year statistics.oligh examining and reviewing all
the reports on these selected male music perforinetise particular period, three
popular topics — his recordings, concert, and caresre identified. These topics are
named as topics A, B and C in the analysis tables.

Nai-Yuan Hu, a Taiwanese violinist born in 1961the Grand Prize winner of
the 1985 Queen Elizabeth International CompetitroiBelgium. Since he obtained
the professional recognition, he began his musieater on the world’s stages and
also in cooperation with many prestigious orches@ad musicians, including the
Toronto Symphony, Seattle Symphony, the Netherkmdl Rotterdam Philharmonic,
Belgium National Orchestra, Austro-Hungarian Hydahamber Orchestra, Tokyo
Philharmonic and Tokyo Metropolitan Symphony, Na&ibSymphony Orchestra of
Taiwan, Hong Kong Philharmonic. Aside from the nuwows performances in foreign
countries, he has also continually engaged in devenusical activities in Taiwan. He
had recorded albums for Taiwan’s Chi-Mei Foundatgord unaccompanied violin
music for EMI*’

From the year of 2004, Hu organized a series oficalsctivities known as
“Taiwan Connection” for giving concerts and mastéasses to Taiwanese people.
This music festival holds every December and drawgh attention each ye&r.
Due to his fame and popularity, Hu has been saleate one of the typical male

musicians whose media representation would inflaghe image of male musicians

reports on male music performers.

Y "Chi Mei Culture Foundation was founded by Chi Milustrial Corporation. Chi Mei Industrial
Corporation is renowned for its concerns in arspeeially in music and painting. Chi Mei has itsmow
museum, orchestra and the culture foundation fosicall activities, such as recording albums by
Taiwanese musicians and lending sumptuous and guednstruments, mainly violins, to music
performers. The reference material is from theci@fisite of Chi Mei Culture Foundation. Below et
site in Mandarin: http://www.chimeimuseum.com/_ase/a01_foundation/foundation.aspx (accessed
May 29, 2008); the official site in English versidmtp://www.chimeimuseum.com/english/
a0l1_foundation/foundation.aspx (accessed May 29820xhe discographical information on Hu's
recordings: Nai-Yuan Hu\icolo Paganini: Variations on the G String on Rags “Moses,” Chi Mei
Culture VN 01003; Nai-Yuan HunaccompaniedEMI Classics 82659327.

18 “Taiwan Connection, Nai-Yuan-Hu: Young MusicianscBurage Me to Do ThisChina TimesJuly
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in Taiwan. The statistics of the collected reporidNai-Yuan Hu are listed as follows.

B The number of reports mentioning Hu (Dates:2002+R007/Apr.): 67

B Reports in which he was the main focus with deseepontents: 20

Three main topics appearing often in newspaper rtepabout male music

performers are categorized as follows.

Table 111-4 The statistics of main topics reportedNai-Yuan Hu

The number of reports including

Reports including

the specific topic(s) (topic A, B, Reports in {Ratio of RT to
the specific
C) year RY (%)
topic(s) in a yeal

Year One Two Three
2003 4 1 5 5 100
2004 1 4 5 5 100
2005 2 3 5 5 100
2006 5 5 5 100
Total 7 13 20 20 100

(A) Recordings, (B) Concerts, and (C) Career

RT: Reports including the topic(s) in a year

RY: Reports in a year

From the table, it is clear that the number of rep@s stable every year, so do

the contents of the reports. Usually, musicians ldidae reported when they have

concerts, new recordings or other musical actsitierom 2003, Hu visited Taiwan

every year to give concerts; from 2004, most repatiout Hu were published in

December and focused on the music festival “Tai@annection”.

4, 2007.
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There were many reports on Hu in this period ofetimhrough the table, it is
obvious that all of them focus on his recordingsaerts, and career development.
The ratio of reports on these “male music perfosntapics” is 100%. The topics of
appearance, clothes and marriage which appear witegports on female musicians
are never mentioned in reports on Hu. Obviouslg jiurnalists constructed the
different images and presented the dissimilar dsimeis of male and female
musicians.

The similar ratio can be found in that of anotheslenmusician Yo-yo Ma.
Yo-yo Ma is an American of Chinese lineage. It ic@mmon for a music performer
to be mentioned so frequently in newspaper repbtéss wide media coverage could
be ascribed to his kinship with Taiwan and his sgstul career on the international
stage. His father, Hiao-tsiun Mahad once lived in Taiwan; Hiao-tsiun Ma and his
wife also came back to Taiwan occasionally eveeratihey settled down in the
USA? For years, Yo-yo Ma himself also visited Taiwaedfuently for his recordings
and concerts. His every new plan on recording Wsuabkes the increase of the
number of reports and it would get more reportseemlly if he pays visits to Taiwan.
B The number of reports mentioning Yo-Yo Ma: 234 (20@n.-2007/Apr.)

B Reports which took Yo-Yo Ma as the focus and hagscdptive contents39

items

9 Hiao-Tsiun Ma was also a musician and supervisedfey Ma’s early music education. When Yo-Yo
Ma was four years old, Hiao-Tsiun Ma and his familigrated to the United States.

The resources of bio information are listed:
http://www.sonymusic.com.tw/artist/artist_info.plap?index=76 (accessed May 29, 2008),
http://www.yo-yoma.com/ (accessed May 29, 2008).

Marina Ma and John A. Ralldéjy Son, Yo-Y¢Hong Kong: The Chinese University Press, 1995).
Richard Dyer and Margaret Campbell, “Ma, Yo-Ydzrove Music Onlineedited by Laura Macy
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Table 111-5 The statistics of main topics reportedYo-Yo Ma

The number of reports
Reports including
including topic(s) (topic A Reports in { Ratio of RT]|
the categorized
B, C) year to RY (%)
topic(s) in a yeat
Year One Two Three
2002 1 1 2 2 100
2003 1 1 2 2 100
2004 10 4 5 19 23 82.6
2005 5 4 1 10 10 100
2006 0 0
2007 1 1 1 100
Total 15 11 8 34 38 89.5

(A) Recordings, (B) Concerts, and (C) Career/Psitas
RT: Reports including the topic(s) in a year

RY: Reports in a year

In 2004 and 2005, the numbers of reports on Yo-¥Yodvk significantly higher
than other years, for Ma visited Taiwan in these wonsecutive years. The table
demonstrates that whether the number of the repamts whether the length of each
report, almost all the reports centre on the thigacs which focuse upon the
musician’s career and professional status. Evengthtie has become something like
a super-star musician in the field of Western atatsmusic because of his many
associations with popular and crossover music éamdniusic soundtracks, the reports
still fundamentally focused on his professionalf@enances, like most other male

musicians.

(accessed June 1, 2008), http://www.grovemusic.com.
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[11.3 Discussion of the Analyzed Results

The content of this chapter is to examine what &iod images of female
musicians are presented in newspaper reports. tahistiss in the present study show
that, when female musicians are discussed in ngespamost topics centre on their
marriage and appearance. In Taiwanese newspapertsefemale pianist Shiao’s
hardwork and significant accomplishment is represgms a way to compensate for
her unhappy marriage. Mutter’'s marital life was aeed without interviewing or
guoting any person involved. Lai's appearance adriage is invariably the focal
point of media reports, and not her playing. Fond&e musicians, the concern is not
only their beautiful clothes, but also their atthae appearance. There have been a lot
of details portraying their face, body, hair, skilgthes and accessories. This kind of
image construction is implicated in the creatiorst&reotypes and risks inducing and
misguiding readers in its representation of femalasic performers as objects of
physical desire.

Ellis's research demonstrates how female pianistaimeteenth century Paris
had been reviewed differently from male musicialemen pianists’ dress and body
were sometimes the focus while she was commentéd. @ints out that although
this kind of portrayal was not prevalent, but uelikto appear in any review of a male
pianist. In contemporary Taiwan, however, the whljaw to portray female musician
almost entirely focus on their appearance and dlegghis kind of discourse did not
happen on male musicians. Through the statisti¢thisnchapter, it can be found that
focusing on female musicians’ appearance, clothad, even marital status is the
mainstream topics in Taiwanese newspaper repohis fesult reflects how most
people think of female musicians and which aspaiftsfemale musicians are

considered important in Taiwanese society.
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V. The Chinese Tradition of Representing the Female lage

In Ways of Seeinglohn Berger states that, in the history of imageen act,
women appear™ Due to the unequal social status of the two gexdemost periods
during the history of Western countries and Chiwamen have relied on men for
their economic and living conditions. In this cinestance, women were usually the
appendages, while men had power and authority. iGensg their lower social
position and financial dependency, women have &rideseek men’s affections in
return for better maintenance. This realistic cbadihas influenced the production of
the female image and representation. Lynda Neadestsy “Through the procedures
of art, woman can become culture; seen throughstireen, she is framed, she
becomes image [...}” In Practices of LookingMarita Sturken and Lisa Cartwright
also point out: “In the history of art, [...] painga were for the most part geared
toward male viewers, [...]>’ Many images of women were designed on the premise
that men are the principal viewers. What kind oadgas and how to demonstrate the
images of women are decided by men and the male. gansidering that women
have usually been living in a condition built on lezaentered visualisation, Nead
draws the following conclusion about the phenomeobwomen’s image: “[...] the
female body is caught in a perpetual cycle of judget and categorizatiofl. This
“constantly judgemental gaze, as she says, confines women to the role of the
desired object, as men are the viewers, paintadspatrons in reality.

As Berger analyses the condition of gender andygné&e is the spectator in

! John BergeiWays of Seeinl.ondon: Penguin Books, 1972), 47.

2 Lynda NeadThe Female Nude: Art, Obscenity and Sexuéligw York: Rougtledge, 1992), 11.

® Marita Sturken and Lisa CartwrigiRractices of Looking: An Introduction to Visual @k, 2nd ed.
(Oxford: Oxford University Press, 2009), 123.

* Nead,The Female Nudeé1.

® Ibid.

113



front of the picture and he is presumed to be a.fBaarything is addressed to hith.”

The main purpose of women’s images, in Berger'svyie to evoke and satisfy the
viewing pleasure of men. The characteristics of wo®image in each time period
have been represented in its paintings. Througtvinge the art works, the beauty
appreciation in a culture can be demonstrated. &lebefore analysing female
musicians’ posters in modern Taiwan, the tradivbmepresenting women'’s image in
Chinese culture must firstly be illustrated. Tlaecause in different civilizations, an
image may not attract identical interpretations tutheir different cultural sediments
and histories. Through examining the historical tegty the influence and

transformation of the past upon current images valexplored.

Although the modern image of women in many cagtalicountries display
many common characteristics, because of the waggobhlization, many traditional
notions have still affected how people see andktbirwomen’ role, status and image
in Taiwan’ As a group of women in Taiwan, female musicias® &le in this social
climate; in many cases, they even have a moreatygieal image among the public
than ordinary women. Hence, in order to properlglgse the elements and meaning
of the modern female musicians’ image, the imagesld@ment in Chinese history
and the construction of the capitalistic woman’'sag® in current Taiwan will both be

assessed. The traditional image will be firstlycdssed below.

® BergerWays of Seeind9.

" Under the influence of mainstream Western cultomest female images in modern Taiwan follow the
Western beauty standard and thus usually highkghmen’s body and sexiness. Although the sexy
image is prevalent and seems considerably dissitalthe image of traditional culture, some traits
the traditional image persist along with the triadial ideology about the ideal role of women, sash
shyness, passivity and obedience. These chardicterian easily be found on concert posters and in
wedding photos.In modern Taiwan, traditional idgds about gender still have their effect on pesple
daily lives. As mentioned in the Introduction chaptfor example, the ideologies of “women are
marring up and men are marrying down” and “valuenna@d despise women” have continually
affected women'’s lives and career.
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V.1 Beauty Painting

In the tradition of representing the female imag€hinese culture, paintings of
women are a long-established sub-category and bawelly been called “beauty
paintings ¢hinu hwad.” Their origin can be traced back to the Pre-Qieriod®
Women are the subject matter in beauty paintingsthey have been mostly drawn
by men and the contents of these paintings aredeécby male patrons. Their
representations are mainly according to men’s trdes and preferences.
Consequently, the two genders played differentsr@led had an unequal status in
composing the paintings.Women’s social status in each time period was also
reflected in the production of these beauty pag#imlthough a few women painted,
they did not paint the female image but usuallygaln ancient China, the dynasties
before and including the Qing dynasty (1644-19p2a)nting was a skill for women to
use to please men, like concubines to entertain thdtivated husbands, not aiming
for women’s self expression or achievem®nt.

Because of the conservative atmosphere and stsotial regulations between
the two genders in ancient China, it was imposdiiMienale painters to have women
models. The characteristics and feminine imageeimuby paintings are the results of
the male painters’ subjective interpretation andchstauction according to the
contemporary beauty standards. There is no roorwdonen to illustrate or negotiate
their image in the production. As Mary Fong notds: traditional China artistic
creativity was gender-specific, exclusively maguweli and the female image that

emerged is not what it purports to represent btheraa signification of male

8 The Qin dynasty was established in B.C. 221. Téréof before the Qin is called the Pre-Qin period.
° Fei-yi Liang, “Cong nuxing zhuyi de guandian kangglai shinu hua (From examining the beauty
painting from the feminist perspective),” (Masteesis, Taipei National University of the Arts, 2000
22.

1% The detailed discussion would be illustrated latehe part of IV.5 “the position of female arsist
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power.”™ The two main divisions of beauty painting, to tiscdssed in greater detail
below, are the didactic painting and the “bellengiag.”? The “didactic painting”
reflected the patriarchal values and further cadatéd their order and social system.
The aim of the “belle painting”, a division whicbduses on the depiction of women’s
beauty, is to serve men’s needs and visual pleadure

The standards of beauty sometimes had differemceadh epoch. Nonetheless,
women’s appearance in the paintings of a partiajyaasty did not contain individual
feature, instead, they merely demonstrate the etbbieauty according to the common
beauty image of specific times. Fong points out tbhenomenon: “Once the
ideational convention for the depiction of the féenavas established, it was
transmitted through the ages essentially the sambevilih accommodations to the
cultural specifics of each period*™ They are just “beautiful women” created under
the mainstream criteria of beauty in the male-aedtesociety and for patriarchal
service, like satisfying male visual pleasure iauig paintings or coaching women to

be self-sacrificing in didactic painting.

IV.1.i Didactic painting

Didactic painting was a mean of propagating pdltiecdeologies and of
maintaining social systems in ancient times, whestrpeople were illiterat®. These
paintings followed the ideal gendered roles andegpictorial personification of
well-known didactic literatures. Mary Fong mentiotisat the literature often

advocates “loyalty and filial piety for men, andifgenmolation and chastity for

Y Mary H. Fong, “Image of Women in Traditional ChéeePainting,"Woman's Art Journal.7, no.1

(Spring- Summer, 1996): 22.

12 Concerning the researches on women in Chineseimmihistory, the focus is usually on female
painters; see Liang, “Shinu hua,” 11.

13 Liang, “Shinu hua,” 21.

4 Fong, “Image of Women” 23.

'* Ibid., 13.
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women.™® The didactic paintings, Fong indicates, were nyostithe female imag¥.
From the Han dynasty (B.C. 202 — A.D. 220) to thei-\Wnh period and the Six
dynasties (A.D. 220-589), most female imagery wasthe purpose of educating
women about politeness, moral principles and stalsdaf behaviour. The huge
amounts of didactic paintings are like textbooksching women how to be virtuous
wives and motherd® The classical literature on educating women watenof
accompanied by many didactic paintings. The reé&sothis is that most women were
illiterate, since “for women to have no ability @lent is a virtuer{uzi wutsai bein
shidg” was a widespread belief in ancient China. Hertbese didactic books not
only pursue simple literary descriptions, but alsge many paintings for better
instruction™®

Some of these books and paintings about relatadcessand some selected
women who were seen as exemplary role modeld.@seons for WomefNu jie),
Biographies of Eminent Womédhieh nu chuan), and thieadies’ Classic of Filial
Piety.?® For male painters, nonetheless, the focus is het attributes of each
exemplary woman, although they have concrete nasneshappenings. As Fong
observes, “[...] the illustrations of selected biq@rees show that the women are types,
not specific individuals?* The focus is the universalism of their ideal deads the
noble roles they portrdy. These male creators strongly implied that womelees

should possess similar virtues as the women irp#netings. Julia Murray mentions

Fong, “Image of Women,” 22.

7 bid.

'® Ibid., 25.

Mon-jin Ma, “Lienu, tsainu, chinu (Exemplary wometalented Women, weaving women: The
Cultural image of women'’s lives)Gugong wenwu yuekaiThe national palace museum monthly of
Chinese art) 21:2, (May, 2003): 6.

% The Lesson for Wome(iNu jie) was written under the Han dynasty (B.022- A.D. 220) by a
woman named Ban, Zhao (circa A.D. 45-117). The boRiographies of Eminent Woméghieh nu
chuan) was written by a male author named Xiangihithe West Han Dynasty (B.C. 206 — A.D. 9).
Ladies’ Classic of Filial PietfNu Hsiao ching) was written under the Tang dyynéatD. 618-907) by

a woman whose surname was Zheng.

% Fong, “Image of Women,” 23.
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this Chinese tradition: “[...] the prevailing view wathat women could better
understand their proper roles by learning abouuous women of the past and by
studying admonitory tracts. THeadies’ Classic of Filial PietyfNu hsiao ching) is a
classic example of feminine instructional literaéurand like the better known
Biographies of Eminent Womé@aeh nu chuan), it has been much illustrated thgts
over the centuries?®

The first didactic painting, “Admonitions of the simuctress to the Palace
Ladies,” was created by Kai-zhi Gu (about A.D. 34%)>* Passing through the
long-term development, the didactic painting becanwe and more popular and
reached its summit under the Six dynasties. Munmaigs that “[tlhe Six Dynasties
period (A.D. 220-589) witnessed a great increaseth@ popularity of textual
illustrations, and didactic paintings for women Ievated.”®® Intended to be
circulated prevalently among women, these paintiags reproduced largely using
flagstone or wood engraving®.In these paintings, the daily activities in whitte
women are usually involved are spinning and wea%inthey work industriously and
look after the elderly and children in the fanfifyAs for the topics in thBiographies
of Eminent Womerhe paintings emphasize chastity and even glardgnen’s suicide
following their husband's deaffl. “Mothers urge their sons to read” is another

popular theme, since women’s achievement and stagre completely based on

2 Ma, “Lienu, tsainu, chinu,” 4.

% Julia K. Murray, “Didactic Art for Women: The Lagli’ Classic of Filial Piety,Flowering in the
Shadows: Women in the History of Chinese and JagaRainting ed. Marsha Weidner (Honolulu:
University of Hawaii Press, 1990), 27.

% This painting is in the British Museum now; see tfelative webpage of the British Museum,
http://www.britishmuseum.org/explore/highlights/hiight_objects/asia/t

/admonitions_scroll.aspx

% Murray, “Didactic Art of Women,” 28.

Liang, “Shinu hua,” 33.

%" Ibid., 30, 43, 44.

*% bid., 31.

# Ibid., 129, 130, 131.
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men’s (father, husband and son) sucé@ss.

In Chinese traditional culture, as Murray staté&pfnen were expected to be
humble and self-sacrificing and to devote theirrgies to the family rather than to
personal ambition®* Consequently, although the presumed viewers ofdttiactic
painting are women, it is in fact a painting catggproduced for men’s benefit and
aimed to deepen this social climdteMale creators and the phallogocentrism-based
society delivered their expectations of “virtuowgdmen in female figure paintings.
The common idea that “men are noble and women amgble fanzun nubgi had
been strengthened by the concrete images in tleettidpaintings. The male power
which controlled the image construction built themen myth and their “ideal”
performance. Apparently, at the initiation of fongithe female image in China,
women’s figure painting was just a way of didasimiand women were obviously the
objects to be educated.

The purpose of the didactic painting is the hopa thkomen will learn to be
“good” by imitating and internalising the imagepmesented in the paintings. It is a
persuasive method to let people accept ideologidsnimthe images. These images
demonstrate which behaviour women should adopt thed activities that were
considered suitable for their status. For femalesioians in modern Taiwan, there
might be a similar situation. The images on conpesters represent a fixed image of
femininity and imply certain social expectationaurldg the long period of studying
music and participating in musical activities, buld have a great influence on female
students’ identity through repeatedly seeing theseges of their teachers and other
musicians. As for women who are not musicians, thege also educated to recognize

the “ideal” image of female musicians. Nonethelesdike didactic painting produced

%0 |bid., 40, 41; Murray, “Didactic Art of Women,” 27
31 Murray, “Didactic Art of Women,” 27.
%2 Liang, “Shinu hua,” 35.
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by men, female musicians’ posters have been canstitby women in the current
concert environment in Taiwan. Hence, the reasongfting them choose to portray
the fixed images might be more complicated thatha didactic paintings and this
will be further discussed in the present study.

No matter which roles the female subjects played, hasic traits are “feminine
beauty and charm;” what Fong specifies as the lidesmen in Chinese patriarchal
society.®® She states that women in Chinese paintings areoltgjical construct
within a male system” and “beautiful but submisstemure and amiable, unassertive
and pleasant, agreeable and good-natutedhe physical standards of beauty may
change, but the submissive, passive demeanor doesOther than the typical
portraits, women were speechless in the produclibeir image was decided by men
and conformed to the rule of the male gaze. Follgwthe subsequent radical change
in China in the early twentieth century, the femateage had an unprecedented,
wide-spreading influence into people’s lives andvipted a more comprehensive
service for patriarchal interests in the fieldspalitics and economics. This will be

addressed below.

IV.2 The Western Influence on the Female Image

After the Opium War with Britain in 1842, the Nang Treaty was formed.
According to this treaty, the Qing dynasty was éafdo open up five cities for
business with Western countries. In 1845, Britastlyy settled a concession in
Shanghai, followed by the United States and Fralmcthe concessions, all buildings,
public affairs, and legal systems were segregated China. These regions were like

colonies and continually expanded. It made Shangbaame an international city

3 Ibid.
34 Ibid.
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where a lot of Westerners livéd.

The final days of the Qing dynasty were a devasjagieriod because of the
consecutive civil and international wars. The castns thus became a
comparatively stable area. Considerable Westerdsfurere gradually imported and
foreign merchants gathered. It was the first tilva ¥Western culture had been brought
on a large scale into China and been integrated Béstern culture. Under such a
special condition, the poster-calendar, or callestmly-calendar, which demonstrated
new female imagery, was created in Shanghai and sheead throughout the whole
country®

In 1896, foreign merchants firstly introduced thester-calendar to China for
advertising their commodities. The poster-calendas a pleasant picture with a
calendar, provided to the public for free. Nonetks| the Western masterpieces
shown on the posters did not arouse much intenesing the Chinese, so local
painters were hired to paint topics and stylesabiat for Chinese consumers. Soon,
beauties became the most popular and almost tlyesohject mattet’

The poster-calendar had its origins in and hadritéte the tradition of the
beauty painting, but it was much more prevalent fiwly imported printing skill of
lithography enabled it to proliferate greatfy,boom period was 1896 to 1945,

especially in the 1930%. Sometimes, the images of products were also opdkeers

% Pei-chi Lou, “Xifeng dongjian — cong yuefenpai lted kan zhongguo jindai pingmian sheji de
xifang wenhua yingxiang (From the influence of tlestern culture on graphic design in modern
China — based on the image of Monthly Calendalfadter thesis, National Kaoshiung Normal
University, 2008), 18; Chao-ying Wu, “Cong Shanghaiefenpai kan jindai zhongguo nuxing
zhuangshi yu nuxing yishi de yanbian (From a lookhe evolution of modern Chinese women's
fashion and consciousness from Shanghai’s calepddnre),” (Master thesis, National Pingtung
University of Education, 2010), 1, 2.

% \Wu, “Shanghai yuefenpai,” 1, 16.

" Ibid., 29.

% |bid., 18; Lou, “Xifeng dongjian,” 18; Yi-wen WangZhongguo yuefenpai meinu haibao tuxiang
yanjiu (From a research of Chinese beauty imag&ad-Fen-Pai’ poster),” (Master thesis, National
Cheng Kung University, 1998), 60.

39 Chia-chen Guo, “Yuefenpai yu shanghai minzu regt@Roster-calendar and national identity of
Shanghai),” Wenhua yanjiu yuebadCultural Studies Monthly Journal) 33, (NovembeKf032),
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with beauties since the initial purpose of postdewsdar was business promotion
(Figure 1V-1). In later stages, most poster-calesd#id not have a calendar or the
image of products, just posters of beautiful wonfenfree or for sale. The image of
beauty itself was a product. In the first half be ttwentieth century, almost every
Chinese family had this kind of poster-calendardirag on the walf?

Like the beauty painting of each era, the femalageny on the poster-calendar
also reflected what was happening at the time. ifinege was a combination of
Western and Chinese attributes. It is a recordoo¥ RVestern culture influences the
traditional Chinese one and is a mixed result & tWwo dissimilar civilizations.
Through analysing the poster-calendar, the tramsitof female images from
traditional types to modern Western ones can barlglelemonstrated. The two main
types of beauties on poster-calendar were “tratifi€Chinese beauty” and “modern
beauty,” but the modern beauty had appeared moee offlecting the admiration of
Western progress in Chifta.In the 1930s, the “modern beauty” who wore thésexy
and fitted cheongsan{gipao) prevailed? In the following, the westernized beauty
criteria can also be seen in women’s facial featur®t only their dresses and the
background of posters, see Figure IV-2.

In the long history of Chinese art, the facial egsion and body gesture were
unclear because of the conservative culture, asteadody exposur€. Unlike the
way in which Western art values the physical beaasyJing Wu asserts, “[n]aked

body portraiture which could be seen in Westermtpay was [...] a taboo in

http://hermes.hrc.ntu.edu.tw/csa/journal/33/jourpark274.htm (accessed February 3, 2011).

% Wu, “Shanghai yuefenpai,” 2.

L Lou, “Xifeng dongjian,” 41; Wang, “Zhongguo yuefeai,” 70.

2 Cheongsam was the clothing of the Qing Dynastychvvas originally loose and large, but altered
to fit because of the influence of the west.

3 Jing Wu,A Comparison between Chinese and Western Pain{iBgiing: China Intercontinental
Press, 2008), 49.
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traditional Chinese painting$” In Western painting, to represent the ratio and
appearance of the human body realistically requaditering to scientific conditions,
like anatomy and imitating real people as modelg. dntrast, the conservative
attitude towards the body caused Chinese figuretipai to lack realisn?® Western
painting emphasized three-dimensional skills, sgeaqghy and symmetry, while
Chinese painting focused on two-dimension skilld bmes?® The focus on lines was
related to the use of the Chinese writing brushclwvivas used in calligraphy. Beauty
painting, therefore, mainly emphasized lines, saslhe flowing lines of dresses. The
delicate design of dresses are also the focused.*ipas Jing Wu states, “[w]hen
representing bodily beauty [Chinese painters] hdke aid of dresses and
adornments*® However, the deep-rooted performance of beauty esh greatly
changed at the start of the™2@entury, poster-calendar for example.

The semi-nude or sexualised female body starte appear in the
poster-calendar (Figure IV-35. This demonstrated that the beauty standards el be
greatly influenced by Western culture. The tigliifig cheongsam highlight the
curves of a woman'’s body. The traditional imagewsdrly thin, and effete women was
not considered proper for bodily exposition, solthgeones became the mainstrem
This change partly resulted from the admirationtloe powerfully national strength.
For this reason, healthy women going out and emggigi sports were popular topics.
Due to the victories in the wars of Western coastritems and activities from the

West came to symbolize progress and high-classhineSe peopl&' For instance,

** Wu, Chinese and Western Paintings81.

** Ibid., 320.

¢ Lou, “Xifeng dongjian,” 68.

*" Mei-ju Fan, “A Study of Creating Chinese Elaborst@e (gongbi) Female Figures Painting,”
(Master thesis, National Taiwan Normal Universi902), 65-68.

“8 \Wu, Chinese and Western Painting.

9 Wang, “Zhongguo yuefenpai,” 58.

% |pid.

*! Ibid., 70.
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music playing was still a favorite theme on thetpoesalendars, since the subject
matter was woman in most cases. Despite the fattrttany of the women in the
poster-calendars played Chinese instruments atithat the Western instruments had
also started to appedr.(see Figure V-4 and Figure IV-5).

Although the representation of women’'s appearara leen altered to the
Western style, the most popular topics for the cem of women on the
poster-calendars were still instrument playing, ewhg flowers, holding mirrors or
fans, and freely doing leisure activities, as ininéke traditional beauty painting.
Through these popular topics, artists were abkhttw women’s charm and related to
their beauty. The image of being “beautiful” mothewith their children is also
popular as in the didactic paintii.Whatever their status and activities, the most
essential aspect remains that they have to be tifidamomen.” All of the beauties on
the poster-calendars are created by male paifteeswomen on the poster-calendars
reflect men’s expectation of what an ideal womarthait era should be like at that
time. In addition, poster-calendars are like anlygainased advertisement; their
purpose was to encourage purchases. Female imagsrysed to suit male desire and
started systematically to produce commercial irstsré

The changes in pleasing the male gaze and thefdraregion of the beauty
criteria can be seen in the poster-calendar, fraaring breast-binding to create a flat
breast, which symbolized naivety and chastity ia tbhinese tradition, to plump
breasts, which were from Western culture, and froot-binding to wearing
high-heeled shoes. These female image changes #taiwwomen’s bodies were
deployed to meet patriarchal-built beauty standart$ that women were speechless

and could only obey them, not to mention the faat these beauty criteria sometimes

*2 Lou, “Xifeng dongjian,” 47.
>3 |bid., 42; Wang, “Zhongguo yuefenpai,” 58.
** Wang, “Zhongguo yuefenpai,” 69, 70, 71.
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relied on torturing and causing pain to women’'sieedAs Berger indicates, “[h]er
body is made to appeal to his sexuality. It hasingtto do with her sexuality® In
modern times, the exploitation of women’s bodiesdmee much more serious, since
the female image was combined with goods and couddte a profit. From the
poster-calendar, it can be shown that female inyagpeicame the site where the
patriarchism, capitalism and national power wereerexd. Following the fully
developed capitalism and almost everything-adwedtisociety in modern times, the

use and exploitation of the female image has beeonrhing more complete.

IV.3 The Female Image of the Communist Party

By analysing the period from ancient times to terttieth century, it can be
shown that the female image has been constructedrirby contemporary events and
environments. Influenced from Western politics awbnomics, the poster-calendar
was a decisive point of modification of the femiamtage. In 1949, the Chinese female
imagery entered a phase of drastic change becdusee oestablishment of the
communist government.

Emily Honig mentions that “Mao’s slogan ‘The timeave changed, men and
women are the same’ was propagated and the Irds Gistrong, robust, muscular
women [...] - were celebrated in newspapers, pamghéetd posters® Under the
control of the communist party in the last half tbie twentieth century, female
imagery became very different and had never beemn iseChinese history. The image
of working women and revolutionarily young women dhdeen immensely

promulgated; the items shown in the images werdonger musical instruments,

> Berger,Ways of Seeind5.

% Emily Honig, “Maoist Mappings of Gender: Reassegshe Red Guards,” iEhinese Femininities,
Chinese Masculinities: A Readeeds. Susan Brownell and Jeffrey N. Wasserstrorerk@ey:
University of California Press, 2002), 255.
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mirrors, butterflies or other beautiful, fragile aadments, as before, but items for
work or revolution. These images demonstrate thatenvironment was tough and
difficult, but the people’s faces and spirit werptimistic. Even the flowers that
appeared on the posters had no relation to admfliomgers, but were for planting or
picking. It was the first time that the image of rkiag women became the
highly-respected and widely-broadcasted object. pl@motion of women’s status
contributed to women’s feverish devotion to poéiticeformation, and their zealous
participation also led to the massive output of \eaim image, making it an important
category’’

One woman, who had once participated in the Redd;uacalled that their
outfits were “army uniforms with long sleeves amahd pants* She adds that
“[a]nything that would make girls look like girlsas bourgeois. We covered up our
bodies so completely that | almost forgot | wasid."g° This demonstrates the
neutralized women image of that time. The intentddrihe Communist Party was to
build an ideal image of cheerful, positive, ruradaaustere farmer-like people. This
image implied that every one is equal and has amorking and living conditions
under the rule of the Communist Party. Howeverséeming “neutral” image was not
really gender-free. It was de-feminine and gaveryree a manly appearantlt
demolished the traditionally feminine appearancd arade both men and women
appear similar.

Women’s image was used to serve the political ides of this period. The
poster-calendar was no exception. After 1949, tbeemment of the Communist

Party wanted to eradicate the Western colonialuoelltand to control ideologies

" Yan Shue, “The Study on Female Image in the Rajatbf the Cultural Revolution (Wenga heihwa
zoned nushin shinsian),” http://www.Douban.com/grtapic /8639981/ (accessed November 12,
2010).

8 Honig, “Maoist Mappings of Gender,” 257

% Ibid.
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comprehensively. In art, therefore, it closed alnging publishing companies and
established an official one to oversee all produrctiAs a popular medium, the
poster-calendar had not been cancelled, but wamsé&acted to serve as political
propaganda for the Communist Party.

The male painters adopted a compromised approagbre®ent beauty and
propagate political ideas simultaneously through gbster-calendars. These beauties
meet the official requirements for reflecting wargi people’s lives but are still
good-looking to enhance the public’s enjoyment. ¢¢erpig and silkworm rearing,
and flower-planting beauties were produéedhis revolution shows that female
imagery is a negotiation filled with the contempdyapatriarchal and political power.
No matter how a woman looks, her appearance isgratiation to these authorities.

Every year, several hundred million poster-calesdaere produced. The
poster-calendar was the hugest publishing workhim& at that time. Nevertheless, it
suffered two periods of decline. One was the Gtemtp Forward in 1958 which
generated a disastrous famine and mass death.e€brdsdecline was during 1966 to
1977 of the Cultural Revolution. In these ten ye#éine hung paintings were only
portraits of Mao and some political propaganda tpays. They used the skills of
poster-calendars and thus had good quality andpoghlarity®

Awakening from the darkness of the Cultural Revolut the beauty
poster-calendar returned and became highly acceptgiecially beauties wearing
vintage costumes. It was probably an attitude ohmensation resulting from the
devastating destruction of traditional culture dgrithe Cultural Revolutiofi?

Although the poster-calendar beauties wear traditiclothes, their looks remain

% See note 75 above.
1 Shou-zhi Wang, “Dalu yuefenpai de fazan han shoai{The development and decline of
poster-calendar in China)United Literaturel0:3, (January, 1994): 130, 131.
62 H
Ibid., 132.
% |bid., 134, 135.
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modern types, not as in the ancient beauty paisiting

After the mid-1980s, following the reform and op®gup policy that
dominated by the communist government, the fentals ®n delicate-printed posters
overseas were brought into China and replacedlthtashioned female image on the
poster-calendar®. The poster-calendars, which witnessed the pivctiahge in the
female image, just became a remnant of the higtbwyomen’s image. In recent years,
even as a communist country, modern China canrmartdérom the trend of potent

capitalism and globalization, including the repreag@on of the female image.

IV. 4 The Female Image in Taiwan

In Taiwan, female image in the twentieth centuryswelatively undeveloped.
From 1895 to 1945, Taiwan was a colony of Japae. Sdtiety had been rigorously
supervised and the social climate was austereh&umbre, the population of Taiwan
at that time was small. Despite this, the femaleagenin limited paintings also
demonstrated a style of synthesis of the Westedrtraitional Chinese representation,
since Japan advocated and implemented Westernizatiooth its land and Taiwa.
In 1949, the Chinese Nationalist Party governmesit its sovereignty over China and
moved to Taiwan. A lot of Chinese people migratedaiwan with the government.
These immigrants made up of a large part of theeotirpopulation of Taiwan.
Additionally, the Chinese Nationalist Party goveemn claimed its legitimacy of
China, so Chinese culture had been well presemédlaveloped in Taiwan.

In the 1950s, to consolidate the political powle government strengthened

the rule of society and every aspect of Taiwan thersame even more conservative.

®* Ibid., 136.

% Ipid.

% Mei-fan Liu, “Rizhi shigi taiwan dongyang huajia duxing ticai huazuo yanjiu (From study on
female figure painting of the Japanese coloniaiopgy” (Master thesis, National Taiwan Normal
University, 1998,) i.
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The appreciation of beauty had also been excegsomiressed’ The government
had forbidden the import of foreign cosmetics aadidd a high tax on domestic
ones®® In addition, most women at that era only had ies@l social space and
limited outdoor activities, so the female image apgearance was simple and sober
in generaf?’

In the 1970s, the golden era of Taiwanesealyeand romantic films created a
few female stars. Their images and dresses stéotdge introduced sometimes in
magazines, but in general the discussion on wonagpgarance in society was still
rare’® Accompanying the abolishment of martial law in Z98e social climate has
been vivacious and thus the internal and oversgasmation has been communicated
speedily. The swiftly developed economics even lacated capitalization. The
assimilation and identity of Western culture mdae female image closely connected

to capitalism.

IV.5 The Position of Women Artists

Due to the patriarchal constitution of societyratever her age and status, a
woman must obey the men in her family, as the ggidorinciple of the “three
obediencess@ntsony’ for women over two thousand years: obey herdathefore
marriage, obey her husband after marriage and dteeyson when widowed.
Accordingly, women had very limited power over daémn-making. It was often
difficult for women to be patrons or painters. Asefig Yuho points out, “Chinese

women lived within a narrow social world with oldigons inside the family only and

87 Jui-shan Liang, “Zhanhou taiwan huazhuangpin ctaanyu nuxing zhuangban wenhua (From the
relationship between the marketing of cosmetics raa#le-up cuiture of women from 1950 to 1980 in
Taiwan),” (Master thesis, National Chi Nan Univers?005), 1.

% Ibid., 5.

* Ipid., 6, 8.

% bid., 41, 144.

" See both page 11 and endnote 39 on page 30 oflirttion Chapter; Tseng Yuho, “Women Painter
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had no rights in the community”” That is the reason why almost no female patrons
are recognized in Chinese history, which is diffiéfieom the Western social structure,
when rich women can be benefactors, such as Etiz&mague Coolidge (1864-1953)
and Princesse de Polignac (1865-1943).

In addition, foot-binding, initiated from the tenttentury, further restrained
women’s activity and opportunity. Yuho analysessthilamage to women’s
development: “The procedure crippled women physicahd greatly reduced their
creative faculties™ In addition, the inferior status led to women’s ris® being
ignored and rarely been handed down. As Yuho coleslu“The number of women
painters remained small in comparison with theiten@ntemporaries, and an even
smaller percentage of their art works survivé's”.

Women who had the opportunity to paint in tradiib@hinese society were
usually courtesans and concubines. For entertaimade literati and consumers,
high-level courtesans were skilled at painting, icalsnstrument playing, singing and
even poetry-writing. For the same reason, concsbatgo used their painting ability
to please their cultivated husbands, because atansubject they could chat about
and a leisure activity which they could engageogether. In ancient China, usually,
deciding which woman was to be a wife was basetierfamily background, class
origin and financial resources, rather than hentjrag ability.”

The relationship between women and painting shdva$ hot only was the
female image designed for male visual pleasure,that women’s own painting
endeavours were designed to attract men. No matiether a passive object to be

represented or the active creator, women have alwiaged in a male-centered

of the Ming Dynasty,” in Artibus Asiae Vol.53, nd2l (1993):249.
2 Tseng, “Women Painter,” 249.
73 H
Ibid.
™ \bid., 251.
’® |bid., 249.
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mechanism which had been devoted to satisfying rii&e. subject matter which
women painted was mostly landscapes and plantsrédson why they did not paint
themselves or other women might have been to av@iking men feel threatened.
Women who painted female figures seem like theyspaak for themselves. It is like
depriving men of their status as an image makertlagid control over women, which
happened in reality.

However, can women really express their subjegtivitthey can paint the
female image? Living in such a deeply gendered stedeotypical society, it is
possible that women act according to the standsetdsip by men. They use men’s
eyes and thoughts to picture themselves, and donge¢he preferred image of
themselves in the patriarchal society. This idelh lvé analysed in the section about
the poster production of Taiwanese female musicisinge Taiwan female musicians
usually make their own posters nowadays. Theiradn was unique from the
contexts of traditional Chinese women, who do navehthe right to decide their
image.

Even in recent Taiwan, women artists still do netnomuch room for
development. In the Japanese colonial period, f@sywomen became painters. Just
five women students went abroad to Japan to staodyoae of them became a painter.
Most of them abandoned their career because ofiagerror pregnancy. In the
1980s, only a few women artists competed in thdiald. Their works said almost
nothing about women'’s self-consciousness. At tlteafthe 1990s, accompanying the
political liberation, some voices about women'’s iesdand sexual desire had started

to be heard from women artigfsIn general, female imagery as a topic in the tatis

® Min-chu Lai, Liuchuande nushin fuha(Transitional female signs: Arts of female imageTaiwan
before war) (Taipei: Artists Press, 2009), 85,&8,107.

" Shin-chin Lai, “Yijiujiulin niandai Taiwan nuxingishu yanjiu (From the study on Taiwanese
women'’s arts of 1990s),” (Master thesis, Nationhli@y Cheng University, 2004), 49, 53, 55; Man-hua
Chen, “Zai yinni yu xianjuan zhijian: jieyan houv@n nuxing yishu de shenti shuxie (From moving
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field did not flourish. In 2011, the women artisissociation finally obtained the
official funds to rent a place for their meetingsldor female artists’ exhibitions. By
providing the exhibition site, they hope that iheancourage Taiwanese women artists,
who usually gave up their talent after marriagepaggnancy, to continue to create
artworks’® This shows that there are similar conflicts betwe®rriage and a career
for Taiwanese female artists during the past cgrdad even now, and women often

choose to leave art.

IV.6 Chinese Culture and Female Musicians’ Image
IV.6.1 Musical Instruments

After didactic painting began to wane and lhgaainting developed into “belle
painting”, “ladies (gui xiu)” and “prostitutes” bame the two principal subjects.
Ladies are a special group in traditional Chinessesy; they are educated and from
the upper class. The common subjects for lady astare playing musical
instruments, admiring or twisting flowers, holdimgfan, looking in a mirror, and
creating poems. In the prostitute paintings, othan the beautiful image, the body’s
attractiveness is also important. Nonetheless, usecaf the conservative Chinese
culture, sexuality is expressed through exceptlgraginty and charming gesturés.
Like the lady paintings, a familiar theme in theogiitute paintings is instrument
playing, including the Chinese instruments, ¢fire and thepipa, as music playing is
the most fundamental skill among prostitutes faegrining customer®. From the
lady and prostitute paintings, it is clear thatyplg music instruments is seen as a

very attractive activity for women in Chinese cuétu

between absence and presence: The body writingaiefahese women’s art in the post-Martial law
era),” (Master thesis, Tainan National Universityte Arts, 2005), 1, 20, 24, 29.

8 Chien-lin Shi, “Women Artists Association have iteS Resources will be more Plentifulfaiwan
Lipao, January 23, 2011, http://www.lihpao.com/?actigamanews-itemid-103853

" Liang, “Shinu hua,” 83.
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Hence, belle paintings, a painting category thasted mainly for male visual
pleasure, used this topic frequently. Musical imstents thus became necessary items
to accompany beauties in Chinese culture. Evehanatesternized poster-calendar at
the start of the twentieth century, instrumentdl $tequently appeared to show
women’s cultivation. Not only Chinese instruments &also Western ones, like violins,
pianos, and guitars, were presented to signify lae elass®® Western instruments
were signifiers of Western values at that time hsas progress, fashion, and luxury.
Hence, the emergence and connotation of these srieye both historical traces and
contemporary meanings. This deep-rooted traditimh @ulture of connecting beauty
with instruments might also influence Taiwanese pbe&s opinions about female
musicians, especially through seeing their bedutiiages with their instruments on

posters.

IV.6.2 The Female Image and the Viewer

Due to the strict demarcation between the two genseChinese tradition, it
was impossible that women would be male painteefs. Prostitute painting was
an exception. The male literati socialized with gtitoites often, so they could paint
these women from memo¥. From the middle of the Qing dynasty, in a few sase
male painters started directly to portray prostiédf The portraits of individual
prostitutes at that time acted as a guidebook fem to search for women whom they
admired. The background of the painting is usuallydelicate bedroom, and
sometimes the clothes and body postures are diptatractive. In the prostitute

paintings, therefore, women have been thoroughjgotified and commercialize¥.

% bid., 83.

Lou, “Xifeng dongjian,” 45.
8 |jang, “Shinu hua,” 73.

% |bid., 82.

% |bid., 91.
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As for the modern Taiwanese female musicians’ pastages, there are some
similarities with this kind of prostitute paintings shows that the alluring aura can be
made under the same condition, despite the fatttittn@ has passed. Some of the
backgrounds of the posters imply that it is a bedr@nd the female musicians wear
inviting but expensive dresses (Figures V-6, IMA-8 and IV-9). They also display
seductive gestures and poses, whether the settigydike a bedroom, a glorious
living room or just with the musical instrumentdi€ébe poses strongly imply that the
viewer is in a bedroom with the female musician #rad the viewer may have a close
relationship with her, because these sexy pose®rdyesupposed to be seen in a
private space (Figures IV-10, IV-11, IV12 and IV}13his kind of poster further
implies that the expected viewer is a man, if letexuality is the supposed condition.

However, opposed to the bold body pose and sexljiadothe facial appearance
of the female musicians’ images on the postersery ghy. Many of them slightly
lower or bend their heads to covey their bashfidresd submission, as does their
expression in their eyes (Figures IV-14, IV-15, 1§; IV-17, 1V-18, IV-19, IV-20,
IV-21, IV-22, IV-23 and IV-24). Their eyes do notesthe viewers directly. This is
inherited from the tradition of beauty painting. f&e the western-influenced
poster-calendar of the #century, women’s eyes in the history of Chinesedie
figure painting seldom look at the view&rsOn the poster-calendars, it is the first
time in Chinese art history that women look straighthe viewer and smile. The
angle of the eyes at the same level usually masiesore equal relationship. On the
contrary, the shy expression of eyes in Chineseitipgi convey the passive,
subservient, and obedient attitude of women wisctiné normal image of women in
ancient China.

This trait, however, has been brought into the mod&iwanese female
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musicians’ posters on a wide scale. It appearsttieafemale musicians collect the
most attractive elements simultaneously for Taiwsenenen, though the image
suggests two different categories, the prostitatetae “belle.” They have the sensual
body poses and dresses to arouse men’s interesheQther hand, they are still shy,
simple, and conservative in their facial expressidrhis implies that they have virtue
and chastity, but are no threat to men. Their dasheyes indicate that they are
submissive, just like the women in ancient Chinhe Tnajor difference is that the
makers of the ancient female image are men, butptteters are made by the
musicians themselves. This mechanism is like wieag®& analyses iWays of Seeing

“It is the expression of a woman responding witltaiated charm to the man whom
she imagines looking at her — although she dodéswtv him. She is offering up her

femininity as the surveyed®

IV.6.3 Adornments

In general, no matter whether it is the prostitigdy or the later-period didactic
painting, and even the poster-calendar of th® @ntury, all of them share certain
characteristics. First, the women in the portradase to be conventionally beautiful
and since the most crucial element in paintingseeuty, the status of the women is no
longer an important factor. As part of this tretite beauty painting was gradually
presenting a fixed pattefA. The painters simply drew pretty women conforming t
contemporary ideas of beauty. Other than the popafac of musical instruments to
symbolize class and charm, some items have also begeatedly painted over

thousands of years as symbols of beauty, suclvast and mirror&®

Lou, “Xifeng dongjian,” 71; Wang, “Zhongguo yuefeadi,” 62.
Berger,Ways of Seeing>5.

8 Liang, “Shinu hua,” 119.

% |bid., 121, 123.
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The relationship between attractive women and flsweas a long tradition in
Chinese culture. In some literature, beauties dmaefrs are even seen as identical
objects, or women are described as flower§here are also many widely-known
idioms associating beauty and flowers, such as daia flower and beautiful as the
moon fwarong yuemaq “the person is more charming than flowenenpi
hwajiao),” “shy moon and bashful flowebiyue xiuhw"*® Consequently, a flower
is a common item in female imagery, whether theubes are admiring or twisting
flowers or wearing them as adornment.

A mirror is another object frequently shown in gaigs. In countless beauty
paintings, women are looking in a mirror in orderkeautify themselve¥. In the
tradition of Western art, the mirror is also a cdde beauty. As Berger observes,
“[t]he function of the mirror was [...] to make theoman connive in treating herself
as, first and foremost, a sight”Sturken and Cartwright also note: “There has been
throughout the history of art a convention of dépgwomen gazing at themselves in
mirror, [...] The mirror is also a code for feminipit®®

Taiwanese female musicians’ posters also have tkagdfiers which are
connected to enthralling women in art history.Ha posters, other than taking a photo
with real flowers or using flowers as adornmentse twomen musicians also
frequently include flower images on posters througimg computer graphics (Figures
IV-10, IV-22, IV-23, IV-24, IV-25, IV-26 and IV-27) The mirror effect is also a
photographic skill on some posters (Figures IV-88 B/-29). Consequently, from the

background space and the objects included, it eafobnd that modern Taiwanese

% pid., 121.

% Shu-chi Shen, “Zhongguo yuefenpai meinu haiba®§181945) zhi yan jiu (From the study of
Chinese ‘Poster-calendars’ from 1896-1945),” (Magesis, Tainan National University of the Arts,
2000), 52.

L Liang, “Shinu hua,” 123.

92 Berger,Ways of Seein@9.

9 Sturken and CartwrighBractices of Looking124.
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female musicians’ poster images share some sitglanvith ancient Chinese beauty
paintings. This does not mean that female musidiaitate the paintings directly or
check the paintings before they made their own guestAs one of the Chinese
lineages, Taiwanese people have been educateddirarenfamiliar with Chinese
culture. The tradition of using some signifiers ni@yrooted in a culture and influence

and form the modern usage of image representatisonae level.

IV.7 Conclusion

By reviewing and analysing the female image thraughhe whole of Chinese
history, the chronological context of the imageradern Taiwanese female musicians
has been demonstrated. Due to their unequal posititraditional society, the image
of women had been used to serve patriarchism, whéiy pleasing the male gaze or
in instructing women. Over thousands of years, ithages have continually been
constructed by men. However, although the imageshoflern Taiwanese women
musicians are made by themselves, it is cleartfiegtuse a lot of cultural signifiers to
build posters that entertain male gaze. Maybe ebhengh the time passed, the
male-centered discourse has not been altered miscBerger concludes: “[...] the
essential way of seeing women, the essential ugitth their images are put, has not
changed. [...] because the ‘ideal’ spectator is abaagsumed to be man and the image
of the woman is designed to flatter him.”

Following the advances in technology, thé'2&ntury is much more a period of
ocularcentrism. The visual media fill our everydiyes. The female image has
become a site for numerous desires. Before fudhatyzing the image of Taiwanese
women musicians, in the following two chapterseéhkinds of modern Taiwanese

female images will be scrutinized in order to ithase the contemporary context. They
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are advertising, magazines and wedding photos.ifiestigation of the contexts of
tradition and modernism will provide a reliable retpoint for presenting a detailed

discussion of the codes and meanings of the femagicians’ posters.
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Figure IV-1 Woman Singer in Xunyang, Circa 192€e®mmercial Brand Cigarettes.
The woman in the painting is playing the Chinesmgtinstrument, pipa.
The product, a cigarette box, is on the right corAem Yen Gaolvionthly
Caleners of the ErgShanghai: Shanghai Pictorial Publishing Hous8320

99.

Figure IV-2 1930’s, Painter: Mei-sheng Jin. (Gilmnthly Caleners of the Ef&9.)
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Figure IV-3 Date Unknown, Painter: Zhi-ying HanGao,Monthly Caleners of the
Era, 69.)

Figure IV-4 Say Lun Cigarette Company, Painterniia Zheng (1885-1959), 1929.
From Pei-chun LianModern Times: Chinese Women in AdvertigiMgcao: Macao
Art Museum, 2009), 26.
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Figure IV-5 Beauty in Four Seasons. (Gslonthly Caleners of the Er85.)
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V. Female Musicians' Image and Modern Female Images:

Advertising and Magazines

“Every day, we engage in practices of lookingmake sense of the world.”

With this opening remark iRractices of LookingMarita Sturken and Lisa Cartwright,
point out the centrality of visuality to modern sdg. John Berger also states that
“[iln no other form of society in history has thdyeen such a concentration of images,
such a density of visual messagésThrough the agency of technologies, diverse
visual forms have permeated into our daily livag;hsas advertisements, billboards,
television programmes, films, screens, photos, @iaga, newspapers, books and arts.
All of these different images, as Gillian Rose segjg inVisual Methodologies‘offer
views of the world; they render the world in vistetms. But this redering, even by
photographs, is never innocent. These images aey tr@nsparent windows onto the

world.”®

Most images are made for specific purposes omoerial pursuits. Living
in a circumstance which is fully surrounded by imsglooking has become an
activity over which people do not have much conteglarding what they want or do

not want to seé.

As a modern and capitalistic country, Taiwan also filled with visual
circulation. In modern Taiwan, nonetheless, thedkemmage is closely interwined
with visual media. Women’s bodies and appearanedhar highlight in various kinds
of activities and sites. Not only in advertisementslevision programmes and
magazines, but also in large commercial exhibitiohgersonal computers, electric

appliances, cars, food, furniture or promoting gleeernment’s activities, all feature

! Sturken and CartwrighBractices of Looking.

2 BergerWays of Seeind.29.

® Gillian, RoseVisual Methodologies: An Introduction to Researchivith Visual Material{London:
Sage, 2012), 2.
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sexy women. Show girls wearing suggestive clotlufign feature in these situations.
Tsung-huei Huang, a professor at the National Taiwaiversity, argues that the
“beauty economy” is a fevered phenomenon in Taivkaosting economic selling and
profits. The vision of the exposed female bodytishe core of this trend. Initially,
Huang points out, the beauty economy was limitethéactivities of profit-oriented
selling and it obviously aimed at provoking maletoumers’ gaze and attention, but it
eventually turned into a general social climatelafing emphases on women’s
attractions. Aside from the female image being ex@dl and consumed for marketing,
under the social climate of the “beauty economtyrhight contribute towards women
making their image charming in order to gain modvamtages in their life and
career,

In this sense, the definition of a womanly beawyg thus been narrowed. What
can be called “beauty” would gradually become stadided. Beauty is a constructed
product and a standardized criterion. As Greencatds, “Attractiveness is to some
extent discursively constructed, not possessed. dégree of attention paid to
displaying the body can be understood in terms bé& tconstruction of
‘attractiveness.® The numerous magazines, advertisements, televigiogrammes
and other media featuring typical beauties havevigedd models for women and
desired objects for men. Women have interiorizezlithage and used it to examine
themselves; men also use these criteria to loowamhen. Other than the general
prototype for women’s image, female musicians diawe stereotypes concerning

their appearance, but the latter is naturally erficed by the former, since the former

* See note 1.

® Chia-fong Chang, “Tsung-huei Huang: Wuhua haistiz (Tsung-huei Huang: Is it Consumption or
Fashion for Beauties? Fetishism or Libertarianismjiwan News Weekly27" April, 2006): 46, 47;
Yi-jing Zhou, “Meili rancaifu chong fenpei (Beautgt Money Reallocated),Taiwan News Weekly
(27" April, 2006): 40; Jie yang, “Nuxing inzijue (Rusiiei Sung: Women should be Self-conscious to
Avoid Following Blindly),” Taiwan News Weekly27" April, 2006): 45, 46.

® GreenMusic Gender, Educatiorg.
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is prevalently circulated and both of them are gateel in the same context.

Sturken and Cartwright note that “[...] transoa&l cultural flows create a
homogenization of culture yet they also foster diifecation, hybridity, and new
global audiences’” This illustrates the compromising position of maoyuntries
under the wave of globalization, including Taiwahhe powerful Westernized
influence and traditional culture that simultandglexisted in modern Taiwan have
blended in many areas and then created new scEmesmage of Taiwanese female
musicians is an example of this. It has incorpardteth socio-historical elements and
global beauty standards; moreover, it has alsectdtl the unique context of Western
classical music in Taiwan. Hence, after the previobapter’s analyses of women’s
image as inherited from the Chinese tradition asdmprint on contemporary female
musicians’ imagery, this and the next chapters safutinize three types of the most
widespread and significant modern printed femalages in Taiwan and their relation
to female musicians’ image. The selected imagesvwamen in advertisements,

magazines, and wedding photos. This will place femausicians’ images in context.

V.1 Photography and Paintings

Instead of representing women in paintings, themiwon of photography has
had a more extensive influence on women'’s livedviar reasons — its realism and the
capability for mass duplicatiof. The substance of reflecting the reality of
photography is just as Berger statetJges of Photography[u]nlike any other visual
image, a photograph is not rendering, an imitabomn interpretation of its subject,

but actually a trace of it. No painting or drawing] belongs to its subject in the way

" Sturken and CartwrighBractices of Looking389.
8 Lin-may Hung, “Ying xiang ning shi zhi ging se zdan (From the erotic gaze of photographic
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that a photograph doe8.The photograph has usually been seen as a retoedlity

and thus possesses authentititysusan Sontag also notes: “A photograph is not only
an image (as a painting is an image), an interpoetaf the real: it is also a trace,
something directly stenciled off the real, like @otiprint or a death mask® These
traits of photography can easily lead to the idest tmages in photos are objective

presentations, at least more convincing than intpegs.

Berger indicates the general impression which mesple hold: “Photographs
are relics of the past, traces of what has happérhedhoto, nonetheless, is in fact
made of a series of intentional choi¢ésThe subject displayed or deleted and the
figure which takes the leading or subordinate mola photo are decided by conscious
actions. In addition to the photographer’s schethese actions also mirror the
ideologies in a society from which this photo isided. Consequently, as in the
paintings of ancient times, women in photos als@aéto the viewer the role which

women play in society.

Before the emergence of photography, few peopleweralthy or powerful
enough in terms of time and expenditure to hireteas to preserve their own or their
family’s image™® In Chinese history, most of the women in paintingse ladies of
high social status, such as the relatives or cdnesbof emperors or those of
prestigious rank. Other than the women from wedlebcircles, prostitutes, fairies,
female figures in novels and even anonymous wonreated by male painters’

imagination had all followed the beauty criteria igth were built under

representation),” (Master thesis, National Yunlinikgrsity of Science and Technology, 2003), 1.

° John BergerAbout LookingNew York: Vintage Books, 1991), 54.

9 Hui-ching Lo, “Jianzheng aiging - taiwan dangdansha sheying zhi shehuixiao fenxi (1970 nian ~)
(From witness love: A sociological analysis of @mporary bridal photography in Taiwan (since
1970~),” (Master thesis, Yuan Ze University, 2008, 60.

1 Berger,About Looking 54.

12 sturken and CartwrighBractices of Lookingl6.

3 Yu-ying Lee, “Shixian nide minxing mong (Dreams r@® True — Wedding Photography in
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phallogocentrism and aimed at pleasing men. Worhemselves were silent in the

image-making process, since the majority of pas#erd sponsors were male.

Due to photography, in contemporary society, makingmage is no longer a
highly consuming task, as it was before. The risgigital photography especially and
its related apparatus makes it even easier anghehda Taiwan, the wide use of these
technologies allow people, including women, to camently create and possess their
own and others’ images. Due to the change of secdronment and the progress of
technology, the relationship between the imagevamhen has finally been changed.
Photography is not only a common feature in pesgeily lives, but is also applied
extensively for business purposes. As Berger mestigp]hotographs have often
been used as a radical weapon in posters, newspgaenphlets, and so off."Other
than men, women are now also users and consumeany Mroducts and their
relevant images are designed to attract womenéntatn and satisfy their visual
pleasure, such as women’s magazines and the aiwgraof women’s commodities.
Furthermore, many women control their own imageimgky autodyne or go to
professional photo studios. Aside from being looké&dt might be the first time that
women can also be the creators, patrons and viewkerghat was previously

principally designed only for men.

In Taiwan, nonetheless, no matter the categoryenfafe image, most female
imageries are still presented as if designed ferntale gaze; they are merely mixed
with modern elements and portrayed in a Westernstgld. This looking mechanism
between men and women is analysed by Berger: “[he] dssential way of seeing
women, the essential use to which their imagegatehas not changed. Women are

depicted in a quite different way from men [...] besa the ‘ideal’ spectator is always

Contemporary Taiwan),” Taiwan: A Radical QuarténySocial Studies 36, (December, 1999): 157.
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assumed to be man and the image of the woman iigneeeisto flatter him*® Due to

the technology of the internet and printing indyswf this generation, the
stereotypical women’s image will be prevalent ahdst influential upon people’s
recognition of gender. Growing up in Taiwan, thesteos of female musicians would
have scarce chance not to be affected by the pomwdanen’s images. However,
adopting which element in concert posters is stilated to the special position of
Western classical music in Taiwanese society. Tgimothe following analyses, the

modern context for female musicians’ image in Taiwall be demonstrated.

V.2 Women'’s Image in Advertising

Among the images we encounter every day, &adiey might be the most
ubiquitous category for most people. As Bergerestdfi]n the cities in which we live,
all of us see hundreds of publicity images everyafaour lives.*® This phenomenon
has also been vividly described Rractices of Lookindy Sturken and Cartwright:
“We are confronted with advertising images consgyahirough the course of our daily
lives, in newspapers and magazines, on televigiomovie theaters, on billboards, on
public transportation. On clothing, on websites] an many other contexts in which
we may not even notice therl.”Countless publicity emerges around us and past us
every day. Hence, to impress people within a lichttee is becoming one of the most
fundamental purposes of advertisitig.

Advertising is a tool for swiftly conveying messagealues and desire for

4 Berger,About Looking 60.

Berger,Ways of Seein@4.

Berger,Ways of Seeind.29.

Sturken and CartwrighBractices of Looking265.

Ping Shaw, “Meijieyu Xingbie (Media and Genderij)’ Xingbie sianduyu Taiwan seh(Gender
Dimensions in Taiwanese Society), eds. Su-ling Hyeamd Mei-hui You (Taipei: Juliu Books Company,
2007), 74.
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products. According to this basis, it usually usesl simplifies existing elements,
because the conventional and commonly-used units quackly help people to
comprehend what the advert wants to express. Iprbeess of communication, the
transmitter certainly wishes to ensure that thesags has been accepted accurately
and avoid divergent interpretations. Advertisingyr fthis reason, often uses
categorized signs which are familiar to its audési¢ Ya-shing Shieh, Ding-bang
Luh and Shiann-far Kung point out this manipulatioh advertising: “Metaphors
make ads more creative and their idea and commtioricanore effective.®
Repeatedly displaying the metaphors and sociatatygoes, however, would make the
conventions more deep-rooted. In theses stereqtymwler is a frequently used
element. The gendered images in advertising haveadpacross many countries
through global enterprises, such as the ads fomebss, clothes, adornments and
perfume? Advertising has thus reinforced and played a partreating ideologies

among the people who see the gendered images.

V.2.1 Gender and Advertising

The typically gendered roles that repeatedly apgeamadvertising would
legitimize these images as natural ones for wonmehnaen. As Chyong-ling Lin and
Jin-tsann Yeh argue: “These depictions of context anagery, with the purpose of
selling something, create and propel modern-dayhsgf what [...] it means to be

‘feminine’ or ‘masculine’ [...].%* In real life, it is easy for any person to be dedm

¥ Dong-ju Yoo, “Consuming Modernity: Women, Food aRtbmotional Culture in Contemporary
Korea,” (PhD thesis, Loughborough University, 1998.

% va-shing Shieh, Dingbang Luh, and C. Shiann-fangsu‘Fashion Magazine Advertisements in
Taiwan: Applying Conceptual Metaphors in Delinegtin Creative  Service ldeas,”
http://140.116.240.46/ISAD/files/PA8971014-a.pdidessed October 5th, 2011).

2L Katherine Toland Frith, Hong Cheng, and Ping Sk&ace and Beauty: A Comparison of Asian and
Western Models in Women’s Magazine Advertisemerggx Role$0:1/2, (January, 2004): 54.

22 Chyong-ling Lin and Jin-tsann Yeh, “Comparing St¢e Awareness of Women: Media-Portrayed
Idealized Images and Physical Attractivenedstirnal of Business Ethi@) (2009): 61.
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“abnormal” if she/he acts differently from the gpoto which she/he belongs in the
mass media. As Dong-ju Yoo indicates, “[...] advengisin a modern capitalist
society plays a role as an agent of identity forama{...].”** Advertising teaches
people what kind of image tallies with the socinslards and expectatiofislt
provides prototypes for specific groups, so peapale choose the “correct” image to
which they belong.

In Chinese culture, the ideal images of med aomen are summarized by
Chyong-ling Lin and Jin-tsann Yeh as follows, “[..mhasculinity in traditional
contexts includes achievement, heroism, assertbgenand success in careers.
Conversely, femininity includes gentler, more pdalceharacteristics such as modesty
[...] and family centerednes$™ Modern advertising in Taiwan simply reflects ttat
has inherited some of the traditional ideologiesudlgender. Taiwanese research on
advertising and gender indicate similar results: lftations in which women appear
in advertising most often are the kitchen and spdlcat need domestic caré?sOn
the contrary, men are usually in the work placeemvmen appear at home, they are in
their study or living room. Women are inclined &l leaning appliances, cosmetics
and articles for daily use, while men are the breepiesentatives for cars, buildings,
high technological products and sports itéfs.

Although women are often the protagonists in hoakkglectronics adverts, the
instructors are always male. In television advergisno matter which kind of product

is being sold, men are mostly the professionals wabonally introduce the

Dong-ju Yoo, “Consuming Modernity,” 45.

Lin and Yeh, “Comparing Soceity’s Awareness of Vo 62.

% Ipid., 63.

Lin-chiao Hwang, “Dianshi xiangshui guanggao zhalggxingbie yihan (From gender meaning in
perfume advertising on television),” (Master theblational Kaohsiung Normal University, 2009) ,2, 6
91; Shi-yun Hsu, “Zazhi guanggao zhong de wenhaghjiyu xingbie jiaose yanjiu 1978 — 2003 (From
the cultural values and gendered roles in maga2ideertisements: 1978-2003),” (Master thesis,
National Chengchi University, 2004), 84.

%" Hwang, “Dianshi xiangshui guanggao,” 2, 17, 19.
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commodity and teach the female consumers how tit.&%e€Even in the advertising of
cosmetics, the role of explaining the ingrediemtd affects is usually played by a
male voice-over and male authorities, such as maitsa PhD in chemistry, male
dermatologists and make-up artistsAside from the housewife, the other common
role of women is as a sex objéttTheir suggestive body poses or partial nakedness
have been highlighted in the advertising of diversemmodities. In most
advertisements, women are also the passive onesngvéor men’s gifts, such as
diamond engagement rings, marital homes and biythdesent$ Being housewives
cleaning the house, or alluring beauties, the filedale roles in advertising reflect
the social expectations of women. In advertisingetiier in print or on television, the
images of the two genders are firm: men are théepsmnals, protectors, economic
providers or gazers; their representations are iapssd, strong-minded and
independent? Women are the product testers or beauties; they e be taught,
protected or present themselves as desifabdvertising thus reinforces the gender

binary.

% Chia-hsuan Chang, “Guanggao xunxi, guanggao jiegouneili xiaofei (From ad message, ad
interpretation and beauty consumption — a studyiglier education female and cosmetic ad),” (Master
thesis, Fu Jen Catholic University, 2006), 9; Cimwma Chang, “Dazhong ChuanboYanjiu Lingyu
Zongde Nuxing Yanjiu (The Women'’s Studies in thes&ch Field of Mass Media: Taking Advertising
as the Study Case)Punuyu Lianxing Yanjiu JikaThe Quarterly Journal of Women and Genders)
no.1 (1993): 6, 7.

2 Yu-zong Tu, “Shei zai sushui nuren de juanti 2 shpujuan lei zixun shi guanggao weili (From who
is telling women’s body? — a study case on advegi®f slenderness),” (Master thesis, National
Chengchi University, 2004), 10, 100, 102; Hwangidtizhi xiangshui guanggao,” 18.

%0 chih-chiao Chen, “Meishuxi nannu xiaosheng duirmgmo zhong nuxing xingxiang jiedou zhi
yanjiu (From a study of fine art students’ intetpt®mns and perceptions of female image in the
advertisements: Using 16 male and female undergtadstudents as participants),” (Master thesis,
Natioanl Chiayi University, 2004), 34.

3L Chun-liang, Lin, “Yuedou giche guanggao: guangga&men de xingbie yu kongjian fenxi (From
reading automobile advertisement: Analysis of gerad@ space in advertising text),” (Master thesis,
National Taiwan University, 2002), 52.

32 Lin, “Yuedou giche guanggao,” 36-51.

3 Hsiu-hui Sun, “Guangaoyu Lianxing (Advertising afo Genders),” in Xingzhu Guanxi (Gender
and its Relationships), ed. Ya-ko Wang, (TaipenlXPublishing House, 1999), 65; Pey-fang Tsai, “Wo
shi nusheng, piaoliang de nusheng ?! guanggao zbenmeimao misi yu gingshaonu de xingbie
rentong (From | am a girl, a beautiful girl?! Thaodescent girls’ gender identification and beautytim

in advertising),” (Master thesis, National Sun ¥ati University, 2004), 23; Hwang, “Dianshi
xiangshui guanggao,” 91.
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Any advertisement has its expected readers andupters. How to attract
possible buyers is a consideration from the indedign of each advertisement. Along
with women'’s rising education level and labour ggpation rate, career women have
been targeted as a potential group because of itt@me and consumption power.
Catering to these career women, some advertisenreffi@wan have started to use
different images to fit in with their self-imagen lthese new advertisements on
television or in printed format, it is no longerlyprhe typically frugal housekeeper
image of women that sells household electronican@fodoing the housework do not
wear austere, casual clothes, but sumptuous evelggses and have elegant hair
styles®*

Instead of the stereotype of housewives in Taivwa@,nobly dressed women’s
image is easily associated with a well-educated lagd social status. The Western
gown symbolizes the civil and elegant elements Wialso elevate the image of the
commodities. However, even in this kind of advantgs women are still not qualified
to introduce the functions of these machines. Meadfastly play the instructors to
teach women how to use the electronics and exfhiaimechanical structurd. After
all, other than being a sex object, the manifesinge in the female image is that
women can finally take off their dirty leisure weand then switch to wearing
beautiful clothes in the house. Perhaps it is neheprogress for women, but more
requirements regarding their appearance. This kinddvertising has demonstrated
that it is still women who are the assumed usersasuum cleaners and washing
machines, even though she is now a nobly dressethwo

Contrary to the old female image, the newly-emeragdertisements present a

different female image to attract modern women Wwhee academic degrees and their

3 At the time of writing, the advertisement wereitatzle online at http://www.hsct.com.tw/
% Hwang, “Dianshi xiangshui guanggao,” 18.
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own job and income. Other than the changed clotkiyig, the appeal of these adverts
has focused on women’s autonomy. It advocates wathen can buy things for
themselves and do not need men’s gifts. These mkesig advertising of women’s
gorgeous appearance as well as narrative plotsl@aseheir independent character
are just tools to encourage women to make purciaseésmale empowerment has
been deliberately translated to commodity femintérithis sort of advertising uses
quasi-feminist language to communicate with womé &@pprove of these valugs.
In fact, the advertising makers just followed tlamge in women'’s status of the day.
The aim is to attract female consumers whose situair identity is similar to the
female roles in advertising, such as single, warkamd economically independent.
The advertising stimulates the consumerist desiasetd on the concept of
independency and liberation which are attachedéabmmodities.

Another strategy that will be analysed is the logkrelationship constituted in
advertising. As Katherine Frith, Ping Shaw, and @loGheng state, “[...] the
predominant ‘gaze’ in Western art and advertisirag Ihistorically been the male
gaze.® Naomi Wolf, the author of the well-known bodBeauty Myth also points
out that “[...] the advertisements, photo featuresl beauty copy in the glossies [...]
tell women what men truly want, what faces and esdprovoke men’s fickle
attentions [...].*° Since most female images are created for meniniepleasure,
Frith mentions that “[...] when women pose for theneaa, they often assume or are
asked to assume submissive or passive stance litlered eyes, head dowr”

This pose makes women the one to be looked at éwitwers and represents an

% Chang, “Guanggao xunxi,” 11; Chen, “Nuxing xingxg’ 34-37.

37 Fang-ji Yang, “Liuxing wenhua lide xingbie (Gendier popular culture),” inSingbie Xiangduyu
Taiwan Shehui{Gender Dimensions in Taiwanese Society), edslinguHwang and Mei-hui You
(Taipei: Juliu Books Company, 2007), 98.

% Hwang, “Dianshi xiangshui guanggao,” 6.

39 Frith et al. “Race and Beauty,” 54.

0 Naomi Wolf, The Beauty MytiiNew York: Anchor Books, 1991), 73.
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obedient, shy and unthreatening image.

Additionally, there is another common relationshiggtween women in
advertising and the viewers. It is as Frith, Chand Shaw describe: “[...] the model
makes eye contact with the camera, engaging theeviwith seductive eye contact or
a sexually seductive 10ok? In advertising, creating this looking relationskijih the
viewers aims for attracting men’s attention anduanog women’s desire to buy the
commodities. The purpose is to make male consurfesisthat they possessthe
enticing women at some level and female consumepe lthat they can possess the
model's enchantment by purchasing the goods. # measure to bond the goods,
charming imagery and the consumers’ desire.

As Katherine Frith, Shaw, and Cheng state, “[e]adlture has a set of general
beliefs about what constitutes femininity and bgaft To analyse precisely the
image of women musicians, both the contexts ofiticachl and modern beauty norms
in Taiwan should be considered. Advertising is afuisapproach to discovering the
beauty standard in modern culture, because itclngd to magnify the ideal image
and reinforce the beauty featufésOverall, the beauties shown in contemporary
advertisements do not look very different in cdjsite societies”® Under the trend of
globalization and the dominance of the multinati@rderprises, beauty norms mostly
refer to Westernized oné%.From the instances and analyses below, it caneba s
that there is no exception in Taiwan. The followpagts will illustrate two of the most
fundamental and popular types of women’s imagerjamvanese society, cute beauty

type and Westernized beauty type.

L Frith et al., “Race and Beauty,” 54.

2 |bid.

“3 Frith ed al., “Race and Beauty,” 56.

* Ibid., 57.

Emmanuella Plakoyiannaki, Kalliopi Mathioudaki,vRes Dimitratos and Yorgos Zotos, “Images of
Women in Online Advertisements of Global Produbtses Sexism Exist?Journal of Business Ethics
83 (2008): 102.
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As a Japanese colony in the first half of the twathtcentury, female imagery
has absorbed ideas from Japan. The Japanese lmagey has usually been seen as
the cute styl&’ As Frith, Cheng and Shaw indicate, “[...] the higipercentage of
ads for the Cute beauty type in Taiwanese ads & probably related to their close
proximity to Japan [...]* The image of cute girls is easily deemed to plahse
viewers by their affable smile and childlike posBgsides, depicting women in a
childish way can lessen their independence andahteeaten to meff’ Usually, in
advertising, they wear delightful or casual but cadtly dresses; the settings are either
the pretty interior space or the outdoors with sumes trees or meadows. The natural
atmosphere and environment is suited to the cuatpeaype. In this category, female
models do not represent sexy, but perform a cutklilge image which is usually
younger than their real age.

In most advertisements in Taiwan, no mattertivrein printed format or on TV,
women’s look in ads only has two possibilities: tise of Western models, and the use
of Taiwanese/non-western models who conform toVilestern beauty criteria. The
definition of beauty is narrow in contemporary Taiwwhat is considered beauty is to
“look like” a Westerner. This phenomenon can balenced by which plastic surgery
Taiwanese women choose to have. The most commarnybgargeries in Taiwan are
double-eyelid surgery, augmentation rhinoplasty lareést augmentatidh compared

to Asian people’s appearance, these are the featifréhe Westerner. In addition,

“5 Tsai, “Wo shi nusheng,” 26; Frith et al., “Racel@eauty,” 60.

" Frith et al., “Race and Beauty,” 59, 66.

*® bid., 66.

Frith et al., “Race and Beauty,” 59.

Da-zen Chen, “Online investigation — People ine®Bacific Zone are crazing about micro plastic
surgery, the most popular surgery in Taiwan is firaagmentation,China TimesFebruary 16,
http://life.chinatimes2011,.com/2009Cti/Channeldife-article/0,5047,11051801+112011021600077,
00.html (accessed October 5, 2011); “Plastic syrimrbeautifying self is becoming the fever topic)
September 23, 2010, http://beauty.pchome.com.twdmpemmy25215606/ article/1321455770
(accessed October 5, 2011), in this report, it maet that three most popular beauty surgeries in
Taiwan are double-eyelid surgery, augmentationaghliasty and breast augmentation.

154



wearing eyelash extensions, whitening the skin dy®ing the hair brown are also
popular among Taiwanese women. What Taiwanese waieose to change about
their body involves copying the Western Caucasiaappearance. Especially
whitening the skin demonstrates how people eagtrilye to look like Westerners. As
Solomon Leong states, “[...] the deep-rooted behethie intrinsic virtue of whiteness
still prevails in Asia.®* For most Asians, as Leong further explains, “wigts”
conforms to the modern, Westernized standard outlgeand is related to the
appearance of the Caucastanin Taiwan, whitening products account for over 35
percent of the Taiwanese beauty care products marke assumed business profit of
whitening is NTD 22 billions (about £4.5 million) year’® Taking the Caucasian
appearance as the beauty criteria, Taiwanese wam&ate the Westernized beauty
imagery as a tendency, which includes female masiciThe Western beauty ideal is
inclined to demonstrate the female body and seatiedction>* Many resemblances

can be discovered among the Western and Taiwadesetiaging and concert posters.

V.2.ii Resemblances in Advertising and Concert Posts

There are many similarities between concerstggs and other kinds of
advertising images. The beauty appreciation, dguowards women’s role and other
customs in this place all affect the image-makibgie to globalization, forceful
Western culture also participates in the constitutdf the female image in Taiwan.
Hence, resemblances can often been found in WestelTaiwanese advertising and

concert posters. However, the concert poster, keeiminor and later-developed image

*1 Solomon Leong, “Who's the Fairest of Them All?&asion Ads for Skin-whitening Cosmetics in
Hong Kong,”Asian Ethnicity 7:2 (June, 2006): 168.

2 Solomon Leong, “Who’s the Fairest of Them All?"816.77.

3 Gui-wen Zheng, “Melaleuca quazhu meibai bauyampimgzhu 220 yishangji (Melaleuca is doing
skin-whitening products, Competing with other compa for the business profits of 2.2 billions),”
Commercial TimesApril 10, 2009, http://health.chinatimes.com/@nts.aspx?cid=2%2C21&id=5678
(accessed October 5, 2011).

155



category might be the one which is influenced ley ddvertising and other dominant
media.

The new image and concept of the independent wamedvertising has also
appeared on some music posters. These concertrpdstee easily been noticed
because of their non-typical representation of femausicians. There are few posters
in this style, but their conspicuousness made tpeséers worth mentioning. When
most posters have represented the typical imageoofen musicians, for instance, in
Figure V-1, the slogan of “I Hate Music, But | Like Sing” is uncommon. This
catchword seems to reveal that she has a defifitarvd cannot be categorized as the
stereotyped image. However, she does not transtressame of female musicians’
image. She has the typical appearance: beautégksdiong straight hair and a slender
figure; she walks on a sandy beach, and the f#inges composed of the blue sky
and sea. She is looking into the distance andntla&es herself a scene to be looked at
by the viewers. Besides, she holds a teddy beachnihfantilizes her. Accordingly,
this poster still stays in a safe area of the stethdvomen musicians’ image, but to
some extent is amalgamated with the concept ofrtbe woman.” This approach to

constitute female musicians does not overthronctilamon image of them.

V.2.ii.1 Imageries

The identification between the posters andalenmusicians is similar to that
between advertising and viewers. As advertisints teeople what beautiful is, the
concert posters also convey what image the musighould have. In addition to the
resembling selling approach mentioned above, aidiggtand Concert posters and

other advertising images are also alike in termtheir image design. Yoo notes that

** Frith et al., “Race and Beauty,” 65.
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“[clontemporary advertising is basically image atied.®® The images of advertising
have many imprints in the music posters. In thekilog relationship, most concert
posters illustrate two compositions as the advegidoes. The first one is that female
musicians lowered or turned aside their headsheg tlo not directly confront the
viewers’ eyes. This pose hugely diminishes thedthte the viewers. It represents a
bashful image of the female musician and makedhepne who is to be looked at
(see Figures V-2, V-3, V-4 and V-5). The viewerdhakes a comparatively active
position because of owing the power to gaze. Sonesti it seems that the female
musician is looking at something which is insideoatside the frame of the poster, so
it builds the looking experience whereby the gdwes ample power, space and time to
view the poster at ease. This composition of thetgzgproduces a quasi-voyeuristic
pleasure, because it presents that the woman dubeknow she is being gazed at
(Figure V-6 and V-7).

Despite passively being gazed at, the other lookaelgtionship is to contact
with the viewer’s eyes. The female musicians uguafive an alluring expression
when they are looking directly at the expected wesw Figures V-8 and V-9 are
instances of this. Women in advertising and on reced poster often have a highly
similar compositional design and eye expressiorseitms that Taiwanese female
musicians also use this popular approach to make thvn images more attractive,
but their motive might not be the same as the predof the advertising. The reason
is that giving a concert in current Taiwan is baredlated to making money. Most
concert goers are the musicians’ relatives, frieedieagues and students. In many
cases, the tickets are even bought by the musidiaemselves to give to their
audiences. Holding a concert and making the postersnot much about raising

commercial profits, but a consuming event at sogwell The detailed situation about

> Dong-ju Yoo, “Consuming Modernity,” 45.
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the musical environment will be elaborated in thtd chapters by interviewing the
musicians. For female musicians, therefore, immtathe representation in advertising
is more about following the general criteria of Wkya They want to perform a

beautiful image which is prevalently circulatedsiociety. In this condition, adopting

the visual element from advertising is about bégag the poster image, not about
business.

The two principal women’s images, the Western ante®eauty types, appear
not only in advertising, but also on concert pastéys an important beauty type in
Taiwan, the cute beauty type of the Japanese Badeappeared on female musicians’
posters, although there are far fewer of these thenWestern beauty type. The
women in most of these posters display a child-pksture and amiable smile to
convey their cute or naive nature (Figures V-10 ¥id).With the Cute beauty type
in advertisements, meadows and other natural getane the common backgrounds,
and the preferred clothing is not noble or sexy,dmmfortable clothes. The category
in the posters that uses the cute beauty type ofi@st is the joint concert held by two
or more women (Figures V-12 and V-13). Comparingstraf the posters showing
sexy and noble women musicians, the joint concestgrs frequently present the cute
style. Perhaps two seductive women appearing tegetbuld destroy the exclusive
intimacy between the female musician on the pcaterthe expected men viewers in
the male-gazed system. Hence, the cute style eftplores the topic of friendship to
connect two women, and the background and clothesusually in the pastoral
style.®® The similar approaches to dealing with two femabesicians can be
repeatedly found on concert posters. Their bodguage shows their familiarity by

holding hands or sitting shoulder to shoulder (Sgeres V-14 and V-15).

6 At the time of writing, the example can be seehtts://tw.buy.yahoo.com/gdsale/gdsale.asp?gdid
=3345277&co_servername=14b424a3f4fbc223d4c05478682c

158



As the contemporary female musicians’ posters inwda adopted some
characteristics from the historical custom of Chmeulture, the present Western
advertising also has its origin in the long-es&i®id image tradition. Berger observes:
“There are many direct references in publicity torke of art from the past” He
also indicates that “[p]Jublicity relies to a vergrde extent on the language of oil
paintings.®® For instance, the inviting body posture and eledacial expression in
Venus of Urbinacreated by Tiziano Vecellio in 1538 have been inbeérwith some
alternations in other works of later generationghsasThe Toilet of VenuBnished
between 1647 and 1651 by Diego Velazquez, @hgnpia completed in 1863 by
Edouard Manet. This approach to depicting womepaiintings has been extended to
modern advertising. Uma Thurman, a Western filmmesst lying on the floor with a
bag in the Louis Vuitton advertisement, demonssra&ecommon posture in Western

59 with Western art.

advertising, and one that obviously has “a direattiouity
Taiwanese female musicians also used this classigm of body pose in the Western
tradition to covey female glamour, as in Figure$6/and V-17.

Generally, in the public’s view, female musiciame anore westernized than
other women, because their profession is Westassidal music. It is an art that has
been deemed to be the fruit of Western civilizatism female musicians have been
regarded to engage in a very “Westernized” occopaiiheir image on posters and on
stage is also very westernized, owing to their amcial evening gowns and
instruments. The connection with westernization @salemale musicians naturally
represent themselves in a westernized manner gted $hey simulate the popular

imagery in Western advertising, not only becauséheir occidental image, but also

because the Western commercial advertisements raegeobthe most popular and

" Berger,Ways of Seeind.34.
*% |pid., 135.
% Ibid., 134.
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powerful media in contemporary Taiwan. Accordinggpme Taiwanese local
advertisements also adopt a similar approach t@dneayal of women. The popular
posters of Chanel No. 5 perfume featuring Nicoldrkan and the Miss Dior Cherie
perfume featuring Natalie Portman reflect a simdamposition. Both of them look
aside and display their nude back. These advertistrhave analogies in Figures
V-18, V-19, V-20, V-21 and V-22 of the posters. Témvertisements and posters use
the same composition and sexual elements. The kdseoes do not mean that the
posters directly copy these ads shown in this stogyprove that the female image of
the posters have a deep connection with the paligipontemporary images.

From the instances mentioned before, it is obvithag sexual attraction is a
crucial appeal in modern women'’s image. Take thwseadvertisements as examples.
They emphasize nakedness and sexual attractiort pgHame sells is the experience
of olfaction, but these advertisements use vis®®a aubstitute for the sense of smell
to allure people. The posters have a similar fumctiow in Taiwan. A poster is like
the advertising of a concert. Originally, the hight on a poster should be the
information about the music performance, but nowemvkhe public see the posters,
visual pleasure is the centre, not the messaget dheumusic. The importance of
visuality takes the place of the sense of hearimd) the appreciation of art. Female

musicians’ beauty and body become the focus.

V.2.iii The Female Musician Herself Becomes a Sign

As Berger points out, “we are always looking at tekation between thing and
ourselves.® The aim of advertising is to create a bond betwsssple and things.
Following the collapse of the feudal society, cles®o longer destined by descent.

Social status and identity are both fluid in modeociety. Commodity, in a consumer
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society, is thus becoming one of the crucial sfesdisplaying social status and
individual identity®® As Yoo notes, “[...] consumption activities operat®e a means
of individuality, expressing of differentiating osedf from others [...].°2 Through the
manipulation of advertising, signs and their coations can be attached to
commodities. Advertising is a medium to tell peoplleat kind of symbolic meaning
they can have by consuming this prodiicthe commaodity itself thus becomes a
signifier to index some values or ideologies. Adigarg delicately transfers the need
in daily life to the level of desire. A sign tharcbe used in advertising must have its
specific cultural meaning shared among the groupnbees®® Advertising makes
consumers buy an item not only for its utility, l@metimes even only for its sigs.
What the consumer really wants to have is not treroodity, but the sigf® In this
condition, the commodity itself becomes a sign.

This mechanism is similar to the looking relatiogtvileen people and concert
posters. Many items which frequently appear on grestre regarded as signs
enchancing the status of female musicians. Flowensors, butterflies, and toys are
signs which symbolize women’s beauty, fragility andaivete. Some
repeatedly-appearing body poses are the signs wimygtlicate that they are
submissive, tender, bashful or sexy. Besides, tt\gstern evening dress, musical
instruments and status as a musician are all sigadVesternized, civilized and noble

meaning in the Taiwanese context. Since these sigoempany female musicians so

% Ibid., 9.

®1 Chia-hsien Chi, “Jiema nuxing zazhi de shisharanthi (From decoding the fashion edition of
women’s magazines),” (Master thesis, Nan Hua Usitgr2004), 3, 12, 17; Ming-hwang Lin, “Qiche
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often, the signs and their connotations are grégbalcoming attached to the female
musicians themselves to build an integrated imppassThe female musician thus
becomes a sign. When Taiwanese people think of leemmasicians, a sign of the
beautiful, elegant, classy and educated women inapgears. The title of being a
women musician symbolizes a particular value andcept. The fixed impression
would make it more difficult for the female musiegato get rid of the stereotype.
According to Simone de Beauvoir’s renowned word3he Second SefOne
is not born a woman, one becomes one.” Advertitglg women what is “normal,”
and what images women should repre§ériRepeatedly transmitting the limited types
of beauty would restrict people’s understandindgemhale images and also maintain
the existing social ord&f. Female musicians are affected by the same mechalris
current Taiwan, to be a female musician is not dhipugh learning and getting
professional training and approval, but also thfopgesenting a recognisable image.
The images on the concert posters also lead torar&cognition about how female
musicians should be thought of and looked at. Tdewing part will analyse the
magazine image in Taiwan. Through analyzing angple@ular female imagery type,
the ways in which the image of female musicians lteen constructed will become

clearer and more detailed.

V.3 Women'’s Image in Magazines

As Wah-shan Chou states: “Women’s magazines arcomplex site of
ideological power struggle by which gender ideesitiand social relations are

produced, reproduced and contest®dlinages shown on the mass media are a result

7 Shaw, “Meijieyu Xingbie,” 72, 73.

% |bid., 84.

% Wah-shan Chou, “Construction of Women’s Image hie tWomen’s Magazines in Hong Kong
(1988-1992),” (PhD thesis, University of York, 199635.
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of the compromises of many forces. Hence, how th#ip uses the media cannot be
understood without considering the social and hisibcontext’® Despite the shared
culture among a group, an individual’s differingpéyof capital can lead to a variety of
receptions. This is the reason why the mass meslially adopt the most typical
representations, as using a highly recognizablg@main a community is helpful in
reducing diverse interpretations. Magazines andewriding thus show many
similarities in terms of female imagery. As an a@gmh to continually producing and
delivering women’s image, concert posters also hdeep connections with these
modern media forms. This section will elaborate tba relationship between the
images in magazines and those on concert posters.

The contemporary beauty standard is revealed imgesian the mass media.
Magazines are one of these; they formulate womielestity on their covers, inner
contents and advertisements. As Wolf states, “[t}egazine’s message about the
myth is determined by its advertisefd.’Aside from commercial adverts, the contents
are also advertising-oriented. Their plan is touasowomen’s desire to purchase, as
the advertisers are the principal sponsors anchdiahresource of the magaziffe.
The female imagery in magazines provides the ideadel of using various
commodities for beautification. In magazines, ayd@ig-ling Lin and Jin-tsann Yeh
indicate: “These depictions of context and imagewith the purpose of selling
something, create and propel modern-day myths att véh'needed,’ of what it means

to be ‘feminine’ or ‘masculine’ [...].*® The purpose is to let women absorb the

messages delivered by magazines to build theirire@lfe, so the commodities that

0 Meng-yen Xu, “Meili huajuan ---liuhang shishangzkadouzhe dui mei de jieshou yu quanshi
(From the embodiment of beauty — the reception iatetpretation on beauty of fashion magazines’
readers),” (Master thesis, National Chengchi Ursitgr2007), 1.

" Wolf, The Beauty Myth73, 74.

2 Li-chen Chiu, “Nuxing zazhi zhong meirong meithshu de jiegou (From deconstruction of beauty
discourses in women’s magazines),” (Master thé&sional Taiwan Normal University, 2001), 32.

3 Lin and Yeh, “Comparing Society’s Awareness of Véori 61.
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appear in the magazine or products of the samewithde promoted”* As Lin and
Yeh further state, “[...] marketing practitioners cereate idealized images [...] that
the public falls in love with, thus instilling inoasumers’ minds an ideal that they
hope to make real’®

Women are the expected readers of women'’s miragavhich aim to influence
their choice of clothes, make-up, style and marpeets of life’® The function of
magazines in a consumer society is similar to tdfadidactic paintings in ancient
China. Both of them demonstrate their contempocatgria of ideal women’s images
for women to follow and imitate. When a woman umstemds images and their
embodied values, she will realize and decide what &f image she should represent.
She will know that a specific image may possiblycagegorized to which group, and
what kind of judgment is attached to this groups l& process of understanding and a
series of choices regarding image identity. Itasyefor female readers to use these
norms to examine themselves and others.

Behind every representation is the exertiomahy kinds of political and social
forces, such as gender, economics, tradition, dadlogies. The mainstream beauty
imagery can be seen as a container of numerousraultodes and meanings. In
contemporary Taiwanese society, many cultural sigmg visual codes have been
borrowed from Westernized style. The internatioGainese versions of magazines
are instances of this phenomenon. There are mamigfowomen’s magazines which
are published in a Mandarin edition in Taiwan. Ehesagazines have their own

characteristics according to where they come frohe magazines from Europe and

™ Xu, “Meili huajuan,” 8.

S Lin and Yeh, “Comparing Society’s Awareness of Véoryi 61.

6 Chi, “Jiema nuxing zazhi,” (Master thesis, Nan Huiversity, 2004), 67; Yu-pei Pai, “Shishang
zazhi zhong de xingbie jiaose quge --- nanxing zaah nuxing zazhi zhi bijiaoc (From the
differentiation of sex roles in fashion magazinethe- comparison on men and women’s magazines),”
(Master thesis, National Chengchi University, 20048; Pei-ling Chen, “Cong sanleixing tongsu zazhi
jlanshi nuti de zaixian (From a study on the repn¢ations of female body in three popular
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the United States provide a female imagery withepshdence, decisiveness and sex
appeal; the Japanese system highlights the gitles@or image, which is cute,
sweet-natured, and easy-going. These traits of esgibn are represented in much of
the mass media, including advertising and magazifeesanese local magazines, by
contrast, mostly just focus on the information afabty treatments and have no
specific genre of female imagé.

Since these international Chinese version magazaies the leading position
and form the majority of the Taiwanese magazineketaithis analysis of magazine
images will place emphasis on them. Currently,rttwst popular women’s magazines
of the international Chinese versions are fromUingéed States and Europe, such as
Harper’s Bazaarfrom 1990, Cosmopolitanfrom 1992, Marie Claire from 1993,
Vogue from 1996 andElle from 2003. In general, the Chinese-version magazin
completely adhere to the style of their original Sféen editions. The most
fundamental aspect to be analysed here is the nm&gapver, as it is a tool for
promotion and is responsible for attracting peaplattention. A cover shows the
principal style of the magazine through the sekbateage; the headlines on the cover
also reveal the focal inner contefitsindeed magazines are always displayed in the
most conspicuous place in book shops where a Igteople pass bYy. Whether
purchased or not, the public have many chancegppoeeaiate or skim the cover
images. Covers are also circulated prevalently ntine websites. In magazines,
consequently, the cover is the part which has thstmohance of being looked at and
influencing people. Covers thus have the opponuitreflect and also reinforce the

ideal femininity and masculinity.

magazines),” (Master thesis, National Chung Cheniyéssity, 2007), 13.

" Xu, “Meili huajuan,” 4.
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Most female images in Taiwan have been reptedeby the occidental beauty
standard and the heterosexual frame, which arethewnost dominant and politically
correct institutions, no matter the role playedtbg Western or Taiwanese model.
Under the tendency towards Westernization, imagék gve variety, mainly
according to the looking mechanism between imagéstlaeir assumed viewers. The
gender of the expected readers is a pivotal pomthvwill influence the exterior of
the models: the female imageries in women and mmgazines are considerably

dissimilar; how men and women are representedds evore opposed.

V.3.i Female Images in Women’s Magazines

On the cover of women’'s magazines, it is commosee a female character
standing boldly right in the centre of the pictared facing the readers with direct eye
contact®’ Instead of lowering or elevating the head, thesegethe same level can
avoid an unequal position between herself and hewers® As Sturken and
Cartwright point out, “[t]he act of looking is conamly regarded as awarding more
power to the person who is looking than to the gemgho is the object of the looR>
The mutually horizontal looking thus releases sqower to the cover women in the
gazing relationshif? In addition, the standing position and the rigitescovey a
strong individuality. Lin and Yeh note: “The stangi pose best shows women’s

independence®® Take the cover of th€osmopolitanTaiwan International Edition

" Yuan, “Nanse shidai,” 51, 52.

8 Wei-chou Huang, “Yong xipuxiao nei de xing quanbg jiexi nuxing liuxing zazhi zhong fushi yu
juanti zhi xing lunshu yi ta ELLE zhongwen ban wedlFrom the analysis of clothings and body
discussions within Chinese ELLE fashion magazinasetd upon concepts of sexual rights from
genealogy),” (Master thesis, Shih Chien Univerg02), 26, 55, 58, 70, 79.
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for exampleé®® The half-length photo usually frames her kneehasdemarcation line;
in this kind of composition, putting her hands at waist is like a standard act. This
arrangement has the visual effect of magnifying hedy, so it highlights her
individuality and independency. The cover womannmseeonfident and decided in
this desigrf’ In addition to their self-assured body language, female figures in
women’s magazines often have a smile on their fazdsuild a friendly connection
with their women readefS.

Occasionally, elements symbolizing female sexuaitgubmission, used often
in men’s magazines, also appear in women’s magszsweh as inviting gestures or
revealing clothes. Although women are the targeidees, the signs representing
beauty and sex appeal in contemporary societytdiraplied to women’s magazines
to fit in with the general beauty standard. In wofeemagazines, however, these
elements have usually been exerted and mixed wligr draits which reflect women'’s
individuality®® For exampleCosmopolitaroriginated in the United Kingdom and the
international Chinese version was published in @aivin January 199%. In most
covers of theCosmopolitaninternational Mandarin edition, for instance, theosed
thigh conveys a sensual meaning, but the direct emahl vision line, and the
composition of body ratio in this photo make a ngdeed image difficult. Even so,
the headlines on the covers usually reveal thattine aim of these magazines was to
teach women how to be sexy and to obtain men’aciibn

There is a tendency in Taiwan: the media hagkned to attribute women’s
success and happy lives to their fine appearaticEsen women’s magazines still put

women in the frame of socially standard and unitaepauty. They instruct women

8 At the time of writing, the magazine covers wevailble online at www.cosmopolitan.com.tw
87 Chen, “Nuti de zaixian,” 20.

% Ibid., 19.

% |bid., 25, 26.

% |bid., 8.
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about how to use make-up properly and how to comfiar fashion in order to attain
advantages in the workplace and in relationsffipis.seems that there is little room
for women to have singularity in their own appeamnThe result is that female
images in most media have a very similar appeararice Taiwan, the
commonly-known idiom — “no ugly women, only lazy men” — shows the social
climate that it is women’s responsibility to makeods to keep beautiful. Despite the
promotion of women’s power in modern times, thetipgration of capitalism is one
of the crucial factors that make the pressure ammiogation of women’s bodies no
less than beforé The female body and image, in ancient times, wegénstruments
of patriarchal propaganda and for men’s appreciatdowadays, they have not only
inherited the old functions, but are also used derving capitalistically business
benefits. The tradition-rooted values and modernsamer culture have jointly
contributed to this situation. The plural controls a woman’s body make possible

revolutions or changes difficult.

V.3.iiFemale Images in Men’s Magazines

As male readers are the main marketing objects ef'snmagazines, female
images appear considerably different in women aed’snmagazines. In Tzu-hsiang
Yuan’'s research on men’s magazine, from 1997 t&2@Qvas found that seventeen
female cover figures were shown @Q magazine. All of the cover women were
portrayed as the sexy type. They wore invitingleéstand assumed suggestive facial
look and body poses. No other type of female imager appeared on these front

covers?* Chao-yu Weng also concludes in her thesis thattiers and contents of

L bid., 78, 79, 80.

2 bid., 91, 92.
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For Him Magazine(FHM) have continually displayed voluptuous women. lasin
pictures in men’s magazines, women’s bodies agnfesnted and some bodily regions
which feature sex appeal have been make to statdsooh as the breasts and
bottoms®

Women in men’s magazines have been simplified toime a sexual object that
serves to satisfy or enhance the male viewing pteasnd act as a commercial
instrument to arouse the desire to purcfasdasculinity has been constructed when
men are looking at the sexy and subservient wonmierge®’ As gender equality has
been eagerly preached and practised in the pastytwears in Taiwan, this kind of
men’s magazine can be argued to be a refuge foe soen who indulge in the
phallocentric-based gender relationship. These miags allow readers to act as
voyeurs towards women and have used an old-fasthiapgroach to represent théfn.
In this study, the most popular, best-selling men&gazines issued every month are
selected for analysis:or Him Magazine(FHM) is a primary instance. It originated
from the United Kingdom and issued the internatidianese version in Taiwan from
June 2005. Like most other men’s magazitd3M also represents female images
from the male-gazed angle. How it portrays womesilganakes male readers think
that men are almighty and have authority over wgrbepnause the female bodies that
appear on the magazine show signs of humblenessexnil attraction. Some of
these elements will be examined item by item below.

Concerning the aspect of body posesFIHM and other men’s magazines,

% Chen, “Nuti de zaixian,” 56; Teng-hui Lu, “Qich@zhi zhong tupian nuxing xingxiang fenxi: yi
yishou chexun weili (1991-2003) (From the interptiein of the feminine image pictures in ‘Car
magazine’ (1991-2003),” (Master thesis, NationabKsiung Normal University, 2004), 20; Chao-yu
Weng, “Xingbie chayi dui nanrenbang zazhi jiedou yanjiu (From the interpretation of FHM by
different genders),” (Master thesis, National Chiamg University, 2009), 5.

% Lu, “Qiche zazhi,” 20; Chen, “The Representatioh§emale Body,” 7.

" Chen, “The Representations of Female Body,” 43.
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women frequently bend or twist their bodies to mékem look smaller and soft in
order to deliver the message of obedience andneattto the viewer®? Lying down,
furthermore, can be deemed a fully vulnerable afdriteless position, as this kind of
bodily condition generally happens in a privatecgpalo lessen their individuality,
female figures seldom occupy the centre of a pecaurd face readers with the obverse
side which is adopted often in women’s magazinesytobolize women’s firm and
resolute traits®* A sideways sitting or standing pose is a reguémtifre in men’s
magazines® Moreover, it is rare to see a woman putting herdsaon her waist or
bottom to bring about the amplified effect of thedl, as in women’s magazin€s.
Her hands point out or stay near the part featusexuality, such as the mouth or
breast® The articles of men’s magazines have respondéts tmagery. The inside
reports on the female cover figure are centredesrappearance rather than her ability
and talent, not to mention the numerous photos sigpthe sexy body of the cover
woman each montlf®> The value of every woman in men’s magazines oefyains
her desirable body.

Reviewing various kinds of men’s magazinedawan, including fashion or
car magazines, it can be found that the femalerdigs a beloved theme and her
bodily attraction is a constant focus. In anciehin@, female imagery, was both a
paradigm for guiding women’s behaviour and an ammesg for cheering male
viewers. Nowadays, despite the fact that womeriisthas been greatly transformed,
these two functions still work. The representatians different because of the beauty
appreciation of the day, but the essence is sinfti@m the early twentieth century,

female imagery started to change from the consgesand stiff expressions in terms

100 1pid., 21, 44.
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of clothes, body language, movement and facialesgions into a vivid and exposed
style of Western performance. Initiated in post@endars, female imagery firstly
showed laughter and uncovered body. Through therggons and due to the global
capitalistic influence, Western style has permeatdd numerous dimensions in
Taiwan. Advertising and magazines are some rept@sen imageries of the
Euro-American manner. In this condition, as Lin afeh claim, “[...] public media
can influence the overall conception of beadfy.'Under the general beauty criteria,
there are many shared codes and customs for wornmeade construction circulated
in different communities in Taiwan. Some of thensidiave also appeared frequently

in Taiwanese female musicians’ images, while soawe mot.

V.iii.3 Similarities of Female Imagery in Posters ad Magazines

Concerning the aspect of the relationship betwegtstand their viewers, the
concert poster is analogous to didactic painting$ magazines. The homogeneous
women’s images that repeatedly appear on concsteggohave constituted a model
for female musicians. Not only the female musicidr@nselves, but also the public
learn the “natural” images of female musicians. Shmilarities of female imageries
between concert posters and women’s magazinesaarewer than those between
posters and men’s magazines. Only in some femadegmors’ posters can the
similarities with women’s magazines be found. Thason for this is probably that
these women'’s social status and age render therdegirable objects. Figure V-23 is
an instance of this. It is similar to images in wers magazines. On the other hand,
most posters and men’s magazines tend to portragewoas the customary beauty

and sexual object. The textual analyses of the etésnin these media will be

1% 1bid., 57.
1% |in and Yeh, “Comparing Society’s Awareness of Véori 66.
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discussed below.

First, the semiotics of lips in different contextn produce different meanings
and effects. In women’s magazines, a smile expsesmndliness and congeniality. It
fabricates an easy-going impression for female grevand intends to show that the
magazine is women’s good companion. A smile in toatext acts as a bridge to
connect a magazine with its women read8t9On concert posters, a smile can be
summarized into two principal categories. The fisstclose to that of a women’s
magazine, since the smile itself appears sweetredt@and amiable. The whole photo,
nevertheless, represents an obedient and bashfubwavho seems delicate due to
her body language of bending her back and leanmgomething to make her body
soft and tender, or lying down on the floor, sushFigures V-24 and V-252 The
second is to arouse sexual association and to d#ratm erotic attraction. Take
Figure V-18 as the example. The musician who diiggbpens her mouth is usually
seen to imply flirtation and a symbol of seducttdhIn Figure V-18, the drum sticks
were used as flirting tools to highlight the sedps! Using lip expression as a sign of
sexuality has widely existed in men’s magazines Taver of theFHM magazine
international Mandarin version of June 2008 wasnatance of an obviously similar
design™°

Signs symbolizing sexuality prevail in both men'sagazines and on female
musicians’ poster images. The difference is thatwlomen in posters are usually not
so naked and in general do not adopt boldly thatbkimg postures of those in men’s
magazines. The female musician is a combinatioh mhiaes the classy features

through splendid clothes, a graceful hairstyle axgbensive instruments which

197 Chen, “The Representations of Female Body,” 55.
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embody the high-level social status of Westernsitas music in Taiwan, and the
voluptuous image which reveals alluring traits. Gaming the sexy part, what female
musicians perform is like a “reserved” and “pertetéi outcome of men’s magazines,
but the essence remains. It can be seen in theiaspns between men’s magazine
and posters.

First, the pliability and flexibility of a womanisody are the properties in these
two media. The cover dfHM international Mandarin version of December 2008 is
selected instance showing the curves of the feimadly. The similar manner is used
extensively in posters to constitute female musgialocile character and body
attraction. It is common for a female musician entb her body and lean slightly
against the piano (see Figures V-24, V-26, V-27 ¥i&8). Additionally, leaning on
things not only softens their body, but also repn¢s a frail character that is in need
of protection (Figures V-29, V-30, V-31 and V-32h Figures 30 and V-31, the
straight arm extends the body-line. The ultimatiideeless body is lying down, and
has no reason to be absent from men’s magazinescamo@rt posters. As a common
pose in men’s magazines, Figures V-34 and V-35 sigpfemale musicians’ posters
also adopt the posture of lateral lying to sketah autline of the body. Lying face up
can be seen on the cover BHIM magazine international mandarin edition of June
2006 and Figure V-33 and Figure V-34 of the postémsough the demonstration of
the lying women’s front bodies, the viewer can synand appreciate them with
exceeding power and superiority.

Generally, female models in both men’s magazines @anconcert posters do
not look at the viewer from the obverse side arelraot situated at the centre of a
photo. They usually have a tilted angle of visua lor bend their head to look at the

scene or specific objects. It is a configuratiohjck not only conveys women’s tame
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character, but also avoids demonstrating too madividuality** Figure V-24 and
Figure V-28 form a delicate design between the gsland the piano. It demonstrates
the position between the player and the piano tl@grofile of the female musician’s
face. In men’s magazines, visual stress is put omen’s breasts and the other
positions of women’s bodies, as they are fragmenhte female body has been
displayed in a fetishistic way. This design is alsed often in posters to underscore
women'’s sexual body positions as the visual fosush as the breasts (Figure V-35).
In the example in Figure V-36, the woman’s bodgven cut into fragments which
make her body line of breasts and bottoms cleardrleence more seductive. This
approach to portraying women is, as Rose indicdfes] the female figure is
represented simply as a beautiful object of display The obvious framing device is
the use of close-up shots, that exclude everythimmm the viewer’s gaze except the
body, or parts of the body [of the woman}*

Nudity itself is a sign of defencelessness and dheimprotected. Being
uncovered limits a person’s activeness, so an gadce woman’s power is surely
lower than that of the gazEf It might be one of the factors that the expositifn
female body is continually the selling point in ngamedia. Unable to display the
completely naked women as some men’s magazinepaibers use a technique to
create the image of female musicians’ nudity. Ltke cover ofFHM magazine
international Mandarin edition of September 2&f1and Figure V-37 and Figure
V-38 of the posters, the viewer’s desire is arousedjust by the bare shoulder, but
also by the fantasy about the position of the fbgsincovered body which does not

appear in the photds®

1 1pid., 53, 54.
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113 Chen, “The Representations of Female Body,” 73, 76

i: At the time of writing, the cover were availabldioe at http://www.fhm.com.tw/inner.php?i=303
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Through illustrating how female musicians have bespresented on concert
posters, which is currently the principal avenuetfe public to “see” musicians, it
can be found that a female musician is not treate@ respected professional, but
rather degraded as a sexual object. Although nertyegeoster cuts the body into small
segments or shows a woman lying down, the sextralkcibn of the female body has
usually become the highlight. Female images aed&posed on concert posters than
in men’s magazines, but women musicians delicaieb/ the suggestive posture and
the naked or unseen parts to create a sense efdte.

When the control of patriarchal looking becomesvasive, it is difficult to
distinguish to what extent this is women’s own weishthe strong brainwashing by the
media, or the social pressure to pursue a beawdppkearance. Female musicians
probably face a more serious situation than oth@m@n. Due to the specific music
cultivation and the status of Western classicalimums Taiwan, the knowledge about
female musicians’ exterior and behaviour have gaigacquired fixed patterns. The
following section will examine the male musiciansage in Taiwan to see how this

has different or similar meanings to that of fentalgsicians.

V.3.iv Male Images in Men’s Magazines

Through the analyses above, it is evident that fenraages in women and
men’s magazines have disparate representationg. iMalges in men’s magazines are
very different to the female ones. As Berger intlisa “the social presence of a
woman is different in kind from that of a man. Amsapresence is dependent upon
the promise of power which he embodié¥ "Berger further elucidates the reality that

women face: “Her presence is manifest in her gestwoice, opinions, expressions,

116 BergerWays of Seeing}5.
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clothes, chosen surroundings, taste [.*!]."In Berger’s view, a woman is a sight to
be looked at; her appearance and behaviour areoalponents of her presence. A
woman’s exterior is the focus when she appearseftlesess, in Taiwan, how people
judge a man depends on his social capital, powerrghuence; his appearance is not
considered a prerequisite of success.

Men's magazines target men as the consumers awnl@rseaContrary to the
female figures in women’s magazine that expresndiiness, male cover figures
often have serious facial expressions and stroegcewntact. They frequently give a
sidelong glance and even display contempt or dbulitowning in order to manifest
their individuality and strong-mindedness. The lingtional Chinese edition dflen’s
Uno and Esquire provided instances of this. According to the stats about the
covers ofGQ from 1997 to 2006 by Tzu-hsiang Yuan, the main wilpoking, which
covers about 60 percent is when the male modelslai#tiquely at the camera/the
position of the expected readét&. It creates the effect that the cover figure ocesipi
a higher and superior position to the male readBEng. objective is to present his
power and authenticity. It lets the readers adntiwe figure’s status and then to
identify with this high-class, professional image.

With regard to men’s fashion, Tai-hua Cheng andp¥u-Pai's researches
respectively provide useful evidence: No matter tiwbe onMen’s Unoor on GQ,
most male cover figures on men's magazines weanllabfisiness suit'® Other

magazines seldom provide exception. Adornmentschviare necessary for female

Y7 1pid., 46.
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models to suggest femininity, rarely app&arin Tai-hua Cheng’s study of male
models in the advertisements Men’s Unofrom October 1997 to October 2005, the
customary male image can be noticeably seen. Fiestpund that the male models
always wear clothes of cold colours, which symlesizalmness and rationality, such
as blue, black and grey; the ratio of cold-coldothes reached 80.5 percent. Only 4.1
percent of men wear warm-coloured suits, whichitiathlly mean warmth, softness
and tender, which are just the colours that appearmonly in the female models’
clothes'® The content analysis of another well-known mensgazine in Taiwan
shows a result of similar meaning. Yuan-rong Zhgngsearch ofool reveals that
there was no sexy male model on the cover from hinez 1997 to November 2008.
During this eleven year period, no cover man wdedaor even partly exposét.
Contrary to women’s exposure in men’s magazines,cthimmon, acceptable images
of men and women respectively are apparent. Omther side, when men appear in
women’s magazines, their images contain no obskrvdifferences, such as the
international Chinese edition dguein November 2011. No matter with regard to
the eyes and facial expression, the clothing coémar format, and the level of nudity,
all the designs of women and men on public printspldy and reflect the

contemporary values for the two genders’ appearance

V.3.v Male Musicians’ Posters

The styles of the models’ appearance of men’s magazand male musicians’
posters are similar. Many characteristics of théenm@ages mentioned above have
also appeared on concert posters. First, most efnthle musicians wear formal

Western suits, an absolute majority of which arecaid colours. Second, their

120 paij, “Shishang zazhi,” 37.
12 Cheng, “Men’s uno,” 56, 66-68, 70-72.
122 7heng, “Taiwan nanxing shishang zazhi,” 48, 66, 67

177



gestures and body bearing tend to demonstrateadtyeand prestige. It is difficult to

see that they are exposed, sexy or cute, as ardethale musicians. It would

definitely be a spectacle in Taiwan if a male miasicon a poster bent his body, lie
down on the floor with his instrument, or even diewn on the piano to show his
sexual attraction. Whether male musicians on ttetepe are smiling or serious, they
always wear neat business suits and stand orrgthaipsuch as in Figures V-39, V-40
and V-41. The popular image composition is thay tteemally hold their instrument

(Figure V-42) or attentively play on it (Figure \B% On the posters, the visual focus
is the relationship between men and their instrumeérhe image tries to convey that
they are professional and credible musicians. fpearance and their image is a tool
for highlighting their occupation and specialtyt h@coming a visual stress or selling

point.

V.3.vi Comparison between Men and Women’s Magazines

First, from reviewing the nudity of female and medeges in magazines, it was
found that men are seldom disrobed, whether thenzess viewers are men or women.
Women are rarely wholly unveiled when the viewers af the same sex, but are
partly or completely naked in men’s magazines.eigmss that, according to current
social customs, when women are situated in theegbf being looked at by men, the
principal attraction is the nakedness and beautih&f bodies. In men’s magazines,
nevertheless, men display their masculinity byrfgche viewers on the front side
with a serious expression. They wear a full busirsest composed of a shirt and outer
garment; no part of their body is exposed, not @heir arm or shoulder. They often
stand stiff and upright, and hence their body liaes straight. These components
reflect official, dominating and initiative meansg contrary to the women’s

submissive and passive imagery created by disgayiair bending and soft bodies,
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partly lateral sitting or standing pose, and sutigesacial expressioff>

In magazines, the inner articles also portraylsinmimages of men and women
as the cover and inside images.GQ, the reports on male celebrities are mostly
related to their career performance. According tep¥i Pai's research o8Q, the
career topic occupies 65 percent. The second nuopilgr topic which occupies 10
percent; it is about men’s thoughts and attituagsgurding their values in life. This
theme favours the working men’s image by conveythgir decisiveness and
thoughtfulness. In men’s magazines, neverthelest) the female imageries and
reports are just as sexual objects. Take the saudg enGQ as an instance. There is
only one report on a female character’s careeropadnce. Others belong to three
topics — appearance, body pose and facial expresamal relationships and family.
The category of appearance occupies the highekingaat 40 percent. These three
most popular topics on women also reflect what kihthings people think are crucial
to women.

Only in women’s magazines do the themes multipightly. According to
Yu-pei Pai’s study on Vogue, career-related tomcsupy a third of all articles;
notwithstanding it is just a strategy for panderiagts consumers who are assumed to
be career women. The contents which encourage waonéress brilliantly for dates
and work are primarily for the benefit of advertsand the sponsors of the magazines.
Hence, it is predictable that the second most @gopic relates to appearance, body
care and clothes, covering almost 30 peréghtAn ideal image represented in
women’s magazines is thus a career woman who hastraictive face and fine body
and dresses fashionably for work.

In fact, like the function of women’s magazines f@omen, reading men’s

123 paij, “Shishang zazhi,” 39, 40, 41.
24 Ibid., 57, 58.
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magazines is a way of learning to be a “normal” ffarMen’s magazines also aim at
triggering consumption through men’s desire to &eqthe ideal male imagé®
Hence, under capitalistic manipulation, masculinisy like femininity: both are
constructions serving business promotion and rigfigdche common values on two
genders. The image constitution of magazines estlile representation of female and
male musicians’ posters. While female musiciangldistheir sexual attraction and
revealing clothes, male musicians demonstrate fugeicess through their professional

image.

V.3.vii Conclusion

In modern society, individual taste is formulategt bocial customs and
institutions*?” The media, like advertising and magazines, providages for the
public about how a person from a specific communbitystatus “should” look. The
stereotypical images supply an instant way for petpbe recognized as a member of
a particular group. Female musicians are livingaursiich a social structure. Through
the repeatedly similar poster images, it is indt@ahat they consider or integrate the
common impression of female musicians for propdigplaying their “correct” image.
Despite some small groups that represent diversibgt musicians still represent the
most stereotypical, or so to say, the most “safel ‘@ecognizable” image. This image
confirms to the public’s imagination about femalesigians.

Lifestyle is a customary practice. Whether fashwnthe style of behaviour,

choices in people’s daily lives are no longer jakbut their needs, but more about

what kind of a person he/she wants to be, in oime’sr mind and in other people’s

125 Kuan-liang Chen, “Xieshang nanxing gigai — nanximishang zazhi douzhe de jiedou yu xingbie
shijian (From negotiating masculinity — the readiawgd the gender practices of the men’s fashion
Eggazine male readers),” (Master thesis, NationalX&t-sen University, 2008), ii.

Ibid., iv.
127 Xu, “Meili huajuan,” 25.
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vision. Since one’s appearance is the result drees of choices about how to build
the self-image, it certainly contains variabtésIf a female musician can realize how
many pressures and social controls act on theieajppces, she can be aware how
much she has been defined and how much she cat itesConcert posters do not
“reflect” the real image of female musicians, bessauhere are no *“inborn”
appearances or behaviours for the professionasybccupation.

Female musicians can be recognized by people, becthere are some
characteristics which are deemed to belong to thenifaiwan, Western classical
music has been seen as the pure fruit of Westdtureult symbolizes, to Taiwanese
people, the values of the West, such as progredsciamiization. Nonetheless, the
images of Taiwanese female musicians do not repreékese ideologies. They just
have a contemporary appearance, but conform tdr#ugional criteria of a good
woman — beauty, submission and tenderness, paréglapping with the qualities of
the female image in men’s magazines.

Through the analyses in this section, it is foumat female images on concert
posters have a stronger resemblance to men’s nmegattian in women’s magazines.
Nevertheless, the genders of the principal viewésosters and men’s magazines are
not the same. Concerning the reality of the curreasical environment in Taiwan,
most audiences are the relatives, friends and stsdd the performer. In most cases,
women form the majority of musicians and audien@ssmost music learners and
teachers are women. Hence, most female musiciathsstaients see other female
musicians’ posters which are based on sexual @ttracThis phenomenon inevitably
raises the question of why Taiwanese female mumciahoose to represent
themselves as sexual objects in a male-gazed frahiks their principal viewers are

women. The emphasis of a concert should be a nan&ability, talent and repertoire.

128 |pid., 23.
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The musician’s gender should not be the variableh@nge the focus of a concert.
Currently, nevertheless, it is not what happensTawan. In the chapter on

interviewing musicians, the motive and purposehef image and poster production
will be scrutinized. Female musicians’ intentionplease the unknown male viewers
or simply act up to the general rules about thetesoporary popular beauty image

will also be clarified and further discussed.
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VI. The Relationship between Concert Posters and Weddin

Photos

To newlyweds in present-day Taiwan, having a setedding photos taken in a
professional studio is an essential part of theehretions' As Bonnie Adrian
describes in her boolG-raming the Bride: Globalizing Beauty and Romanaoe |
Taiwan’s Bridal Industry“[...] putting down a deposit on a bridal packageoften a
couple’s first public act declaring their intent®orio marry in the near futuré.”
Having wedding pictures, however, is not solelyammemoration or a record to
preserve the memory of the wedding da.basic wedding photo package consists of
shots taken in several different costumes andngsttiThe wedding photo studio is
responsible for the overall modeling of the brichel @room, including their clothes,
make-up, and hair-stylint).Hence, taking wedding photos requires several dags
usually occurs a few months ahead of the weddingimarder to ensure that all the
procedures can be properly arranged.

The wedding photo industry is highly-developed mwan today. There are
approximately 20,000 people engaged in this ingiustd 1,000 professional wedding
photographic studios. The usual price for weddihgtps ranges from 30,000-60,000
New Taiwanese Dollars (about £650-£1,300). Thegerse prices reflect the delicacy
and production costs of the photos and the locaifdhe studios. Based on the report

in Yazhou Zhoukanthe annual output of wedding photos is as high@s$8 billion

! Lo, “Jianzheng aiqging,” (Master thesis, Yuan Zeivgrsity, 2006), 1; Pou-yun Hsiao, “Hunsha
sheying chanye yu xiaofeizhe jiti xiangxiang dee'gimg zaixian’ zhi yanjiu (From a research on the
photographical representation from consumer’s ctile imaginary of bridal industries in Taiwan),”
(Master thesis, Nanhua University, 2008), 2.

2 Bonnie Adrian,Framing the Bride: Globalizing Beauty and RomangeTaiwan’s Bridal Industry
(Berkeley: University of California Press, 2003}, 2

® Yu-ying Lee, “Nuxing ningshi: Hunshazhao yu ziwimgshi zhixi (The Female Gaze: Playing with
Self-Image and Wedding Photography)diwanese Journal of Sociolo@§3, (December, 2004): 4.

* Lee, “Nuxing ningshi,” 4, 5; Adriarframing the Bride43.
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NTD (about 240 million pounds).These figures indicate that the wedding photo is a
significant type of image which has penetrated begpo Taiwanese people’s lives.
In addition to acting as an announcement of a ¢éorthing marriage, now the wedding
photo also denotes social status, the myth of aldiantasy, an ability to consume,
and the exhibites of the bride.

In wedding photos, the bride is the main visualoesn! Whether in a photo or
in person, the bride’s dresses and beauty are stently the focu§. The important
status of the bride’s image make the wedding pht#o called the bridal/nuptial dress
photo, and the photo studio is called the brididrsarhe wedding photo has inherited
the tradition of judging women according to theipaarancé; it has also kept the
essence of phallogocentric visualism, which plagesien as an object of being gazed
at. In this aspect, wedding photos and concerigposire similar, but their relationship
is not confined to this level. In Taiwan, conceasters are also produced in bridal
salons. This means that brides and female musiogmngloy the same clothes,
photographers, hairdressers, modeling designer&eupaartists and background
settings.

As such a large-scale business, the wedding phwtostry has continually
absorbed the latest fashions and merged them katlotal culture to create a female
image which tallies with the beauty standard inwEai. For female musicians, this
industry of making female images provide a seniicemake their posters. The

customary manner of building the image of brides hiso been used for female

® Ching-fon Tone, “Taiwan hunsha xiangyu chuenchanitei (The Secret of the Success of Taiwanese
Wedding Photos),Yazhou Zhoukah3, (4, April, 2010),
http://www.yzzk.com/cfm/Content_Archive.cfm?Charreet&Path=372762111/13ax1.cfm (accessed
March 28th, 2012).

® Yui-ying Lee, “Zhuangban xin niang: Dangdai Taiwhunsha yeide xingqgi yu fazhan (The Bride
Maker: The Formation and Development of the Bribtadustry in Taiwan),”"Feng Chia Journal of
Humanities and Social Sciendgs(May, 2004): 212.

’ Lo, “Jianzheng aiqing,” 2.

8 Adrian, Framing the Bride170.

® Lo, “Jianzheng aiging,” 10; Lee, “Shixian nide miimg mong,” 180.
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musicians. Similar images thus arise, althoughtlyrevergent textual meaning and
visual experiences also happened simultaneouslier Adll, the wedding photo
studio/bridal salon turns out to play a crucialtpgarthe formation of the image of
Taiwanese female musicians. This chapter will elaig the correlation between these
two types of image and clarify the significance tbéir differences. Through the
comparison, the elements involved in building tmage of female musicians will be

further demonstrated.

VI.1 The Background and Characteristics of WeddingPhotos

Consumer culture is formed in its society. The aons, fashion, ideologies and
other social-historical factors guide people on howconsume and what should be
consumed. The wedding photo is one of the resuitshis mechanism?® The
consumption of wedding photos has become a rieglievent for Taiwanese
couplest! It has formed a fundamental part of weddings. Ba wedding day, the
enlarged photo is placed at the entrance to theliwgdeceptiort? Selected photos
are manufactured as small thank you cards for egemst Additionally, each
wedding photo is displayed in sequence on largeess on stage in the banqueting
hall, so the guests can concurrently have theidsraal view the photos.

Without these photos, a wedding seems incompléteThe need for
considerable quantities of wedding photos has tared to the feverish expansion of
the number of studios. Not only are there “weddpipto streets” consisting of

numerous studios in the cities, but also largeesshlowcases are regularly h&ld.

10 | ee, “Shixian nide minxing mong,” 149.

™ Yui-ying Lee, “The Bride Maker,” 184.

12 Adrian, Framing the Bride73; Lee, “Nuxing ningshi,” 19.
13 | ee, “Shixian nide minxing mong,” 159.

 Yui-ying Lee, “The Bride Maker,” 184.
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The emphasis on wedding photos is a common trenghany Asian coutries. As
Selina Ching Chan and Simin Xu point out, “[ijn Mars places in Asia such as
Taiwan, China, Singapore and Hong Kong, it is tgpto find couples spending huge
amounts of money from their wedding budgets ongssibnal bridal photographs and
keeping them in special wedding albums for thein@mjoyment.*® The excessively
exquisite productions of the wedding photo in Taiese bridal industry have
attracted overseas Taiwanese and foreigners frbar éisian countries, such as China,
Japan, Hong Kong, Indonesia, and Singapore, Vietiwauisit Taiwan. The wedding
photo industry in Taiwan has gradually become auneadbusiness over the past twenty
years and has even been exported to China by isstiabl branches thef8.

Photographs are usually considered evidence of ilgthappened. In modern
Taiwan, however, wedding photos have lost theihenticity. Despite the fact that
they are taken by studios in different regions,irttmposition and style are
increasingly uniform, so that the image has beandstrdized® The wedding photo
has turned into a massively produced commodity uodpitalistic manipulation. The
representation on a wedding photo is an artifisiakk and it exists primarily for
making business profits. It has followed the tretalsreate an ideal image of the day
and depicts a formalized beadtylt is hard, for the couple to free themselves from
the control and management of this visual operafion

In wedding photos, the bride and groom have incoaipa statuses. The visual
focus is the bridé" The principal looking pleasure is focused on fis is proved

by the number of her individual photos. In a cornwlset of wedding photos, most

16 Selina Ching Chan and Simin Xu, “Wedding photogsapnd the Bridal Gaze in Singaporsgw
Zealand Journal of Asian Studi®s2 (December, 2007): 61.

7 o, “Jianzheng aiqing ,” 2, 47; Hsiao, “Hunshayshg,” 29.

18 Yui-ying Lee, “The Bride Maker,” 184.

¥ Hsiao, “Hunsha sheying,” 95.
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photos are of the couple and of the bride alon@e@dly, the groom has only a few, if
any, individual photos. He plays a subordinate,rab@tching and highlighting the
bride’s attractivenes. The groom’s role is as Adrian describes: “[...] whha man
appears in a picture it doesn’'t matter what he'anig because most people looking
at the photo will only notice the bridé>

Bridal beauty has been constructed by the studidssapreserved in the photos.
For most Taiwanese women, being a bride is a tredsopportunity to experience
star-like modeling and clothé8.Adrian points out that “[b]ridal makeovers turn
women into brides, transforming everyday women wher individual characteristics
into generic look-alike beauties in three hourmdi®® Hence, what the wedding
photo industry really sells is fantasy. Adrian addlhe bridal salon workers’
intention is not to produce ‘realistic’ images. [.Rpther, like advertising company
stylists and photographers, they work to createafdical, highly perfect, and
idealistic images?® The wedding photo industry constitutes and gazéiseawomen
within the frame of the mainstream beauty critéfidhere is little difference between
it and the other image-making structures.

Despite showing a beautiful bride, another maik @swedding photos is to
promote loveé® As Adrian notes, “[ijn the photo shoot, the groperforms a ritual of
romance where he makes a to-be-publicized expresdiadoration for his bride’®
One of the classical poses has the couple standihgtheir bodies and faces turned

in the same direction, looking into the distandebdilds a feeling that they will face

%2 Hsiao, “Hunsha sheying,” 85, 86.

2 Adrian, Framing the Bride228.

2 | o, “Jianzheng aiging,” 10.
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their future together (see Figure VI*)As a commonly seen gesture in wedding
photos, “hand in hand” not only manifests closenbgsalso responds to the meaning
of the term “kanshu (marital parter)” in Taiwane$he wedding photo is like a record
that the bride is cherished by her husb#ntivhat is demonstrated in the photos is as
Adrian notes: “[The] bride and groom are actress actor. The photographer directs
their performance, helping them strike romanticggoand produce romantic facial
expressions® The wedding photo embodies and visualizes the fan@sy. Figures
VI-2 and VI-3 show examples of this. In this circstance, the wedding photo
industry not only produces but also sells a utabiaut married life.

Nonetheless, the images of the happy, agreeathiple are truly rooted in an
unequal gender relationship. They reflect the @gtvalues and judgments of men
and women in Taiwanese society. First, whethercthegle sits, stands or adopts any
other pose, the groom will be higher than the britlss almost a rule in most photos.
For instance, the large gap in height between thuple in Figures VI-4 and VI-5
clearly declares that the status of men is supetorthat of women. The
delicately-arranged composition of the height & touple echoes their positions in
reality. As mentioned in chapter one, “women maigyup and men marrying down”
is a general ideology in Taiwan. Women are incliteecharry men who have a higher
salary and academic degree, a better family backgkoand a taller stature than
themselves, to ensure that the men whom they rhaxg a good social and economic
position and thus can be relied on. Consequethté/,groom is truly higher than the
bride in most cases in reality; if not, he wouldl &te presented as higher than the

bride in photos.

% The trademark on Figure 2 and other illustrationshis section are not printed on the wedding
photos. It is only on some on-line photos from dificial websites of the studios for the purpose of
promotion.
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The traditional female trait of obeying and defegrito men is shown in the
photos. In Figures VI-1 and VI-2, from the oriemtatof the bodies of the couples, it
can be seen that men walk before women on thed, iagplying that men guide and
lead women. In Figure VI-3, the groom expressesogeptive manner by placing his
arm around the bride. The groom cherishes his Hrdstroking her head as if she
were a child in Figure VI-5; her squatting posezigg up at the groom, further
reinforces her lower status. In Figure VI-6, thiglb also poses lower than the groom.
She looks downwards to present a typical shy esmeswhich frequently appears in
Taiwanese female images, including concert postditsle the bashful bride is an
object to be gazed at by the groom, she seem®kottavards his feet. The direction
of their gazes reveals the hierarchy of men and evorhese representative instances
which constitute the basic compositions of Taiwanegdding photos, demonstrate
that women and men do not share an equal relaipnsithe images. The bride is not
accorded her individuality and activeness. Womeasg@nt an image of beauty,
tameness and obedience to win the affection anggiron of men. The harmony and

romance in wedding photos are thus based on tloéoghe of gender bias.

VI.2 Western Elements in Wedding Photos

Another characteristic of wedding photos is theustdy’s westernization, as can
be proved by the names of the studios, such acé&raaipei, Greek Wedding, The
Royal Wedding, Hollywood Delicate Wedding, Cind&glParis Fashion Wedding,
White House, Milan Wedding, Cartier Wedding Delegdlodern France, France Star,
etc3® The occidental constituent in Taiwanese weddingtghsymbolizes high-class

quality and progress, which have been usually @ssacwith Western societies. “The

% Lo, “Jianzheng aiqing,” 57, 58.
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fantasy worlds depicted in bridal photographs,”Aakian states, “[...] reflect not
necessarily the bride and groom’s personal fargdsig rather the social fantasies the
bridal industry expects all young people to sh&auty, romance, upward mobility,
and worldliness are widespread ideals, [.>%.While the beauty criteria of the
Western type have been honoured, the Chinese @vesbeen depreciated. The trend
is also displayed in wedding photos. As Adrian edat‘[b]ridal stylists in Taipei
similarly target facial features and body partg {ha] mark Chinese bodies as inferior
[...].”%® Hence, the modeling and clothing of the coupledekberately Western in
style.

In their western clothes, the groom often wearsrenél business suit and the
bride an evening gown. The bridal image is closalated to the ideal beauty
constructed by the mass media, as seen in magaaimksdvertising. As Adrian
indicates, “[tlhese same European and U.S. beaatyamines are consulted by bridal
stylists and photographers as inspiration for therk in Taiwan.*® She adds that
“[s]tylists’ work involves laborious, transformag@vprocesses that bring women’s
bodies into compliance with the beauty standardshef mass media [...F* The
popular image in the Western media becomes the Iniodenost women in Taiwan,
including the bride.

In fashion terms, the gown is considered a verytavaized iten?° Unlike the
custom in Western society, where women can weandbdresses to attend parties,
dinners, concerts and other official events, wonmefiaiwanese culture seldom wear
formal dresses, even on these occasiorEhere are few chances to wear formal dress

in their whole lives, excepting when taking weddipigotos and on their wedding
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day®® In Professor Yu-ying Lee’s paper, “Dreams ComeeTriVedding Photography
in Contemporary Taiwan,” Lee notes that many offearale interviewees stated that
one of the most important aspects of the maritatgss is to wear western evening
gowns. According to Lee’s study, wearing gownsegarded as being associated with
celebrities or fashion models. While taking weddipgotos, therefore, female
Taiwanese consumers can experience the star-lesidg stylé*

In addition, “[b]ridal costuming also connotes saly.” Adrian states that,
“bridal gowns often have open or off-shoulder newd, lace backs, and tightly fitted
bodices revealing the curves of breasts enlargé peidding [...].** Currently, the
definition of sexiness and how to perform and appte the sexy appeal is also
influenced by the western culture. These westeess#s which show attractive
gualities not only obey the male-gaze standardchviiiew women as an object of
desire, but are also admired and identified byThigranese women themselves. As a
result, although the wedding photo is exclusivelyaawanese product, it is closely
related to Western values and full of Westernizedgery. It is a hybrid that has arisen
in an Asian country with Occidental elements.

To intensify the occidental aura of wedding phoM&stern classical musical
instruments, which are considered representativevasitern culture in Taiwan, are
thus appropriate properties. They symbolise ciailan, adding an atmosphere of high
social standing to the photos, as shown in Fighiles and VI-8. As well as posing
close to the instruments, playing them is also pufar theme. The player is always
the bride, whether in photos of herself or with gesom. Figures VI-9, VI-10 and

VI-11 show examples of this. As for the groom, Bein charge of gazing at the

% bid., 161, 162.
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woman and her performance. It appears that the wamplaying for the groom; she
is entertaining and pleasing him through music.eBaa groom plays an instrument
and the bride just appreciates it.

This popular composition reveals the common beheffaiwan that playing
music is a charming skill for women. The typicalage of a female musician is
well-educated, gentle, classy and beautiful. Thesdding photos reflect this social
expectation of Taiwanese female musicians in ié&aH a good potential wife. This
may explain why brides in wedding photos are ugud#picted as musicians, no
matter what their real occupation is. Whether thdebcan play the instrument is not
of concern; even if she cannot, in the photos, e pretend to be playing by
adopting simple poses. Through these photos, it lmrseen why Rebecca Sun,
mentioned in the Introduction chapter, who had féairawith the Taiwanese legislator
Yu-sheng Wu pretended to be a piano teacher. Thtusstof a musician is
advantageous in suggesting the perfect female image

To portray a bride as a musician, various Westkssical musical instruments
can be used as properties. Nevertheless, onlyfepeEtruments appear in wedding
photos, usually the piano and harp. The piano ésmiost prevalent instrument in
Taiwan, but the harp is rarely owned and learnt.yWhese two instruments are
favoured in photos might be because the bridegraintain their beautiful faces and
poses even when they are playing either of theseimatruments. This tallies with
Jennifer C. Post’s paper, “Erasing the Boundariesvéen Public and Private in

Women’s Performance Traditions,” where she indgdt@t “[fleminine’ instruments
in Western classical tradition, such as the keyhoguitar, and harp, demanded ‘no
alteration in facial expression or physical demeafo.] [T]hese standards do not

seem unique to Europe.” She adds, “[w]hen womensasen with instruments, they

are generally playing ones that do not alter tferal expressions or greatly change
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their stance.” In order to maintain a gorgeous apgece, the categories of instrument
which the women can play were restricted. Althotlgére is no rule limiting the
instruments that professional female musiciansptag in Taiwan now, in wedding
photos, the bride has still been presented witiifiéne instruments” to promote her
beautiful image. Since music is just a decoratanthie ideal female image, risking

other musical instruments is unnecessatry.

VI.3 A Comparison of Wedding Photos and Concert Pders

The images in concert posters and wedding photae shany similarities, not
only because they share the definition of beautthensame social context, but also
because they enjoy identical apparel, photograplsttglios and productions. In
Taiwan, brides and female musicians share the sstondios and photographers.
Furthermore, which image is printed and displayegublic is also selected by the
brides and female musicians themselves. Both ohthee intended for both private
and personal use, not for business profit. It makem essentially different from the
female image in advertisements and magazines. @oedoposters and in wedding
photos, women are simultaneously the object todmed at and the subject leading
this act. Consequently, these images can be seamm&luct of consumer culture for
fulfilling the happiness and expectations of womathough ultimately they are still
presented within the frame of the male gaze. Thradigectly scrutinizing wedding
photos, the units and manners depicted on postérdev clearly presented. The
importance of wedding photos in the image-formatiérevomen musicians will also
emerge.

Due to its being a supposed “once in a lifetimepenence, people usually

devote considerable time and money to their weddhngos. The number of exterior
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settings in wedding photos, therefore, is naturatigre than that found on concert
posters but, apart from this aspect, the populairfg sites in wedding photos and on
concert posters are the same. Regarding outdodgtmamds, green meadows and
sandy beaches are the two most common locatfossrolling along a beach with a
blue sea and sky usually constitutes a brilliactyse, and these are illustrated in a
wedding photo in Figure VI-12 and on a poster igure VI-13. As for indoor
locations, the most popular are luxurious livingms with pendant lamp, graceful
drapes, delicate candelabras, large fireplaces;ostly sofas. Figure VI-14 is an
instance of a wedding photo and Figure VI-15 obater.

While the bride imitates a musician in order toalike her status in wedding
photos, the female musician also adopts compotiemtsthe bride’s image to display
her attraction on posters. These mutual borrowargphasize their visual connection.
Some typical approaches are particularised hed) aa the flying skirt. In Figure
VI-16 of a wedding photo and Figure VI-17 of a mosthe skirt is floating in the air.
The waving silk-chiffon skirt claims the visualettion. The soft fabric of the elegant
skirt heightens the feminine quality. In Figure 18-of the wedding photo and Figure
VI-19 of the poster, the bride and musician adoptdentical pose to spotlight the
widely-flared skirt. The composition in Figure VB2addresses the tall, slim bride,
whose train flows down to the floor. The standingmvan and the long, wide, almost
circular train make up the principal structure lo¢ fphotos. Figures VI-21 and VI-22
presented the same pose on posters. Stressinkjrthie shese images is to highlight a
feminine aesthetic.

Regarding properties, toys appear frequently,esgting the cute, innocent,
and childlike attributes of women. (see Figure 3l&s an example of posters). As

mentioned in the previous section on advertising posters, cute women are often

3 Lee, “Nuxing ningshi,” 5; Hsiao, “Hunsha sheyingg.
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regarded as one of the beauty types in Taiwan. éddimg photos, as well as
illustrating the sweet, lovable nature of the byitdhe appearance of toys also brings a
delightful air, as in Figures VI-24 and VI-25. Alle@n is another common item
generally used to celebrate joyous occasionsntleianing is transferred to photos and
thus creates a cheerful, romantic air (see the imgdahoto in Figure VI-26 and the
poster in Figures VI-27 and VI-28). The wedding fghio Figure VI-29 and the poster
in Figure VI-30 are other samples of a similar cosiponal design.

In addition to the composition, how the wedding feisoand posters have been
circulated and viewed are also similar. Just asesaradding photos are made into
small thank-you cards for every guest at the régeptmusicians also print their
images and concert information on invitation cavdflyers. These prints are thus like
mini-posters for concert promotion and these cardssent widely to the musician’s
relatives, friends, colleges, and students, whyler§ are also been placed in concert
halls, book shops and arts centres. Owing to thernet's popularization, now
wedding photos and concert posters are often uptb&nl social networking sites to
attain a more extensive circulation. This makesirtieges far more widely prevalent
than before and may be viewed by those who aremihda with the people in the
pictures.

The wedding photo and the concert poster are ldast They illustrate a
particular type of appearance a bride or femaleicrars “should” present in the
context of social aesthetics. Consequently, womleo are familiar with the signs and
definitions of attractiveness in specific condisoran play the role of a beauty in the
public’s eyes Compared to general women, female musicians hare ghance to
be seen in the spotlight and to be formally dressadh as for poster shoots and for

concert performances. It is thus easy to make tmmection between a glamorous
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image and female musicians. For female musicians want to be recognized and

identified as a musician, it will be convenienpiarform their image.

V1.4 Ways of Seeing

On account of the male role, women’s sexy posturegedding photos and on
concert posters create dissimilar meanings. Merésgmce in wedding photos and
absence from female musicians’ posters enable fereiit understanding of the
pictures as a product and female gendered perfa@san general. In wedding photos,
the male character is the one who responds tortie’®movements. For instance, in
Figure VI-5, the bride crouches down to keep lowd dooks up at her groom,
beaming and looking attentively. She is like acl@hjoying his caress, while the man
stands looking down at his bride. Their height,tpes and interaction reflect their
unequal relationship. In the concert poster shownFigure VI-31, the female
musician adopts the same position as the bridagar& VI-5. The musician is also
dressed formally, squatting down and looking uphwat smile and attentive eyes.
According to the framing angle, nonetheless, wheisHooking at is just the viewer.
The viewer in front of the poster is assumed ton@nghe musician’s look. Compared
to the wedding photo, it is clear that the viewesét as a man to be aroused by the
female musician’s movements and equaling to thaustaf a groom in wedding
photos. “The spatial organization of an image” leswthe image and its viewer is as
Rose analyses: “The elements ‘inside’ that photoaaranged in such a way that they
construct a particular viewing position ‘outsiddiet photo (and this makes the
distinction between ‘inside’ and ‘outside diffictid sustain.’)*°

Moreover, the camera height is also “an importaetins of expression.” “A

** Lee, “Nuxing ningshi,” 16, 22.
5 Rose Visual Methodologies46.
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high angle,” as Gunther Kress and Theo van Leeuwsuggest, “makes the subject
look small and insignificant [...]* They indicate that, if the subject in the image is
seen from a high angle, then the interaction betvike viewer and the subject is that
the viewer has power over the subject. Consequergarding both the bride in
Figure VI-5 and the female musician in Figure VI-38&men continually occupy a
lower position and look up to men, who are in therenpowerful stance. The design
of the height of the women and men echoes thelydeahgined image of the two
genders in real life.

The viewer can appreciate the couple in a weddim@gas an outsider, but be
part of completing the poster, since the viewethss expected object for whom the
female musician performs. For instance, the wedgimgto in Figure VI-14 shows a
woman with her husband in a luxurious living roommplying that the couple is
wealthy and lives an opulent life. In the posteFigure VI-15, apart from the absence
of the man, the settings are similar. Nevertheléssjggests a different concept. The
stately living room implies that the female musicia a noble woman in her affluent
house. The male character is missing and the femasgcian looks at the viewer with
an inviting smile. This composition suggests tlin viewer might be the one whom
she is waiting for. It is apparent that her suppdoskject of reciprocal action is the
viewer. A similar condition also happens in the died photo in Figure VI-32 and the
poster in Figure VI-33. Although these two pictutemsve a strong resemblance in
terms of their setting and composition, they adyuproduce different meanings.
While the focus of Figure VI-32 is the hand-in-hamadiple, Figure VI-33 displays the
female musician herself as an appealing, gazecciplijee pink silk curtain further

increases the sexy air of the poster.

6 Gunther Kress and Theo van LeeuwRgrading Images: The Grammar of Visual Degigsndon:
Routledge, 2006), 118.
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Bashfulness is regarded as a womanly attributehim&Se culture, which may
be why the image of a shy woman has continuallyeapgd on concert posters and in
wedding photos. In wedding photos, the woman’s ehgris a reaction to the man’s
gaze. To avoid looking back at the man, a bashfideblowers her head and smiles
timidly, as in Figure VI-34. In the poster, as igére VI-35, it clearly reserves space
for the viewer to look at the woman. The anglehaf temale musician shows that she
is shy due to the assumed male viewer’s attenwass and Leeuwen analyse the
compositional design about how the viewer is ird/ite interact with the person in the
image. The direction of the person’s gaze or gestdemands that the viewer enter
into some kind of imaginary relation with [her] [.. Exactly what kind of relation is
then signified by other means, for instance byft#ugal expression of [them].” They
may smile, in which case the viewer is asked tereimto a relation of social affinity
with them [...]. And in doing this, images definesome extent who the viewer is (e.qg.
male, [...]), and in that way exclde other viewels.Figures VI-36 and VI-37 show
other examples. In Figure VI-36, the bride is timgtand thus making her skirt whirl;
the groom in the photo is appreciating her movemueith applause. It seems that the
bride is dancing for the man and winning his pra&enilarly in the poster in Figure
VI-37, the female musician is also swirling herrgkior the virtual viewer. It is like
the female musician is doing this for the viewdreVirtual viewer fills in the vacancy
occupied by the groom in the wedding photo.

The existence of the male role in wedding photod an posters engenders
different ways of seeing and visual experiencenetfmugh he is presented in an
imagined position in the posters. Figures VI-38 &h®9 show two examples. These
two images are obviously similar in composition. wéwer, the affectionate

interaction between the couple in Figure VI-38 bees as the female seduction in

47 Kress and LeeuweReading Imagesl18.
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Figure VI-39. On this concert poster, the femalesitian stretches her arm in the
viewer’s direction, like sending out an invitatioAccording to her sexy pose and
alluring facial expression, she appears to be tenm@n expected male viewer. In
wedding photos, in fact, the presence of the gromakes it difficult to gaze at the
woman in an erotic way. In Figure VI-40, for instanan individual female musician
who dresses glamorously and reclines near a lakedderself reflected in the water
easily arouses the viewers to appreciate her be@utyhe contrary, in Figure VI-41,
although the bride also has a similar bearing,deety pose and the groom’s action
make the photo a self-contained image. There isaa to answer her sexiness, and
little room for the viewer to intrude into the inegTheir interactions are complete
within the picture.

Figure VI-42 illustrates a typical posture adopiedoncert posters. The female
musician leans her soft body against things anelcaffnately smiles, gazing at the
viewer; furthermore, her straight arm stretchedals the viewer reveals her open
attitude and seems to invite an interaction. Inweelding photo in Figure VI-43, the
bride also displays a similar pose. Neverthelessleva viewer traces the line of her
arm, there is a man kissing her hand to end theedesnage. The poster shown in
Figure VI-44 is a female musician, reclining andifg the viewer directly. This
framing angle implies that the viewer is above &auing her. This assumed position
of the viewer and the distance between her andidveer pave the way for seeing it
in an erotic frame. As Kress and Leeuwen argues Silze of the frame, to the choice
between close-up, medium shot and long shot” detfigerelationship between the
subject in the image and the viewer. “[T]he setattof an angle [...] implies the
possibility of expressing subjective attitutdes &oev [the viewer].” In their critique,

the “subjective attitudes” are not “individual,” btiare often socially determined
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attitudes.”® “In everyday interaction,” as they specify, “sdaielations determine the

distance (literally and figuratively) we keep froone another. [...] The location of
these invisible boundaries is determined by coméions of sensory potentalities —
by whether or not a certain distance allows usnelksor touch the other person
[...].”* In the wedding photo in Figure VI-45, the brideaiso lying down, but the

groom is beside her. The image of a couple lyingetioer creates considerably
different meanings to the image of a reclining EBngoman.

Although the individual photo of the bride is siarilto that of the female
musician in the compositions, the awareness duitstion — for the wedding — and
the presence of the groom in other photos makiiitudt for the viewer to regard the
bride in a sexual manner. In the female musiciaastert posters, the men are absent.
Whether female musicians are sexy or shy, the exgeaosition of the onlooker is the
place occupied by the real viewer. As far as thterbsexual mechanism is concerned,
female musicians’ beauty is reserved for the imaginmen outside the picture.
Consequently, from the camera angle and the distaetiveen the imagined viewer
and the female musician, the questions posed bgskaaed Leeuwen provide useful
points for examining the purposeful message dadvdry the compositional design of
most concert posters of female musicians in TaiWafno could see this scene in this
way?” “Where would one have to be to see this seerthis way, and what sort of
person would one have to be to occupy that spatawhile the flow of desire
between the couple is limited to the wedding phatios erotic dynamics is extending
to outside the poster.

The formation of an image is not only restrictedit® production, but also

related to the ways of seeing. According to Beggemalyses, seeing is an action

8 Kress and LeeuweReading Imagesi29.
*° Ibid., 124.
0 Kress and LeeuwaReading Imagesl43.
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involving selections; we can only see what ourweltallows us to see. What we see
and what we do not see from a picture is througfticoal teaching by our society
and the experiences of each perSoiience, when people see wedding photos and
concert posters, they will get different visual miegs according to the social
convention and habits. When creating an image,ptioelucer would predict what
messages people will obtain through viewing. Tkisvhy they usually follow the
common values and signs which are prevalently ldted among the expected
viewers for attaining a proper visual conveyancem&h decide how to establish their
image, thus, not just founded on their own intamiolt is also based on their
education about what is beautiful and what is “rarinit can be seen in wedding
photos and on posters. The brides and female nansigeem to take a comparatively
active role in the process of making and showiragy tbwn images due to the status of
patronage. However, their choices are still limibgdthe conventions of their society.
In wedding photos and on concert posters, womenbgsame the subject to pay the

cost of objectifying their own images.

V1.5 Conclusion on Wedding Photos and Posters

The female images in both wedding photos and oncerbnposters have
followed the models of beauty within the socialmer As Adrian points out, “[...] the
bride wants to preserve images of herself thatremee beautiful than she really i¥”
What the bride cares most about may be whethecahi®rms successfully to social
criteria of beauty, such as the images in magazoresadvertisements, not the

resemblance between herself and her imagsdrian adds that, “[ijn this sense,

*L |bid., 13, 14.
%2 Adrian, Framing the Bride 236.
%3 |bid., 204, 205, 225, 226 Hsiao, “Hunsha sheyig§,
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Taiwanese bridal photographs tell the truth abbatdonstructedness of images even
as they revel in artifice>* How much the bride and her image are alike, or has
even become an ordinary topic in Taiwan when pelople at wedding photos.

Taking photos and choosing images for display jgacess of construction of
self-image and self-identity. What will be filmed not the real person, but the
imagined self. Whether a picture is taken by the@eothers, each photo is examined
through multiple standards. A photo that does mifillf the norms of its category
would have little chance of being shown. Confirmihg socially-recognized image is
fundamental, because it affects whether the woraerbe appropriately grouped into
the “right” community to which they belong or of igh they want to be part. The
female musician is one instance of this. There irigha stereotypical or pre-existing
“ideal” image in the female musicians’ minds, whittiey think can appropriately
represent their identity, so a considerable nunobermilar posters have continued to
appear in diverse districts in Taiwan.

In some researches, it has been deemed a celebtiatibwomen are now no
longer solely the gazed objects, nor voicelessuitding their own images. Women
are the sponsors or producers in some cases, 8g Pazed is also a power of
display®® When creating wedding photos and concert postessjen are often the
ones who decide the style, gowns and backgrounchgetf the image. Women are
also the ones who can ask the photographer tokeeitse photos until they are
satisfied. They usually play the role of a decismaker who chooses which image to
present in wedding photos or on concert posters.

However, this does not overturn the objectificatmhwomen. Through the

> Adrian, Framing the Bride237.

* Lee, “Nuxing ningshi,” 4.

%% |bid., 2, 18; Lo, “Jianzheng aiqing,” 81.

" Further information on the detailed procedures rfaking a concert poster is presented in the
personal experiences of female musicians in VIII.4.
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above analyses, it can be found that women jugttatie male-gazed position to view
themselves. Most women and female musicians dos®their power to change their
image or invent a new one, but actively presemd iplease phallocentric eyes. The
difference is that the images were made by meniqusly, but are also made by
women Now.

As Berger states, “[m]en look at women. Women Wwatitemselves being
looked at. This determines not only most relatibasveen men and women but also
the relation of women to themselves. The surveypbwroman in herself is male: the
surveyed female®® The phallocentric visuality regulates the placenaimen: how
they should be looked at and what they should ldak Through seeing magazines,
advertisements, and other mass media, women leannth be a member of the
male-gazed mechanism. They imbibe and performabeéct” image for their status.
As a specific group of women, female musiciansardy adopt the general women’s
image, but also need to consider the image spaltyfifor themselves. The similar
appearances of female musicians reveal their ldnfteedom over their image
construction. This condition is as Berger sugge$ts] she comes to consider the
surveyor and the surveyed within her as the twostient yet always distinct
elements of her identity as a woman.”

Nonetheless, while looking at a wedding photo, abércreates a perfect bride
or romantic image, life experience will make peogheare of its mythical components.
The concert poster is a different matter. For npesiple in Taiwan, the concert poster
is the principal avenue by which to “see” femalesioians. How the posters depict
the female musicians, thus, influences and cometitpeople’s understanding of them.

Amongst the female musicians themselves, the pastso a site providing a model

8 Berger,Ways of Seeing!7.
* Ibid., 46.
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for imitation and reference. Hence, the poster bex the proper medium for

researching the image, identity, ideology and stgpes of female musicians.

VI.6 Conclusion on Modern Women'’s Images and Poster

The Taiwanese public has a particular image of femausicians in the public
sphere, as is highlighted by the previously disedssase of legislayor Yu-sheng Wu’s
affair. The major concerns outlined in the previatispters thus focus on the
components and mechanisms of both the image a®dugrand the process of
construction. The chapter on women’s image in hystand two chapters on the
modern popular media examine the image’s growingteod, the citing of other
images, compositional design, components and #igirificance, and the looking
relationship with the viewers. Through these aredyshe background to this image
and to the framework structured by numerous power social regulations which
limited women musicians’ presentations have beewiled.

Although performing oneself seems like a liberal, aic actually reflects the
context in which a person is rooted. Constructingei-image or identity does not
entirely depend on one’s intention, but is restdcaccording to the individual’s status
in society. Based on the thoughts of Judith BuflérJagger states that “[...] identity
is the product of social and political regulaticather than an innate property of
individuals [...].”°° As Judith Butler herself argues in Gender Troubje,] ‘the
body’ appears as a passive medium on which cultoegnings are inscribed or as the
instrument through which an appropriative and prtetive will determines a cultural

meaning for itself.®*

€0 Jill Jagger,udith Butler: Sexual Politics, Social Change ahd Power of the Performativi&lew
York: Routledge, 2008), 48.

61 Judith ButlerGender Trouble: Feminism and the Subversion oftljer2nd edition. (New York:
Routledge, 2006), 12.
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In the preceding discussion, it has been showndheh component displays
parts of the image’s trait and history; its exisemeflects the social values of the era.
The components’ loaded cultural meanings make femalusicians’ images
intelligible both to men and women. However, anyage produced is actually a
contingent result. It is produced by the interpayongst multiple institutional powers.
As Butler suggests in Undoing Gender, “[...] intalhigjity is understood as that which
is produced as a consequence of recognition acmptdi prevailing social norm§?
The diverse cultural apparatuses that meet in aifspplace at a specific time will
create a specific image. It will be never a “finafiage. The formation of an image is
always an on-going process and the image of femak&cians is an example of this.
The three popular women’s images, the ancient ipgsitof women and musical
instruments, and the high position of Western atassmusic in Taiwan, all partly
contribute to the current image of Taiwanese womesicians.

Through analysing concert posters and other popplants, an obvious
characteristic has been discovered: men and wonelowf a distinct binary
framework from a heterosexual angle. In these imeagethere are generally only
“feminine women” and “masculine men,” and the perfance of each gender is fixed
and stereotypical. These widely-circulated imagesy imfluence how viewers show
themselves and examine themselves and others fpashiological differences. In
general a person is simultaneously a viewer antbqpeer in the image construction
process. When men are the expected viewers, thisatyfemale image reveals not
only the ideal norm of women, but also the expecpedlities of men. The assumed
ways of seeing women instruct as to how a mannsa@wed of in a society. The sexy
female images implicatively teach men how they #hdook and judge women’s

appearances. As Butler states, the “masculine”“@ardinine” have social histories

%2 Anita Brady and Tony Schiratbjnderstanding Judith ButlgiLos Angeles, Calif.: SAGE, 2011), 3.
205



“depending upon geopolitical boundaries and cultcwastraints on who is imagining
whom, and for what purposé®”

As regards concert posters, the wedding photo abglly the most relevant
women’s image. According to the analyses in theviptes sections, both kinds of
image have adopted plenty of elements from adwuegtiand magazines. In wedding
photos, a bride is continually performed as a headto sometimes cannot even be
recognized by the people who know her. In this d@gond it seems that being
charming is a requirement for an ideal wife. Neveléss, wedding photos have
developed their own unique style. The postures fandtl expressions, which are
considered to please and flatter men, become thved&dion of wedding photos. The
bride is obedient, poses lower than and looks upetdusband. The wedding photo is
a kind of declaration and a self-display that sha fperfect” wife.

A similar depiction of women is found on posterat the absence of men and
the promotion of musical instruments make femalsioans “play” a more charming
wife role. Although women’s images in wedding prsotnd on concert posters share
elements from advertising and magazines, they g#pestrengthen the aspects of
passivity, tenderness and submissiveness. In masesc these docile women
ironically adopt bold poses, a seductive dresestylinviting facial expressions. She
is a complex of signs, designed to satisfy maleesapty and phallocentric looking
pleasure by her controllable, desirable body. Heigual attraction, nevertheless, is
hugely weakened in wedding photos due to the exsteof the groom, but is
expressed unambiguously to the presumed male viefnencert posters.

The intelligibility of female musicians’ image isaked on the citation from its
settings. The existence of citation occurs wherrata Brady and Toy Schirato point

out, “[...] the arrival of a subject takes place witla network of meaning that has a

83 Judith ButlerUndoing Gende(New York: Routledge, 2004), 10.
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long and established history of citation. [...] itthes history of citation — where any
citation echoes past citations — that gives perétive its force.** Consequently,
when Rebecca Sun proclaimed that she was a piaubede she deliberately used
public knowledge of those who had played that pkviously to her advantage. It is
only due to citations, that society can understahith image or role is presented, and
the subject understands how to perf§PmA material which can be cited is certainly
acknowledged or prevalently known in a communitglyOn this situation is an act of
citation meaningful. In the condition of female nuiEsns’ images, ancient paintings,
advertising, magazines and wedding photos are ressthat provide abundant signs
for citations, such as the pose of bowing head esipyession, the mirror and flowers.
An element cited or adopted frequently by femalesicians may also adjust its
former significance.

Nonetheless, the constitution of a female musicames not only from what
she cites, but also from what she does not citeyaiacite, and does not even think of
as able to be cited. As Brady and Schirato stdte,] ‘Butler points out that this
process by which subjects are formed and dispasel@pendent not just on what is
allowed, but also on what is deni€d."They also summarise that “[e]very cultural
field, for instance, not only determines what kilnd$&odies are cognate with regard to
its particular ethos, values and logics — it alsori@es cultural capital to certain types
of bodies and denies it to othe®.”Any “normal” image or performance is
legitimised by social regulations and conventioihen some female musicians are
deemed “normal” by the public, the standard whigstbws them this normality

simultaneously deprives others of membership whondb follow the norm. The

% Brady and Schiratd)nderstanding Judith Butle#7.
% |bid., 48
% Ibid., 12.
®7 bid., 9.
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differentiation is thus made between those whad'ldee” female musicians and those
who are not. An image, therefore, as Butler meeiibri[...] becomes a site of power
by which the human is differentially produced.”

An “insider” will know what kind of image can be ff@ermed according to the
individual's specific status, gender, age, and pation. Most female musicians in
Taiwan know how to cite or adopt the “correct” iadients to perform themselves, so
high similarities are continually demonstrated oonaert posters. Nonetheless,
knowing how to cite which characteristics to attairrecognisable image is not a
free-will decision or a completely self-aware it is subjected to social power.
Failing to achieve the intelligible image which k&athe individual’s community will
cause life and career difficulties. The degreeiffiicdlty may relate to the stability of
the image. Being grouped in the circle of “outs&lewill lead to the risk of a loss of
interest.

Hence, after analysing women musicians’ imaged tracing its
components, the next question will be whether thela appearances indicate any
similar inherent qualities. Under the same surfacsy women musicians put or hide
their subjectivity and individuality in their bodieWhether the framework is for them
a kind of oppression, and what difficulties theynftont, are both issues awaiting
investigation. In the following chapters, these nles will be surveyed by
interviewing female musicians. A few topics wilkal be elaborated: how the image
has been made; how the image acts on female musisiacial position, occupation,
life, marriage, and self-identity; what the diffeoes for musicians and Western
classical music would be if there were no suchdixeages. After all, a female

musician is not just a “musician,” this status aanexpress her completely. As a

® Butler,Undoing Gender2.
% Brady and Schiratd)nderstanding Judith ButleA7.
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woman and a person in Taiwanese society, she alsis lother positions. How she
negotiates the social norm and her subjectivity rgsbher several statuses and how

much self-awareness she has with regard to theséiges will also be discussed.
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VIl.  The Study and Marriage of Taiwanese Female

Musicians

In the Introduction chapter, the social status aésW¥rn classical music in
Taiwan was demonstrated by illustrating its develept in this particular historical
context. This western art had been systematicalynpted in this Asian country
during the past century, beginning under Japanel®aialism. Now, it is not merely
rooted, but the mainstream highbrow musical style Teiwanese society. An
examination of the cultural setting of Western sieal music in Taiwan helps us to
define the position of female musicians. In additithe preceding chapters also
explore the conceptual image of Taiwanese femalsiaians by analysing media
reports. The visual image is explored by tracing eamparing relevant elements of
ancient and modern female images. In this chaptdrtiae following one, interview
methodology is utilized to gain an in-depth undmmging of the situation of
Taiwanese female musicians. How these female naunsi@xperience the influence of
their image on their life and career and how thesmulate their own image by
negotiating the social stereotypes and self-consadiess will also be discussed in
detail.

A total of 17 Taiwanese female musicians pgodited in this study. Eight were
student musicians enrolled in different music tuséis, while nine were professional
musicians from a wide range of academic areasudityj one composer, one
musicologist, one piano accompanist, two orchesinatrumentalists, and four
university professors teaching performahcehe primary criteria for selecting the
subjects were that they had undergone a formalarase musical education and are

currently engaged in the music profession in Taiwire selection criterion aims to

! The need for confidentiality means that the inseeuts/voice of the participants cannot be disclosed
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reflect the common condition amongst most Taiwanfseale musicians. The

overwhelming majority of them learnt music from and four years old and attended
“music classes” at each educational stage. As g in the Introduction chapter,

music classes are a particular institution in Taiwahey are analogus to the music
departments of universities, but set up for yoursggages, from elementary to senior
high school. All students who enter music classestrpass the various professional
musical exams. Schools approved by the governmamtoffer music classes, and
most of these are located in the larger cities.

The interviews were held over a period of 30 ddysm mid-February to
mid-March 2013. Apart from the interview with a fala professor, which was limited
to 30 minutes in consideration of her busy schedble other interviews lasted from
two to five hours. In addition to the explanatiook the present study and the
interview process, the actual recordings lastedhtyv@ve hours in total. The recorded
data were fully transcribed verbatim. In consideratof the privacy of the
participants, the data presented in this studyaonho identifying factors. Their
names were kept anonymous, substituted by thesingtnteen letters of the English
alphabet. Their background information is listedable VII-1.

The subjects were interviewed individually and féaxdace in different cafes in
Taiwan. A semi-structured interview method was emod he study used open-ended
guestions and in-depth discussions. Most of theriwgws consisted of three themes:
the study of music, partner selection/marriage, mmaige. These three themes also
frame the structure of this and the next chapteécs. ease and to ensure in-depth
discussions, all of the interviews were undertakeMandarin. The aim was for the
participants to provide thick descriptions of thieidividual experiences. Among the
participants, only two had had occasional meetwgh the researcher; as for the

others, some were introduced by some participants some were invited by the
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researcher.

Table VII-1 The information of the participants.

Informant Age Degree Occupation
Participant A 50s Doctor of Philosophy  Universitpfessor
Participant B 40s Master Composer/University lemtu
Participant C 40s Master University lecturer
Participant D 40s Doctor of Philosoph Associatversity professor
Participant E 40s Doctor of Philosoph Assistanversity professor
Participant F 30s Mser Instrumentalist in orchestra
Participant G 30s Master Instrumentalist in orchestra
Participant H 30s Doctor of Philosophy | Assistant university professo
Participant | 30s Master Music Teacher
Participant J 20s Postgraduate Student -
Participant K 20s Postgraduate Student -
Participant L 20s Postgraduate Student -
Participant M 20s Postgraduate Student -
Participant N 20s Postgraduate Student -
Participant O 20s Postgraduate Student -
Participant P 20s Postgraduate Student -
Participant Q 20s Postgraduate Student -

VIIl.1 Motive for Studying Music

Through the interviews, this chapter demomssrathe reasons why the

participants decided to pursue a musical careemdnrydmost musicians in Taiwan are

female. It also investigates the difficulties whictusicians usually confront and the

role of gender in the Taiwanese musical business.

As Yoshihara states, in Asian countries, “[...] Westelassical music carries

additional value because of its Western-nésadding that “[...] the familiarity with

and training in Western classical music are assetiavith middle-class status and

2 YoshiharaMusicians from a Different Shqr&44.
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Western-style modernity’” Taiwan is no exception. As an art form in Westrhure,
classical music has usually been identified witle tlleology of progress and
civilization in Taiwanese society. In addition tarphasing instruments and private
tuition costs, the required long-term economic stieent makes classical music
training intimately connected to the middle and emppmlassed. Participant B
indicated that it was the reason why her fatherghoter a piano; nearly forty years

ago, a piano was regarded as being more of a lukarytoday:

Because my father was a businessman, he wantdabto aff his wealth. He
told us that one of his colleagues bought a pianahere should also be one in
our house. He was not a music-lover. He consid#éraidhis colleague occupied
a high-class status and position, because theagpléepossessed a piano and his
daughter was learning how to play. My father deemhedpiano to be a symbol
of wealth, because only rich people can affordim @nd play one. My father
grew up in an impoverished environment, so he whiteachieve fame and
wealth. One day, | told him that | wanted a piaang he immediately brought
one home; even the teacher had not yet been |dokedt the end of the day,
my mother was angry; she just went out for the dag a piano was standing

there when she came back.

Even today, studying music still invariablypresents a high-class activity in
Taiwan. Yoshihara states that “[...] the desire ofngndsian parents to have their
children study music is at least driven partly ytions of symbolic distinction™

Participant K vividly described her own experierggpearing slightly agitated:

3 Ibid., 147.
4 Ibid., 143.
5 Ibid., 144.
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You do not have to go far to find examples; | amaiely one of them. My
mother brought me up and she knew me very well. s3lwe every stage of my
life and understood my strengths and shortcominkigsvever, she always told
everyone that | am a music student to make herebeatedingly proud. As for
herself, she was a piano teacher when young, Bibban a housewife for a
very long time. She still continually tells evergoshe meets that she is a piano
teacher. She feels proud when people respond “Mos@awesome!” She feels
that the bond between classical music and hersalfidvmake her noble and

classy. Even her daughter studying music becamermalator showing off.

The above comments reveal that participant K ininkerview felt that being a
musician is part of her. This is a critical aspéct; not the sole one. Nonetheless, she
found that her identity had been simplified, andlydrad the title of female musician
left. The high-level position of Western classicalisic brings honour to musicians
and their parents. As participant | said, “Being trarents of a female musician is to
share the limelight with your daughter. Here isnailar instance: Wouldn’t you proud
to be Chien-ming Wang’s mothérMaving a piano teacher as a daughter brings a
sense of satisfaction. This position belongs toenmwciety which is different from
that of the general people.” The high-class quadityWVestern classical music thus
becomes a driving force for Taiwanese musiciarsegin their studies. Nevertheless,

why are the vast majority of musicians in Taiwamvem? Other than the class issue,

® Chien-ming Wang (1980- ) is a renowned Taiwaneseball pitcher and now plays at the New York
Yankees. He won 19 consecutive games in the sead@®06 and 2007 as the Yankees pitcher in the
Major League Baseball. Due to his brilliant perfarme, he was selected as one of the “Time 100" in
2007. He is the only Taiwanese person to featurgherist twice. In Taiwan, Chien-ming Wang has

often been called “the Honour of Taiwan.”
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what accounts for the wide gap between the numbé&noale and male musicians?
Why are Taiwanese parents so keen to give theigltau an expansive musical
education but not their son? The different judgrmeesftwomen and men musicians
respectively have led to musical learning becomangender issue in Taiwanese
society. The following discussion will answer thegestions.

Many of the informants mentioned that theyevweushed onto the path towards
becoming a musician as a small child. Their pareletsded their career for them.
They recalled that the majority of their classmatethe music classes were not even

interested in music at all:

My classmates did not wish to be a musician; it thes parents. If you wish to
start music classes in primary school, you hawsdd music training very early.
| do not think anyone aged four or five would waatplay the piano. It is

obviously decided by their parents. (Participant E)

| think that no one in the music class would e¥&nk about loving music or not.
All of us studied music only because we have alesdrted it. It seems like a
very natural thing and you do not have much roomitfarhen we studied quite
hard to advance to the music class in junior higosl when you were sixth
grade in primary school. Some people would go abtoastudy music at the
junior high school stage, because their mothere warre ambitious. You did
not ponder what you really wanted; you do not aselrgelf this question.

(Participant 1)

This situation profoundly depressed partict@dnwvho took up music classes in

secondary school. Although she started later thastnother students, she was
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prompted to pursue a musical career by her ownrfessl for music. She thought that
she would undoubtedly have friends who would shee appreciation of music.
Nonetheless, “it was merely a dream,” she commeridat everyone was enrolled in
the music classes because they loved music. Theritgapf them were forced into
becoming musicians from an early age. Consequenhgd no idea at all where to
find a friend.” Studying music requires continugbeomic investment and familial
cooperation; the wholehearted dedication of theiocruss time and energy is also
vital. Compared to this tremendous devotion, howeweany female musicians
showed little interest in music. They studied itdese their parents wished them to
do so.

In addition, earning one’s living from music isfditilt in Taiwan. Musicians in
Taiwan usually face a hard situation. Most of thearn a living as a part-time
teacher/professor in music classes, personal studio universities. The unstable
income of part-time music teachers/professors haditnited places in orchestras or
schools are common problems for musicians. Besalegst no musician can make a
living by giving concerts alone in Taiwan. Concedre often sponsored by the
musicians themselves; the audiences are principaiyposed of their relatives,
friends, and students. During the interviews, mpasticipants also expressed their
concerns. Participant H has a doctoral degree faowell-known university in the
United States and prolific experience of internaglocamps, festivals, and master
classes. She is currently a part-time assistarfeggor teaching music classes and at

universities; she found it difficult to maintairstable living:

As a female musician, you hope that your husbgotywill be steady, because
you are uncertain about the number of studentswiluhave each academic

year. You probably have four students this yeaedmmext year, and suddenly
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one the year after. Therefore, if you have a rédiaource of students for your
private lessons or successfully run a music stthen the problem would not
seriously trouble you]. Otherwise, your situatioill e tough if you are an

adjunct music professor or teacher.

Participant L, a postgraduate student and sligktebrated in her field,
recalled that, as a teenager, she and her classimadealready been aware that there
are few chances to work as a musician. Thus, tHin dalked about their future
career negatively. Participant J, a postgraduatedest who has performed
outstandingly at one of the most renowned musicsiitutes in Taiwan, described
how “studying music was no way out.” In her wortishat you devote and get in
reward is extremely disproportionate.” She addeshrie Taiwanese parents may
want their children to study medicine to becomeetar and then make huge profits;
however, usually no parents provide their childwath musical training in the hope
that they will become wealthy through being a pam concert halls.”

Considering this situation, why are Taiwanese parsn willing to pay such
costs, disregarding the realistic job market arartdaughters’ possible preferences
for other disciplines? According to the experienoésmost of the informants, the
answer is closely related to marriage. Being aalidéfe and marrying a rich husband
was why most of the participants and, accordinthéir observation, their classmates
were encouraged to study music by their parentdicRants F and G shared their
experience, which appeared common among femalecransi Both of them stated
that their families were not wealthy when they welnddren, but their parents insisted

on cultivating them to be musicians:

My father observed that music teachers always haveasy life and an enviable
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marriage. Thus he wanted me study music; he camrsldthat it will be a
rewarding investment, so he was pleased to payriheey. ... Many of our
teachers’ husbands were doctors. It’s true! Whead growing-up, when | went
to the teachers’ houses, you can definitely seé tteir husbands were all
doctors or rich men. Some of them even had senariteme, twenty years ago
in Taiwan! This phenomenon would really make pedpiek that having a

musician child was an incredible thing! (Particip&

Actually, my father was merely a civil servant,mg mother worked very hard
to run our home and fund my musical education. Bihgd music was my

mother’s idea. My two older brothers also playedtuments well, but my

parents followed the traditional values - men stidag intellectuals and women
should develop accomplishments. At school, my atécleesults were not

inferior to my brothers, but my mother regardedliest way for a girl was to be
a teacher. A music teacher would be a sought-aligrct of marriage. Aimage

of a woman playing piano illustrated that she jsa@per wife’ (Participant G)

Participant F is a free-lance instrumentalsirking for several orchestras in
Taiwan, who had graduated from a renowned musicademy in the United
Kingdom. Nonetheless, her parents’ main expectdtomer was, based on her status
as a musician, that she would marry a rich man. tWiea father considered “a
rewarding investment” was chiefly based on her rage. If the definition of success
is measured in terms of whether the initial objextf an endeavour has been reached

or not, then being a professional, self-supportimgsician probably does not count,

" The English vocabulary which the informants oczaally use is presented in italic type.
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although a prosperous marriage does.

Participant G's mother, like many Taiwanese fenmalesicians’ mothers, tried
to make her daughter conform to the ideal “imagt’aowife — a female pianist.
Participant G’s musicality was designed to be afdfié and advantage as a potential
wife, not for herself as an independent individwaimusician’s talent was narrowed
and deposed to the level of merely an accessoigy/talent was aimed at increasing
her enticement and suitability as a potential wifethe early stage of their studies,
participant G and her brothers performed similamlyerms of their school work and
musical performance, but were scheduled diffendémtplans because of the gendered
stereotype. While her brothers were expected tmrbecdoctors, participant G’s
success mainly depended on her husband’s occupation

As most of the participants stated, few of them #meir classmates could
deviate from the music classes. Since most musdests have already spent so long
practising their instruments and attending musieakons, competing with other
general students in common disciplines was an emasrchallenge. Seeking to avoid
uncertain results, the vast majority of them oftemained in the music classes. As
participant L recalled, she and her classmatesyslwascribed being a member of the
music classes as “a way of no return.”

Nonetheless, participants O and E, having tantkng school grades, had
considered leaving the music classes. At seconslargol, participant O considered
studying chemistry instead of music at univerdityt her mother deemed that it was
too arduous for a woman to be an engineer in a igtgnfactory. It was not female
work. Participant O accepted her advice. Unliketipgant O, participant E had a
drastic struggle with her mother. In all acadermd anusical subjects, participant E
always came top, throughout school. She even redean award at the Taiwan

Science Fair for her research. Due to her deepusiatbm for and excellence in the
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subjects of science and engineering, she was @adecome a scientist, but finally
yielded to her mother’s strong belief in the stéype.
PE: Sometimes | really wondered what kind of lifevbuld have if | had
switched to the general class at that time.
LM: Why did not you change path?
PE: Because of my mother. She firmly insisted thatas marvelous to be a
music teacher, so there was no room for me to angtieher. ... Now | think,
(short pause), Yes, my father told me just a fewsdago, he thought that if |
went to the general class and did my favourite erpents, since | was fond of
biology at that time, maybe now | could have hagoad life. However (long
pause)...
LM: So you love doing experiments?
PE: Yes, in fact, I truly loved it (smiles). | waliktudy science if | could have
left the music class. To be honest, | really fati@eience; | can learn extremely
fast in those subjects.
LM: In this case, did you not think about arguinghayour mother?
PE: In fact, | did. It was a huge conflict at thate. ...
LM: Why was your mother so captivated by the idégwshing you to study
music throughout your life?
PE: She thought that the best occupation for womas teaching. Amongst
teachers, music teachers were the best. She abaayshat being a teacher was
stable: You can take care of your family; besidesng a music teacher would
be classy (laugh). It is a stereotype for womers why a female teacher was a
popular object in mate-searching.
LM: But, in her opinion, taking care of a family wid not be the priority for

your brother’s job.
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PE: Yes, absolutely.

Participant E’'s mother provided her with a makeducation and forced her to
become a music teacher in order to cultivate hemaisleal potential wife. Due to the
gendered stereotype, the primary wish of thesenpsis not to assist their daughters
to become a doctor, but the wife of a doctor. Is #ituation, women’s status as a wife
is valued, not her individualism. If this is one thie main reasons why Taiwanese
women engage in music, then the music industrydegsn significantly built on an
unequal gendered value. This occupation thus caedaded as work which aims to
depend on men. Musical education does not aimdaterindependent human beings,
but produce potential wives.

Nevertheless, if a female fails to marry a wealthgn, can the limited work
opportunities and usually unstable earnings séildeemed successful in her parents’
judgment? If her parents force her so firmly intiure marriage, then, to fulfill their
motive, would they also push their daughter to snarrich man to achieve their wish?
What level of pressure and influence will femalesmians be put under by their
parents? Despite their parents, what do they thieeseahink about the perennial
instillation of this gendered stereotype? What Heytthink about the connection
between musicianship and marriage? All of thesestiues will be analyzed in the
next section. The marital reality which the femalasicians truly face will also be

uncovered.

VII.2 Searching for a Partner and Marriage

As the preceding section demonstrated, thearase females tended to engage

in musical training mainly in compliance with th@arents’ wishes. The status of a
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female musician has often been regarded as a noéatsessing a wealthy husband.
Numerous parents hope to enhance their daughttnéstiveness as an eligible bride
and ideal wife through her status as a musiciamefteless, is this goal truly
achievable by most female musicians in Taiwan? @aseobservation of social life,
what is the driving force that makes parents belignat this is a rewarding investment?
To analyze these issues in greater depth, the gea#litude of Taiwanese men
towards female musicians and the process of segy¢br a partner in Taiwan will be
elaborated in this section. The thoughts and imdeatof the female musicians with
regard to these matters will also be uncovered.

Due to the serious academic pressure in Taiwaenpausually disapprove of
their children dating before entering a universlige university period, therefore, has
become the popular stage for searching for matesleSts often search for a partner
through the cooperation between two departmentshwdiie almost totally composed
of either male or female students. Since the genldstereotype regarding occupation
is deeply-rooted in Taiwan, most departments aseaated with a specific gender. In
each class, one or more student will be electextialscoordinator, who is responsible
for contacting and organising activities betweempattnents. Amongst Taiwanese
university students, searching for a partner cémsistwo types: one is between small
groups and the other is between whole year gronpshé departments. Group
activities are frequently held, such as riversidebbcues, overnight camps, and visits
to restaurants. This is also called the “studyrart which pairs off the same number
of students respectively from each of the two diepants. The students can get the
contact information of their study partners frone toordinator. The music students
usually have many study partners, because the catope between the music
department and other departments are close.

Since this is the principal avenue via whi@iwanese university students meet
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their future marriage partner, choosing which depants to link becomes a serious
consideration. Usually, the main factors are thekireg of the department and
university. Especially the first factor tends tadie the occupation and corresponding
status of the mate. With regard to searching fpagdner, female students from the
music department are continually an extremely papgtoup. All of the participants
who were asked the related questions expressed vibis, despite their age.
Participant B recalled how partners were soughthftbe music department about 25

years ago:

| felt that people were really interested in ##enmusicians, especially the male
students from the departments of medicine. Theataoordinators of our class
invited students from several schools of medicioeparticipate in activities
together. These medical students responded that wleee very pleased to
cooperate. Some of them said that students fromdhd our departments were
study partners even before that....The male studémis the medicine
departments stated that they were willing to comicaie with us because we
were music students. If we were from other depamsjesuch as the
Department of Chinese Literature, there would hbeen less chance to meet

them.

As the example brought up by participant B destrates, in Taiwan, male
doctors and female musicians have displayed a gtconnection through marriage
for a long time. Medicine is considered an esteepretession in Taiwan, and doctors
have a high income and lofty social position. Dapants of medicine perennially
occupy the highest ranking in Taiwanese univessitewing to its admired status,

there is even an exclusive title for the wife oflactor, yi-sheng-niang, which is
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almost a synonym for a woman who does not needatdx &®nd enjoys a luxurious
lifestyle. Since this term means “the wife of a wog the trait of these women is
based on their status as someone’s wife ratherdhahemselves as individuals. Their
respectful appellation and status spring from theisband. This title lays stress on
how to become the wife of a doctor. In this sitoatito meet the requirements to
qualify to be a doctor's wife will be of higher cmern than the need for
self-expression. The informants who are now inrthig@irties had also had a similar
experience to participant B. The following desdédptby participant E reiterates the

close relationship between musicians and doctofaiwan:

The students in the music department where | sludiel the students of a
prestigious medicine department were each othetisdysnates for
consecutive years. It was like a custom betweessethivo departments.
Definitely, some people became a couple each wdtar, graduation, they got
married and had children. Doctors usually live elds their workplace, so
many of my classmates and alumnae became neighbloung close to
several of the large hospitals in Taiwan...A lot oy mlassmates married
doctors. Since the south is comparatively trad@iprevery one of my
musician friends from the south of Taiwan marriedbator! One of them told
me that she did not aim to marry a doctor, buttel men introduced to her
were doctors [since she is a musician]. Natur#flg, man she finally married
was, unsurprisingly, a doctor. | think that the dition in the north [of Taiwan]
is less overwhelming, because the north is a regiibim diversity. (ponders
and nods) | have friends whose husbands are engaghffkerent occupations

here.
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Along with social development, some newly-egeer industries have become
prosperous in the past decade, such as electrigateering and finance. In addition
to doctors, these professions which have a higlonmec and promising career
prospects also provide desirable marriage partfieréemale musicians. While at
university, participant F stated, their study partgnwere all students from the
departments of medicine and electric engineeringchvare commonly considered
“good” departments. Recently, one of her musici@ntls reached marriageable age
and up with numerous blind dates with electricagieeers. “Their status is
well-matched with ours, in most people’s eyes,tipgrant F commented.

For female musicians, their status of beingirdele marriage material extends
even to today. The abundant experience of thenmdats reflected this phenomenon.
As participant L commented, “The mate searchingcgeded very smoothly every
time for the music department. Sometimes, thereevegen several departments that
wanted to go camping with us. We had to chooseausrwe did not have that much
time.” Nonetheless, only the “good” departments hathance to be selected by the
music students. Participant K stated that “The depents which cooperated with the
mate-searching activities with my department aveagé the good departments. | am
not saying that the other departments are bad. dnnibat these departments are
usually seen as more promising because of theihggime of the professions, such as
the departments of electric engineering and meelitin

Participant O’s boyfriend is a young lawyer. A fg®ars ago, he was the law
student and the social coordinator of the Law Dmpant of the National Taiwan
University, which is ranked first among the depamts of humanities and social
sciences in Taiwan, and the university is consui¢ne best in Taiwan, since it has the
most top ranked university departments. Particip@nt cited her boyfriend’s

experience:
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The social coordinator of a prestigious music depant told my boyfriend
that they only accepted mate-searching invitativos three departments at
the National Taiwan University — medicine, electangineering, and law.
Those are the top ranked departments respectivelythiee academic
categories for the Taiwanese University EntrancantxThe exception is
medicine departments; medical students from anyeusity would be fine,
since they will eventually be doctors. Besides, itiad departments demand
a high score, to whichever university they areliateéd. For this reason, my
boyfriend stated that he had a terrible impressidiemale musicians, because

he felt that they were truly snobbish.

At their first meeting, as participant O rded| she was also despised by her
boyfriend because she belonged to the communitgiwbily accepted future lawyers,
doctors, and electric engineers as potential ngerigartners. Overall, the
phenomenon corresponds to the observation of gatit F, “few musicians marry a
poor man...A lot of my musician friends have marrgedery rich man.” Participant J,
a graduate student, noted that “about 80% of thidifue female professors in my
department are married to a doctor.” In Taiwanesgety, the reality is that most
female musicians marry rich men. Nonetheless, wda their thoughts and
experiences about this phenomenon? The advanthggshave and the difficulties
they confront in this marital convention will be rdenstrated in the following

analyses.

VII1.3 The Thoughts and Experiences of the Female Maicians
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In most cases, as previously mentioned, femaigicians marry a wealthy man.
The informants also made the same observationjtddbeir diverse ages. Men have
usually been sifted according to their professiesen before they meet them.
Participant F commented that her musician frieedgsrded marrying a rich man “as a
matter of course.” For many female musicians, thisa reasonable result and a
legitimate aim, especially since this idea has hestiled into them by their parents,
the media and the social climate ever since thayest to study music. Participant O,
a postgraduate student, complained that this widelgt value caused her problems
while at university. As someone with numerous niiaénds at medicine departments,
she stated that her classmates always intentiokafpy near her and wanted her to

introduce future doctors to them:

As soon as they knew that | had a lot of male ddtiends, they immediately
fawned on me and acted in a friendly manner. ttdeiful! | also have a lot of
female friends who are not musicians; none of tdenthis, but only musician
friends do...They think this way mainly because thésy of thinking has been
instilled in them by their parents. | heard somessimates talking about how
hard they have worked since childhood and the lamgeunt that their parents
have spent on them, so their parents feel that gheyld find a long-term

provider of material goods (a husband) as a kinetward.

Participant O further indicated that “in music &, everyone seems extremely
concerned about who courts you and who your bawries, because they want to
know how rich he is. It is really weird since statefrom other departments are less
interested in this issue.” As mentioned above nioéive of many parents in nurturing

their daughter’s musical education is that she milke a “successful” marriage. The
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difficulty for musicians to earn a living makesgheven more critical. Participant H,
an assistant professor, who had had a brilliantezain the profession, expressed a
similar idea. In her opinion, constant hard world anvestment earn a class and
marital advantage for female musicians. Since shgalarly gives concerts to upgrade
her teaching status (such as upgrading from arlerxcta a professor), the expenses for
each concert are high. Besides, being a part-timfegsor in several far-off cities is
also a heavy burden because of the traval costsy Mends have suggested that she
should marry a rich man. The following demonstratee typical thoughts of

participant H and many others of the female musgia

PH: One of my musician friends is a yi-sheng-ni&gwge of a doctor). Her
husband runs a clinic, so she has a luxurioustyiesShe suggested that |
should marry a rich man. You know, when a woman @agealthy husband,
she can assume a fine social position. Then yoluhaile no fear in life and
can do whatever you like. Your rich husband capportyou in giving
concerts; this friend said that it is truly a smadkt for a doctor. You do not
need to make money for the rest of your life. lctfa is nearly impossible to
make a living by giving musical performances inian.

LM: However, if, today, we were general low-saldri@omen, probably no
one would imagine us marrying a wealthy husbandy Wh have heard this
suggestion so often is because we are musicianst Wthyou think of this
difference?

PH: The reason is that studying music requiresge havestment in terms of
money and time...For instance, if two potted plarftshe identical Chinese
evergreen have been nurtured with different fedils, they will look

completely different. The price of the fertilizenlcertainly influence the

228



appearance of the plants. Consequently, the gtanthias been well-nourished
should be sold for a higher price than the othe. ds this not normal? Some
carps can sell for $10,000 and others for $1,0G&dhbse of the different
strains]! We musicians have been cultivated. Ofreeuyou can say that
everyone has been cultivated, but our cultivationcess is completely

different to that of others!

What participant H conveyed is similar to temments made by participant F
about the well-matched marriages between femaleicrans and wealthy men.
However, this “well-matched” status does not spealiy mean that the couple has an
equal income, degree, or similar work. It means tha aura surrounding the title of
female musicians is another kind of value whiclegsiivalent to a substantial profit.
For most female musicians, the music professios doé give them the ability to earn
money themselves but to become the appendage edlény man.

The different criteria related to the roles of warmend men partly reveal the
gendered stereotype and unequal relationship batiee two genders in Taiwan.
Hence, a woman studying music is engaging in a-bigbs activity; her dependency
on a wealthy man is regarded as a reasonable anuladéte result. On the contrary,
for men, the unstable income associated with wgrkia a musician has made this
career come to be regarded as inferior in the Ta@s@ social climate. This is why
men who seek to pursue a musical career will dioepposed by their parents, since
the “ideal” male role is that he should be indemaridearn a living by himself and
support his family. He should be the person on wih@wife depends.

A prosperous marriage is thus a common purposesolution for many female
musicians, including professors and students. ¢laatit J, a postgraduate student in

her early 20s, indicated that one of her classmaispended from university recently
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and is about to marry a wealthy financier. Partiotp] and her classmates all believed
that she would not return to resume her study, imcher degree is no longer of much
importance to her. It appears that she has alraadieved one of the principal goals
of studying music. Participant J and her familyoalsgard marriage as the settlement
of the unstable working environment associated witksicians: “My grandma said
that it is time for me to think about marrying actlr, because it is so exhausting to
teach in private studios. We earn money by the redsdand doctors earn money by
the tens of thousands...Therefore, sometimes, sheswaato find a doctor to marry;
then he can support me to go abroad or do anythwamt.”

For the female musicians, marrying a rich nsasimply the “natural” result of
their search for a partner. They are clearly avedrtheir advantageous position and
thus sometimes use it as a tool. Participant H ¢aimgd that one of her college
classmates did not play the violin often, but frewfly participated in seeking a
partner and emphasized her status as a violirfigt.ifformants agreed that the title of
a female musician can be beneficial in the marriageket, if someone wishes to
exploit it. The affair of the legislator Yu-shenguVénd the fake piano teacher is a
drastic example of this. “People would not want hermlay the piano at present,
anyway,” participant D commented.

Nevertheless, not every female musician wamttake advantage of the title;
furthermore, not all of them want to date or maargich man, but this general trend
has placed many musicians under pressure. Participgaas seriously worried that
she was regarded as merely a “female musicianheynten during their blind dates,
while admitting that this was the reason why she ahle to meet these men with
outstanding careers: “I am really afraid that thess only see the status and its aura.
| hope that ‘I’ am the one who he admires, not‘temale musician.” Additionally, |

sincerely hope that the introducers thought that$ outstanding, so they set up the
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blind date for me with outstanding men, not becdusese an outstanding ‘title.”

Participant E had abundant experience of blindsdsg¢eeral years ago when she
reached marriageable age. It was an unpleasagdskit period for her because of the
pressure put on her by her mother. Many of hersdatere doctors and financers.
Every time an eligible bachelour appeared, her ergpashed her into getting married
soon. As a music teacher, nonetheless, she isikettHe stereotype of the male
imagination nor likely to fill her mother’s and tb® men’s expectation that she will
stay at home and take care of the family. She Itea@®ing new skills, whether or not
these are related to music. These men questiongdsiasn wants to learn things at
weekends. “Their attitude of inquiry was so apptréhey just expected you to stay
at home and play the piano. That picture is veagy. In those conditions, however,
will | stay shut up at home? | can take care offémeily, but that should be at my own
free will, not from a man’s regulation! | do not masomeone bothering me when I'm
learning!”

Participant E expressed that these men did not'ls&® as an independent
person but merely as their own image or the stgpeobf a female music teacher.
Hence, participant E chose a different path fronsthod her friends. She dated a man
in secret from her mother and eventually marrieoh.hAlthough she sometimes
admires the luxurious lifestyle of others, espdgialhen she sees them flying
first-class or sending their children to the topseuies, she did not want to restrict her
life to the path which most female musicians folldealth is not a bad thing, she
feels, but she wanted to choose a man who propesktghed her, not just someone
with an occupation that matched her own.

The individualism and liberty of any person will deminished when she/he is
dependent on another person. When a woman relies mman, his preferences and

intentions will inevitably influence her life andha@ices. This was common for women
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in ancient times. As mentioned in the Introductabvapter, however, women'’s rights
and social status have had notable advancemem ipaist two decades in Taiwan due
to the process of legislation and the achievemeniomen’s movements. While most
modern Taiwanese women enjoy the fruit of the dleweof women’s status and have
higher percentage of political participation th&attof neighboring Asian countries,
such as Japan and South Korea, many Taiwanese efemasicians keep the
old-fashioned attitude. For Taiwanese female masgi the long-term hard work
required by the profession leads them to a placerevtheir title is more important to
them and relying on others becomes the purposeaaf/raf them.

Similar pressure was also placed on participartAF. my life, | repeatedly
heard that | should marry a doctor. | actually havead feeling about this, so do not
want to marry to a doctor. Why must female musiiararry a doctor or a wealthy
man? Why?” Participant K, a postgraduate studehiemearly twenties, has a steady
boyfriend. In her words, he is clever, charming ahdlying electric engineering at a
good university. “He is already advantaged,” acocaydo participant K. Her mother,
nonetheless, still wishes her to find a better begfl. In her mother’'s eyes, her
current boyfriend is not good enough for her masicdaughter. Participant K has
endured great pressure from her mother and retatishe agitatedly illustrated this

phenomenon from her personal experience:

Since | reached marriageable age, | have contynbhakird people praising me:
“You have such great virtues. Especially as youstmusic!” That made me
wonder what a music profession has to do with sesovirtues! People also
commented: “Look! You are a student in the musipadenent. | think that

you will find a very good man!” or “You are indepamt and beautiful. See!

Especially as you study music!” | can't help woridgr what the word
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“especially” means? ... According to my observatisince Taiwanese people
think that wealth is good and an illustrious famgygood, coincidentally, the
members of these notable families pursue femaldamuns. They want the
image of the female musician in their house. Tlaatist Ellie Lai is an
example of this. Didn’'t she marry the presidentaadrand enterprise group?
The public have the impression that celebrated lpaoarry female musicians,
doctors marry female musicians, and lawyers mamyale musicians. For this
reason, having a musician wife becomes the desiadl daiwanese men. All

Taiwanese people think that female musicians gvergar and classy.

This impression has made it easy for femalsiorns to marry a wealthy man,
but has also placed many restrictions on theircbedor a partner. For female
musicians, the usual marital pattern has placec lprgssure on those who do not
wish to marry a wealthy man, or not marry at alhds also given weight to musicians
who do not want to consider seriously whether a nsanch. Due to this marital
stereotype, female musicians and even the womenprdtend to be musicians have a
tool by which to enhance their position. Neverths]ahis marital trend needs similar
views from both sides; both the female musiciand #me rich men. Why are
Taiwanese men so fascinated by female musicianfisislesire limited to wealthy
men or is it only prevalent among Taiwanese men®udh the experiences of the
female musicians during their interactions with m#re thoughts of the Taiwanese

men have been revealed.

VIl.4 The Male Attitude towards Female Musicians

Many participants in the present study havendbnt experience of how
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seriously men are attracted to female musiciandicient D, an associate professor,

described a typical instance:

A colleague asked me what | would do if my frienlksyfriend was interested
in me. She had been out to dinner with her friemdl @ man who had dated her
friend several times. While her friend went to thelies, the man asked her
what she did for a living. My colleague respondeat she teaches keyboard in
a music department. “A music teacher!” The manrastongly shouted, and

then asked “Do | have a chance [to chase you]?”

This story had an unsurprising ending. Theleagiue’s friend was angry
because the man showed high interest in the femakdcian during their next date.
He kept asking for information about the musicidhe colleague of participant D
received a phone call from her friend: “He was gdioo far! | won’t see him again!”
As participant D commented, “Doesn't this eventeavthe typical fascination and
normal reaction of many Taiwanese men towards femalisicians?” This typical
attitude of Taiwanese men is also displayed inatf@r of Legislator Yu-sheng Wu,
since he stated that he had always wanted a musidie.

Despite their attraction for men, there is a higlmgramong female musicians.
As the wife of a well-off financer, participant @ased her husband is proud that she is
an instrumentalist in an orchestra. “Thmsage of a female musician is better than
merely that of a music teacher.” As for participintshe had abundant experiences of
blind dates with male financers and doctors. On¢hein told her that only a music
teacher could be a potential wife for him, reséiicto only those who have graduated
from the top music department. Another confessed tte would only accept a

full-time music teacher in a school; part-time teaxs in private music studios had
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been excluded.

“Do these men think that they are choosing fruivegetables at the market?”
participant E asked, with a wry smile. Althoughajtpears that Taiwanese men are
enchanted by female musicians, many factors atenstighed by the men. For the
female musicians, it seems that the more successider you attain, the better
marriage you make, if the definition of a “succefsimarriage is based on the
richness of the husband. In this situation, efftotfollow a musical career become a
way to achieve a prosperous marriage, which expléia motive and initial purpose
of many parents in encouraging their daughtersudysmusic.

The popular status of female musicians in iager also influences how other
women see them. Participant Q proposed another @gamhich struck her and also
displays the general thoughts of the public witjare to female musicians. One day,
she briefly met a couple who are the friends of ohéer male friends. The couple
and the male friend were studying at the Natiora@n University; the two men
were students in the medicine department and thmamowas from the finance
department. Participant Q only glanced at the aaustter several months, her friend

told her that they had discussed her frequentlinduhe interval.

LM: Why did they talk about you for such a long &

PQ: Yes! That's the point (very agitated)! My freersaid that the couple
constantly discussed how advantaged | am. That woomncluded: Any
female student from the music department is alveagepular mate for men as
long as she is not too ugly. | was so astonisheeiwtheard this! This is how
the public see us! Actually, this woman is studyimgthe department of
finance! She is so elite as a future financer,raybe she feels that she lacks

the class that we have...From her point of view, @maps considered that a
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lot of men are attracted to female musicians. énse that such a tendency
really exists...In fact, if we only reveal our titl@ost people will immediately
think that we are superior. | feel that a lot ofmdo like female musicians

very much!

As participant Q mentioned, “classy” has comdlly been considered a
characteristic of female musicians. It has prinkyptormulated the attractive image
of female Taiwanese musicians. The other reasonferngle musicians are attractive
to men is their connection to Western classicalimmddany informants observed that
the fascination with Western classical music isiadimental reason why Taiwanese
men are interested in female musicians. As Yoshihamarked, “[...] classical music
is considered the epitome of high culture. Unlilepylar music that appeals to the
masses, [...] the appreciation of classical musglfiis a mark of distinction and of
sophisticated taste in the modern wofldParticipant Q had also encountered this
phenomenon. She used her uncle, a surgeon, asaamplex “It is weird that the
community of doctors is excessively fond of Westelassical music. Every time my
uncle finishes his surgical operations and returosie, he must listen to Western
classical music...He considers popular music noisylaw-class.”

As Yoshihara argues, “classical music [...] isely considered to be a form of
elite culture.® She further states that “the appreciation for &ne practice of
classical music are quintessential forms of cultwapital that both signify and
enhance one’s place in the social hierar¢yMany participants conveyed that some
men regard their musician wife or girlfriend as arenue to the world of Western

classical music. Both the informants and theirni® had experienced this. The

8 YoshiharaMusicians from a Different Shqr&31, 132.
° Ibid., 132.
19 |bid.
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happening of participant Q supported this view. “Mgyfriend is a doctor. His
roommate and friends are all doctors. They can lisp music, but they worship us
musicians exceedingly. When his friends discovat thm studying music, many of
them ask me to fix them up with blind dates with mysician friends.”

According to the observation of participant Q, thés an aura surrounding
female musicians: “Many of us are less outstandivan them at studying general
subjects, but they glorify us so much only becauseare musicians!” Participant G
also described a similar situation. As the wifeadfigh-level manager in charge of a
large, prestigious venture capital company in Taiwahe has been frequently
mentioned as an orchestral musician by her hustmahis foreign clients. “He is a big
fan of Western classical music. He himself hasadound understanding of classical
music. For him, therefore, he is quite proud thatwife is a musician.”

There is another way in which female musiciansvarg attractive to men: that
is, due to their image. Participant J mentionegpacal example. A male lecturer at
her university declared that he had wished to marfgmale musician. “He told us
that every time he passed the music departmeneieilwas a university student, he
felt that the female musicians were extremely ¢lassl dressed very prettily. Having
a musician wife was his life’s goal at that tim&He classy, beautiful image of female
musicians has been prevalent and is even rootédeirtonsciousness of Taiwanese
people.

Participant G, the wife of a considerably well-offan, felt that “the female
musician is a byword of beauty. In general, peopdt to have a beautiful musician
wife at home...For wealthy, busy men, what they magyonly an ‘image.”
Regarding her own situation, she spoke with sonsétdten: “My husband is proud
that he has a musician wife. Some men do not hieer twife to dress up, because

married women do not need to be pretty. However, husband considers
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that...(pauses and starts a new sentence) It isvilabl expect. It would be better for
me to keep th@nageof a female musician.” Obviously, she is sayingt tthe expects
the same thing as her husband. From her narratiseems that she is also conscious
about the necessity of retaining the image of aatermusician in order to fulfill her
role properly as the wife of a wealthy husband.nfrtbe data, clearly, “image” is the
critical reason why Taiwanese men want to dateraady female musicians. As an
ideal musician wife, for participant G and many ey retaining the standardized
image is also an essential requirement.

The following instances occurred at the mugpartment where participant K
is studying. They show that image is an importaement in Taiwanese men’s
attraction to female musicians. Participant K #fated these events with some

agitation.

PK: It is true: A man is often playing an instrent outside our department. He
plays terribly; no one can work out what tune haaying. Still, he stands
there and plays all day. His purpose is to findemdle teacher in our
department.

LM: He can post an advertisement on the bulletiard.

PK: Yes, he can! However, if he did so, he cowdtlchoose the teacher based
on her appearance! He wants to “see” us and theastthose whom he
considers beautiful. He changes the instrumentyeore or two months and
pretends to ask us questions about music. All oaneslaughing at him in
private...In fact, we noticed that numerous men cémongee our posters and
then we found that they really showed up at ourceds!...There have been a
lot of male strangers at our concerts indeed! Ne knows any of them;

neither does the performer! They were not invitgd tbe musician. The
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strangers truly came because of the posters. Hues®gers are always men.
LM: So you think that a sexy or appealing imagethe posters can attract
people to go to concerts?

PK: Absolutely! From my own experience, once,ewh was looking at the
posters on the wall, a middle-aged male strangertgubat a specific poster of
a woman and asked me whether | am a music stuidentlied ‘Yes.’ Then he
asked: Can | enter the hall to attend this conc&nt? | felt terrified that there

will be another male stranger | will meet at coter

These events demonstrated that the attraetbgeof female musician in Taiwan
has a strong visual connection. In the next chaptanv the female musicians build
their image in the media/posters and in life wdl &nalyzed. Through the in-depth
interview data, what image they want to present lamd this image influences their
career and marriage will be elaborated. The pdagibf changing the stereotype will

also be explored.
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VIll. Female Musicians and Their Images

The stereotype of the Taiwanese female musiciaclasely associated with
visuality. According to the participants’ experies¢ in Taiwan, when a female
musician announces her occupation, she is selddm teelieved based on this verbal
statement alone. Her appearance and behaviourhareanvincing references for
examining the legitimacy of her status. Throughsaual investigation, the identity of
a female musician will be primarily approved oradedlited. Under this condition, if
she intends to enjoy the benefits which usuallyalbéémale musicians, then she has
little room for insisting on her preferred appeagnbut must submit to the social
norm.

For Taiwanese female musicians, the visual facdhuis apparently a critical
concern. To secure the achievable benefits frormfariage and career, maintaining
a visual image which can be effortlessly recogniasdhat of a female musician is
thus of great significance. This intelligible image composed of many elements,
including hair, clothes, figure, and even behaviddow she speaks and how she
laughs are also considerations. By viewing her rexteerformance, the degree to
which she is “like” or “unlike” a female musicianilivbe judged. The visual
“performance,” therefore, is even more fundametitah the musical performance on
many occasions.

Visuality has reinforced its influence on the liged career of the female
musician. Conforming to the stereotypical imageodbees a critical way to manifest
her authority as a female musician. The highly Eimimages of the female musician
among Taiwanese people naturally make them congidéthe stereotypical image is
the only orthodox look for female musicians. Thafglard” image thus removes the

possibility of any other presentation.
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Hence, it is also an easily-attainable way to getpte’s approval, compared to
the long-term cultivation of and economic investin@na musical profession. As the
interview data validate, a female musician’s masiship will be doubted if her image
is far from the “normal” one, which is widely reaoged by the majority, despite her
academic background and professional career. Ordh&ary, it is also easy for a
woman without musical training to pretend to be @sitian as long as she shows the
“normal”’ image, such as the third woman, Rebecaa 8Bulegislator Yu-sheng Wu's
affair.

This chapter aims to disclose how the stereotypgaffact female musicians in
their life and career, and how female musiciansotiatg their individuality and the
mainstream image. Furthermore, the principal s@uofeconstituting and circulating
the image are also elaborated. According to thervwrgw data, the mass media and the
concert poster are the most influential and popsdairces in Taiwanese people’s daily
life, especially the poster, as it is produced iy f'emale musicians themselves. How
female musicians design their own posters and \idrattions they expect of their

posters will also be demonstrated in this chapter.

VIII.1 The Stereotype of Female Musicians in Taiwan

The intelligible image is like a model for Taiwareemale musicians. Which
performance and image belong to a “normal” femalgsioian is a general sense
shared amongst the public. Participant B adducatksastances which manifest how
deeply the stereotype exists in the public’s knolgke “One day, when | was at
university, while my classmates and | were playmtp a skipping rope in front of the
music department building, several male studenssqahby and asked us ‘How can

music students play with a skipping rope?’ My chaate responded reluctantly, ‘Why
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can't music students play with a skipping rope?drtiRipant B further mentioned
another occurrence. “One day, one of my classnveddleed onto the campus wearing
casual clothes and carrying her instrument. Shacitd suspicion and was questioned
by a male stranger: ‘Are not you a student of thesim department? How can you
dress like this?’ My classmate and | wondered wieyhave no right to decide what
we want to wear on our own body.”

Participant F had a similar experience. She haa beminded often that she
was not “like” a female musician because of henrtshair, loud laugh and vivacious
character, which are the opposite of the typicaitgrof the female musician, such as a
guiet speaking voice and laugh, a shy expressiwhaaender character. What cannot
appear on the musicians’ body and what should bedmn their body indicates the
social values and cultural customs. The body isltu@l site where various powers
act. From these examples, it can be seen that¢élcbanism of stereotype constitution
is “through the play of presence and absence orbdldg’s surface, [...] through a
serious of exclusions and denials@s Butler suggested. To be categorized into the
group of female musician or not “involves the digpland recognition of socially
regulated external insignia [...] — such as deportmdress, and bearing [...}.”
Candace West and Don Zimmerman indicate that, cobipawith the “essential
natures” of a group, is “an ongoing situated precasdoing’ rather than a ‘being>”

The instances which participants B and F proposkdtrate a particular
phenomenon: the stereotype is so firmly rooted anwd@nese people’s minds that
anyone can interrogate a female musician if hegreottdoes not tally with the typical

one. For a female musician in Taiwan, accordingh®® interview data, almost no

! Butler,Gender Troublg184.

2 Candace West and Don H. Zimmerman. “AccountingXoing Gender,Gender and Socie§3, 1
(February, 2009), 113.

® Ibid., 114
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matter where she goes and what she does, as lopgoake know her specialty, she
will be promptly valued based on how she “looksHisTsituation will eventually lead
to the self-surveillance described by Foucault @ms of panopticisni. The
self-surveillance in Michel Foucault’s panopticigireory could be used to further
explain this phenomenon about the details of hosulgiect controls and oversees
his/her own performance. Discipline and Punish: the Birth of the PrisdrFoucault
took Bentham’s design of prison, panopticon, ase@ample to expound his theory
that the ultimate monitoring is everywhere by rtadtthe prisoners watch themselves.
Insomuch as the special design of the prison: pawp the prisoners can't make
sure whether the overseer is watching them or thet; is, “the inmate must never
know whether he is being looked at any one montarithe must be sure that he may
always be so® Accordingly, the prisoners would always obey teguiations, notice
their own performances and demonstrate them inptbper way. Just as Foucault
pointed out that the effect of panopticon is “tauce in the inmate a state of
conscious and permanent visibility that assuresthiematic functioning of powet.”
This mechanism makes the prisoner as his own watehe is also the most severe
one because he won't have any time or in any plaseaping from the
watcher—himself/herseff. Therefore, if a female musician identifies andegts an
image as her own inner value, she would be the seatre overseer to herself. She
would notify herself to follow the “normal and ceat” image of female musicians
which the public get used to, and perform the ditarsstics of this image in her

outside behaviors and lets them to be recognizabtmsequently, to avoid the

* Michel FoucaultDiscipline and Punish: the Birth of the Pris¢New York: Vintage Books, 1979),
195-230.

® Foucault,Discipline and Punish195-230.

® Ibid., 201.

’ Ibid.

8 Gary Gutting, “Crime and Punishment” Foucault: A Very Short IntroductiofOxford: Oxford
University Press, 2005), 79-90.
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suspicion and negative judgments from the viewes,female musician will oversee
herself if her performance or image is not standdhe becomes the severest observer
of herself; as a monitor, she is everywhere ar@/aty momentThis ultimate form of
self-monitoring disciplines her to the social regign of what a “normal” female
musician should look like.

The typical image is considered a natural and tig ‘begitimate” performance
of the female musician. Hence, any deviation frdms will easily invite suspicion
about her status. This state of affairs reflectasgumption that any female musician
has some inherited characteristics which are shamemhgst all female musicians. In
this supposition, the status of a female musiceltes a higher position than the
individual. The high homogeneity and coherencehm ¢community has covered the
diversity of each of them. What the Taiwanese tluhthe female musician’s image is
akin to the gendered life in Butler’'s analyses.lBot them are “foreclosed by certain
habitual and violent presumption.Hence, Butler's gender theories will be adopted
in this chapter for further discussion of the imaféemale musicians in Taiwan.

Clearly, only a minority of the public can meet @@mmusicians in reality. How
the majority examine the female musician is throtigh stereotypical image. This
image cannot be scrutinized without mentiongqughi. Qi-zhi is a trait which is the
most common word when Taiwanese describe femalecrans. It is close to the
English word “classy,” but somewhat involves th@atation of beauty. Participant K
actively asked about how to translgiezhiinto English. As she said, “You do not say
an ugly woman hagji-zhi” Generally, gi-zhi embraces the qualities of beautiful,
well-educated, and properly behaved.

In the interviews, 15 informants were asked whaeofpeople’s first reaction

was when the musician status was disclosed. Aaugrth their histories, people’s
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responses are almost the same. They always sthé female musician: “No wonder
you are so classygiczhi)!” In fact, it is hard to find another answer. #apant J's
analysis is a faithful description: “No matter whpeople’s age, gender, and
occupation, the first sentence immediately uttdrg@veryone who heard that | study
music is identical. They always say, ‘you are veahassy!” The following

conversation shared by participant N is also acglpexperience of the participants:

LM: What is the usual reaction when you tell pedpla you study music?

PN: “Wow! No wonder! [You are] very classgi{zhi)!”

LM: Do you think that the reply would be the samegau told them that

you study another subject, such as history, liteeatengineering or any
other profession?

PN: No (shakes her head). | do not think that thilysay it.

LM: So, they already saw you before you told thesaryspecialty, but they
would not say any thing about classy-£hi) if you did not study music. In
your opinion, what is the reason for this?

PN: The stereotype! The stereotype is that all femausicians are
beautiful, all female musicians are classy! Anywgyere is already a
stereotype in everyone’s mind. The truth is thaytsaw you, and they
found out that you study music in the conversatibinen they probably
started to imagine the female musician’s image #@uah compared you
with that image. If your image is not far from th&ereotypical one, then

you will hear “No wonder!”

The experience and analyses of participant N arelasi to those of other

° Butler, xxi.
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informants. All of the informants considered thlaé image of female musicians is
fixed in the mind of Taiwanese people. As partioip® noted, when many of her
mother’s friends find out that she is a musicidhpfthem say “It can be seen! | can
telll You are certainly classier than ordinary waitfieOn another occasion, a
cosmetics saleswoman who met her frequently aslesdabout her occupation.
Participant D related how this woman'’s first respwmfter learning of her profession
was similar to that of most other people she has fildow! Really? You are a piano
teacher! No wonder you are so classy!”

Her long hair, big eyes, and beautiful clothes énalarticipant D easily to fit
the ideal image. Nevertheless, she did not thimk geople would mention “classy”
for her if she was not engaged in a musical prajassNot only participant D, but
participant N and other participants expressedstmee idea. This shows how serious
the stereotype is in Taiwanese society. As paditip) noted, “People will always
praise us for being classy when they learn ouustats long as our appearance is not
too far from what they imagine.” Only if some asp@t their appearance and
performativity can be associated with the stereobipmage, will the status of the
female musician be legitimatized by the viewerstip@ants D, J, N, and M all noted
this.

The image is a prevalently-circulated myth in Tanese society. As participant
L reflected “I think that all [Taiwanese] people avinave no personal contact with
female musicians imagine them as fairies, and didaarbeauties.” According to the
data of several participants, occasionally, peagiiem they meet are surprised at how
they behave, especially their male study partnesticipant L noted an example:
“Before we met our male study partners, they thouigat we must be very classy. It
can be observed in our internet contacts by typuogd messages to each other.

Apparently, they admired and looked up to femalesimans very much. When they
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met us, therefore, they were somewhat surpriseniabehaviour. As they said, ‘So
female musicians actually can laugh loudly?’ or f8male musicians will also do
this?"”

The words that recurred frequently, such as “camd &also,” reveal how
ingrained is people’s stereotype of the female masi “Can” means that, according
to the stereotype, they do not believe that theafermusician will act like this. The
use of the word “also” shows that people think ttmat female musician is different.
She will not do things which an ordinary personsdad&s participant L said, a female
musician is like a fairy, not a normal woman. A gam situation also arose for
participant J. She described how her non-musiai@mds reacted during their early
meetings. “When you meet new friends, it is nattinat you have few topics to chat
together. However, people considered that | way etassy because | was quiet.
Along with our acquaintances, sometimes | laugloedlly or spoke in a casual way
and they were surprised and said ‘So a female namsicould do this!” In participant
J's experience, whether people know her, they adwdgce her in the domain of the
stereotype.

Nonetheless, as a community living in Taiwaneseietgc many female
musicians also have a stereotype for themselvest phrticipants noted that female
musicians are very dissimilar to ordinary womenttiBipant M said that “We are
calm and stable. Actually, we look different. Yoancsee the differences. Every
woman in the music department looks white and cl&§e look better [than the
general women]* Ironically, many participants also mentioned thir gi-zhi is
different from that of most other women. They cdesed that theigi-zhi is an

interior trait, so their exterior will look differd because of the expression of this

12 As mentioned in Chapter 5, in Taiwan, the defimitdf beauty is to “look like” a Westerner. White
skin is one of the features of the Westerner, 8usually considered beautiful.
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inner quality.

“Qi-zhiin the public’s eye only focuses on the extelisomewhat lay stress on
the inner part when | say that we hayiezhi, but gi-zhi also can be seen on our
surface,” participant J suggested. ParticipantrDagsociate university professor, also
noted: “Probably because of our unique cultivatiae, look different to others.” In
fact, when the participants were asked to illustridte difference imgi-zhi between
what the public said and they said, most of themnoa confidently make it clear.
What can be confirmed is that thiezhi stereotype not only exists in the public’s mind,
but also lives in the female musicians’ thoughtslyOdifferent dimensions are

allowed.

VIII.2 The Sources of the Female Musicians’ Image

Since the image is so firm and prevalent armsbni@iwanese people, the
possible sources which distribute it should be wlised. The previous chapters
investigate which sources constitute the femaleicrarss image by reviewing both
historical and modern women'’s images. This padrds to elaborate on every critical
source which plants the image in Taiwanese peopigisls and thus contributes to its
legitimate status. The power over her body willstine demonstrated.

All of the crucial sources will be analysed to seeir roles and importance for
female musicians. They are the materials viewedhenmusic courses in Taiwanese
schools, the mass media, the television, the ngwespaports, and the dramas on TV
and in films. In addition, probably the most infli@l person in the formation of
Taiwanese female musicians’ image is the flautite Eai. Numerous participants
mentioned the key status of her emergence. Heremagll thus be proposed for

comparison with the ones examined in the presenystEinally, the analytical object
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is the poster. The concert poster is an approachpdople to see the musician. It is
significant as the medium for displaying female mass and directly produced by
them.

For most people, the way to meet female musiciangerson is at concerts.
Participant P, a graduate student who started nulagses at a comparatively late
stage recalled her impression of female musiciafiere she became an insider of the
musical circle: “Female musicians always wear fstitadresses when they are on
stage. | used to think that they are just the sasfairies!” When she studied in the
music department, she herself became a fairy teiders. “After one of my recitals,”
participant P said, “my aunt told me that her daegladmired me from the first
minute to the last of the concert! My cousin wagpiiessed that | can wear such a
beautiful gown, present such a brilliant image, &meh play the piano! As my aunt
said, a lot of girls and women will excessively adnthese things!”

Participant P’s status has transformed from a uiewko sees the female
musician’s beautiful image with admiration into thigiect who is watched in the same
way. No matter what position she is in, the facthat the female musician is a
beautiful image, attracting people’s praise andshigr. Participant L analyzed why
people are so enchanted with female musicians’@nafhen we are in front of them
on stage, we always wear very beautiful clothesy peetty makeup, say nothing and
keep smiling. The key point is that what we weareally, really glamorous! People
will feel how classy we are!” Most Taiwanese wonumly wear a gown for their
wedding photo and ceremony. On the contrary, theafe musician often wears a
gown when people approach them and their musity as©n posters and in concerts.
It gives people a strong connection between théiamt clothes and the female
musician and thus builds an impression of beauty.

This charming on-stage image is not confireddncert halls. Participants L
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and P pointed out that the musical course in sehimhnother avenue to “seeing”
female musicians. “A musical course is the curtoulwhich students have to attend,”
participant L stated. The distribution is so widatt “many Taiwanese people may
watch the female musician’s fairy-like image in asical textbook or on video,” as
participant P noted. A second medium for femaleiomss’ image is television. Even
if the concerts are held frequently outside thgdarities, the image spreads without
restraint. “The concerts have been broadcast oevisgbn channels frequently,
especially on Taiwan’s Public Television. When sluglience happens to flick through
channels, the image will be instilled in their kledge,” Participant L stated.

The media bring the image to the public bytipld avenues. The mass media
are the source which most participants mentionedtidpants I, J, L, N, and K
considered that television programmes and news@reanon sources. As participant
L indicated, “I feel that it is because the pubdiee’ the image and most of them have
no chance to meet female musicians in real lifeheg have a lot of room to imagine
us based on the mass media.”

Newspaper reports and magazine articles are otberces proposed by
participants E, J and N. As they specified, theteoinand titles of the articles
invariably use “classydf-zhi)” and “beautiful” to formulate the attractive imag
Participant J commented that, “Whenever a femalsicran is reported, ‘beautiful’ is
like a necessary word to add, such as a beautiflinist, beautiful flautist.”
Participant N also deemed that the news and refdoots the television and
publications are a main cause: “Every report of d&@mmusicians is absolutely
attached to the title of ‘classy,’ such as a claggjinist or classy pianist. For the
public, I think that their impression of female ri@ns will be like this. This ‘image’
will naturally exist in their mind.”

Moreover, participant B and J pointed out thatfdmale musician is repeatedly
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the heroine in the Taiwanese TV serials and filfiszen if the heroine is not a
musician, the musical performance is still a popplat to highlight the female role’s
classy character,” participant B observed. Thesglasnd beautiful image of the
female musician, prevalently circulated in the masslia, not only has constituted the
stereotype for the public but, as participant Ouady “It has also provided the
reference for the self-image of the female muskilemselves!”

Other than these sources, there is a femascrano whose image is nearly the
first idol embodying the stereotypes of female rowasis. For a lot of Taiwanese
people, she has become the icon and the reprasentdt the group of female
musicians. In the interviews, participants C, Dak¢g K spontaneously spoke of the
decisive position of Ellie Lai in building the idligible image of Taiwanese female
musicians. In Taiwan, at first, she had been prechas a popular flautist by releasing
records. Many record stores and book shops displage record cover posters at that
time while record stores were still prosperousieflai released her albums in 1989 to
1999. She gave visual representation to the lomg-teleologies about female
musicians in Taiwan. In recent years, she has lemrted frequently as the wife of a
renowned entrepreneur.

Her reports in the mass media also reflect how Tihievanese value female
musicians. The reports continually emphasize hpeagance and marital relationship,
as the chapter on the analysis of the newspape@rtsepdemonstrates. Her image
became the foundation or model for that of curfemale musicians. Participant D,
an associate university professor, made an incbgervation on the influential role

of Ellie Lai:

When the record company built the image of Ellig, the company

must have wanted to present an easily-identifiatlege. This image
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should be recognized as a female musician by Taseapeople at first
glance. Consequently, the abstract stereotype whath been deeply
seated in Taiwanese society was highlighted andalized by Ellie Lai.
Her image embodied the long-established image wiafe musicians.
Therefore, people may see her image and think: Ot@male musician
is actually like this!” This image of the female sician has probably
lasted to now . . . Do you not think that any kiwfdpopular trend will
soon disappear if it has no roots in the cultuedlirsg? However, if it is
latent in the sediments of a culture, and it isyardw pulled out into the

spotlight, then | think that it will be firmer thasthers.

What participant D analyzed is reasonablewinig her early-stage album
covers'! the close resemblance between Ellie Lai's photod aurrent female
musicians’ concert posters can be easily deteéilid. Lai’s photos show some traits
which are common in the current images, such ashmgatening, soft, tender,
vulnerable, noble, and beautiful. This “classy’lstymage still occupies the most
popular position on concert posters now and has lbeasidered the “legitimate”
presentation by many female musicians, as thenmdats noted. However, in later
covers, the covers of the albums of 1997 and 1%#¥monstrate a somewhat
sexually-inclined image, which is different from rheprevious ones. The
sexually-inclined images predicted a transformatbthe popular women’s image in
Taiwan. Now the sexy image is another common dtyléhe current poster images,

since it is also the mainstream mass culture aepite

1 See her 1989 album (Love for Flute — Wait Today) 4991 albums (Love for Flute: Mystical
Zone).
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VIII.3 Concert Posters

In all of the media, numerous informants regardedidoncert poster to be the
most influential, because it directly demonstratesimage of female musicians to the
public. It is a model or reference for displayingideal look to Taiwanese people and
female musicians. By viewing concert posters, iit ba seen that the image which the
female musician produces conforms to that in tHeemmedia in Taiwan. As the
people involved, female musicians are sensitivelyara of the surrounding
information about themselves. How the mass meditigys them becomes one of the
sources from which female musicians learn what th@imal image is. The posters of
other musicians are the references for teachingali'ermusicians how to create a
normal and acceptable image. Which purposes theensoshould serve in the female
musicians’ plans will be demonstrated.

Its wide circulation is another reason why it issggnificant. Other than posting
it on the noticeboards of concert halls, culturhtees, and universities, its paths of
distribution are various. Firstly, participants H,and L pointed out that many tube
stations are common places to display the postmpaiticipant L stated, “Actually,
you can see concert posters in every large subteaiprs. It is common in Taiwan.
You will see many posters while you are taking ésealator. It can be found that
people really notice those images on their way ugawn the escalator. And female
musicians appear on the poster always wearing gasgelothes (laughs)!” Participant
E, a senior high school teacher, noted that mangiciams send their posters to
schools: “Their posters will be put up on the boand then the students usually see
and discuss which musician is most beautiful.”

“The flyer is a way [for people to see female migsis],” participant | said. The

flyer is like a mini-sized poster since it has seme photo as that on the poster.
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Concert flyers are displayed in concert halls, laffices, and arts centres, and
distributed to the concert audience by the peofdading in front of the gate. As

participant | noted, “You just need to go to oneéasrt, then you will have a lot of
concert flyers in your hand.” Similar to the flyénge invitation card is another way of
promoting a concert. Flyer viewers are usuallyrgjeas to the musicians. On the
contrary, people receiving invitation cards are ifean to the musician or the

musician’s friends. The size of an invitation cadsimilar to a postcard. It can be
seen as a portable poster, since it shows the ran'sigphoto (see Figure VIII-1).

Keeping the card means preserving the image.

The performer would write on the cards to showdiecerity and hand them to
the friends face-to-face or by post. Participant€dcribed the standard procedure:
“The paper-invitation cards are absolutely sentat many people as possible,
including your friends, teachers, students, youepis’ friends, and close and distant
relatives. Classmates from primary school, higrosthand university will surely not
be omitted. Actually, almost every person you kneil get a card. The members of
your university clubs will also be included. UsyaNve will leave a stack of cards
with friends who know a lot of people, and ask thengive one to anyone who might
be interested in coming.”

Among all the methods of image circulation, todag tmost powerful and
influential one is the internet, especially Facdbobacebook makes the female
musician’s image able to be viewed much more widean before. According to the
statistics released by Facebook in 2013, compaaraiher countries, Taiwan has the
most users in the ratio of the population. In Taiwat least ten million people use

Facebook every day which occupies 42.83 percenthef whole populatior?

12 “Taiwanese people are addicted to Facebook Thiegiize in the world - Ten million people log in
Facebook every day,’Apple Daily Aug., 21, 2013. http://www.appledaily.com.tw/agqbdily/
article/headline/20130821/35235891/ (accessed 21g2013).

254



Currently, Taiwanese musicians often held opervidéiets on Facebook to promote
their concerts and put their posters on it. Paudiot Q precisely depicted how the
images are displayed on Facebook: “You just hold@en activity on Facebook for
your concert and every Facebook user can see iiallys you choose to send
invitation to all your Facebook friends, so theylwe informed about your concert.
They will see the information and poster, so thely @me if they are interested in
it.” Participant L also noted how the image hasnbekgstributed widely through

Facebook:

The internet has enormously changed the imagelatron. Even though a
person has no relationship to musical circles aaslrfo musician friends,
this person will still see the concert postersagylas she/he has friends
who have friends on Facebook who are a membereofithsical circle,
because friends are happy to post and share ptstersmote the concert.
Besides, the concert is always set as a publigiggtso pressing “like” or
registering to “attend” will make the event appeer the individual’'s

Facebook page.

On the plain page of Facebook activity, female wiass’ charming image is
naturally the visual focus. They often put theirs{gs on the activity page. The
interaction between the musician and the userssipaaticipant K stated: “Most
discussions and messages left on the page ardygceatred on praise about how
beautiful she and her poster are, such as clasaytypebeauty musician, and nice
photo.” This act brings posters in front of mang&aook users’ eyes. Any one seeing
the poster will naturally get another chance topageetheir knowledge and ideas about

female musicians.
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The prevalent circulation of poster images showat thisuality occupies a
decisive position in musical activities for modetay female musicians. Female
musicians are aware of the trend and thus put la éngphasis on visuality. It can be
seen that their photos appear not only on postetsreitation cards, but also on the
cover and inside pages of the programmes. Thed hnilattractive image and employ
it to promote their concerts, and themselves. Tiage is used as a highlight. Hence,
a poster image is not merely a poster any longer. the public, it is also an
announcement delivering what kind of image andeuregion a female musician likes.
For the female musician, it is also a proclamatmihe viewers of what an attractive
female musician she is. Since most posters aregmesi from a male-gazed
perspective, as the previous chapters analysed,relagionship between female
musicians and men will be scrutinized in the folilmgvdiscussion. Moreover, what
considerations the female musicians have when tlesign and constitute their

images will also be elaborated upon.

VIIl.4 Making an Image

In Taiwan, making concert posters is a common e@pee amongst female
musicians. For most of them, undoubtedly, the nsé@mdard for how to select the
image is good-looking. As participant L noted abbet choosing criterion, “The
person! The image of the person must be prettyy @nyjood-looking image can be
the poster image (laugh loudly)!”

According to the participants’ experiences, the wmn procedure is
continually to delete unsatisfactory photos fronmdineds of photos until the final one
is left. Among the 17 participants, only one haserperience of making a poster. All

of the others noted that they saw a lot of conpesters for reference before they
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decided to hire a photographer or photography stugihen they saw their favourite
poster, they made inquiries about the studio. Theg took photos in the same studio
to ensure they got their desired style. Two or dghsets of gowns and the
corresponding hairstyles and make-up are provided package which costs about
£100; certainly, the price would vary slightly aoding to the level of the studio.

The musician and photographer will communicate ve#ith other about the
purpose and the style of the photos. Usually, tietqmrapher will take pictures from
diverse angles. The dissimilar designs are to enthat the female musician can find
a satisfying image. As participant K said, “The fgvapher will take photos in
various styles and compositions, as many as pessibléts you have the selectivity to
choose which you want. Therefore, the final onesdafinitely those you love most
for your posters.” After the photos have been chptee design of the invitation card
and the concert poster will be accomplished byntlusician or the art designer. When
they pass it on to the designer, the musicians aislb inform the designer what the
ideal style is; the designer will continue to reviiem until the ideal effect has been
attained. In most cases, therefore, the musiciartainly have control of their images.

For this reason, the great majority of fenmalgsicians were fairly satisfied with
their own posters and invitation cards, includitg tinformants. Which image is
suitable for the programme, invitation card andt@osire considered respectively
according to the specific function. The female roiasis not only display an image
which is beneficial to their situation and statbsit also achieve their ideal and
preferred self-image on their posters. From pandict J's statement, it can be found
that she was quite content with her photos. Shagihothat these photos present a
woman who was what she wanted to look like. Shetimeed her photo on her
invitation cards with a bashful expression and lld$n my mind, | thought that a

good thing (the image) should be shared with mydgaends (laugh)!”
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Participant P also presented her ideal self orptisters: “I have always been
praised for being very cute! However, my biggestdn is, as | told my friends, that |
can look mature, even just once. | wanted to attaswish on my invitation card and
poster. | think that the delicate computer grapfiewers (points to the picture) will
help to construct the mature style.” The white gamad artistic design actually make
her look mature. Since the pictures are often takewedding photo studios, some
female musicians choose to wear bridal-like whitevgs to pre-experience the bridal
appearance. Participants P and N are among thageigant N bashfully said, “Since
| have to wear a gown anyway, it will be interegtio pre-experience the feeling of

being a bride (smile)!”

VIIL.5 Making a Standard Image

Since Taiwanese posters only present specific stgpy image that deviates
from the mainstream will easily give rise to quera criticism. Participant P offered
an example: “Last time | went to the National Caohé¢tall to purchase a ticket, the
female clerk in the box office surprisingly askeé:m/Ahat? You want to go to this
concert? The female pianist on the poster looksffedt” According to participant P’s
description, the pianist merely has short hair krwks at the viewer seriously. This
case reveals how the stereotype is firmly ingraimedTaiwanese society. The
stereotype has been taken for grated as the appeacd all female musicians. The
legitimacy of this stereotype even made the stthe National Concert Hall think it
reasonable to interrogate the people who come yaalticket. On the other hand, the
staff has continually seen many posters displagetie atrium beside the box office,

so the repeated stereotype may become the onlptatée appearance of female
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musicians for her.

“People really thought that we (female musicians)exactly as the same as the
images on the posters,” participant C stated. Sked hher own experience to illustrate
this phenomenon: “I took many photos at the same dbf year and used each of them
individually for my concerts in the past years. fidfere, my hair has a fixed length on
every poster. Once, after a concert, my friend to&lthat she had heard the audience
cry out in surprise when | appeared on the stagény’ has she got longer hair
(laugh)?” The cases mentioned by participants & @ndemonstrate that the poster
may be a decisive factor in influencing the viewamgention to attend a concert.
Creating a standard appearance is thus importacafeer promotion.

In Taiwan, the poster imagery visualizes the stgpmof the female musician.
For numerous female musicians, the critical condsriwvhether their images are
good-looking. Nonetheless, a good-looking image noeans an image which follows
the male-gazed principle and fits it with the sbéype of musicians’ beauty. Hence,
catering to the contemporary beauty standard amdntklligible image of the female
musician have become the principal concerns when pgbsters are produced.
According to the interview data, the image of tleméle musician is not only
connected to the phallogocentric looking pleasureghie cultural context, but also
associated with the actual male viewers in numeuglitions. The analyses are

initiated by participant K's statements:

The reason why | presented such an image on therpass to fit in
with the impression of the female musician in eveg/s mind. . . .
When | chose the photos for my posters, the phetosh | thought
perfect for my posters were always those with tgpposes. | think that

the reason is the stereotype! | feel that thoseg@maconform to the
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stereotype of female musicians. You make a pokeris not for your
own eyes. You keep thinking what the viewers wilhk when they see

the poster. Will they remember your poster or youncert?

Since the poster is considered a representatiadheofemale musician, what
participant K faced is as Cooley indicated in bisking glass mirror theory: a subject
would construct the self image from other peoptggions. If the subject found the
self presentation does not correspond to othegsv,vthen the subject would adjust
and alter self to resemble that image. This kinddjistment is just like the way that
people modify themselves according to the imageckvis reflected in the mirror. As
mentioned in King-To Yeung and John Levi Martinaper: “The Looking Glass Self:

An Empirical Test and Elaboration,” “[...] the seB a result of the social process
whereby we learn to see ourselves as others sE& o matter whether in daily life
or on a poster, most Taiwanese female musiciansncento accept the messages and
judgments about their image.

In the quotation given above, Participant K analyeer own thoughts on the
selection criteria. Her words cited here reveal hibe/female musician is influenced
by the stereotypical image when they produce tbwim poster. Participants D and H,
having plentiful experience of making posters, aisdicated the importance of
presenting a “standard” poster. They gave the plessauses why the overwhelming
majority of female musicians choose the classyeaw style, the two most common
images, to represent themselves. Both of them dedanne of the main functions of

posters as being to publicize a concert or musiciaiey gave examples to show that

only the typical images can legitimize a female ias in the blink of an eye.

13 King-To Yeung and John Levi Martin, “The Lookingla8s Self: An Empirical Test and
Elaboration,”Social Forces81.3 (Mar. 2003): 843.
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Participant D, an associate professor, took theerposters in tube stations as an

example.

PD: Simply put, the poster is the publicity. Thegmse of publicity is to
draw attention, because you hope that people kndwatwou are
promoting. Take the posters alongside the escatdittive tube stations,
for example. Do you think that you can read thedsoon the posters
when you are on the escalator? It is impossible!t&bthe truth! What
is the first thing attracting you?

LM: The imagery.

PD: Right! Then how can an image make you surety guickly know
what it is for? It needs to exaggerate the charaties of the theme. For
this reason, when | see a gown, elegant make-upaamoman’s photo
on a poster, | immediately know that it is a postieout a classical music
concert ... When you want a propaganda effect, yawe to build an
image which matches the public’s impression of fiem@ausicians.
Therefore, an image which is too far from our stgyee or needs you to
look at it for two more seconds to realize whatatveys will easily be

neglected, when you do not have those two morensisco

What participant D stated is a faithful degtan of the realistic condition.
The condition is as Kress and Leeuwen state: “Rrexdy if they want to see their
work disseminated, must work within more or leggdly defined conventions, and
adhere to the more or less rigidly defined valued beliefs of the social institution
within which their work is produced and circulatdtieaders will at least recognize

these communicative intentions and these values adtittides for what they are
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On the other hand, the stereotypical images, asatiadyses showed in the
previous chapters, are the presentation followihg tnale-gazed principle and
designed for satisfying the phallocentric-lookingggsure. For the present, most
female musicians choose to present themselvestlzer @f the two most common
images, classy or sexy. As the image maker, wieather thoughts and feelings of the
female musicians? Do they just follow the trendhwiit thinking or is it a decision
taken after long consideration? Does she appreitiate images? Is she aware of how
her image is being looked at? What is her purpnsghbwing herself in the typical

image? The interview data supply the material ieranalysis of the above questions.

VIIL.5.i Image and the Female Musician

According to the interview data, female musiciart®veonfirm to the typical
images of the classy or sexy style are not merbbyimg the beauty criteria of the
male-gazed mechanism. Their experience and interactith the real male viewer
also significantly contributes to why many femalaisicians keep building their
images in such “standard” styles. This part willbmstrate the possible motives and
driving forces at work when female musicians makages.

The widely-circulated typical images of female mians form the public’'s
knowledge of this group. They also influence thende musicians’ thoughts about
how to perform their images. Participant Q is aamegle of this. She is one of the
musicians using the standard classy style postehdd graduation concert poster, she
bends her head down, looking at some point belbayws a bashful expression and

sweet smile, and wears a strapless dress exposingaked shoulders. Like many

14 Kress and LeeuweRReading Imagesl15.
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other female musicians, participant Q created afodable space for the viewer: She
is an object to be gazed at in a phallocentric mehel' he viewer is under no threat of
her returning their gaze. Her motive in making thoster reveals that she intended to

present an image which will be recognized as antsed” image by people.

PQ: My friends and roommates all recommended thetetd this photo
for my poster. The composition is just so suitdiolea concert poster
(pointing at her image)! So is my facial expression

LM: What do you mean by “suitable”?

PQ: The bowed head (thinks and pause). She (pgiatiher own image)
does not look at the camera lens! In additioneéld really classy. | am
not a classy woman, but [the woman in] this phstd have heard that
ordinary people will recognize you as a female miasi, as soon as they
see this kind of image ... It is what the stereotypdor us! | have
actually heard that some people ask why all femalsicians look like

this.

In the interview, participant Q often said “she’stead of “I” to indicate her
image, whether on her poster, invitation cardgprogrammes, as if her image is not
her, but another person who has been viewed amgguby participant Q. Participant
Q used the stereotype of the female musician tmeeawhether “she” answers to the
standard musician, as Cooley’s theory expresseenWdm image has been made,
conforming to the “normal” appearance is her maincern. Her friends also advised
her according to their experiences of what theaserfof a female musician is like,
while others are curious why the images of femalsinians always appear so much

alike.
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Eventually, the people who proposed the inquiryt still become accustomed
to the images, because these images are the mmustao of female musicians. The
musicians and the public are educated to knowttleimage is the normal one and
then produce a “suitable” one. It is a cycle of themation of the female musicians’
stereotypical images.

Participant K also follows the mainstream, retkough she has had fleeting
struggles. She pointed at her own poster and, tiligigitated, asked: “Why does a
violin concert need a woman lying on the floor?id @ merely to conform to the
stereotype, because the poster is to be lookedAatfor the photos on her resume
page in the programme, she asked “Do not you thildoks like I'm naked?” There
is only her face and a completely naked shouldethenphoto; this composition
establishes the visual effect that she is not wgaany clothes. This design can be
found frequently on female musicians’ posters.

It is rare to see that a female musician refle¢ted male-gazed image from a
critical angle, although participant K later denighdt she had expressed the above
criticism and insisted that she adopted these ivagéy because they are beautiful.
Apparently, she was conscious of how the imageuif b please the male-gazed
looking pleasure. Nevertheless, she still yieldeciieate a very typical one which
secured her continuance in the system. The pdiahrmage is so influential that it
covered her skeptical thinking, which emergedraes.

The possible reaction of the expected viewer is ohghe most crucial
considerations when the poster is being producethale musicians design their
posters and invitation cards according to the vealer whom they value. Participant
Q’s experience clearly reveals this condition. klher classy poster image, that on
her invitation card is a sexy one. She wears @lsa, very low-cut white dress, lying

on a white floor, smiling prettily at the cameraerthead is supported by her elbows,
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her breasts are squeezed together into the cémtm@ng a visual focus. The card was
widely praised and appreciated by her friends, @apig the male ones. She confessed
that she knew it would attract many men to attétwmvever, her poster demonstrates
a very common classy image: a beautiful young wohwds her instrument, lowers

her head and looks down, with a slight, shy sn8lee elaborated on why she chose

the sexy and classy styles for her invitation Gard poster respectively:

PQ: My piano professor is very old. When she sawimaigation card, she
promptly commented: “Oh! Why are you so exposedhenphoto?” “Oh!
You are very sexy on this photo! You are very lgkelawaii hula girl!” ...
In my opinion, she and other aged professors wiflatnly not fail me just
because of my photo, but I think that they will Ipsbly reduce my score
more or less. | think that they will! The exposattasexy image is not
polite among people of their generation.

LM: Which part do you think is impolite?

PQ: My alluring pose may be somewhat unacceptabtbam. | did not
think about this issue carefully, so | slightly sked by my professor’s
words. Since the poster had not been produced yatnediately chose a
classy image for it.

LM: Why did you select a classy one for the poster?

PQ: | wanted to give the panel the impression! iflngression is that I'm
diligent about preparing for this concert.

LM: Why does a classy image tell them that youdiligent?

PQ: Because it is the typical image of female mas&!l When people see
my poster, they will feel that | am a professiomalsician. When the panel

members see my poster, they will think that | hdisereet attitude about
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my concert.

LM: So, do you think that this image is relatedhe musical professional
in people’s minds?

PQ: Yes! It is! Therefore, it is “safe” for me togsent this image! | took
the safe path and did the safe thing ... To preséstamdard” image is
pretty safe, whether the viewers are insiders dsiders of the musical
business. It is helpful to build my professionalage. It is related to the

musical specialization.

Despite her initial carelessness, particifiglatcase reveals that she was capable
of anticipating the viewer’s feelings about specifnages. This can also be found in
other participants’ experiences. As the insiders pesters and attend concerts
frequently, it is easy for most female musiciansgieess the viewer’s reaction.
Participant Q thought highly of her grades andprefessors’ judgment. She decided
to follow the safest visual presentation to avawgt possible incident that might affect
her score. The classy imagery is also the most aomehemonstration which
frequently appears on the posters of female musc@ every age. This style is
widely accepted, including amongst older profesaogrelatives.

Even though it is somewhat difficult for some olgerople to accept the sexy
image, a lot of female musicians still prefer it.sAxy appearance is the prevailing
image of young women in modern times. To follow thainstream value, numerous
female musicians embrace popular culture, whiabftesn submitted to the rule of the
patriarchal ideology. As participant H said, “I kmahat, nowadays, posters are
becoming more and more over the top. The sexy paaigee been excessively
magnified! My university students also have thessstgrs. When | pass the

noticeboard, | really cannot recognize some of them
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Participant H, the assistant university professl@med that a desirable image
is like “an approach of promotion, such as adviegislt is a way to catch people’s
attention.” As Green analyses the critical functainmage for women musicians in
contemporary society, “Whilst this aspect of mulsioaaning is necessary for musical
experience, it is only ever partial, and can irlitngaever occur on its own. We have
become accustomed to the idea that the sociallturauimages of performers make
an important contribution to their commercial suali"*

The poster is like most other media of the day whiften delivers a sexy
woman'’s image. As participants F and L stated,xg seage is the trendy one of our
time. Participant L precisely pointed out the megnof the two styles: “The classy
image is built according to our original and traahtl impression of a female
musician, but the sexy one is fresh. It is an ingodrimage of this generation.”

Both the classy and sexy images are products fornyethe phallogocentric
culture. The female musicians learn to view thereselthrough the male gaze and
examine their images according to the criteria lué stereotypes of the female
musician and general beauty. As previously mentpngany participants stated that
the prerequisite of choosing the photo is whethey tare good-looking. Nevertheless,
from the high resemblance of the current posteiis,abvious that the definition of a

good-looking musician is seriously restricted. Rgrant G used herself as an

example to illustrate this condition:

| feel that we have already been confined by theestype. Th@nagein
your mind is so vivid, so you wish to present arag® which is like

it. ... For instance, | have shown my pictures toecgsh They told me

15 GreenMusic Gender, Educatiorb.
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which one is good-looking and is thus appropriatetiie posters. After a
few times, | will learn which type is beautiful fare. | will feel that | am

good-looking in this type, and | thought that itsnray own thought.

What participant G thinks is good-looking ihwe&s what people think a
beautiful musician should look like. According teerh her value of beauty is
accumulated and formulated by others’ judgmentsviot a good-looking musician
should be. Eventually, she interiorized that thegmn is “correctly” beautiful. From
the last sentence of the quote, it can be seersligamay even think that it is her own
preference. The female musicians are well edudateiew themselves according to

the male gaze.

VIIL.5.ii Image and the Male Viewer
VIII.5.ii.1 Posters as a Male-inviting Medium

According to the interview data, the typically dgsand sexy poster images are
not only for the male-gaze mechanism, but alsodal men'’s interest. As participant J
suggested, “Through the act of looking at the pogteople will probably want to go
to this concert to see the beautiful musician. iTipeirpose is not to appreciate the
music, but to see what the real woman looks li&hé then shared her observation on
the poster and its viewers.

Her university noticeboard is attached to the wak building near the campus
entrance, so people frequently pass by the boaddtam their head to see these
posters. As a student of the music departmenticpgeaht J was as the same as many
other music students: They often paid attentiomda people commented on their
posters. “People often gather in front of some grssand exchange their opinions

regarding how beautiful the music student is. ...ylwél spend more time on posters
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with a bride-like style and where the musicians &gy beautiful. They will try to
learn who she is. Most of the viewers are universtudents, but people from off
campus are also present.”

Participant J's experience is common amongst qihgicipants. As mentioned
in the preceding section, participant K stated hoale strangers go to the concerts
according to which posters they prefer. Since peasually expect to see that the
musician is as beautiful as on the posters, theéepasmn really be a medium for
inviting people. Participant P remarked on thisrgmeenon: “Men are a visual animal.
A sexy poster is tempting bait, attracting themheSurther explained how the image

influences men’s interest in female musicians:

The audiences at my concert are half women and rhelf. Since the
collaborative departments of the study partnersahnays the [so-called]
male departments, our friends outside the musiartiegnt are usually male
students. The male roommates, classmates, anddragour study partners
will also show up at our concerts as long as they & sexy or beautiful
image on our invitation cards or on Facebook. Besithe student concerts

are free. Why should they not come?

This phenomenon arises not only with regard tostiselent concerts, but also
the concerts of professional musicians. Particifadid not join the music class until
secondary school, so she has a lot of generalnodies who study non-musical
subjects. She noted how people value a concentavé asked my friends who are not
from music departments about their experiences naf houghts on attending a
concert. They feel that it is truly classy to gatooncert at the National Concert Hall!

How the general people think of a concert is sdedkdht to us. In their opinion,
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although they cannot understand Western classigaianat least it is worth seeing the
musician! If a concert is not worth “seeing,” th#rey might not go. Participant P’s
cases illustrate that visuality is a significanasen for inviting people to attend a
concert.

Besides, the high status of Western classical muoslaiwan makes the female
musician not an ordinary beauty, but a glorifie@.oim the view of many participants,
Taiwanese people’s worship of classical music eoésntheir adoration of the
musician. The female musician who tallies with 8tereotype thus easily attracts
men’s admiration. What happened to participant fleces this fact. Participant C

described the following event:

Participant D and | have set up an associatiorogt ur concerts. One
day, | got a phone call from a male stranger whd haver met
participant D or myself, nor listened to our mub&fore. However, he
wanted to hire participant D to play (raising tcaed voice)! As you
know, participant D’s poster image is also thaarnskard] kind of beauty.
He kept repeating the same questions about patitip: “Participant D
is very beautiful, right? She is so pretty on tlstpr!” This man merely

saw participant D on the poster and was desirogséder in person!”

This middle-aged man was enchanted by participapBster. It seems that he
developed an imaginary scenario based on the visatdrial. Numerous participants
have similar experiences. As participant H relatégiut a poster on Facebook. On
that photo, | smiled and bow my head. | am not suhrat feeling this photo delivers,
but it has been highly praised by many people. &heere even some men who

wanted to meet me because of this photo! It is laeghing and raising tone)! They
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are strangers whom | do not know. They told somengfmale friends that | am
amazingly beautiful on that photo.” Participant bhgectured that the male viewers
liked the photo “because it provides space for th@imagine what kind of a person |
am.”

The male strangers wanted to meet participlaghie to seeing her poster on the
internet. They are the friends of her male friemsasthey coincidentally saw her poster
on Facebook. On the other hand, many men comeetthseprinted posters in person
to systematically decide which one is their favtmumusician amongst a lot of posters.
As patrticipant K's experienced, participants P anavere also asked for concert
information by male strangers. Participant P statee is middle-aged and seems to
live near the university. He seriously asked mere'All your [students’] concert
posters displayed here? | want to go to the comcefurthermore, she noted a
similar event that happened at another university:

Once, | went to a concert by the music departménthe National

Normal University. | saw some people accosting migsic students.
These men said that they live near the campus @ieddathe students’
concerts frequently. ... One of the men explainethése students why

he attends the concerts so often: He feels thatetih@ale musicians are

always stunning. Looking at the beautiful musicianake him feels

happy.

Hence, the “standard” image which is produced atingrto the male-gazed
principle actually caters for the real men’s loakipleasure. Nevertheless, while men
are pleased by viewing the image, some female nansicare also satisfied by the
men’s gaze. This can be illustrated by two everitelvwere described by participant
P:
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Recently, at each of my concerts, | found that somée names appeared
in my memorial autograph books which were placedhmn desk at the
entrance to the concert hall. | always wondered thiey are. | think that
they attended my concerts because they were réadlyinated by the
posters ... As you know, the programme also con@aimgphoto. Once, the
programmes were all given away. Coincidentally, mgther was asked by
a male stranger whether the programme was stifliodble. | kept asking
my mother what he looked like. | wanted her to déschim completely to
me! | really cared about this! I am extremely cus@about who he is and

what his motive is.

The graduate student participant P is like pardictpH, an assistant university
professor. Some female musicians become vain doeetts adoration. Even though
there might be a disparity or gap between theirtggosmage and their true
appeareance or personality, men’s admiration arayjimation based on the posters
still flatters some of the female musicians. Af@l, the image on the poster is
obtained from the real person; the female musideems the poster to represent her;
even if it is not identical to the reality, at le&srepresents part of her. The admiration
of her poster, therefore, reasonably extends to Tt female musician builds her
poster thus not only from the phallogocentric anglet also through the real male

viewer’s eyes.

VIIL5.ii.2 The Sexy Demonstration
Participant P mentioned an event that happene@rtalass during the concert
season. It also shows her and her classmatesy\wgritved from men’s looking. “One

morning, | heard the news from my classmates: Tarcert posters had been stolen
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from the bulletin board. They discussed this ewsthusiastically. We knew that they
must have been torn down by men who must thinkttih@ge posters were especially
beautiful. At that moment, an idea flashed into Im@ad: Is it possible that my poster
will also be stolen? | somehow looked forward toewery day (embarrassed
expression).”

This kind of expectation may lead to the sexy,raily style become more and
more popular. Participant I, a professional accamgtavorking in a university and in
schools, and the only participant without any pestaking experience, commented

on this current trend of Taiwanese concert posters:

| saw a lot of university students’ posters on Baok. They look like
wedding photos. The image is absolutely dream-dikd womanly. The
focus of these posters is placed on the curve efatbmen’s body. The
breasts and legs are boldly exposed. ... Why do waayt to dress and
pose at this level? Because they want to promamsklves! So they
display their womanly parts too much! It is a mairkg strategy. People
will look at and pay more attention to this kindpafster! And some men
will go to these concerts! These female musiciabgiausly want to

demonstrate their strengths — the musician’s statub a sexy body!

These two attractions can really catch the eyeai!m

What participant | stated is true. A sexy postan really promote the musician
to the male viewer. In the interviews, for instant@o participants mentioned the
same poster, on which a female student is entiveked; she only used her instrument
and a cloth to cover her private parts (see Fijihe2). Participant F, an orchestral

musician, described how her colleagues discussegadister:
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PF: During a break in a rehearsal, a female gradstadent showed her
friend’s poster on her mobile phone. Since thiggros unique, all of us
joined in the discussion. Who is she? Which unitedoes she study at?
Who is her supervisor? Every one wanted to knowhekground of
this woman.

LM: Did anyone want to know whether she played welhot?

PF: Oh (shocked and pause)! No! You remind me, difuit this issue did
not feature at all in our conversation! ... In ousalission, a student
expressed the wish to attend her concert.

LM: What was the gender of this student?

PF: (Pause) A man (lasting tone and laugh)! A man!

LM: Where is this male student’s university locéed

PF: The north.

LM: But the female student’s university is in theugh. Do they major in
the same instrument?

PF: No.

LM: Did only this male student express an interest?

PF: But the other people were all women. He wasotilg man there. |
did not know whether he really went to the conerentually, but he
really (word emphasized) showed a lot of interast i.. He also did not

care about her musicality.

After all, the male musician is also a man.nMee educated to view women
through phallogocentric eyes, and therefore so detrwomen. The male musicians

are probably more accustomed to these stereotyipieajes than general men, but an
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exceptionally sexy image can still interest theartieipant O, a graduate student, also
noted this poster. Although her community is déferfrom that of participant F, their

similar experiences reflected the general viewhefgexy poster.

PO: Now a lot of concert posters are astonishingé @ wholly naked,
sitting on a low stool and covering her privatetpavith a violin.

LM: | have also seen this one on Facebook.

PO: A lot of people have seen that poster. | savedause my friend is at
the same university as that female student. Agtuadide from this one, |
have seen other posters almost entirely nakedgelianaked. | think that
it is a kind of promotion.

LM: As a female student of a music department,aaryopinion, why do
some students want to take such photos?

PO: They want to be different from others! Making@ash! If you post
your naked photo, then people in the musical bgsimad the public will
all be surprised. Then they will have the imago@atn you.

LM: Can a sexy poster really attract a lot of peagitend?

PO: Yes! According to what | heard, it does.

Although it is still uncommon to see a completefked person on a poster, this
poster is not astonishing whether it is for viewersther musicians. The prevalence
of the sexy concert poster has already made peagptestomed to the alluring
performance of female musicians. In sum, the sety§e sis now a common
representation of female musicians. Even thougstrésses the exposed body and
sensual pose, it is still categorized in the grotiplassy beauty. The current situation

is that, as participant G pointed out, “as longhesposter photo is good-looking, then
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people will think that this female musician is @asThe reason is that the public
already has a fixed stereotype that the female arausis the representative gifzhi.
Just because we are female musicians, peoplelwdlya think about us in a positive

way.”

VII1.5.ii.3 Thoughts on Creating a Male-inviting Bter

From the previous examples, it can be seenrtign are easily intrigued by
visual attraction. They also show that female masg realize how their image may
function amongst viewers. The following discussebacidates the female musicians’

considerations when building their image. Partiotga commented:

Some people intentionally take sexy photos for edngosters. Don't they?
A lot of musicians do. Also, many of my classmate But it is just what
they really want! They want to do this when theg woung. They want to
hear people say things like, “Wow! You're so sexyliey present a sexy
appearance to get this praise. They'll feel wefrdhey don’t get it ...
You'll choose a photo according to what image yoanivto display to

others. Won't you?

A female musician, as participant K noted, will lp& photo according to what
image she wants to show to the viewers. She wantsetthat sexy woman who
attracts compliments. In most cases, what she shaivsrs depends upon what
reaction she wishes the viewer to have. What ppatit K's classmates want is praise
which eulogizes her sexiness and body. Hence, tiggt want is praise from men.
Even when the praise is from women, these womérssé them through male-gazed

eyes. The next case is participant Q’s experie8be. planned to invite as many men
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as possible through her sexiness.

PQ: | hoped that a lot of people would attend mgcest, so | wanted to

give people an invitation card which really madenthfeel sincerely

invited.

LM: So, what kind of photo can achieve this goal?

PQ: Photos which uncover women'’s bodies more tllaer gphotos. | think.

| don’t know (voice suddenly diminished).

LM: It is fine. It is just all about your experies®. You can say your own
feeling and notion. Do you think that the more w@dirg the photo, the

more people come?

PQ: Of coursel! It is absolutely a fact! | think thtacertainly works on men!
How to say it? They (men) undoubtedly have no haliakeas. However, |

think that men love sensual stimulation. Take myenfidends for example.
When | went to the university caring club and segtand my classmates’
invitation cards to them, these men looked at thetgs and said “She is
pretty!” They will go to the concert if they thinthat this woman is

beautiful!

LM: Even if he does not know this woman?

PQ: Yes! The photos will be viewed amongst theerfds. For instance,
once, | emailed my poster to a friend, and his madenmate happened to
see it. His roommate asked who | am and he wantgd to the concert to

see me. There are so many similar examples refateyself and others.

In participant Q’s logic, issuing people a sinceratation means exposing her
body as much as possible. It is clear that the gfggovhom she wanted to attract are
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men. Attracting men to the concerts not only createore chances for female
musicians to meet the possible partner, it alsefged their vanity. It implies that her
beauty is manifest.

Occasionally, some men’s immoderate gestures mia&efdmale musicians
realize how men are extraordinarily obsessed vigir image and status. Participant
Q used Facebook to promote her each concert. Steatezlly received private
messages from men due to her posters on Facebboky Ssaw my photo and sent me
the messages saying that | was classy. Some shagpvatimy concerts and said it to
me face to face ... Some left praise publicly undher photo, such as classy beauty,
and classy girl. Some of them | know a little, bame I've never met ... | didn’t feel
it would be problematic until a horrifying pursuitstarted to learn to be vigilant. ... |
feel horrible about this [kind of adoration]! | wilot respond to these male strangers’
words. | think why they talk so much to me. Sayin¢gp me is slightly impolite or
crossing the line. They definitely fancy somethingheir mind when they view my
poster!”

Even though participant Q had experienced men’'sessice and even
uncontrollable enchantment, she still continuathytrayed herself as a sexy beauty on
most of her subsequent invitation cards and pastershe mentioned, she wanted to
attract many men to attend her concerts. The meammpliments honour her
appearance. Additionally, the uncomfortable pursuén corroborated how influential
the poster can be. In participant Q’s view, sheeatyemeeds to be more alert to male
strangers’ overly laudatory gestures.

Participant K had similar experiences. She feltafmsregarding the male
strangers who attended concerts based on theierpedf posters. She also felt
negative when some men praised her poster. Onds¢erpshe wears a sexy, low-cut,

short dress, tenderly holds her violin, and liest@nfloor.
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PK: | felt weird that some unfamiliar men with abnarmal mentality left
messages about my poster.

LM: You mean that they say something admiring?

PK: Yes! Kind of.

LM: They kept praising your beauty?

PK: It is reasonable that you want to put a bealuphoto on your poster.
However, you will not expect to hear abnormal worslsch as “I want to

become that violin.”

In the interview, participant K showed an unuswlection of the male-gazed
image of female musicians. After contemplating, sketed that she regarded this
unpleasant experience as a chance to criticallykthbout the image constitution.
Nevertheless, even though she was more percep@vemost of the other musicians,
she still stayed in a patriarchal-control domainichhaims to create male-looking

pleasure. This was revealed by her decision abaktng her next poster.

PK: My boyfriend said to me. “Why do you musiciaa8 create such

feminine posters? Why don’t you just wear casuaihgs, such as a T-shirt,
and attentively play your violin? | can take shiatisyou!”

LM: So will you really consider having this kind @hage on your next

poster?

PK: Yes! Why not? It's possible. My boyfriend hasosgly urged me to try

this style.

LM: So he must dislike your previous posters?

PK: (pause a while) No. | have a new boyfriend. Whereated these sexy

posters, | had another boyfriend. My ex-boyfrieodeld the sexy images and
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he thought that my previous posters were extreffadiylous and beautiful!

In fact, participant K's next poster presented timsmge. It seems that she
deviated from the patriarchal-built standard foe ttemale musician, and instead
chooses solely to please the preference of themmaal with whom she is now. The
anti male-gazed poster looks like the fruit of ipdedency and liberty, but it is
essentially still a decision that relies on a mamish. She is not really free of the
male-gazed eyes. She only continually built perfeiges according to boy friends’
different criteria. Compared to pleasing the matargers, her boyfriend is the man

who is closely related to her, so his opinion isnfere valued than that of other men.

VIIL.5.iii The Image on Stage
Considering the efforts made to present entided” beauty image on concert

posters, what image do female musicians displagtage? Through the participants’
experiences and observations of other female nauscithe interaction between the
concert posters and their on-stage appearancéevitlarified through answering the
following questions: What aspects do female musgitke into account in making
the on-stage appearance? What is the relationgtvpekn the poster imagery and the
on-stage demonstration? How far does the musicpednce affect their on-stage
image? How can they maintain a “standard” imagelsvhperforming and what
conditions support this image? Participants H, N & provided their ideas and
observations, made over many years, regardingsus.

To present the “standard” image and comfdytplay music at the same time,
preparing an on-stage image, in general, requiigistly more thought than preparing
the one on the poster. One of the principal corsceésnto diminish the negative

influence on performance which an evening gown addrnment might have.
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Participant N delineated the common consideratmnsow to avoid these problems

on stage.

PN: | prefer to wear a strapless gown while perfagnso there is no
spaghetti strap around my neck where | put my wiolh. Some people
wear a necklace on stage, but for violinists, thegn only wear

exceptionally thin necklaces that will not affebeir playing. The same
with earrings. You can probably only wear an ead sather than pendant
earrings. Otherwise, when you put the instrumeryotar neck, they might
make a noise ... At least for me, | would not chotsevear a sexy,

low-cut gown on stage. | will be continually disttad from my music by

the fear that my top might falls off.

Participant H, an assistant university professat sstrumentalist who gives
frequent concerts, also mentioned the importanaeeairing things that will not affect
the musical performance. “It is usual for most femmusicians,” she said. “For
example, vocalists should not wear tight dressesase their breathing; cellists may
choose thin trousers instead of wool ones to impthe sound or resonance effect.”

Unlike the act of dressing up carefully for an ¢age performance, participant
P commented that presenting a beautiful image oanaert poster is comparatively
easy. “It is not like the on-stage image. Beautthes only focus when taking photos
for concert posters.” Participant P’s experienoeeats the possible gap between the

image construction of posters and the musiciangéamnce during performances:

All of my on-stage concert gowns were bought freaoosd-hand boutiques.

| did not rent them (from wedding photo studioskelimany other
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musicians). | usually chose black or white onespfoot was my goal. They
should be suitable for playing the piano. In fastery concert posed many
problems regarding what to wear, because my mailerys gave me a lot
of suggestions. She thought that | must wear biedlythigh-heeled shoes,
have a long fringe, and let my hair down (to makefate seem smaller). |
told her that a fringe would get in my eyes, lobsé& might stick to my
lipstick, and too high-heeled shoes will make sqeees difficult to play.
Her only consideration was that | needed to lodtaetive on stage, but our
musical performance would be affected if we are ootnfortable. ...
Although the clothes would diminish the performasocemuch, | still took
my mother’s opinions into account. After all, slseone of the people who
are “seeing” me in the audience. Her comments afiable as a
viewer. ... ... | hated those days when | was strugglia achieve a

balance.

Although the on-stage image requires more condiderat certainly does not
mean that it is difficult to be glamorous. To wearbrilliant gown and not lose
physical ease at the same time is achievable. Agipants H and N stated, there are
many pretty clothes available; female musicians a@arays undoubtedly pick up an

attractive gown anyway.

LM: But you did not notice these (aspects) when yamre taking the
poster photos?

PN: Yes! For the concert posters, the only requingtris beauty, but
comfort becomes important while we are performi@fj.course, beauty

is still necessary on stage. You should take these concerns into
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account simultaneously: You can wear a glamoroesieg gown which

you like and this dress is also suitable for plgyyour instrument.

According to the participants, female musisi@lo not stop pursuing a pretty
image on stage; actually, they consider differespieats to achieve an image which is
proper to present on stage. Other than providingsiphl comfort, a proper on-stage

dress should also have a good visual effect.

As you know, some gowns fit tightly and cling touydody. If | wear one of
those, my feet move during my violin performancéjcl is not very graceful
and would be an apparently indecent sight on st&ge.for me, | choose
princess-like gowns; that is, those with a widat 8kirt. You cannot see my
feet through those clothes. You know, some peoplg have special ways of
moving their feet while playing. In these gownsuy@an move your feet freely
and no one can see them. ... Besides, my mother lththaf tightly-fit gowns

made me look very thin on stage. “It does not latikactive,” she said.

According to some of the participants’ obséores, putting stress on image
building or the comfort of their clothes is a negbon for the female musicians. As
participant N noted, “Of course, we have some olates who still wear tightly-fitted
gowns, which even have high slits to show theirsleghey also wear extremely
high-heeled shoes, so they probably suffer alhefdiscomforts we mentioned before.
But it is the visual image they want to show orgetdt is anegotiationfor everyone.

It depends on how much physical comfort you wantsaarifice to achieve your
preferred image.” Participant N further added tHaisomeone intends to attract more

people to come to her concert, and puts a sexyanoagher poster, then she might
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particularly wear those inviting clothes!”

In addition to the example provided by paptit N, participant P had a similar
experience. As she stated, she cared about bemépdable in her clothes. For her
graduation recital, nonetheless, she made a diffetecision: “I wore a princess-like
grand skirt which was even uncomfortable to sit dow because the grand skirt was
stiff and | couldn’t really sit on the piano staol | also abandoned black and white. |
chose the spotted gown which | wore on my conaastey. | just thought that it might
be my last chance to perform on stage. Who knowethven I'll have another one? So
| wanted to try at least once to present the inldgee most!” Participant P’s case is
an instance where the individual's preferences thedparticular situation had to be
negotiated.

Regarding the conditions which might affect fliemale musician’s on-stage
femininity, the specific repertoires and instrungeate not a factor. The participants,
who were asked the same questions, all expresseidehtical opinion. “It is almost
impossible to decide your repertoire because of ybathes.” Participant N firmly
stated. “Your repertoire must contain techniques tiallenge you, or the music that
you like, or you want to achieve some goals by fwexg these works! Unless you
really wear a gown which can easily lead to acdiaeimdecent exposure and your
pieces need agitated movements. But there are tmoy rmretty clothes (you can
choose)! No need to decide which pieces to plauibyour gown.”

As the participants stated, furthermore, a femalsiolan who wears a Western
gown and plays Western classical music on staga@drhas a classy image. Hence, it
is unnecessary for a beautiful image to influertee tepertoire choices. No matter
which repertoire or instrument she plays, evehéfpieces require huge actions, there
are all the components supporting the “classy” ienadgpich is closely connected to

female musicians in Taiwan. The phenomenon iswkat participant N mentioned,
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“When she attentively plays music on stage, evengh some poses are agitated, you
do not think that they are ungraceful. People wabhidk that it is natural (when
playing music).” The image of female musicians weargowns on stage does not
conflict with their classy image on the posters dne stereotype in the minds of

Taiwanese people.

VIIl.6 Making an Alternative Standard Image

Other than the female students in every musicahdeyent and institute, the
other major group of poster producers is young oiaiss who have returned from
abroad and wish to promote their fame or develagr treputation in the music
business. To upgrade their teaching position, nmagsicians also regularly hold
concerts, except for professors. As previously meet, good-looking is an
important consideration when posters are produtknvever, what can be called
good-looking and proper-looking for a woman isdlyi defined according to the
criteria set by the patriarchal norm. The critesiould be adjusted to suit a person’s
multiple conditions, such as age, occupation, datls. Not just any classy or sexy
poster will be seen as “normal.” Hence, there ames images which obey the
“alternative” criteria set by the social norm. Tipiart focuses on some poster styles

which are secondary to the mainstream ones.

VIII.6.1 Female Professors

Since professors do not need to give concerts goade their teaching position,
it is comparatively rare to see concerts by Taiwgan@ofessors. After their upgrading
examinations, the professors are usually agedicipant A, a renowned professor in

her 50s, is one of a few professors who still hotdasional recitals. Most of her
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poster images are black-and-white. She stated Waygaentinually adopted this style:

These posters are simply composed of a black baskdrand my white
face. My poster is always just a head against ekbteackground; at most,
one or two colours are added sometimes. Many Westassical music CD
covers are also similar to these. | definitely likee plain, simple design,
because its focus is very clear; it will not dazttle viewers’ eyes. It fits in

with the feeling of a concert of Western classioaikic. It looks classic.

Participant A intended to present a style whichames the noble status of
Western classical music and her eminent positionthem musical circle. These
symbolisations cannot be embodied by a sexy oriebedvoman image. What she
wanted to emphasize is her musicality and profesdiem, and the seriousness on her
concerts. As she said, “[My posters are] more d&didhan those of young female
musicians and students. It shows that | am morewsefthan them]; | hold concerts
not for fun or frolic!” As Green analyses the r@aship between sexy appearance
and the seriousness of music, “[...] the more oved affirmative her bodily display,
the more she signifies a lack of commitment torthesic’s inherent meanings, the less
likely she is to be regarded as a serious musi@ad, the less seriously her music
itself will be taken. There is a conjunction of sak display and loss of musical
value.™®

This idea was also reflected by the other fematdegsors. To diminish the
pleasing meaning of their posters, professors gag Visual attraction on their photo.

In addition, participant C also pointed out two liss& reasons why Taiwanese

professors do not need to invite people by thesuai attraction. “First, she already
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has status, so a lot of students will attend. Tioeee | do not think that she will value
the poster very highly. Second, you know that mim$tets are often bought by the
musicians themselves in Taiwan and then they inpigeple to come. A female
professor will have a lot of connections, so itnis problem for her to find an
audience.” As patrticipant P argued, “A poster maeed not much function between a
female professor and her audience. For the insmfensusical circle, a poster can be
seen as the last thing that influences whether dftteyd or not.”

Hence, numerous professors even use the same fanateveral concerts. “I
complained to my professor that she always usedsémee photo on her posters
(laugh),” Participant P recalled. Many of the feengrofessors include only a small

photo on the poster. Participant M mentioned hefgssor in this regard:

She used a portrait of Franz Liszt (A.D.1811-18®86d/ll almost the entire
poster, because she played Liszt's music at thatexty her own photo
was just a small head shot in the corner. | fet thany female professors
do not place emphasis on their photo, because d@pgiearance is not the
focus of the concert. They also do not try to attthe audience by their

photos.

As well as older professors, prestigious musicials® do not promote their
concerts using sexy images, such as Pi-hsien Qtenselling point of their recital is
their musicality. To attract the audience by thegdpearance is not these musicians’
intention. After all, as numerous participants edatthe musician and the repertoire

are the two deciding factors when they considengdb a concert. Participant P

further mentioned that the world-renowned, TaiwanAb pianist Pi-hsien Chen’s

18 GreenMusic Gender, Educatiorb.
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posters also continually used the same photo farynyaars: “Have you ever seen
Pi-hsien Chen’s photo? It is not that kind of postéhich places emphasis on
appearance. My first thought on seeing this kingasdter is that maybe the performer
focuseson music. (Pi-hsien Chen’s posters were displdygdhe researcher.) She
used this photo so often (points to it)! This phlb&s been employed on many posters
for years, just different editions!”

Nonetheless, as participant D argued, “Is notspba stereotype that female
professors always present this kind of image? iteésely another kind of stereotype.”
What participant D, an associate university pradesstated is true. The aged female
professor follows the path which is indicated by thocial norm. The public
considered that the older female professor is pllyeserious, and authentic; so does
the internationally renowned musician, such as dkfh Chen. The serious facial
expression or de-feminized appearance is not tinestereotypical presentation, but
the typical demonstration of another stereotype.

What participant O mentioned revealed the existeftkis stereotype: “I really
wanted to imitate the black-and-while professotestiput people will feel that it is
sombre. Since we are young and the classmate®rpaste colourful, | am afraid that
my poster will be neglected. Besides, | am onlyualent. People will feel that | am
too arrogant if | use that professor style. It sedimat | thought that | was very
professional and powerful, like professors.”

The stereotypes of female professors and studemtdlahe cultural regulations
which act on the musicians’ bodies. In the cultumastom of Taiwan, the sexy or
inviting performance is unsuitable for the fematefgssor’s status and age. As many
of the participants noted, it is considered wewmdsée an older woman as sexy. To
view an old, exposed woman is difficult and unatable in the social climate in

Taiwan. Her status is also an important considematiat stops her being exposed. As
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participant H, an assistant university professggued, “It is impossible to lie on the

piano or on the floor for me ... There is the minimraquirement for your status and
occupational image. Therefore, | do not dare tsgme images like those that most
female students present. Few professors choosstitatither.”

A female musician would publicly perform the imagehich has been
considered as “natural” and “normal.” Nonetheled® powers and regulations
pushing her to perform the stereotype simply uncdkie fictional essence of the
image. The continual and consistent performativity the female musician’s body
reinforces its naturalness. Their images, in Bighlaords, “have constituted the stable
point of reference [...]*"

How to make a “proper” image is actually formulatsdthe various regulations.
As Nina Lykke states, it is an intersectional ctiodi Intersectionality is to be
understood as a concept or theory that explains ‘imdertwined power differentials
and normative identity markers, and, more generalgw individual subjects
negotiate the power-laden social relations and itond in which they are
embedded.*® According to intersectionality, the “[...] specifikinds of power
differentials and/or constraining normativities,sed on discursively, institutionally
and/or structurally constructed socio-cultural gat&zations such as gender, [class,
and age/generaion]* The different categorizations are interwoven. Teeale
musician can only to be considered to present apg’ image when each variable is
proper for her.

The fact is, as participant H pointed out, “Ageatuarity, status, occupations

are all matters for female musicians. The socigrassion is also a consideration. For

7 Butler, Gender Troublg175.

18 Nina Lykke,Feminist Studies: A Guide to Intersectional Thettgthodology and Writing_ondon:
Routledge, 2010), 51.

19 bid.
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instance, you cannot wear the clothes of womeheir 80s and lie on the piano when
you are actually in your 50s.” Hence, for the m@ddhged female musicians, “Their
poster image is warm, but solemnity is not abs€neir image is not so serious as to
lose their attainability; it also doesn’t entaiidg on the floor,” participant D analysed,
as a middle-aged associate university professor.

Despite the limited space for expressing their quaas preferences, numerous
issues have to be taken into account. As Figurd$-3vand VIII-4 show, the
middle-aged female professors placed themselvéiseiriransition between the aged
and young female musicians. Compared to the youngiaians, they are also
beautiful and elegant, but not overly sexy or egposCompared to the aged
professors, many of them also look at the vieweeadly but with a sweet, friendly
smile. In sum, the overwhelming majority of femadesicians are well disciplined to
follow the stereotype which belongs to their cutneosition.

Participant D is an example who compliantly conferto the stereotype of
different stages according to her age and statuket late 20s/early 30s, her posters
continually displayed a shy and submissive beavitiy a bent head and low sight line.
It makes her an obediently gazed object. The bashiile and the soft light shine on
her naked arm, showing an inviting image and hggting her womanly character.
The following quote shows that she comprehendedctmnotations of these body
poses, although the consciousness of it was comneya hard to admit when
discussing her own poster: “Sometimes, people @8l that the facial facade
indicates a too intense or serious meaning. Benitiedhead or body is the language
delivering the meaning of feminine docility. It dorot give the viewer an excessively
strong and direct feeling.”

Consequently, participant D was aware of what rea@nd thoughts the viewer

might gain from her poster images. It can explaimywer most recent poster was

290



dissimilar. Due to her increased age and promaioassociate professor, her most
recent poster showed the “common” image for prafessslooking at the viewer

directly from nearly face on and wearing a halesked top. As participants B, C, and
H indicated, age and position are two influences@n female musicians design their

posters.

VIII.6.2 Pastoral Style Posters

In the previous chapters, the relative modern wdsniemages were compared.
In the section on advertising images, the pastotdé style of the concert posters was
discussed because of their resemblance to sometiadagents. Although the pastoral
style poster only occupies a minor place amongstptbsters, it is the most common
style after the classy and sexy ones, especiallgtiaents. Participant M is one of the
musicians who makes posters in this pastoral styihéch means a style in which the
musicians wear more casual clothes against an outoackground which usually
composed of grassland, blue sky or sea, old wadllidding.

Participant M stated that she usually has shortdrad no make-up, and wears
jeans and a T-shirt in everyday life. Consequersthe preferred the images of the
pastoral style. As she said, “I think that theseageries are more like my usual
appearance; it is only slightly more beautiful thag daily look. For viewers who
know me, it is ‘like’ me.” Even though participakt and other participants claimed
that people who employ this style care less ablogitstereotype, some stereotypical
elements can still be seen in these images.

Take participant M as an instance. As other mussci@ho use the pastoral style,
participant M also lowers her head. It seems that is looking at the floor. She
explained why she still adopted this typical podacw is widely used in the classy

style posters. “I like this pose because it lookssy. The background is already so
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vivid.” From her statement, it appears that shi¢éwtnted some elements which can
prove her musician status. For most of the femalsicrans, following the stereotype
guarantees a safe space for identifying their niusistatus.

In addition, participant M also admitted that hester is very like the current
advertisement when her posters and some advertisermeere shown during the
interview. “They are similar,” she said. “They bedpto the same style. It (the poster)
is like an advertisement if | had a commercial pcidlaugh) (pointed at Figure V-10,
V-11)!I"” The similarity with advertisements also eals that the pastoral-style poster
submits to the patriarchal and capitalistic beangym. Besides, since many musicians
who use the pastoral style still often adopt femeniposes or props, the only
difference left is the site and clothes. Even thotige musicians who choose the
pastoral style want to be somewhat free of theestgpe, they still cannot abandon it
completely. It can be seen that they solely emp@ogther expression to portray a

musician beauty.

VIII.7 The Influence of the Image on Life

By means of posters and other media, the @ypimage has become
imperceptibly ingrained in the minds of Taiwaneseogle, including female
musicians. The stereotype has profoundly influermed formed female musicians’
career and lifestyle in various dimensions. Theystipresent the typical image on
posters and perform it in their daily life or onesm@l occasions because of the
numerous advantages this brings, such as the taitraaf the (male) audience and
marriage partner, the legitimacy of the musiciaatust, and the self-satisfaction of
being a commonly-accredited beauty musician.

The majority of the participants in the prdssmdy are not excluded from this.
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Take participant | as an example. Her long, stitagtr, elegant clothes, and beautiful
make-up often lead to her being descried as a \cldssautiful musician. Her

behavioural performance also highlights her clestsyus: she often sweetly smiles
and speaks in a low, soft voice. When she compllalmewn the female musician’s
appearance has been fetishized, her surface rgthesiame the interview topic. The

following statement was her response to this qoesti

You ask why | perfectly conform to the stereotypehe female musician?
My answer is, whether | look in people’s eyes,d dot deliberately present
this image ... | never thought about this issue lefbmever thought of it
(pause)! | have always had long hair. As for mydancharacter, my
personality is quiet and calm! It is probably nelated to the stereotype. It
happens to be like this ... These are two separatgygh One is the
stereotype which you know of the female musiciane @ that you should
find out which appearance suits you. This styléssoie. There is no need

for me to be un-pretty.

Participant | eliminated any possible influencelod stereotype on her external
presentation, although her appearance is as the sanwhat she described as the
typical image of female musicians. A few of the tm#pants thought that their
conformation to the “standard” image is a coincimenHow they look is a natural
presentation of their inside. Nevertheless, fromigpant I's later talk, it is clear that
she chose to “perform” this exterior for securirgy ljpb opportunities; so do some
other participants. The continual and consistetd atake them accustomed to the
performing image. The stereotypical image is simitawhat Butler said on gender:

“What we take to be an internal essence [...] is fastured through a sustained set
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of acts, posited through the [...] stylization of thedy. In this way, it showed that
what we take to be an ‘internal’ feature of oursslys one that we anticipate and
produced through certain bodily acts, at an extreare hallucinatory effect of
naturalized gesture$®

On the other hand, participant G confessed thatesoms the image is an
intentional performance. She was aware that hereappce conforms to the
stereotype. Furthermore, in her observation, whg &las this specific look is
constituted by the social view: “In most peopleiee® | am already classy. In my
opinion, | might formulate my image based on otpeople’s judgments.” Whether
the musicians realize the relationship between #edves and the stereotype, the
specific image represented by the overwhelming ntgjof female musicians in

Taiwan is no coincidence.

VIII.8 The Forces of the Stereotype

Through the experiences of the participants, it lbarfound that the identical
image is the result of the negotiation betweenféingale musicians and the strengths
of the outside world. The following analysis wilbdus on the cultural regulations
which exert their power on bodies. As previouslyntrened, participant F's musician
status had been often doubted principally becafisgesioshort hair and loud laugh.

These elements do not belong to a “classy/nornealiale musician.

PF: In the summer vacation before | went to unitgrs worked part-time
in a non-musical business. My colleagues told na thwas not like a

musical student. | myself knew clearly that | was like a female musician.

20 Ipid., xv, xvi.
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LM: What kind of appearance do you think is likeeenale musician?

PF: It must be long hair (tone extended and stdpsdeng hair (tone
extended again). She should look clasgyzhi).

LM: But you have had long hair for many years.

PF: It is now! It is now! Because people alwaysidhat a female musician
is classy and has long hair, | certainly changedhaiylength for this reason!
Besides, | have taught students during my univeggtiod, so | must have
the “image” since then. From that image, peopld wilnk that | was
capable of teaching well, because people alwayssiden that music

teachers look like that. You know.

The stereotype which participant F confronted istesl to Document 5 of
Chapter 3. In that newspaper report, Ellie Lai datieat she only speaks in a low
volume and would not destroy her facial expressienause of emotions. As many
participants consider that newspaper is one medulnch seriously influence how
people think of the image of female musiciansait be found that the image portrays
on newspapers is identical with the image in mosbpte’s view. In addition,
participant F proposed a realistic problem in theeer of the female musician. Since
most Taiwanese people think that only a specifiagmis like a female musician,
presenting a non-standard one will be easily disédi For many female musicians,
having a standard image thus becomes a necessityaog occasions. Participant F
mentioned an example of this: “First, the influelééong hair on my job is that when
people see me for the first time, | am undoubtedinusic teacher. | tally with the
image of the female musician in their mind. Secomden we play music on stage,
long hair image is much classier. It is more likeasician for the viewers.”

Like most other music students, participanthils been teaching at several
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private music studios. She had experiences sirtoldhose of participant F: “I had
short hair in the past, but the bosses of the atudsked me to grow it longer and
wear more lady-like clothes. Otherwise, in theirrél® | cannot obtain the parents’
trust.” Participant M had no choice but adjusthe teality: She still has short hair, but
has to wear it longer than before. Participant$, Bnd N also expressed that they had
been asked by the owners of the music studios te leng hair or to dress well to
present an appearance of female musicians. Thisopienon indicates what image
the female musician should present and how to people’s trust. Even though they
were facing their career, what was required of theams linked to their surface.

In the aspects of marriage and career, both demad@st similar situation. This
also explains why Rebecca Sun, the mistress o$l&gr Wu, can easily win those
powerful men’s confidence in her musician statug] the accompanying adoration
based solely on her appearance. The multiple powash and demand female
musicians to show a “standard” image. In this sehesv Butler analyses gender
provides a faithful instruction on the image. “[i§ performatively produced and
compelled by the regulatory practices of [...] colnee” The image “proves to be
performative — that is, constituting the identityis purported to be** Hence, the
image is always a “doing,” a performativity, an edied and cultural product, never
an expression of inherited nature.

Except for teaching jobs, performing musicbisiness occasions is another
popular way of making a living in musical circléddany musicians join an ensemble
to perform at weddings or corporate events. Paditi N has plenty of experiences of

this. She described how her image has affecteddreer development:

After all, the hirer merely wants to enhance theldweg ceremony. The
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requirement for you is to provide a high-class aill'you need to do is be
beautiful. The music you play will be fine if itn% too terrible. Actually, the
hirers and guests are incapable of appreciatingsicial music. You do not

need to be very professional, but you need to “Idike professional.

Since the function of the female musician is tolbeked at, participant N
emphasized the importance of clothes. “[Performahghe banquets or ceremonies,]
you should wear dresses or gowns. You shouldn’tr ireausers. ... ” She further
noted that appearance and clothes are a prer@guisén hirers choose musicians or
the musicians search for partners. “It is like &ura elimination. If you do not have
the right image, you won't be hired again. Othendée musicians will not seek you
out for cooperation either,” participant N conclddéHence, as a strategy of survival
within compulsory systems,” as Butler argues, therestypical image “[...] is a
performance with clearly punitive consequences. [indeed, we regularly punish
those who fail to do their [image] right*”

Participant I, as a music teacher, popular accompamuniversity and schools,
and freelance musician, had also played on thesasmmns. She made the identical

observation:

LM: If a female musician does not conform to thersbtype, would she

face more difficulties in the music business?

Pl: If she conforms to the image, then absolutbby lsas an advantage. For
example, now a lot of wedding banquets or opengrgraonies need an

ensemble. People will not hire ugly women to perfoiThese women at

2 |bid., 34.
22 |pid., 190.
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least must have a nice face and body, so peoplsamthe classy beauties
playing in the string quartet.

LM: Right.

Pl: | despise this phenomenon. It’s like fetishigmwwomen ... However,
what can you change? Men definitely love to ses! thdo not like this
feeling, but I still do this kind of job becausetbé money.

LM: Could you describe your unpleasant experiences?

Pl: The unhappiest part is when people merely dgemas background.
No one is listening to the music! ... People just tveeveral beautiful,
well-dressed and well-made up women sitting thidee,an adornment. ...
LM: How do they ensure that the musicians they areebeautiful?

Pl: The hirers will select them. To hire a classysioian is a common

view or an unwritten rule.

What the female musician is expected to bring tesé¢hoccasions is her
appearance, not her music. It is obvious that naligiofessionalism has been deeply
connected to the visual image. The image, borroredh Butler's words, is
formulated by “the tacit collective agreement tofgen, produce, [...] and the
punishments that attend not agreeing to believehem [...].”*®> Whether when
teaching students, holding concerts, or performaotyvities, image in Taiwan is a
vital element in the career of the female musiciendevelop a successful career, one
needs not only the professional ability but alsalassy image, even for some
professors.

Participant C, a graduate from a renowned UK acgdeésna lecturer who

teaches at university and several music classes) #wugh she has continually given
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concerts at the National Recital Hall, she is gtilestioned in her daily life because of
her visual image. “There have been a lot of thepemences, especially when having
meals. They usually politely asked, ‘You are clagdyt do not you musicians wear
skirts and have long hair?’ | asked why female iass must have long hair? | even
replied that we pianists do not need to have ity@autists should have long hair. ...
| said it because people have the impression tmatflautist Ellie Lai's image is
classy.”

Participant C adopted Ellie Lai as an excuse teriithe focus from herself.
She felt embarrassed and uncomfortable when shé&hmtswer questions which had
no relation to music but were tightly boundto visyaShe cannot work out why a
professional female musician has to “perform” acefpeappearance and behaviour,
although, in people’s minds, the image is not penkxd but naturally expressed due to
the inner traits of female musicians. Compared tstnother female musicians who
happily perform the image and obtain the “deservad¥Vantage, participant C was
depressed about the situation in Taiwanese sot@bysequently, all | can tell you is
that | had a terrible time when | first returned Taiwan. At that time, | thirstily
wished to return to the United Kingdom. | yearnedthose simple days in the United
Kingdom where | could be myself. Now, | have grdjubecome accustomed to the
phenomenon (laugh).” Participant C’s thoughts aeely heard in Taiwan. Her
unusual thoughts are also reflected in her unysostiers. She has repetitively created
them in a plain, black-and-white style for almosenty years. Nonetheless, most
Taiwanese female musicians, even some of them Wdw heave long-term foreign
experience, still perform the standard image.

Some musicians are not comprehensively consciouth@fforces and the

function of the male-gazed mechanism but follow ithage norm; some feel these

% bid., 190.
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forces but still choose to perform it. No mattemdiat level they are aware of it, as
participant H, an assistant university professmyued, “In the current situation, only
if you present the [standard] image will peoplgyezt your music.”

As insiders in the music business, female musiomlidearn how to obtain the
advantages of the environment in which they eXikey will also realise what they
will probably lose if they do not perform the standl image. Participant I's analysis

faithfully illustrates the situation:

Pl: The stereotypical image is classy-£hi), tender, submissive, and with
long hair, so you must follow the image. If you wanm get a job easily,
you have to perform the image. Performing the imé&dgeomes the
requirement of musical professionalism. ...

LM: Since you mentioned the fetishization of womeo, not you think
that this is also a kind of fetishization? How ytaok” has no relation to
your musical ability.

PI: There is nothing we can do about this realMgwadays, people value
their first impression. Besides, you should dewmearself to your field.
Therefore, | do not think that it is fetishizatidPresenting the image is a
professional performance now ... | consider thagiishizes women. It is
troublesome! However, if | want to get better amdliant work, | have to
perform that “image.”

LM: You feel impotent about this situation.

Pl: It all depends on what you demand of yoursé can still insist on
having short hair and wearing neutral-gender cktifeu can still do this
and still live! However, if you have high expectais for yourself, you

will know that it is obligatory to perform that iga. Because you realize
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that the image will bring you benefits, such asenacome. After all, it is
not prostitution. It is just (raises voice then gpas) your choice! Especially
once you have enjoyed the sweetness of the bengdits will feel that
insisting on some belief is unnecessary. You widligh the gains and

losses of your situation.

Participant | sometimes made inconsistent statesneBlie argued that she
merely chose an image which suits her, but thigeggbhows that she actually forced
herself to perform an advantageous image. She iooedly revealed her disapproval
of the current situation, whereby female musiciaase little choice but to perform
the widely-recognized image, but she simultaneous$ysted that performing the
stereotype is evidence of professionalism. She ktteat many female musicians
pretend to be ideal to please the social climatetarearn possible advantages in their
marriage or career. At some level, she realizetl gha is also one of those female
musicians who obey the rules. To solve the dilemsha,transferred obedience into a
professional act, declaring that performing theesitypical image is a requirement for
being a professional female musician. From pauitcid and others’ experiences and
ideas, it can be seen that image is a construgtlinh “compels’ our belief in its
necessity and naturalne<s.”

When she defended the performance as not beingathe as selling one’s body,
she certainly sensed that an element of tradedsenh involved in the performance.
They are just different trades. Prostitution meselbng one’s body, body contact, and
the direct satisfaction of carnal desire. Perfogrtime image means stirring up men’s
desire, the image of the ideal object, and pleafiegnale-looking pleasure. In other

words, to “perform” as a female musician is alsostl a body. For the female
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musician, her body is not her own. The body is doldhe social regulation and
cultural practices. The body needs to wear smathes, look beautiful, and make
classy movements. The performer sells the freedonow to use her body. Although
there is no body which can be entirely free fronttwral inscriptions, the body of
female musicians in Taiwan seems have more reguktand be subject to more
forces than other bodies.

Considering their possibly prosperous marriage @rder development, many
female musicians submit themselves to the steramtpmage, as shown by the
phenomenon of the highly identical performativitipn@ngst the group of female
musicians. It can also be found in the life of maayticipants, such as participants M
and F, who decided to grow their hair.

Participant G is a musician who admitted that sdw flally enjoyed the favours

which her “standard” appearance brought:

In most people’s eyes, | am already clasgyz(i). | learnt what image is
beautiful for me in people’s judgments over thergea. It is very helpful
to perform the image which people think the femrmalesician should have!
It bears fruit when | search for funding for corteeA lot of people might
think that beautiful women have an advantage. Thay, “You gain
something because you employ your appearance!” Hob fetishize
women!” “Do not make use of your exterior!” For mewever, | think
that the surface is really an extremely importambrfi emphasized), an
extremely important vantage point! Because it & rdality! Whether you

are gorgeous or not really matters!

24 Ibid., 190.
302



What participant G said about her appearance idilde2 She looks like a
“standard” beautiful musician. She meant that strenéd her classy look through
others’ repeated comments. She has interiorizedpttdise and performed them as if
she is “naturally” a classy musician. In Taiwaneeeiety, a female musician decides
to be such a musician not only for her career agreknt, but also for her marriage.
Participant G is an example of this, as shown gy fttt that her husband, a very
high-level executive in the world of finance, askest to keep the look of a female
musician, as the previous section noted. The siwuas as participant D concluded:

“For Taiwanese female musicians, the stereotypedgnus point!”

VI11.9 Conclusion

The image of the female musician is a performafi¢hy is it not a female
musician’s natural image? Take the participants eéwample. Many of them were
clearly aware of how their image functions in thde and career. Other than a few
participants who had been asked to change theieamppce, most have been
disciplined to be obedient followers of the steypet no matter how much
understanding of the mechanism they have. Theyasdesxperience how the image
can affect the life scenarios of both themselvesaiher female musicians.

Some participants can point out how their perforceanhave been formulated
because of their experiences in the past. Some fieaieged the importance of their
image but have not thoroughly pondered upon thetivel experiences and thus had
difficulty in locating their meanings clearly. Nunogis participants were conscious of
this phenomenon at some level but refused to centethis; some of them were still
in a dilemma about their own independence and thsug of benefits. On the other

hand, a few participants also attributed their greenfance to their own interior nature,
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but their belief had been somewhat awakened byntieeview. In sum, at whatever
stage they are at, almost all of the female musscianderstood the influential position
of their image in their life and career. They haleveloped different tactics to deal
with it.

This image inherits the ideology of women in Chaeslture and the meaning
of Western classical music in the Taiwanese hisabrtontext. It also embraces the
beauty criteria of modern society and the patriardoeoking mechanism. What
elements can be preserved in the image dependthparontemporary situation. The
female musician’s body is a carrier on which thiural inscription is illustrated. The
image, consequently, is “ [..g corporeal style an ‘act,” as it were, which is both
intentional and performative, whereperformative’ suggests a dramatic and
contingent construction of meaning.”

The credibility of performativity relies orsitontinual repetition and publicity.
As Butler states, the body is “a variable boundargurface whose permeability is

26 \where an

politically regulated, a signifying practice withia cultural field [...]
ideological hierarchy exists. The status of the d&mmmusician needs the consistent
and constant performance of most members of thepgi@ maintain the existence of
the identity; “[...] the ‘doer’ is variably construad in and through the deet."As
Butler argues, image and gender are “the ritualabaramas.® Both of them are
social-cultural constitutions. According to Butker'theory, the action of the
constitution requires “a performance thatrépeated This repetition is at once a

reenactment and reexperiencing of a set of meamiingady socially established; and

it is the mundane and ritualized form of their tegation.””® The female musician

% bid., 190.
% |pid., 189.
27 Ibid., 195.
2 |bid., 191.
2 |pid.
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must publicly and repeatedly perform the “standanddge to found her identity and
prove her status.

The “natural” image or a “real” female musitia is composed of “any number
of prevalent and compelling social fictions, andttthis is a sedimentation that over
time has produced a set of corporeal styles [>1.]The “stylized repetition of act&®
institutes the effect of the stereotypical imagecdnstitutes a recognizable and valid
female musician. As a ritual social drama, the ienegsimilar to what Butler analyses
on gender: “The effect [...] is produced through shdization of the body and, hence,
must be understood as the mundane way in whichlybgdstures, movements, and
styles of various kinds constitute the illusioreafabiding [...] self.®

According to Butler, if the transformation of genadgdesired, it is necessary to
realize that gender is a compulsion and a cultiichbn. This appears difficult since
the idea that gender is considered a naturalfoai normal person is deeply rooted.
For female musicians, nevertheless, the image hase mossibilities of being
uncovered in its fictional essence due to the pesihe female musician designs her
own image and ensures that it conforms to the tgtedi by meticulous examination.
Every detail of her image is carefully investigated herself to compare it with the
“normal” one.

For an individual, it is hard to realize that gend® essentially a cultural
product. However, for a female musician, other tharself, the poster creates another
self. The looking relationship constitutes a splaesveen the real self and the self on
the poster. The female musician not only performs “hatural” image in daily life,

but also looks at her performativity on posterse $pace sets her apart from herself to

% The terms “sex” and “woman” in Butler's descripti@re replaced with “image” and “female
musician” here to illustrate the similar concept.
3L Butler, Gender Trouble191.
32 H
Ibid.
# |bid.
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see how she, the person on the poster, “acts’rihaufal” female musician. It offers
the possibility of identifying the performing qugliof her image and status.

This can be partly seen in the interviews. Whetigpant Q commented on her
poster, she always said “she,” i.e. the one onptister, instead of “I.” Apparently,
participant Q deemed the “self” on the poster toahether woman, not her. In her
examination, this “other” woman should perform thight” image to evidence that
there is no doubt of her musician status. Othen tparticipant Q, many other
participants also discussed their images as dasgridnother person. When they
produced the posters, they considered many elenoértee image which symbolize
or denote the meanings related to the status oaleemusicians. Compared to the
perfect and standard female musician on the postexparticipants easily notice the
gap between the real them and the ideal imagekelinterviews, some of them even
admitted that they were not like the “perfect” them posters and in people’s
imagination. Due to the strict examination of thaisters, it creates the possibility for
female musicians to recognise that the image ofafermusicians “[...] ought to be
understood as generative political structures ratran naturalized foundation&*”

The resolution of revealing the performingess® of gender which Butler
proposes is its imitability. As she claims, gengeirom “[...] cultural configurations
of causal unities that are regularly assumed toaberal and necessary’” There is no
original identity; all of it is constituted. As géer, the image of the female musician is
also a ritual social drama. It relies on repetifpegformativity to keep its coherence of
the group and thus builds a false impression thiatitnage is its original quality. The
female musician is a contingent product which ials#ély naturalized as a unity

through the regulatory fiction [...F® Nonetheless, through Rebecca Sun’s case, the

34 Ibid., 201.
35 Ibid., 187.
36 |bid.
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image discloses its imitative structure. It “depsvhegemonic culturé” and the
“naturalized or essentialist [...] identiti€¥” of female musicians in Taiwanese
society.

What performance can “compel a radical thigkof the [...] presuppositions of
[...] identity? What performance where will compealegonsideration of the place and
stability [...]? And what kind of [...] performance Wwilenact and reveal the
performativity of [...] itself in a way that destalziés the naturalized categories of
identity [...]?"*° Considering that imitative structure might alsovaey effective to
evidence the fictional unity of musician, then, Beta Sun is definitely a case of this.
What Sun did is to pretend to be a female musidMmy she can smoothly pretend to
be a female musician is because people deemetktie®type to be a natural presence,
so the possibility of imitation does not arise. Eenthe intentional performativity
became the evidence proving that she was a gefanmede musician.

When the possibility of denaturaling and demalizing the “culturally
essenstialized” status is mentioned, as Lykke argtle is possible to expose the
dissonance in many way&’"Participant C is another example which destatullite
stereotyping fiction. As a real female musiciane $tas been questioned by people
sometimes about her appearance. She did not petf@rmtelligible image, but she
actually is a female musician. Her authority can greved by her academic
background, teaching experience, performance Gaaeer musical ability. She had
studied at music classes and a music departmenaiwan, and a musical college
abroad. She is teaching performance in universities music classes. She has given

concerts at the National Recital Hall and otherue=n She is frequently engaged in

%" Ibid., 188.

3 bid.

% bid., 189.

0 Lykke, Feminist Studiess0.
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musical activities, both solo and ensemble.

Undoubtedly, she “is” a female musician. Hence,pteask the question of
whether she is like or unlike a female musiciam, fibtional essence of the “status” of
female musicians is revealed. The seemingly staleletity fails to keep its unity. It
can be seen that there is no “original” or “trueiage of female musicians. The
so-called originality is a stereotyping fiction. thTaiwanese female musicians
imitate is a myth, and now this fictional produetshbecome an identity through the

massive and continual imitations of it. The idaoéifion of female musicians “is
constituted by a fantasy of a fantady.'Hence, “the normal,’ ‘the original’ is
revealed to be a copy, and an inevitably failed'éfe

As Butler concludes, “The abiding [...] self will thée shown to be structured
by repeated acts that seek to approximate the adembkubstantial ground of identity,
but which, in their occasionadiscontinuity, reveal the temporal and contingent
groundlessness of this ‘ground®” Sun and participant C are both the “discontintity.
The possible revolution relies on the discontinuigrticipant C has presented some
traits which do not belong to the stereotypical gmaShe had short hair, a serious
expression and an authoritative pose on her bladkwaite posters; she had short
hair and wore trousers often in daily life. The mosvsymbolizing specific cultural
meanings had been redeployed on participant C'y.blte elements which were in
tension with the stereotyping performativity causeafusion among participant C’s
viewers. Nevertheless, if the adaption of divensiisubecomes normality or a general

condition, the image of the female musician andgtwip which is sustained by this

image will be unstable. The image is “not expressiut performative® When the

41 Ibid., 188.
2 |bid., 1809.
43 Ibid., 192.
4 Ibid., 192.
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stereotypical image no longer exists, “there woutdtrue or false, real or distorted

acts of*> female musicians any more.

VII1.10 The Interview Afterword

The status of being a female musician is ofterdistinction in Taiwan.
Nonetheless, the stereotype means that the inibddigperformativity become
necessary if she wants to grasp the profits. Tlegyelay happenings remind her of
whether she is like or unlike a “real” female muec According to the interviews,
how the participants employ the stereotype candesidered a conscious use, but
different levels are allowed. Generally, the pgpants knew what the “normal” image
of their group is. They built and altered the image matter whether on posters or in
life, according to their teaching position, marg#dtus, and age.

Even though they cannot indicate all of thecsfic meanings or connotations of
each element on the poster, they were aware of fgalihg and impression the image
will deliver to the viewer. They knew what imageeyhwant to build and what
thoughts the viewers will probably have. Most oérth devote their energies to
performing the “right” image to the viewer in publiAlthough the data cannot cover
the thoughts of all Taiwanese female musiciang; ttemonstrate some representative
ideas and experiences of the musicians.

Regarding the interview ethics, the music circla @nall community in Taiwan.
Most musicians have known or heard of each otheresihey are educated in music
classes from a very young age. In the present sthdsefore, not only the thoughts of
the participants were analysed, but also some eir tiends’ experiences were

included. The participants provided as much datéhag can since they seemed to

4 Ibid.
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enjoy speaking about the topic. Nevertheless, tivthem regretted that they had
revealed too much of others’ private matters. Thelyed me not to mention these
events in the thesis. As patrticipant E noted, “pheple in the story are famous in the
music business now, so it would be better not tdewit.” The data which the
participants did not want to be demonstrated angallys those that unreservedly
display how their musician friends attracted mentlgir status or image, but it is
certainly the interviewer’s responsibility to respéheir decisions. Even though the
data cannot appear in the thesis, they help tleevieiver to understand the research
issue even better.

In most cases, the data appear to have highlyaimdntent. This shows what
the female musicians care about and what eventpenaf them that are usually
similar when talking about image-related topicsedd things are the forces which
push many female musicians, the producers of flusters, to follow the stereotypical
image. It explains why Taiwanese concert postaxaty displayed in a very limited
style.

There is a cycle to the female musician’s enrrimage. As participant H
described, the image of the female musician in @aiws “constituted from every
aspect. It is like the apotheosis.” The media, mapsr, television, posters, the real
female musicians and the public, what Taiwanes@lpduear, read, and see about the
female musician is invariably the image of a classguty. Even though many current
images are sexy ones, they are still grouped uthdeclassy image. As patrticipant G
indicated, as long as the image of the female narsics beautiful, people will
consider it classyqgf-zhi). The female musician is one of the media givihg t
stereotype to her viewers, in person and on théepsAs an active producer in
making the image, the female musician is simultasothe passive carrier absorbing

the information of Taiwanese society which incuésaher how to be a “normal” and
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“standard” one. Eventually, the viewer also becormes of the media influencing
how the female musician performs herself.

The stereotypical image of the female musician aiwén seems a particular
product. The participants who had studied abroackvesked if there is a similar
condition in the United Kingdom or the United S&terhich are the western countries
where most of the participants had lived for ye&aly one of the six participants
could not give an answer because of her limitedamirwith westerners. The others
noted that there is no custom of such a definitagenof female musicians in their
experience. Participant C commented: “| lived ia thnited Kingdom for eight years.
| had no experience that they consider that fenmaiesicians should have any
particular image or should wear clothes of a sped¢ifpe! Not even once! | don't
think that they have any special expectation ofdienmusicians’ image. Also, they do
not have posters which are like ours!”

In the interviews, since this issue is so elpsconnected to their life, many
participants showed a high degree of interest énpitesent study. Almost all of them
were excited about the themes and thus pleasedhae gheir private ideas and
experiences. Although most of them expressed the&t had not pondered on this
issue before the interview, they started to sehgsegendered issue in their status
which had been accustomed for them in the past.ekample, participant G was
surprised at the question why her career option® wealy a musician or a dancer
which were the two career choices given to her dryrhother when she was a young
child. According to her, this was the first timeestealized how her life has been
decided differently with her brothers due to hemdgs.

Participant C was an exceptional case in Taiwan wbtinually presents
monochrome and nearly de-feminine poster images.dhe has spoken to me about

this since | returned to Taiwan,” participant Cdsdadespite her insightful thoughts on
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image constitution, she stated that she did nathtaany gendered issue or feminist
theory. A very lengthy letter was received after ihterview in which she reflected on
all the possible events and the vulnerable parterrife which made her decide to be
an independent person, not a “female” musician: e“Tihterview helped me to

re-understand myself in a more detailed, self-consg and deeper way. It was like a
heaven-sent event to help me to be confident.” diseussions and analyses of the
present study may provide an important opportufoty Taiwanese people who are
already used to this circumstance, especially #mafe musicians, to re-think the

phenomenon and so further motivate their energhémge.
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IX. Conclusion

This thesis demonstrates how image has greatlyuiated and affected the
milieu of Taiwanese female musicians’ life and eardt answers a series of questions
which arose in the public domain when the steraofypimage was utilized by
Rebecca Sun, the mistress of legislator Yu-sheng Wio pretended to be a pianist
and thus became admired by many powerful men. dteiar, from this case and the
interview data, that Taiwanese people have a pdaticattitude towards and
impression of female musicians. Whether a femala iswusician or not makes a
considerable difference with regard to how the Baiese see and treat her. Taiwanese
men, in particular, have often shown an excessigehantment with female
musicians.

Nevertheless, the critical factor in whether a fesm@zan be recognised as a
musician is based on her visual image. The presady thus scrutinizes the principal
elements of the image and traces the contexts adetitomponents to sketch their
cultural apparatus. As Butler argues, “[...] the baslyfigured as a surface and the
scene of a cultural inscriptiod.”The thesis further uncovers the mechanism of how
the image is gazed at and how female musicianstremhsnd think of their image,
including on posters and in their daily performantke reasons and driving forces
which make most Taiwanese female musicians empioylas images are also
explored toestablish an understanding of the immagking/viewing institution.

The elevated position of Western classical imirs Taiwan is a major reason
why female musicians have such a high-class statdgylorified image. The origins,
the developmental route and the current conditiblVestern classical music in the

Taiwanese socio-historical context are thus exathinethe Introduction chapter to

! Butler,Gender Trouble176.
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clarify why this art form is often attached to tegmbolization of progress and
civilization. Nonetheless, although the abilityappreciate and play Western classical
music is commonly considered a high-class engaggntaa not a promising career
for all.

As explored in the Chapter 6, Taiwanese parantively plan and push their
daughters to become musicians mainly because wfgbgsible prosperous marriage.
To enhance their advantages in the marriage madsbecome the principal reason
why most Taiwanese female musicians are currentyaged in this profession. Since
a musical career is unstable in reality, the bémedf pursuing one are linked to
marrying a wealthy husband. It also explains whyhrage usually discouraged from
being musicians, since men are considered to beéne bread winner and the one on
whom women depend. Music in Taiwan, therefore oisamly a “feminized” industry,
but also a “gendered” one. Even though some femaigcians, such as participants
H and J in this study, were fond of and devotechtsic, marrying a rich husband still
became a critical consideration while they faceel dhfficult employment situation
associated with the music business.

Nonetheless, to obtain men’s special adoratod then possess a marital
advantage is highly related to visuality. How a &enmusician is recognised in
Taiwan is largely based on whether she “looks” kkenusician. For this reason, the
thesis not only investigates which sources forneutaé stereotypical image of female
musicians, but also analyses which elements comipesanage. In Taiwan, most of
the sources illustrate a similar image — a clabsgutiful, tender, and well-dressed
woman. The poster is the most influential of thesarces because of its prevalent
circulation, its focus upon directly displaying tappearance of female musicians, and
that its status as the medium which is producedhbymusicians themselves. Most

poster images involve the elements which confornthto current image of female

314



musicians in Taiwanese society. The study tracesotigins and references of the
components of the stereotypical poster image: sofmihe elements are historical
sediment in the Chinese culture; some of them lagecharacteristics of a beauty in
modern terms. The image combines the traits obatyeand of a female musician.

Through uncovering which meanings and conmmtat are included in the
image, how female musicians are regarded in Tais&aseciety can be understood.
Hence, as uncovered in Chapter 3, which exploeséaimale image in Chinese history,
the items, the poses, and expressions which adormgblight female beauty in
ancient bell paintings are preserved on the paqstand the looking relationship
between the image and its expected (male) viewalsis similar. In ancient China,
women learnt instruments mainly to amuse men; i$ Wwaended to enhance their
attractiveness. The bell painting painted and sp@us by men is also for men’s
viewing pleasure and appreciation. In these paistia woman with an instrument is
a product that aims to please their male spondwe. ilfiterview data, nonetheless,
show that the posters of today still creates a tyeilmua male-gazed mechanism. To
fulfill the patriarchal beauty criteria and to attt real men’s attention are the core
ideas, when female musicians create their own pste

The thesis also examines three popular moéflelds for female images —
advertising, magazines, and the wedding photo. kikee commodity in advertising
which exerts its function of becoming a sign, teméle musician on the poster is also
a sign to index such a beauty who possesses alagh-quality and the symbolization
followed by Western civilization. The analyses ohgazine covers show that the
compositional similarities regarding female imadestween concert posters and
women’s magazines are far fewer than those betwesters and men’s magazines.
The target viewers in the design of the postermes, not women. This viewing

mechanism is further explored in the scrutinizatdrthe wedding photo. As Chapter
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5 validates, for concert posters, without the grommphotos, the actual man is the
assumed viewer, receiving the invitation.

The poster seems a self-declaration to displémale musician’s legitimacy;
for many female students and young musiciansalsis bait to inspire men’s desire to
meet them since the poster becomes the materiatdais fancy and image of female
musicians. The interview data show that many madsvers believe that the real
musician is like what they see on the poster, wischctually an intentional design
requiring much attention and effort.

The poster is a still portrait, telling the viewehat a living female musician is
like. The image on the poster thus extends to theawoural performance and
appearance of female musicians. The public eaihktthat the image is a natural
expression, since every medium around them relessesar images of female
musicians. According to the participants’ experesicthe “natural” image is so
legitimate that any performance deviating from tfeem will invite suspicion and
distrust from the viewer. The social regulation auattural power are like the driving
forces pushing female musicians to perform theiqdar image. For many female
musicians, the repetitive and continual performantakes them think that the
performing image equals their natural expressiakeThe participants as an example:
many of them consider that there are special geslih them which probably make
them different from ordinary women.

Nonetheless, even though they consider theatlkassy trait is shared amongst
female musicians, the demands from their bossesimes and the inquiry from any
viewer when they do not show the stereotypical ienagrtainly reveal the gap
between the ideal image and their own. The endeawshich the female musician
devotes to fit in with the image demonstrate thed accustomed image is not a

“natural” one. The poster, in this aspect, create®pportunity for female musicians
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to realise the fictional nature of the “natural’d@ge. To examine whether their design
on posters conforms to the stereotype is a praafesseating” the “natural” self. The
process evidences that the image is an artificidliatentional product.

Additionally, Rebecca Sun’s case substantistesmitability and unsteadiness
of the “natural” image. In her case, how her muasicstatus can be trusted solely
relies on her visual performance. Participant Cigsitality and position, instead,
sometimes do not sufficiently legitimize her statalso because of visuality. This is
the “discontinuity” which Butler places hope upddun’s pretence evidences the
performing nature of the intelligible surface andcdnstructs the community of
female musicians as a stable group. The statusnodle musicians and their images,
in Butler's words, are “[...] constructs, sociallystituted and socially regulated
fantasies or ‘fetishes,” not natural categories,fulitical ones [...].2

The stereotypical image is highly influentahong female musicians and is
prevalent in Taiwan but has not previously beertesyatically reviewed, until this
thesis. The way of denaturalizing a stereotypéhédgresent study can be a reference
for other accustomed images. The present studillsu@riffiths’ wishes regarding
female musicians’ image which are mentioned inctiepter of literature review: first,
Griffiths noted the necessity to research how femalusicians choose their
appearance, influenced by social expectation advidual differences. The thesis
finds that the female musician highly values theiaocexpectations in Taiwan. Most
female musicians demonstrate the socially-expettenmal” image which is a
synthesized result based on their age and positioi@riffiths’ view, how female
images are presented on promotional materials dredsib be explored. This appeal is
answered in this study. The poster, as the mosbitapt promotional material in

Taiwan, promotes not only the concert, but alsofémeale musician. Hence, as well
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as analyzing the poster image, how the poster e ldistributed, produced,
designed, and viewed are all scrutinized in detail.

In addition to making up for a deficiency hretresearch field regarding how the
visual factor influences the female musician, tbeeptiality of the study is to activate
the dynamics of a revolutionary possibility. Itents to make the female musician
aware of how the mechanism functions on their baag how the compromises are
processed. From the case of participant C and sthee participants, it can be found
that female musicians can sense the existenceeotdmpulsive power and driving
forces through touching on and discussing theedl&sues. To sense how the image

works is an initiation into the long journey of cluge.

2 Ibid., 172.
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