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 ÒFactory 798 looks like an enormous performance of Political Pop.  
 However, what emerges from the horizon is not the presentation of memory,  
 but the disappearance of historicity.Ó Ñ Dai Jinhua [1]  
 
A Nostalgic Non-Place, Factory 798 
 Contemporary Chinese art is experiencing an unprecedented ascent, which has transformed 
Factory 798 (also called 798 Art District, or Dashanzi Art District) into a space in which the 
power and logic of transnational art and capital have increasingly merged. Seen by Mao Zedong 
in the early mid 1950s as a model state-owned military-industrial enterprise for an advanced 
socialist state, the entire factory complex served the former planned economy of the PRC in the 
1950s and 1960s.[2] In the 1990s, the enterprise gradually declined, forcing the furlough of more 
than 10,000 workers and leaving the buildings nearly deserted.[3] And yet, the factory space 
continued to be engraved with historical marks of Chinese socialism.  
 The rebirth of Factory 798 during the late 1990s and 2000s was a direct result of the 
congregation of artists and entrepreneurs hoping to create an international contemporary art 
circle.[4] The stateÕs endorsement of Chuangyi chanye (Creative Industry Enterprise) was 
another crucial factor.[5] In 2006, the government of BeijingÕs Chaoyang District announced its 
decision to cooperate with Seven Star GroupÑ the property management company of Factory 
798Ñ and declared the site one of the ÒCreative Culture Enterprises.Ó[6] Soon enough, the 
factory represented both the Òsocialist legacyÓ and the so-called hippy-avant-garde lifestyle. It 
has come to embody a particular postsocialist condition,[7] which connotes both the waning 
effect of socialism and the party-stateÕs shifting focal point in controlling the cultural, economic, 
and ideological arenas; it also exhibits free flow of ideas and capital generated by domestic and 
global developments. 
 ÒTime has become a perpetual present and thus spatial. Our relationship to the past is now 
a spatial one,Ó[8] Frederic Jameson notes in discussions of the characteristics of postmodernism. 
Time and space are fragmented into a series of present moments in the logic of late capitalism, 
and the concrete sense of temporality and history is arguably replaced with a visualscape 
saturated with simulacra of history. Celeste Olalquiaga also describes the postmodern obsession 
with iconographies as a project of simulation rooted in intertextuality instead of indexicality.[9] 
As a result, not as much history (historical objects, events) as visual representation of first-degree 
references to history is fashioned for verisimilitude.[10] Seen from these views, the destination 
of over-proliferation of the highly profitable and marketable signs of history is determined by the 
postmodern acts of decontextualizing and flattening history into a nostalgic ÒretroÓ space, which 
is primarily manifested in the shift from the signÕs use value to its exchange value. 
 A version of flattened history has gradually been written onto Factory 798, serving the 
need for huaijiu (nostalgia), a most recognizable fashion in the cultural arena of contemporary 
China. ChinaÕs rapid modernization has generated contradictory sentiments in the society. On the 
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one hand, the official ideology of progress and the phenomenal increase in material wealth foster 
ambition and satisfy desires. On the other hand, memories of the past inspire a longing for a time 
and a space that is socially equal and economically egalitarian. In Factory 798, imagination and 
embellishment assuage anxieties about the present. Rather than creating a resemblance of 
historicity, this nostalgic atmosphere, when alleviating the identity crisis that the Chinese people 
have experienced within the rapid transformation of society and supplementing their loss of 
memory and vocabulary, creates some new historical imaginations; it simultaneously 
accomplishes, as Dai Jinhua so eloquently puts it, Òa representation of consumerism as well as a 
consumerism of representation.Ó[11]  
 As the embodiment of socialist history, Factory 798 seems to be a well-legitimated 
medium for nostalgia as it brings in both temporal and spatial dimensions. The factory marks an 
ideologized period of history through a vibrant articulation of the textual, visual, and 
architectural signs; it literally opens a material and psychological ÒhomespaceÓ for the homesick 
to remember, if not fetishize, the past. The promoted characteristics of the factoryÑ such as the 
modernist Bauhaus style,[12] the New York SoHo lifestyle, the post-industrial cosmopolitan art 
enclaveÑ undoubtedly highlight the ÒglobalÓ signifiers of the space, and therefore position 
Chinese nostalgia within a transnational cultural context. The factory overflows with historical 
and ideological symbols, like second-degree kitsch. This excess of visual and material signs 
leaves us with what French anthropologist Marc AugŽ defines as a non-place.[13] AugŽ 
considers a space that cannot be Òdefined as relational, historical and concerned with identityÓ as 
a non-place, a world in which Òtransit points and temporary abodes are proliferatingÓ and a world 
Òsurrendered to [...] the fleeting, the temporary and ephemeral [...].Ó[14] Factory 798 is a unique 
type of non-place, a palimpsest on which layers of historical coatings are accumulated and 
reorganized. Fed with an excess of history, the factory manages to turn individual identity, 
historical reference, or any sense of belonging associated with the space into consumption of 
nostalgia. 
 Zhang Xudong defines Shanghai Nostalgia as one of the zeitgeists that emerged in the 
1990s when consumerism began to flourish.[15] Shanghai Nostalgia idealizes the metropolitan 
grandeur and bourgeois modernity of Shanghai in the pre-socialist era and disavows the history 
of socialist China. As a matter of fact, Shanghai Nostalgia can be understood as a form of Òpre-
socialist melancholiaÓ that fails to acknowledge the very existence of a socialist history in China 
and painstakingly enables the public to imagine a history and present of Shanghai that is 
untouched by communism and the socialist nation-state.[16] This particular form of nostalgia 
assists the city of Shanghai in re-embracing the global capitalism and free-market ideology in the 
present by retrieving the past glory, which was embedded in the colonial system, the old global 
system. 
 Factory 798 promotes nostalgia of the opposite kind. After years of societal silence about 
the Cultural Revolution and the stateÕs efforts at the Òthorough negationÓ of that traumatic 
period, the remembrance of the revolutionary history of the nation-state and the return to Hongse 
jingdian (Red Classics) came into being in the 1990s. In Factory 798, reproduction of the ÒRed 
ClassicsÓ is also developed into that of the ÒSocialist Classics.Ó With the aid of the overflow of 
signs, art works that represent socialist artifacts and even the cult of Mao as a dedication to the 
evocation of the socialist past seem to fill the factory and emerge continuously. 
 For instance, in 2003, the galleries 798 Space and Dayaolu Workshop held an exhibition 
for 50 Chinese and German sculptors titled Zuoshou Youshou (Left Hand, Right Hand). The 
central piece of the exhibition was the enormous statue of ÒMaoÕs Right Arm,Ó made by Sui 
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Jianguo.[17] This super-sized piece immediately became the most prominent signifier in the 
factory space evoking the image of the famous sculpture of Mao standing and waving his right 
hand. While the mold of the sculpture is actually based on the right arm of the artist, 
remembrance Òoverkills.Ó Just as metonymy exploits contiguity between the artistÕs and MaoÕs 
right arm, metaphor links MaoÕs right arm to the implication of MaoÕs waving, and to the Maoist 
mass mobilizations and political campaigns of the 1950s, 1960s, and 1970s.[18] While this 
enormous right arm reminds people of the socialist past, as the one and only Òbody piece,Ó it also 
suggests a sense of lack and loss; it evokes an acknowledgment of the breakdown of the 
Òultimate icon of communism,Ó[19] and the public disenchantment with what the icon once stood 
for: the totalizing ideological discourse of truth and history has become an illusion. 
 As early as 1997, Sui Jianguo, the artist who made ÒMaoÕs Right Arm,Ó set up his studio in 
Factory 798 and staged one piece of his sculpture series Yi Bo (Legacy Mantle). The piece soon 
became a signature sculpture [Figure 1]. The huge, body-less/head-less, fiberglass ÒMao JacketÓ 
with surface corrosion acknowledged the disappearance of the Maoist era; it invoked not so 
much a sense of Òpsychic fragmentation and social alienation as spiritually wounding,Ó [20] as a 
preconditioned sense of relief and indifference since nothing metaphysical is left for viewers to 
struggle against. The empty shell of the ÒMao JacketÓ also allegorizes the empty shell of the 
factory space, a non-place that can be comfortably made into a monument or a site of nostalgia 
with no (real) human subjects. 
 Other art works presented in Factory 798 also take advantage of the previously ubiquitous 
ideological signifiers as if an ever-increasing proliferation of the high socialist signs can satisfy 
the desire governed by the absence of MaoÕs era. These works include Chen WenlingÕs sculpture 
series Hongse jiyi (Red Memory), Yang TaoÕs painting series Yangban yundong (Model 
Movements), Gao brothersÕ sculpture / photography series Mao xiaojie (Miss Mao), and Hui 
RuiÕs installation Maozhuxi wanyuan (Chairman Mao, 10,000 Yuan). These works provide us 
with a form of ÒnostalgicÓ representation that risks a fetishization of the past as artists and 
spectators grow increasingly reluctant to face the socialist history of China with critical depth, 
and instead rely on reminiscence triggered by visual items.[21] If Shanghai Nostalgia anxiously 
looks back to a distant past to displace the history of Chinese socialism, some of the nostalgic 
projects presented in Factory 798 encourage one to look back at propagandistic materials and 
ideological signs, and celebrate the recurring act of Òlooking back.Ó It proves that the particular 
past has gone and what is left for us to do is the harmless consumption of the symbolic value of 
socialist retro artifacts and the cult of Mao. 
 This paper examines Dai GuangyuÕs performance piece titled Shi Jin (Incontinence), 
performed in one of the signature buildings in Factory 798 in 2005. The piece, by presenting the 
physical, visual, and metaphorical connotation of an incontinent body, tackles the question of 
post-socialist nostalgia, since a particular socialist history has been repeatedly compressed and 
resignified within this specific space. 
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 [Figure 1 Sui Jianguo, Yi Bo (Legacy Mantle), 1997, painted fiberglass] 
 
The Incontinent, and the Loss of Prohibition 
 In 2005, at the Beijing Tokyo Art Projects (B.T.A.P)Ñ an exhibition gallery founded in 
2002 by Yukihito Tabata at Factory 798, a performance artist, Dai Guangyu, hung himself on a 
structural beam of the building, ÒfloatingÓ or Òbeing suspendedÓ as paraplegic in the middle of 
the factory hall, about 60 inches above the ground. His face was painted all white, and he held a 
rooster in his arms. Sticking a childrenÕs toy whistle in his mouth, he occasionally blew into it 
and made some painful whistle-like noises. Right under his hanging body was a spittoon. Inside 
his pants, a device was placed close to his crotch and it spread ink arhythmically and 
nondirectionally. Some of the ink dropped in the spittoon and some of it missed the container 
and blackened the floor. Above his head, the once most popular Maoist slogan in huge and red 
characters was inscribed on the wall: Mao zhuxi shi women xinzhong de hongtaiyang (Chairman 
Mao is the Red Sun in Our Hearts). But the artist might not be able to pay much attention to the 
slogan, since the black liquid, in extreme contrast to his whitened face, continued to leak from 
his pants and he was in a state of, as the title of this piece suggests, Shi Jin (Incontinence) [figure 
2]. 
 

 [Figure 2, Dai Guangyu, Shi Jin (Incontinence), 2005, performance] 
 
 The primary medium in Dai GuangyuÕs performance art is Shuimo (water and ink), the 
medium of traditional Chinese painting and calligraphy. Instead of applying water and ink to 
paper or silk, however, Dai Guangyu uses his body to ÒinterveneÓ between the page and the 
pigment. His imagination gestures toward the traces left behind by this interference. His work 
echoes and yet diverges from Chinese literati visual culture, which was achieved primarily by 
indexical modes of signification.  
 According to David ClarkeÕs analysis, Chinese traditional art, particularly painting and 
calligraphy, foregrounds the indexical signs that are suppressed or de-emphasized in European 
mimetic painting. Chinese calligraphy, for example, exposes and emphasizes brushstrokes as the 
traces of the artistÕs endeavors and injects the artistÕs being into the indexical marks.[22] In other 
words, the very core of representation of a (Chinese) body in traditional art is not purely or 
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primarily based on mimesis, but is a process of transformation, through which the formlessness 
or formality of the body deals with a transformational coexistence of the mind, and the body, the 
spirit, and the matter. 
 Dai GuangyuÕs performance certainly involves indexical and metonymic modes of 
representation, as any performance does. But unlike in calligraphy, where legible marks capture 
the three-dimensional sequence of an artistÕs movements and enable viewers to infer these 
patterns from the artistÕs two-dimensional brush strokes, Dai GuangyuÕs work on water-and-ink 
intentionally creates illegible chaos. Water-and-ink leaks out of his body, like bodily waste. This 
scattering of the substance of expression eradicates all possible indexical or iconic 
representations, failing to construct a proper, controlled social body. Interestingly, in an 
interview, Dai Guangyu explained that his art deals with the problem of cultural 
continuation,[23] and his performance of Incontinence emphasizes nocturnal emission, another 
form of bodily failure. How does his performance convey this concept? How does the non-
procreative and non-productive liquid leak illuminate the concept of cultural continuation? To 
start, one might say that the term (continuation), in Dai GuangyuÕs usage, registers a heightened 
sense of sincerity as well as irony. 
 In Incontinence, Dai GuangyuÕs body failed dramatically. His uncontrolled emissions 
emanated from a body suspended in Factory 798 beneath a deliberately preserved Maoist slogan 
emphasizing leadership and order. His body was caught between a transitory pleasure and an 
enduring humiliation, and implicated a problematic continuation that was literally out of control 
and out of order. The suspended and leaking body emphasized an epitome of contradiction. It 
hinted at the rigidity of history and memory, but also suggested the possibility of dialogue 
between past and presentÑ history remade in the anachronistic space. The performance became 
what Walter Benjamin termed, Òa forever incomplete and imperfectÓ allegory.[24] It designated 
a distance from its origin and rejected the illusion of and nostalgia for a wholeness of history. 
The allegorical body Òfreezes the shocked face of history in memorable form,Ó[25] and yet its 
enactment captures an experience that is inaccessible to either a stage of realization and 
transcendence, or a de-contextualized simulacrum of history. Indeed, this body signifies a huge 
embarrassment and hindrance in this non-place of nostalgic history-remaking. 
 The term incontinence is composed of different concepts and layers of meaning. In 
AristotleÕs ethics, incontinence involves something akin to akrasia (weakness of will). Being 
construed as the loss or lack of self-control with moral implications, incontinence is Òconcerned 
with that which is in excess of the state characteristic of most men; for the continent man abides 
by his resolutions more and the incontinent man less than most men can.Ó[26] Incontinence leads 
to irrationality and violates rational judgment of what is good, that is, moral. The incontinent 
person is the one who acts against his choice (prohairesis), namely, his rational desire that arises 
from reason and deliberation. In Thomas AquinasÕs view, the incontinent, out of passion, deems 
prohibited acts as good and enjoys the Òtransitory viceÓ without recognizing that certain 
pleasures should not be pursued.[27]  
 These philosophical analyses of good and evil, rational and irrational, carefully connect 
shame to passion and avoid the physical and erotic dimension of the so-called incontinent 
pleasure. Thus, incontinence is coded as intemperate and attributed to the morally Òunwise and 
weak man.Ó Here incontinence certainly has sexual connotations, particularly in reference to the 
inappropriate and uncontrolled promiscuity that could undermine social morality and cause 
public health problems. While female sexual incontinence, the loss of female chastity, is 
associated with social incontinence,[28] male sexual incontinence and Òout-of-controlnessÓ is 
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naturally and inevitably interpreted as biologically driven and appropriated into the Òmale sexual 
drive discourse,Ó a discourse by which a highly gender-differentiated cultural norm of 
heterosexual sex and relationship can be legitimated.[29]  
 Then we can move the term into its most uncomfortable categoryÑ incontinence in regard 
to bodily waste and fluids, and to the modern body in danger of becoming a humoral and 
unreliable one. The connection between the physically experienced body and its social and 
discursive realization cannot be overlooked. This bodily dysfunction, as Gail Kern Paster sees it, 
has also been bounded with social and cultural anxieties imposed upon (gendered) problematic 
behaviors in the social formations of capitalism.[30] Incontinence emasculates men and places 
them closer to the feminine state, to a threat of castration and sexual impotence, and to becoming 
the yielding body with no determinate borders. The incontinent women are, on the other hand, 
the Òleaky vessels,Ó the ludicrous Bakhtinian grotesque, as they fail to remain in the social role in 
which they should only urinate privately. The corporeal waste of the female body presents, in 
Julia KristevaÕs view, Òthe in-between,Ó Òthe ambiguous,Ó and Òthe objective frailty of symbolic 
order.Ó[31]  
 The two Chinese characters, Shi and Jin (incontinence), are deliberately chosen to title the 
performance. Shi Jin, besides carrying all the above connotations, can also be understood as 
Òlosing prohibitionÓ in the literal sense. This loss of prohibition is palpably associated with the 
fact that, since the market-oriented economy replaced the centrally-planned system, the former 
omnipresent state has retreated from some economic and political arenas. The socialist ideology 
that once justified communist transcendence has been abandoned or reinterpreted. The ruling 
ideology, as Geremie BarmŽ argues, Òhas gone through a transmogrification [...], absorbing both 
communist and capitalist ideas.Ó[32] The transitional period of the 1990s, accompanied by the 
loss of Òthe taboo and the prohibition,Ó was also the societyÕs anxiety about the Òloss of the 
sacred and safe,Ó mainly propelled by the economic and political uncertainty, the soaring social 
inequality and bureaucratic corruption, and the Tiananmen Square crackdown. What emerged as 
a response was, as BarmŽ unmistakably terms it, Òtotalitarian nostalgia,Ó an ambivalent sensation 
toward a Òyearned-forÓ Maoist past that ostensibly promised social harmony and utopian 
perfection. Totalitarian nostalgia expressed longing for national security and pride provided 
during the more totalitarian Maoist era. This type of nostalgia was expected as Òa language of 
denunciation that offered simple solutions to complex problems.Ó[33]  
 When examining the ways in which a touch of nostalgia affected the society of the former 
Soviet Union in the 1990s, Svetlana Boym detects the complementary interplay between two 
forms of nostalgiaÑ utopian and ironic. Whereas utopian nostalgia is reconstructive and 
totalizing, stressing Òthe first root of the word, nostos (home),Ó and emphasizing Òthe return to 
that mythical place on the island of utopia where the Ôgreater patriaÕ has to be rebuilt,Ó ironic 
nostalgia is something inconclusive and fragmentary, which Òputs the emphasis on algia, 
longing, and acknowledges the displacement of the mythical without trying to rebuild it.Ó[34]  
 Dai GuangyuÕs Incontinence strategically represents both forms of nostalgia. The sense of 
Òironic nostalgiaÓ is easier to perceive. On the one hand, the artist performed the piece in a 
former state-run factory, originally conceived as an element of the future communist utopia and a 
model of manufacturing efficiency. The factory served the socialist narrative that lauded a 
proletarian collective consciousness and promoted an ideal of nationalist industrialization. All of 
these ideas were encapsulated in the slogan painted on the factory wall and in the structure of the 
building itself. During the 1950s and 1960s, the heyday of Factory 798, an architectural aesthetic 
of utilitarian and functionalist logic dominated industry and exchange. Factories such as 798 
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served as the material foundation of a labor collective and the center of an egalitarian way of life, 
and it also operated as self-contained communities for urban workers and their families, 
struggling together to construct the utopian vision of socialism. In Incontinence, the artistÕs 
gyrating body with the problematic function and implication precisely signifies what was lost. It 
signifies the absence of the collective, the collapse of the aestheticized milieu of the workers, and 
the disappearance of place that once integrated life, art, and production.[35] 
 On the other hand, the dribbling dark fluids and hanging corporeal shell create a haunting 
visual effect of violence and displacement. The ghostly hung man resembles the tragic Òsuicide 
hanging,Ó a personÕs final gesture of disobedience against a miscarriage of justice in the 
Confucian system. Similar forms of extreme violence against the self, as a reaction to and an 
escape from hopelessness, reportedly occurred often during the Cultural Revolution.[36] That 
sense of displacement derived from the performance acknowledges the unredeemable pain and 
humiliation from the past; it also reveals that the nostalgic search for a secure and grounded 
homespace can be nothing but a futile gesture, and the nostalgic attitude toward the past does not 
reflect ÒcontinuationÓ as it does a predetermined ÒdiscontinuationÓ of that secure past. It is fair to 
argue that the ÒbrutalÓ commemoration creates a dialogical tension and contradiction with the 
commemoration of the brutality in the past, and performs a perceived mourning and melancholia 
for the impossibility of return. 
 The whitened face is also deliberately used in Incontinence. This ÒmaskedÓ face, which 
conceals the real identity of the performer, is Dai GuangyuÕs trademark persona and has been 
repeatedly employed in a number of performances, such as Yidi kan dianying (Be Lost) in 
1999,[37] Shanshui (Picturesque Landscape) in 2006, and Yizhiji yu yizhi siqu de tuzi duihua shi 
kunnan de (It is Difficult to Make a Dialogue between a Rooster and a Dead Rabbit) in 2007. 
The disguised and over-repeated representation of Òthe faceÓ can be attributable to what Zhu Qi 
characterizes as an important allegorical feature of contemporary Chinese visual art, namely, the 
de-individualization of the individual.[38] This abstract spectacularization of the self conceals 
any unequivocal idiosyncratic expression; it fashions the self as a Òspectacle of the collective,Ó 
and as Òallured by the act of searching for and ridiculing the collective spirit.Ó[39] As the visual 
subjects are made to splurge on the recurring and identical expression and establish a self as the 
collective spectacle, their affect and memories are excessively emptied out and only the bodily 
husks are reserved to Òmake scenes.Ó Invaded by the wholesale nature of symbolization, any 
individual identity is made to represent the collective everyman, and yet, the decontextualization 
of the visual symbolization at the same time violates the arbitrary and totalizing order between 
signifier and signified.  
 Using his recurring disguised and whitened face to ÒunfeelinglyÓ and ÒexpressionlesslyÓ 
encounter various forms of social and performative circumstances, Dai GuangyuÕs 
spectacularization of the collectivized self, which nevertheless remains after Òlosing the 
prohibition,Ó also tackles the tension between the individual and the collective. While his 
nonchalant appearance illustrates a physical and psychological separation from and expulsion of 
the Maoist cult and sign, the ÒabjectÓ with the aura of the sublime, if borrowing KristevaÕs term, 
ÒpermeatesÓ the subject and brings about the realization of the subject as always-already a part of 
the Òabject,Ó[40] and always as an ordinary product out of many. Incontinence brings in a loss of 
and an uncanny nostalgia for the wholeness. 
 
A Surplus of Nostalgia, and a Failure of Transcendence 
 Being inevitably inauthentic, nostalgia is a strategic and selective recollection of the past; it 
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lingers on the lost past and acts as, in James HartÕs account, Òthe secret of the present protention 
of the future.Ó[41] HartÕs article on the phenomenology of nostalgia carefully looks into how 
nostalgia functions in relation to our perceived temporality. He writes: 
  Various themes of nostalgic reveries suggest that the present future is included in the  
  nostalgic past. Where we were in the golden time of nostalgia was a home for us not 
 unlike the home of which we are now in search. But as an explicit remembering of the past 
 actual home would only reveal a prosaic reality, so the explication of the everyday 
 expectation of the present future would not reveal the golden qualities of the hoped-for 
 future (Hart, 408). 
 
In HartÕs view, the here and the now of the present remembering I slips into the memory world 
in which the future (in the remembered past) was not yet determined. Then, from the standpoint 
of the remembering I, the future provided by the memory Òappears determined up to the very 
moment of the present remembering.Ó This trick of temporality invoked by nostalgia creates a 
pattern of being, by which the past, with the newly given intentionality, can bridge and 
comprehend the present future.[42]  
 Here, one form of socialist nostalgia, constructed in the form of retelling personal stories 
known as su ku (speaking bitterness), can be taken as an illuminating example of this functional 
nostalgia. This retelling and reorganizing of personal memories present an expression of 
discontent against the most recent version of modernity in the PRC that displaces the nostalgic 
subjects and disavows their historical identities.[43] Lisa RofelÕs ethnographic study that 
interrogates the teleological discourse of modernity in the PRC shows that the old Chinese 
women workers in the increasingly marginalized state-owned factories draw on socialist 
nostalgia, the dominant mode of which Òendeavors to capture a protected and pure essence of 
socialism that precedes the history of its degradation.Ó[44] Their nostalgic memorization not 
only reconstructs a historical narrative of the past in which they were once the heroes of the 
Maoist state, but also provides an alternative socialist history and implicit social commentary on 
the postsocialist vision of modernity. This strategic recollection and representation of the past 
facilitates the subject to create both a contested terrain in which to review the gendered and 
ideologized identity in the socialist past, and Òa certain distance between themselves [...] and the 
post-Mao state.Ó[45] In other words, this type of nostalgia takes part in lived experiences, harks 
back to the historical trajectory from the past to the present and to the future, and expresses the 
attempt to diverge from teleologically-charged paths of progress, which, in this case, is ChinaÕs 
modernization. In reconstructing the individual temporality of remembering I, these old women 
workers, or, the marginalized nostalgic subjects, imagine and value their future in a more critical 
way, and gradually develop a new form of collective identity and consciousnessÑ instead of 
thinking of themselves as mere wage earners, these workers still preserve certain commitment 
and pride in contributing themselves to the workplace, which is also their home. 
 Unfortunately, nostalgia, particularly with the economy of nostalgia in the postmodern age, 
has also become a surplus; it is overdosed with signification and memorization of history. The 
resignifying productivity based on the continuously melancholy fascination with displacement 
inherently results in the surplus consumption and investment of the sign exchange value of 
individual and cultural memory. The phenomenological experience of nostalgia and its multiple 
temporalities is easily and entertainingly added with a postmodern touch. Through the 
consumption of nostalgia, the irretrievable past is made to appear at the present and then to 
disappear into the future, as a history effect, by which we find and accept that the imagined past 
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can go perfectly hand in hand with the imagined future. To put it in another way, the desire for a 
moment of transcendence is now subordinated to signs. Jean Baudrillard predicts the end of 
critical reflection and transcendence in the postmodern world of consumption and simulation: 
Òthere is no transcendence any more, not even the fetishistic transcendence of the commodity. 
There is now only immanence in the order of signs.Ó[46] In this order of signs, nostalgia replaces 
history and Òassumes its full meaning,Ó[47] and transcendence, or, the so-called postmodern 
transcendence, promises nothing but makes an ephemeral and brilliant spectacle. As a result, 
another form of socialist nostalgia, the postmodern one, takes more pleasure in diving into the 
semiotic matrix of the socialist history, and it also, as Susan Stewart notes in her book on the 
problematic relations between lived experience and narrative of longing, Òreproduces itself as a 
felt lack.Ó[48] This type of nostalgia exploits the slippage between the nostalgic narrative and the 
lived experience, which is manifested as the sign in crisis in the representational practice, and as 
the gap between signifier and signified that Derrida and others have termed the Òmyth of 
presence in Western metaphysics.Ó[49] The original loss, the signified or the referent, is less 
attractive than the desire for what is lost, a desire that is only sustainable by dwelling in a self-
sufficient sign-making machine and separating the loss and its substitute presence(s)Ñ the 
signifier. This is where we can see that nostalgia flourishes precisely ascribable to the 
segregation of history and its consumable narrative, and, as Stewart argues, that the Ònostalgic 
dreams of a moment before knowledge and self-consciousness that itself lives on only in 
the self-consciousness of the nostalgic narrative.Ó[50] And, the particular form of socialist 
nostalgia, from this perspective, should be understood as a longing narrative structured by the 
ideological closure on the meaning of socialism,[51] from which a real amnesiaÑ or, a real 
lossÑ of the past that indulges our excessive interpretation and parade of the particular history 
can come into being. To my understanding, a desire for a moment of transcendence of the 
existent and present is therefore provided by, and expected from this postmodern socialist 
nostalgia, with a Òdistinctly utopian face.Ó[52]  
 When we return to Dai GuangyuÕs Incontinence at this point, we can interestingly find the 
ways in which Òincontinence,Ó no matter whether it is conceptualized as morally weak or 
physically degenerated, constitutes an ambiguous and profane state that is precisely impossible 
for transcendence. For instance, confronting the well-protected, ready-for-nostalgia textual ruins 
of the painted Maoist slogan, which can be a perfect spot on which nostalgia dwells and redeems 
an idealized past in the trendy mode of cultural consumption, the performing body is made to, 
metaphorically and literally, dribble away the ink and disarray its visible traces. Those black and 
messy (bodily) traces, which are potentially indexical signs referable to text or inscription of 
certain gestures acknowledge a discontinuity between the given historicity and the individual 
endeavor to fetishize and transcend that given, and between the referenced signification and its 
resignification.[53]  
 Holding and talking with a rooster has been a recurring setting in Dai GuangyuÕs 
performance series. He enjoys using the somewhat strange action of interacting with an animal to 
mimic Joseph BeuysÕs similar action in How to Explain Paintings to a Dead Hare (1965). In the 
performance presented at the Schmela Gallery in DŸsseldorf, BeuysÕs head was coated in a 
mixture of honey and gold leaf, indicating a potential in alchemical transformation. He spent 
three hours in a ÒconversationÓ with a dead hare, since Òeven a dead animal preserves more 
powers of intuition 
than some human beings with their stupid rationality.Ó[54] In the enigmatical and poetic 
explanation of his artistic principles to the dead hare, Beuys endowed his art with a strong sense 
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of idiosyncratic charisma, legitimacy, and myth, as though he and only he could manage to 
ÒdivineÓ art into its ontological and essential realm, so that certain human existence and its 
possibility of transcendence could be mystically revealed. Fat, felt, honeyÑ the primary mediums 
of BeuysÕs artÑ unquestionably reaffirm his idea that everything is in a state of change; they 
symbolize the alchemical transmutation as well as promise of a social, spiritual, and spatio-
temporal transcendence. Urszula Szulakowska astutely points out that BeuysÕs Fat Chair (1963) 
implies Òhistory is no more substantial than myth, [and] redemption is possible through the 
imagination alone.Ó[55] Intentionally imitating and mocking the transcendental confidence 
embedded in BeuysÕs act that is preoccupied with occult and unspeakable experiences, Dai 
Guangyu, the rooster held against his hung body, and the annoying whistle sound, only 
constructs an unspiritual, copy-cat-like performative composition Òin bad taste.Ó One can also 
argue that the unsuccessful aesthetic autonomy and sublimity subtly plays with a spatio-temporal 
lump at which one cannot be channeled throughout different stages of the Òadvent of being.Ó 
 In this sense, Incontinence also distinguishes itself from many other contemporary 
performance pieces in China that seek to create a link between transcendence and actions that 
entail terror and violence, a link that reflects the classical Kantian idea and formation of the 
sublime. Since the 1990s, a number of documentary photographs of contemporary Chinese 
performance art have shown the artistsÕ brutal treatment of their own performing bodiesÑ the 
male bodies in particular. In Shier Pingfangmi (12 Square Meters, 1994), for instance, the artist 
Zhang Huan covered his naked body in fish oil and honey, and sat in a stench-filled public toilet, 
attracting flies. Yang Zhichao, another performance artist, invited people to plant grass in his 
back or brand his government ID number on the body.[56] In a performance titled Zhu (Casting), 
in 2004, the artist He Yunchang cast himself within a cement block and stayed in there for 24 
hours. The internationally notorious Òvoluntary and self-inflictedÓ enactment of pain and 
suffering of the (male) body through performance has become a contentious issue at levels of 
social and scholarly inquiry. 
 In Gao MingluÕs view, these artists, by using the body to pursue the emotional and physical 
capabilities of endurance, show their belief in and commitment to human dignity in the most 
unbearable socio-political environment, namely, the new wave of political conservatism and the 
boom of consumer society in the post-1989 era.[57] Lesley Sanderson, from Òa westernerÕs point 
of view,Ó comments on these pieces from another direction and criticizes this mode of cruel 
embodiment as Òa motif and another way of classifying, othering, and exoticizing the body.Ó[58] 
But both of the reviews note how the artists understand the act of self-torturing the body as a 
path toward sublimity and transcendence, and as a way in which the spectators might ÒsutureÓ 
their aesthetic and cognitive abilities to Òfind backÓ themselves in the socio-political chaos and 
thus be liberated along with the artists. To my understanding, the above performative 
presentations of the male body, while criticizing the brutality of political repression and 
ideological zeal in the Maoist era, as well as commenting on the public disillusionment and 
skepticism in the post-1989 everyday life in the PRC, explicitly insist upon the self-contained 
qualities of the work of art, and try the very best to approach the sense of grandeur and 
magnificence through ÒsuperÓ masculine physicality and aestheticized magnitude. This longing 
for sublimity and martyrdom, given their sources in terror, pain, and power, ironically echoes or 
mirrors the positivist and revolutionary romanticism demonstrated in socialist realism. 
 In contrast to such performative sublimity, Dai GuangyuÕs Incontinence showcases a 
disappointing and emasculating image of bodily endurance, a phenomenologically constructed 
Òperception of the end of the ideal,Ó and Òfailure of transcendence.Ó Also, while some 
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performance artists emphasize dialogue between the social and historical determinants of site and 
the art work within, Incontinence, along with its sense of anti-sublimity, expresses a mocking 
attitude toward the overexploited site-specificity, as the pre-existing spatial and architectural 
signifiers of Factory 798 have been immodestly used to produce second-hand representations of 
the real. Opposed to lieux de mŽmoire (sites/places of memory), in which traces of memory can 
be physically crystallized or Òtaken refuge in gestures and habits, in skills passed down by 
unspoken traditions, in the bodyÕs inherent self-knowledge [...],Ó[59] Factory 798, a site of 
nostalgia, does not necessarily entail the exercise of memory and bodyÕs inherent self-
knowledge, or Òtake root in the concrete.Ó Rather, such a site works with an overabundance of 
signification that continues to be evocative and to connote more than it can possibly do. 
 It is precisely through this form of visualization of plentitude that the site of nostalgia Ñ
Factory 798Ñ might evoke an imagined and semiotic wholeness that would not be lost because it 
never existed. As this hung and out-of-control body stubbornly lingers between past and present, 
it makes an empty gesture to ÒconfessÓ its lack of lived experience since it is a pure spectacle, a 
sign contributing to the nostalgic sense of a real loss in this non-place. In a way, the piece 
suggests the problem of ÒlackingÓ and ÒleakingÓ identities in this particular space. It both admits 
the hunger for roots that are fundamental to our deepest identity, and is vigilant about the way in 
which it can be turned into a retro visual effect for consumption of the socialist past, just like the 
magnified ÒMaoÕs Right ArmÓ or ÒMao Jacket.Ó In this state of incontinenceÑ that is against the 
very longing for retrieving the uncatchable eminence of the past and turns what was lost into a 
restorative, idealizing image of plenitudeÑ we find the new definition of nostalgia. 
 
Bibliography 
Aristotle. Nicomachean Ethics. Trans. and Intro. David Ross. New York: Oxford UP, 1980.  
 
AugŽ, Marc. Non-places: Introduction to an Anthropology of Supermodernity. Trans. John 
 Howe. London: Verso, 1995. 
 
Bamford, Karen. ÒIntroduction.Ó Sexual Violence on the Jacobean Stage. Basingstoke: 
 Macmillan, 2000, 1-24. 
 
BarmŽ, Geremie. Shade of Mao: the Posthumous Career of the Great Leader. New York: M.E. 
 Sharpe, 1995. 
- - - . ÒTotalitarian Nostalgia.Ó In the Red: On Contemporary Chinese Culture. New York:  
 Columbia UP, 1999, 316-344. 
 
Baudrillard, Jean. The Consumer Society: Myths and Structures. London: Sage Publications, 
 1998. 
- - - . Simulacra and Simulation. Trans. Sheila Faria Glaser. Ann Arbor: U of Michigan P, 1994. 
 
Benjamin, Walter. ÒAllegory and Trauerspiel.Ó The Origin of German Tragic Drama. London: 
 Verso, 1998, 159-235. 
 
Boym, Svetlana. Common Places: Mythologies of Everyday Life in Russia. Cambridge: Harvard 
 UP, 1994. 
 



© Jiayun Zhuang, ÒFactory 798: the Site of Nostalgia and its Incontinent Dweller Ó  
Extensions 5 (2009). http://www.extensionsjournal.org 

12 

Brownell, Susan. Training the Body for China: Sports in the Moral Order of the PeopleÕs 
 Republic. Chicago: U of Chicago P, 1995. 
 
Burnyeat, M. F. ÒAristotle on Learning to Be Good.Ó AristotleÕs Ethics: Critical Essays. Ed. 
 Nancy Sherman. Lanham: Rowman & Littlefield, 1999, 205-230. 
 
Charlesworth, Andrew. ÒContesting Places of Memory: the Case of Auschwitz.Ó Environment 
 and Planning D: Society and Space 12 (1994): 579-593. 
 
Chase, Malcolm, and Christopher Shaw. ÒThe Dimensions of Nostalgia.Ó The Imagined Past: 
 History and Nostalgia. Eds. Malcolm Chase and Christopher Shaw. Manchester: 
 Manchester UP, 1989, 1-17. 
 
Clarke, David. ÒIconicity and Indexicality: The Body in Chinese Art.Ó Semiotica 155 (2005): 
 229-248. 
 
Dai, Jinhua. Ò798: Mingxie yu Yanmai Lishi de KongjianÓ (798: the Space that Inscribes and 
 Buries History) Urban China 17 (2007): 29-33. 
- - - . ÒImagined Nostalgia.Ó Postmodernism & China. Eds. Arif Dirlik and Xudong Zhang. 
 Durham: Duke UP, 2000, 205-221. 
 
Dainotto, Robert. ÒThe Excremental Sublime: The Postmodern Literature of Blockage and 
 Release.Ó Postmodern Culture: An Electronic Journal of Interdisciplinary Criticism 3.3 
 (1993). 
 
Dirlik, Arif. ÒPost-Socialism? Reflections on Socialism with Chinese Characteristics.Ó Marxism 
 and the Chinese Experience: Issues in Contemporary Chinese Socialism. Eds. Arif Dirlik  
 and Maurice Meisner. Armonk: M.E. Sharpe, 1989, 362-384. 
 
Eagleton, Terry. ÒCapitalism, Modernism, and Postmodernism.Ó New Left Review (July-August 
 1985): 60-73. 
 
Feng, Boyi. ÒHongse de Jiyi yu Xiangxiang.Ó (The Red Memories and Imaginations) Guancha 
 Jia (Art Observer) 11 (2003): 30-31. 
 
Gao, Minglu. A Dialogue between Gao Minglu and Dai Guangyu. A special contribution to 
 arts.tom.com. http://arts.tom.com/1029/2004/3/24-59523.html 
- - - . The Wall: Reshaping Contemporary Chinese Art. Buffalo: Albright- Knox Art Gallery, 
 2005. Goldman, Merle, Timothy Cheek, and Carol Lee Hamrin, eds. ChinaÕs Intellectuals 
 and the State. Cambridge: Harvard UP, 1987.  
 
Hart, James. ÒToward a Phenomenology of Nostalgia.Ó Man and World 6.4 (1973): 397-420. 
 
Hay, John. ÒThe Body Invisible in Chinese Art.Ó Body, Subject, and Power in China, Eds. 
 Angela Zito and Tani Barlow. Chicago: U of Chicago P, 1994, 42-77. 
 



© Jiayun Zhuang, ÒFactory 798: the Site of Nostalgia and its Incontinent Dweller Ó  
Extensions 5 (2009). http://www.extensionsjournal.org 

13 

Hollway, Wendy. ÒGender Differences and the Production of Subjectivity.Ó Changing the 
 Subject. London: Methuen, 1984, 227-263. 
 
Kent, Bonnie. ÒTransitory Vice: Thomas Aquinas on Incontinence.Ó Journal of the History of 
 Philosophy 27 (1995): 199-223. 
 
Kiang, Eliot. Ò798: Five Glorious Decades.Ó Reflections on Art, Architecture, and Society in 
 China: Beijing 798. Beijing: Timezone8 and Thinking Hands, 2004, 32-37. 
 
Kiang, Karon Morano. ÒIntroduction: A New Vocabulary.Ó Reflections on Art, Architecture, and 
 Society in China: Beijing 798. Beijing: Timezone8 and Thinking Hands, 2004, 4-9. 
 
Kristeva, Julia. ÒFrom Filth to Defilement.Ó Powers of Horror: An Essay on Abjection. Trans. 
 Leon S. Roudiez. New York: Columbia UP 1982, 56-89. 
 
Legg, Stephen. ÒContesting and Surviving Memory: Space, Nation, and Nostalgia in Les Lieux 
 de MŽmoire.Ó Environment and Planning D: Society and Space 23 (2005): 481-504. 
 
Lipman, Jonathan, and Stevan Harrell, eds. Violence in China: Essays in Culture and 
 Counterculture. Albany: State U of New York P, 1990 
 
Lu, Hanchao. ÒNostalgia for the Future: The Resurgence of an Alienated Culture in China.Ó 
 Public Affairs 75.2 (Summer 2002): 169-186. 
Lu, Peng, and Yi Dan. Zhong Guo Xian Dai Yi Shu Shi, 1979-1989 (A History of Chinese  
 Modern Art, 1979-1989). Changshang: Hunan Art P, 1992, 342-348. 
 
Lu, Sheldon Hsiao-peng. ÒArt, Culture, and Cultural Criticism in Post-New China.Ó New 
 Literary History 28.1 (1997): 111-133. 
 
McCauley, Karen. ÒProduction Literature and the Industrial Imagination.Ó The Slavic and East 
 European Journal 42.3 (1998): 444-466. 
 
Nora, Pierre. ÒBetween Memory and History: Les Lieux de MŽmoire.Ó Representations 26 
 (Spring 1989): 7-24. 
 
Olalquiaga, Celeste. Megalopolis: Contemporary Cultural Sensibilities. Minneapolis: U of 
 Minnesota P, 1992. 
 
Paster, Gail Kern. ÒLeaky Vessels: The Incontinent Women of City Comedy.Ó The Body 
 Embarrassed: Drama and the Disciplines of Shame in Early Modern England. Ithaca: 
 Cornell UP, 1993, 23-63. 
 
Pease, Donald. ÒSublime Politics.Ó The American Sublime. Ed. Mary Arensberg. Albany: State U 
 of New York P, 1986, 21-49. 
 
Phelan, Peggy. ÒThe Ontology of Performance: Representation without Reproduction.Ó 



© Jiayun Zhuang, ÒFactory 798: the Site of Nostalgia and its Incontinent Dweller Ó  
Extensions 5 (2009). http://www.extensionsjournal.org 

14 

 Unmarked: The Politics of Performance. Routledge: New York, 1993, 146-166. 
 
Pickowicz, Paul. ÒHuang Jianxin and the Notion of Postsocialism.Ó New Chinese Cinemas: 
 Forms, Identities, Politics. Eds. Nick Browne, Paul G. Pickowicz, Vivian Sobchack, and  
 
Esther Yau. New York: Cambridge UP, 1994, 57-87. 
 
Ray, Gene. Terror and the Sublime in Art and Critical Theory. From Auschwitz to Hiroshima to 
 September 11, New York. Basingstoke: Palgrave Macmillan, 2005. 
 
Roach, Joseph. ÒDeep Skin: Reconstructing Congo Square.Ó African-American Performance and 
 Theater History. Eds. Harry J. Elam Jr. and David Krasner. New York: Oxford UP, 2001, 
 101-113. 
 
Rofel, Lisa. Other Modernities: Gendered Yearnings in China After Socialism. Berkeley: U of 
 California P, 1999. 
 
Sanderson, Lesley. ÒMale Body Fatigue.Ó YishuÑ Journal of Contemporary Chinese Art 7.3 
 (2008): 73-85. 
 
Seyhan, Azade. ÒAllegories of History: The Politics of Representation in Walter Benjamin.Ó 
 Image and Ideology in Modern/Postmodern Discourse. Eds. David Downing and Susan  
 Bazargan. Albany: State U of New York P, 1991, 231-248. 
Sobchack, Vivian. ÒÔSurge and SplendorÕ: A Phenomenology of the Hollywood Historical Epic.Ó  
 Representations 29 (Winter, 1990): 24-49. 
 
Stephanson, Anders. ÒRegarding PostmodernismÑ A Conversation with Fredric Jameson.Ó 
 Social Text 21 (1987): 29-54. 
 
Stewart, Susan. On Longing: Narratives of the Miniature, the Gigantic, the Souvenir, the 
 Collection. Baltimore: The Johns Hopkins UP, 1984. 
 
Tang, Ling-Yun. ÒCommodifying Culture in the Global City: Spatial Practices and Symbolic 
 Boundaries of Contemporary Art in Beijing.Ó Ph.D. Dissertation. Yale University, 2008. 
 
Taylor, Diana. The Archive and the Repertoire: Performing Cultural Memory in the Americas. 
 Durham: Duke UP, 2003. 
 
Szulakowska, Urszula. ÒThe Paracelsian Magus in German Art: Joseph Beuys and Rebecca 
 Horn.ÓArt & Alchemy. Ed. Jacob Wamberg. Copenhagen: Museum. Tusculanum P; U of 
 Copenhagen, 2006, 171-192. 
 
Wang, Ban. The Sublime Figure of History: Aesthetics and Politics in Twentieth-Century China. 
 Stanford: Stanford UP, 1997. 
 
Zhang, Xudong. ÒShanghai Nostalgia: Postrevolutionary Allegories in Wang AnyiÕs Literary 



© Jiayun Zhuang, ÒFactory 798: the Site of Nostalgia and its Incontinent Dweller Ó  
Extensions 5 (2009). http://www.extensionsjournal.org 

15 

 Production in the 1990s.Ó positions: east asia cultures critique 8.2 (2000): 349-387. 
 
Zhu, Qi. Dizhi Jingguan (Resisting Spectacles), in the catalogue of China XXI CenturyÑ The 
 Individual and the Self-formation in the Social Transformation. Palazzo della Esposizioni, 
 Rome, 2008. 
 
[1] See Dai JinhuaÕs Ò798: Mingxie yu Yanmai Lishi de KongjianÓ (798: the Space that Inscribes and Buries 
History), 30. 
[2] In October, 1957, Joint Factory 718Ñ the predecessor of Factory 798Ñ had a glorious opening and 
enthusiastically welcomed the workers. The ChinaÕs vice premier Bo Yibo and the East GermanyÕs vice premier 
Erich Honecker presented at the ribbon-cutting ceremony. ÒTo the citizen of Beijing, (the factory) becomes a 
coveted place to work, to live, and to contribute to the communist cause. It becomes a shining example of the 
communist idealÑ work hard for the community, and the community will take care of you (italics added by the 
author).Ó See Eliot KiangÕs Ò798: Five Glorious DecadesÓ in Reflections on Art, Architecture, and Society in China: 
Beijing 798 (Beijing: timezone8 and thinking hands, 2004), 32-37. 
[3] Starting in 1997, the Chinese central government launched a number of major initiatives to reform the industrial 
sectors, which dismantled the political economic basis of the planned economy. The initiatives, with the aim of 
strengthening central state fiscal capacity, have resulted in the decline of the traditional industrial constituencies. 
Most factories of Joint Factory 718 had to reduce productivity severely after the mid 1980s, and a large number of 
factory workers left their posts (xia gang, a euphemism for layoff). The factory complex went through a decline and 
eventually faded away from the economic stage. Parts of the complex have been laid idle for years, turned into 
obsolete ruins, or simply torn down. Also see Reflections on Art, Architecture, and Society in China: Beijing 798, 
39. 
[4] Since the late 1990s, groups of artists and art merchants have begun to move in the space, establishing horizontal 
cooperation and networks, and trying to keep themselves away from the vertical reliance on the state and its 
patronage systems. They transformed the factory space into an approximately 500,000 square meters area (including 
performance spaces, studios, galleries, cafes, shops, and residence area), making Factory 798 into an exclave and a 
citadel of a huge number of independent artists. ÒAlmost overnight,Ó writes Kiang, Ò798 had established itself as a 
viable alternative, a center of contemporary art, architecture and culture that was as organic as it was vibrant.Ó See 
Karon Morono KiangÕs ÒIntroduction: A New VocabularyÓ in Reflections on Art, Architecture, and Society in 
China: Beijing 798. 
[5] In the 11th municipal Five-Year-Plan, the Beijing Municipal Government states that ÒCultural Creative IndustryÓ 
is one of the future pillar industries of Beijing, and the government will Ògive priority to the development of six 
major cultural creative industries.Ó See the official website of The Beijing Municipal Bureau of Commerce. 
[6] See Ling-Yun TangÕs ÒPostsocialist Cultural Policy in Beijing: Making Space for Contemporary Art.Ó It is an 
unpublished paper presented at Òthe Third Annual Graduate Seminar on ChinaÓ at the Chinese University of Hong 
Kong in 2007. The major part of the paper is included in Chapter 1 of TangÕs dissertation, entitled ÒCommodifying 
Culture in the Global City: Spatial Practices and Symbolic Boundaries of Contemporary Art in BeijingÓ (2008). 
[7] Paul Pickowicz locates the definition of postsocialism within the domain of public perception and considers 
postsocialism as a negative, dystopian condition that designates public disillusionment and skepticism about the 
officially defined socialist ideology. That shared overwhelming feeling, writes Pickowicz, is Ò... the public 
awareness of the failure of the traditional socialist system and the absence of a socialist identity among ordinary 
people who live in or have lived in traditional socialist societies.Ó See Paul Pickowicz, ÒHuang Jianxin and the 
Notion of Postsocialism.Ó Emphasizing the importance of actually existing socialism, Arif DirlikÕs theorization of 
postsocialism examines the ways in which MaoÕs socialist politics has been, through state top-down intervention, 
reconceptualized into the context of global capitalist modernity in a strategic way. He understands this revised 
socialism as postsocialism, which responds to the experience of capitalism yet still possesses the capabilities to 
overcome the deficiencies of capitalist development. See Arif Dirlik, ÒPostsocialism? Reflections on Socialism with 
Chinese Characteristics.Ó 
[8] See Anders Stephanson, ÒRegarding PostmodernismÑ A Conversation with Fredric Jameson,Ó 32. [9] Celeste 
Olalquiaga, Megalopolis: Contemporary Cultural Sensibilities, 6. [10] Ibid. [11] See Dai Jinhua, ÒImagined 
Nostalgia,Ó in Postmodernism & China, 211. 
[12] It is important to point out that both Walter Gropius and the Bauhaus head Erich Mendelsohn insisted on an 
architectural vocabulary that would, despite advocating mass production and an understanding of the Òmachine age,Ó 
embrace spiritual aspirations and formal poetics, rather than the strictly functionalist aesthetics and Rationalist ideals 



© Jiayun Zhuang, ÒFactory 798: the Site of Nostalgia and its Incontinent Dweller Ó  
Extensions 5 (2009). http://www.extensionsjournal.org 

16 

espoused by some of their contemporaries. In this sense, the functionalist style reflected in Factory 798 is not quite 
the same as the factory aesthetic of the Bauhaus school. See Jenny LinÕs working paper entitled Ò798 and the 
Construction of a Contemporary Chinese Art.Ó 
[13] See Marc AugŽ, Non-places: Introduction to an Anthropology of Supermodernity. He writes: ÒIf a place can be 
defined as relational, historical and concerned with identity, then a space which cannot be defined accordingly will 
be a non-place. The hypothesis advanced here is that supermodernity produces non-places, meaning spaces which 
are not themselves anthropological places and which [...] do not integrate the earlier places: instead these are listed, 
classified, promoted to the status of Ôplaces of memory,Õ and assigned to a circumscribed and specific position (77-
78).Ó 
[14] Ibid. 
[15] Shanghai Nostalgia, as a collection of colonial remains, is reflected through a series of literature and cultural 
works coming out of 1990s. By relocating and reinventing its past via Shanghai Nostalgia, the city of Shanghai 
successfully places itself on the national as well as the transnational platform. See Zhang XudongÕs ÒShanghai 
Nostalgia: Postrevolutionary Allegories in Wang AnyiÕs Literary Production in the 1990s.Ó Also see Lu HanchaoÕs 
ÒNostalgia for the Future: The Resurgence of an Alienated Culture in China.Ó 
[16] Also see Zhang XudongÕs ÒShanghai Nostalgia,Ó 368. [17] Sui Jianguo is professor and head of the Department 
of Sculpture in Central Academy of Fine Arts in Beijing. 
[18] Feng Boyi, the curator of the exhibition, considers that the exhibition aimed at, by investigating and 
reinterpreting Hongse Jiyi (Red Memory) from a different perspective, searching for a new momentum alternative to 
the hegemonic globalization. See FengÕs ÒHongse de jiyi yu xiangxiangÓ (The Red Memories and Imaginations). 
[19] See Geremie BarmŽÕs Shade of Mao: The Posthumous Cult of the Great Leader, 49. 
[20] In his essay, Terry Eagleton examines the difference between modernism and postmodernism regarding 
presence and absence of the subject. He argues that while modernists still search for meaning and get caught up in 
feelings of alienation and self-contradiction, the postmodernists find the sense of struggle has vanished, for Òthere is 
no longer any subject to be alienate.Ó See Terry EagletonÕs ÒCapitalism, Modernism, and Postmodernism,Ó 70. 
[21] Some of these individuals experienced turbulence and trauma during the socialist era. Also see Francesca Dal 
Lago, ÒPersonal Mao: Reshaping an Icon in Contemporary Chinese ArtÑ Chinese Political and Cultural Leader Mao 
Zedong.Ó (only as reference) 
[22] See David ClarkeÕs Iconicity and Indexicality: The Body in Chinese Art. [23] See A Dialogue between Gao 
Minglu and Dai Guangyu, a special contribution to arts.tom.com. [24] See Benjamin, ÒOn Allegory and 
Trauerspiel,Ó 45. 
[25] Here I borrow Azade SeyhanÕs intriguing argument from his discussion on the difference between allegory and 
symbol. See SeyhanÕs ÒAllegories of History: The Politics of Representation in Walter Benjamin,Ó in Image and 
Ideology in Modern/Postmodern Discourse. 
[26] See Nicomachean Ethics, 25. Also see BurnyeatÕs ÒAristotle on Learning to Be GoodÓ in AristotleÕs Ethics: 
Critical Essays. 
[27] The term, Òtransitory vice,Ó is borrowed from Bonnie KentÕs ÒTransitory Vice: Thomas Aquinas on 
Incontinence.Ó 
[28] The insistence on female chastity can be understood as a larger concern with sexual discipline. In her research 
on female victimization and female agency exemplified in Jacobean drama, Karen Bamford examines the discourse 
of chastity that dictates the representation of women on the early modern stage. She argues that, Òhistorians have 
observed a heightened emphasis on sexual morality from the middle of the sixteenth century,Ó by which the sexually 
Òunruly,Ó ÒleakyÓ women were seen as ÒunchasteÓ women. See BamfordÕs Sexual Violence on the Jacobean Stage. 
[29] See Wendy Hollway, ÒGender Differences and the Production of Subjectivity.Ó [30] See The Body 
Embarrassed: Drama and the Disciplines of Shame in Early Modern England. [31] See Kristeva, ÒFrom Filth to 
Defilement,Ó in Powers of Horror, 70. [32] See Geremie BarmŽÕs ÒTotalitarian Nostalgia,Ó In the Red: On 
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Spectacles). [39] Ibid. [40] Kristeva, ÒApproaching AbjectionÓ in Powers of Horror, 11. [41] James Hart, ÒToward a 
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© Jiayun Zhuang, ÒFactory 798: the Site of Nostalgia and its Incontinent Dweller Ó  
Extensions 5 (2009). http://www.extensionsjournal.org 

17 

See Simulacra and Simulation, 6-7. 
[48] Susan Stewart, On Longing: Narratives of the Miniature, the Gigantic, the Souvenir, the Collection, 23. [49] 
Ibid, 17 [50] Ibid, 23. [51] See ÒSocialist Nostalgia, 137. 
[52] Here I borrow a sentence from StewartÕs writing. The original sentence is Ò...Hostile to history and its invisible 
origins, and yet longing for an impossibly pure context of lived experience at a place of origin.[...] [N]ostalgia wears 
a distinctly utopian face [...] that turns toward a [...] past which has only ideological reality,Ó 136. 
[53] I am inspired by the postmodern sublime theorized by Donald Pease. See ÒSublime Politics.Ó in The American 
Sublime. Also see Dainotto, ÒThe Excremental Sublime: The Postmodern Literature of Blockage and Release.Ó 
[54] See David HopkinsÕs After Modern Art 1945-2000, 90. [55] See Jacob Wamberg (ed.) Art & Alchemy, 182. [56] 
The first piece is titled Zhongcao (Planting Grass), and the second one is titled Lao (Iron) [57] See Gao MingLuÕs 
The Wall, 176. [58] See LesleyÕs ÒMale Body Fatigue,Ó 82. 
[59] French historiographer Pierre Nora develops the concept of lieux de mŽmoire (sites/places of memory) to 
examine the ways in which traces of memory can be physically crystallized and reconstituted to respond to the 
disappearance of national memory in the modern world. He also recognizes the human body as one of the locations 
of memory. The sites of memory could be ÒmaterialÓ commemorated locations, ÒsymbolicÓ ceremonial and 
ritualistic events, or Òfunctional,Ó such as associates and dictionaries. Although a number of scholars questioned the 
noticeable history/memory dichotomy in NoraÕs conceptualization, and the separation between the past and the 
present (Roach, Taylor), and some argued that the idea of lieux de mŽmoire upholds a melancholic and exclusionary 
nostalgia for the unifying entity and coherent identity of the nation-state (Legg), NoraÕs theoretical approach should 
be further developed to understand history-making as a project based on the mindful recollection and reconstruction 
of the past. See Pierre NoraÕs ÒBetween Memory and History: Les Lieux de MŽmoire,Ó 13. Also see Roach, ÒDeep 
Skin: Reconstructing Congo Square,Ó TaylorÕs ÒThe Archive and the Repertoire: Performing Cultural Memory in 
the Americas,Ó LeggÕs ÒContesting and Surviving Memory: Space, Nation, and Nostalgia in Les Lieux de MŽmoire,Ó 
and CharlesworthÕs ÒContesting Places of Memory: the Case of Auschwitz.Ó 


