FOREWORD

Kristina Wong is a Chinese American solo performer, writer, actor, educator, activist, and filmmaker living in Los Angeles.  She graduated from the University of California, Los Angeles in 2000.  Since then, she has been lecturing, touring, doing residencies, writing, applying for grants, and creating theatre.  Her work has been described as feminist, activist, hip-hop, performance art, and most often, hilarious. Her notoriety began with her creation of <www.bigbadchinesemam.com> in 2000, the self-proclaimed “#1 mock mail order bride/Asian porn spoof site in the world!” 


Her projects include guerilla theatre characters such as Fannie Wong: Former Miss Chinatown Second Runner Up, Kero Kero Pi: An Experiment in Asian Sisterhood, Mildred Fong: Import Model Superstar, MC AzN GuRL LYte, and Officer MacGillawongster of the U.S. Department of Homeland Suckurity.  Her solo pieces include Wong Flew Over the Cuckoo’s Nest, Free?, Miss Saigon with the Wind, and Miss Chinatown 2nd Runner Up.  She also leads workshops on writing and solo performance, typically for women of color communities.

The first chapter of this thesis examines Wong’s Big Bad Chinese Mama website through the lens of José Esteban Muñoz’s disidentification.  The next chapter explores Wong’s relationship with feminism, using her piece Wong Flew Over the Cuckoo’s Nest as an example.  The final chapter places Wong and her character Fannie Wong: Former Miss Chinatown Second Runner Up within the practices of Culture Jamming.  Important themes throughout her work and these chapters are interventional tactics, the innovation of new possibilities, and the use of racialized stereotypes and tropes.  

A main inspiration for Wong’s tactics (i.e. the Big Bad Chinese Mama site and her guerilla characters) was/is the inefficacy of academia to reach beyond the campus.  As Jill Dolan advocates in The Feminist Spectator as Critic, Wong seeks to "[institute] a dialogue that resonates beyond the confines of an insular community" (180).  Since Wong conceptualizes oppression as systematic and interlocking, discussing oppression within one community would be both antithetical and unproductive.

Through Wong’s subversive use of established narratives of Asian bodies, she does not simply adopt the opposite, but creates a new space.  This disidentificatory effect is intentional, as Wong is partially reacting to the lack of virtual and physical safe spaces for Asian women.  Meiling Cheng describes the imagined community which can be created in such work in her book, In Other Los Angeleses: Multicentric Performance Art.  "These revisionary strategies beckon to the possibility of creating an imaginary community, a mobile, immediate, if temporary, home for the other/self, the subaltern artistic subject, through and during self performance" (emphasis in the original, 182).  The impetus to create safe spaces (which can and often are also contestatory and critically engaged spaces) signals a discontent with the current lack.  As RoseLee Goldberg and Lenora Champagne have noted in their studies of performance art, this discontent is often the first step toward creation for performance artists (8, xi).

Wong commonly utilizes racialized stereotypes and tropes in her work, but the use is not simply voluntary.  As Karen Shimikawa writes in National Abjection: The Asian American Body Onstage, “Asian American performers never walk onto an empty stage [. . .] that space is always already densely populated with phantasms of orientalness through and against which an Asian American performer must struggle to be seen (17).  These “phantasms” are applied to Wong before she even dons her Miss Chinatown sash or responds to a post on the Big Bad Chinese Mama site.  In About Face: Performing Race in Fashion and Theater, Dorinne Kondo proposes two tactics to combat this dilemma: 1) deconstructing the “phantasms” and exposing the power structures which create them and 2) the using alternate authentic representations (227).  For the first tactic, which we see in Wong’s Big Bad Chinese Mama site and Fannie Wong: Former Miss Chinatown 2nd Runner Up, there is a particular power.  As Kondo continues, “Satire and parody are valuable tools for politically committed artists, providing ways to subvert oppressive representations through performing their absurdity” (235).  The second tactic, which uses representations of authenticity, is present throughout Wong Flew Over the Cuckoo’s Nest.  

It is important to note the danger in the use of racialized stereotypes and tropes.  In the same book, Karen Shimikawa writes of David Henry Hwang’s disappointment with the success of a Miss Saigon production just two years after his deconstruction of its narrative, M. Butterfly, won the Tony Award for Best Play of the Year.  “Reembodying abject personae, even insubordinately, nonetheless allows them to be bodied forth again” (127).  The re-presenting can lessen the efficacy of the trope, but also drain it of its political meaning and further its fetishization.  Hence, I urge you to approach the following pages with a caveat borrowed from Dorinne Kondo: “There can be no pristine space of resistance, and [. . .] subversion and contestation are never beyond discourse and power.  Consequently, there can never be a purely contestatory image, though we must remain sensitive to relative degrees in subversiveness” (53).  I recognize that no resistance is purely subversive, but feel it is essential to study the degrees to which we achieve this elusive goal – anything less is surrender.
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