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Language is an integral part of Evelyn Taocheng Wang’s work, not only as  
a linguistic presence in many of her drawings, paintings, and videos  
and the literary references that she takes as inspiration, but also in  
how she herself speaks. Words, sentences, mistakes, and corrections 
become a space to negotiate the relationship between fact and fiction, 
what could be almost be false or most certainly real. In the conversation 
that follows she speaks to Hendrik Folkerts about four women—Eileen 
Chang, Princess Kaguya, Virginia Woolf, and Evelyn Taocheng Wang—
and how they manifest, in spirit or in actuality, in a number of key works 
she has produced since 2012.

EVELYN T. WANG AND HENDRIK FOLKERTS 
IN CONVERSATION

HENDRIK FOLKERTS
One of my first encounters with your work was the video series Reflection Papers 1–5 (2013-2014). You had re-

cently moved to the Netherlands to participate in the residency at De Ateliers in Amsterdam, coming from Frankfurt, 
and prior to that, your hometown of Chengdu, China. These five videos felt like sketches in moving image, existen-
tial self-portraits that captured personal reflections on relocating to a foreign country, cultural assimilation, sexual-
ity, desire, and the significance of making art in these new contexts, resulting in observations and confessions that 

showed your own ambiguity toward these issues. One key source 
of inspiration for these video works was Eileen Chang (1920-1995), 
the controversial Chinese writer who migrated to the United States. 
The titles of the individual works in the Reflection Papers series—
Moonlight, White Bird, Are you still young? Don’t worry, you’re going 
to be old soon, If you love flower, visit the zoo!, and Lover—indicate a 
direct association with Chang’s observations of daily life. Can you 
say something about your relationship to Chang and her writing, 
and how her work played a role in Reflection Papers?

EVELYN T. WANG
A first way of answering this question is to talk about how 

Eileen’s works made me want to become her. During Japan-
occupied Shanghai, in the 1930s and 1940s, to make a living she 

wrote novels and criticism. The themes in her novels are mainly 
romance, love, and marriage. Her writing style is a two-dimensional 
narrative, a “list of images” as I call it, influenced by traditional 
Chinese literature, such as the Qing dynasty novel The Dream of 
Red Chamber, and by Western modern English literature, including 
W. Somerset Maugham (queer), Virginia Woolf (bisexual), and also 
Western films from 1930s Hollywood (macho). She said in her arti-
cle “Writing of One’s Own”: “So my fiction, with the exception of 
Cao Qiqiao in The Golden Cangue (1943), is populated with equivo-
cal characters. They are not heroes, but they are of the majority who 
actually bear the weight of the times. As equivocal as they may be, 
they are also in earnest about their lives. They lack tragedy; all they 
have is desolation. Tragedy is a kind of closure, while desolation is 
a form of revelation.”

Specifically her background and biography made me want to 
become her. She came from a powerful family background, but 
had a broken, sad, and violent childhood, although she got a very 
good education in Chinese traditional culture and Western cultures.  
She represents that bourgeois time of having a good education 
and good tastes, which were all eradicated during the Cultural 
Revolution. Today Chinese people want it back, but it is gone, so 
everyone needs to construct their own fantasy of history.

Making the Reflection Papers videos leads me toward her, makes 
me closer to her. It was the right time and the right place for me 
because I had just moved to Amsterdam, and I saw myself (still and 
forever) as an immigrant and an artist. I recalled my own culture 
from overseas, and at the same time I was learning many things 
from the art world in the Netherlands. It was the beginning of “be-
ing in the middle” between two cultures, between reality and my 
dream of being a successful artist in Western countries. My histori-
cal dreams—as an overseas Chinese, as a pre-woman, as an artist/
self-imagined elite class (as opposed to today’s trashy interpreta-
tions)—all projected onto her and her writing. I saw myself as a 
strange figure, like Eileen said, “being in desolation, equivocal, 
in graceful statues and in loneliness.” I selected excerpts from her 
novels, and based on them, tried to film those “lists of images,” 
scattered collages into film, with my own voice-over that sounds 
like she is talking to me personally. Eileen passed away lonely in 
her apartment; the Los Angeles police found her body. She was 

lying on a canvas camp-bed surrounded by her text works, dressed up, in an empty house without any furniture, 
but lots of her custom-made dresses, and a final note: “I will take wind and leave. Do not let people touch my body 
and send to cremation immediately, spread my dust into a remote area with no inhabitants; give all of my posses-
sions to Mr. Song Qi.”

HF
Were you ever temped to paint or draw yourself as Eileen? Do you ever draw yourself?

ETW
Reflection Papers could be a good example of me drawing myself onto Eileen’s portrait—like she is writing 

those texts, but I am the one holding the pen and controlling the ink, via the video piece. I took her writing out of 
context (her novels and essays), and then Eileen is drawn by my self-invented “comments” on those selected texts. 

Right - Two Sights of the Elegant Mysterious 
Unearthly Princess Kaguya & Her Beggarly 
Nurtured Aristocratic Life Before She Flies Away 
With A Shining Ship, 2015, performance at 
Stedelijk Museum, Amsterdam, 2015. Courtesy: 
the artist and Galerie Fons Welters, Amsterdam. 
Photo: Ernst van Deursen

Opposite - Reflection Paper No. 5 (still), 2013. 
Courtesy: the artist and Galerie Fons Welters, 
Amsterdam

“Spreading Elegance”, the first monographic exhibition of Chinese-
Dutch artist Evelyn Taocheng Wang in France, will be held at the 
FRAC Champagne-Ardenne.

With references to both social networks and great literature, 
Evelyn Taocheng Wang questions the notion of identity as a 
moving concept, intrinsically linked to space and time. Although 
Evelyn Taocheng Wang’s work is made up of contradictions,—
between its use of traditional and modern techniques, individual 
narrative and collective memory, and in its fusion of Eastern and 
Western references,—it nevertheless sketches the contours of a 
slightly less binary reality which participate in the free flow of 
imagination.

“Spreading Elegance”1 is a new and ambitious installation that 
questions body representation and social images. In it, Evelyn 
Taocheng Wang uses her own clothes to dress her friends, making 
them the models of an imaginary fashion show. Excerpts from 
their epistolary exchanges find their way into rice-paper drawings 
by the artist, where she disconcertingly mirrors the writing of the 
authors.

Especially designed for the FRAC Champagne-Ardenne, this 
new show also features three works by Franco-Japanese painter 

CARLOS ∕ ISHIKAWAEVELYN TAOCHENG WANG



Léonard Foujita (1886-1968), an icon of modernity and closely 
linked to the city of Reims. This is an encounter of sorts between 
two artists who in their respective work freely explore the classical 
representations of male and female bodies in Western art. 
Elegance, like confusion, spreads.

The exhibition also allows visitors to discover Evelyn Taocheng 
Wang’s video work through three recent films that showcase the 
body, clothing and architecture. In Dusk, acquired in 2018 by the 
FRAC Champagne-Ardenne, Evelyn Taocheng Wang revisits the 
atmosphere and composition of classical Dutch painting.

The films Three Versions of Change and Hospital Conversation—
in direct resonance with the history of the FRAC building, a former 
Jesuit college used as a hospital for almost two centuries—
present anonymous bodies, transformed by the process of pain 
and healing.

The serie of performance Idle Chatter was part of performative 
project based on conceptual artist Ulises Carrión’s society 
of “Doing gossip and manners”, this project was launch by 
Amsterdam based intellectuals, historian, writer Arnisa Zeqo in 
space Rongwrong in 2013. This performance focus on play with 
language, understanding of translation, imagery communications 
and daily talking among people in a social context. It was presented 
by artist Evelyn Taocheng Wang in many city-tour(s) including 
Amsterdam, Haarlem, Rome, Kassel (Kassel Documental 14th), 
and now is going to have our first trip in Reims in 2020 Feburary.

[1] The second chapter of the Four Season of Women Tragedy project, initiated by the Fons Welters Gallery, 

Amsterdam, 2017.

 At FRAC Champagne-Ardenne, Reims auntil 23 February 2020
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