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Introduction

Liangyou, Popular Print Media,
and Visual Culture
in Republican Shanghai

PAUL G. PICKOWICZ, KUIYI SHEN, AND YINGJIN ZHANG

AUNCHED IN FEBRUARY 1926 and self-

promoted confidently as “the most attractive

and popular magazine in China” a year later,’
Liangyou (The Young Companion) is truly unique in
the history of Chinese modernity for several rea-
sons. First, it was the longest-running Chinese-Eng-
lish bilingual monthly pictorial that offered a visual
testimony, however indirectly, to the sea change in
China from the Republican decade (politically cen-
tered in Nanjing, 1927—37) through the Eight Year
War of Resistance against Japan (administratively
headquartered in Chongging, 1938-45).* Second, it
was the most cosmopolitan and comprehensive pe-
riodical in the first half of the twentieth century that
managed, in a significantly non-partisan way, to
capture almost every aspect of the kaleidoscopic life
of Shanghai, a rising global metropolis at the time.
Third, with its eclectic taste for visual pleasures, the
lavishly designed magazine constitutes the best em-
porium for a retrospective investigation of a vi-
brant—indeed “flowering”—urban culture that
would see no parallel in mainland China until the

“Mr. Lei Xiadian and His Wife,” Liangyou, no. 16 (1927): 25,
detail of fig. 7-5.

1990s.t More than anything else, Liangyou excels in
its stunning visuality. The impact of Liangyou, nev-
ertheless, extends far beyond the visual realm, for
over time it had built a strong following at home and
abroad and had served as a trusted source of infor-
mation and advice—like a “good companion” (as its
Chinese title suggests)—to its tens of thousands of
readers in their everyday negotiation with moder-
nity and all its consequences.*

This collection of fresh research essays explores
the rise of popular print media in China as it relates
to the quest for modernity in the global metropolis
of Shanghai from 1926 to 1945. In this first extend-
ed critical look at the phenomenal influence of
Liangyou, arguably the most dynamic monthly pe-
riodical ever published in China, special emphasis
is placed on the profound social and cultural impact
of this glittering publication at a pivotal time in Chi-
na when many urbanites were grappling with the
confusing and often disorienting offerings and temp-
tations of modernity. Many considered Liangyou to
be a virtual guidebook on the journey to modernity
and could hardly wait for the next issue to appear.
Its special attraction was that the consumer could
not only “read” about modernity at home and
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abroad, but also actually “see” it in the form of the
spectacular and alluring images that filled its pages.
Part of the remarkable appeal of Liangyou is that it
did not present a party line or one-dimensional
view of modernity. Liangyou offered something for
everyone, and its main characteristic was its con-
spicuous hybridity. Liangyou had lessons to teach
and thus it was to some extent a didactic publica-
tion. But it was also a highly profitable commercial
enterprise that paid great attention to the changing
dynamics of the market place. It conveyed political
messages about civic responsibility and the impor-
tance of patriotism, but in virtually every issue it
catered to and promoted individualistic, decadent,
selfish, and even narcissistic tastes. Liangyou was
full of contradictions, but as this collection of es-
says shows, its thrust was consistent with many of
the directions taken in similar periodicals pub-
lished in Berlin, Tokyo, and Seoul. The publishers
of Liangyou believed that, in a global perspective,
the road to modernity was not straight, but zigzag.
Consequently, the “pictures” of modernity fea-
tured in Liangyou were not static but kaleidoscopic.
The publishers of Ligngyou shook their kaleido-
scope each time they published a new issue and dis-
tributed, to the delight of its readers, another in-
triguing set of “pictures” of modernity.

The rest of this introduction consists of three
sections. First, we situate Liangyou in its cultural
context and highlight its incredible variety that,
taken together, constitutes an impressive visual em-
porium of cosmopolitanism. Second, we summa-
rize major topics and arguments in ten chapters
and an appendix—all specifically written for this
collection—which reexamine Liangyou from an in-
terdisciplinary perspective in reladon to a brand
new world in China and abroad at the time. Third,
we return to the central question of visuality and as-
sess Liangyou’s contribution to the variegated ex-
perience of a vast spectrum of Chinese modernity
through a distinctive cross-platform format and the
relevance of its far-reaching implications to current
scholarly debates on affect and intermediality.

LIANGYOU AS A VISUAL EMPORIUM
OF COSMOPOLITANISM

From the late Qing through the Republican era,
Shanghai had quickly developed as the epicenter of
print media and visual culture in China.s Newspa-
pers and magazines provided a new venue for tradi-
tional literati, who had been deprived of their op-
portunity to enter officialdom after the dismantling
of the millennium-old civil service examination sys-
tem in Imperial China, as well as for their modern-
day counterparts, to invent or reinvent themselves
as professional writers, translators, editors, and
publishers. Among new print publications, fiction
and nonfiction magazines were particularly popular
in large cities like Shanghai, Tianjin, and Beijing
(the latter renamed Beiping from 1927 to 1949), and
they have attracted belated scholarly attention in re-
cent decades since the significant paradigm shift in
the 1980s made it possible to extend critical inquir-
ies from the elite realm of intellectual history and
canonized literature to popular culture and every-
day practice.® Restricted by the academic division of
labor, nonetheless, pictorial magazines have rarely
received sustained scrutiny because they do not be-
long to the disciplines of history, literature, or visual
arts proper.’ Yet, as the rich materials unearthed in
this collection convincingly illustrate, the value of a
pictorial like Liangyou resides not so much in the
visual pleasures it generated—and still generates to-
day—as in its sheer variety of information awaiting
a serious examination from an interdisciplinary
perspective.

In many ways, Liangyou constitutes a veritable
visual emporium of cosmopolitanism. Its cosmo-
politanism derives not only from its unmistakable
international outlook and bilingual format, regu-
larly featuring examples of Western and Chinese
arts, crafts, designs, and technologies, but also
from its underlying confidence in traditional Chi-
nese cultural forms such as ink-wash painting (see
Chapter ¢ by Lesley Ma and Chapter 10 by Tong-
yun Yin). Although its editors clearly favored mod-
ernist aesthetics originating in the West, Liangyou
maintained a neat balance of the parallel, often-
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times contrastive, presentation of examples East
and West, traditional and modern, rural and urban,
masculine and feminine, young and old. The picto-
rial intentionally displayed and, on many occasions,
intensified contrasts and contradictions as an es-
sential experience of modernity, but our metaphor
of “emporium” means that, in the Liangyou pages,
all kinds of visual and textual information coexisted
in such a manner that they were “traded off”™—visu-
ally, of course—without creating an overt hierarchy
of value judgments. Indeed, juxtaposition—boost-
ed frequently by fragmentation and dispropor-
tion—was a new design aesthetics embraced by
Liangyou—as much as by its contemporary Euro-
pean and Japanese counterparts (see Chapter 1 by
Paul Ricketts and Chapter 2 by Timothy Shea).

Asg a visual emporium, Liangyou pursued not
just the variety of information—from current af-
fairs (mostly political figures and military news) to
visual arts (e.g., photography, painting, calligraphy,
sculpture, design, cartoon), cultural practice (e.g.,
literature, film, theater, dance, music), leisure ac-
tivities (e.g., sports, tourism, fashion, shopping),
and family matters (e.g., health, hygiene, home
economy, some of which is discussed in Chapter 3
by Emily Baum and Chapter 8 by Ha Yoon Jung)—
but also a singularly effective way of presentation,
which we describe as “kaleidoscopic.” In both con-
tent and form, the kaleidoscopic effect of the pages
in Liangyou sustains itself by repetition with alter-
ation, offering similar materials in strikingly dif-
ferent designs or contrastive materials in similar
fashions, or virtually anything in between. The ka-
leidoscopic effect thus creates the impression of
change without disruption, or brings opposing fea-
tures into juxtaposition without prescribing a so-
lution or establishing an apparent domination of
one over the other. Understood this way, the kalei-
doscopic effect perfectly matches the pictorial’s
non-partisan editorial policy and its proud en-
dorsement of the kind of cosmopolitanism typical
of the global metropolis of Shanghai at the time—
self-confident, self-reflexive, locally based but
trans-locally networked, hybrid, heterogeneous,
future-oriented, and unabashedly flaunting con-

ceptual and visual curiosities and novelties.

Since none of the chapters in this volume is de-
voted specifically to film and literature, two main
areas of standard Liangyou coverage, we may pause
briefly to appreciate the variety of filmic and liter-
ary materials offered by this rich visual emporium.
The inaugural issue of Liangyou introduced The
Ten Commandments (dir. Cecil DeMille, 1923), a
Hollywood silent epic, enhanced visually with film
stills.® In a parallel coverage, the pictorial featured
film stills from domestic Chinese productions
Konggu lan (Orchid in an Empty Valley, dir. Zhang
Shichuan, 1925) and Yichuan zhenzhu (A String of
Pearls, dir. Li Zeyuan, 1925), respectively adapted
from Japanese literature by Bao Tianxiao (1876-
1973) and from French literature by Hou Yao
(1903—42). The glamor of film stars was indispen-
sable to an ambitious cosmopolitan pictorial like
Liangyou, so film stars—typically Chinese actress-
es—immediately became the staple of the Liangyou
cover pictures: Hu Die (1907-89) appeared on is-
sue no. 1 (February 1926), Wang Hanlun (1903-78)
on no. 2 (March 1926), and Li Minghui (1909-
2003) on no. 3 (April 1926). Anna May Wong
(Huang Liushuang, 1905-61), a Chinese-American
silent movie star, made it onto issue no. 16 (June
1927) and again on no. 34 (January 1929), the sec-
ond time adding “Orientally Yours” above the
English and Chinese autographs on her cover pic-
ture (fig. 0.1). To showcase its cosmopolitanism,
Liangyou covered Douglas Fairbanks and his wife
Mary Pickford’s visit to China in 1929, calling them
“martial arts stars” (wuxia mingxing) to cash in on
the contemporaneous craze for Chinese martial
arts films.® In a rare but humorous instance of self-
promotion, even Mickey Mouse was transformed
into an enthusiastic reader of Liangyou in a car-
toon (fig. 0.2)." As star images were routinely cir-
culated to sell commodities and ideas,” Liangyou
presented a steady parade of Chinese and Holly-
wood stars as alluring models for the latest fash-
ions,” and soon-to-be-famous Chinese artists like
Ye Qianyu (1907-95) were regularly recruited to
draw fashion sketches.” Star images were also de-
ployed to introduce new activities of modern life
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o-1  AnnaMay Wong, a Chinese-American silent movie star, appeared as a Liangyou cover girl, adding
“Orientally Yours” above her English and Chinese autographs, Liangyou, no. 34 (January 1929): front cover.
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(e.g., car driving, motorcycle racing, horseback rid-
ing, mountain climbing, tennis playing, and swim-
ming in revealing bathing suits) and exemplify new
concepts of femininity—“athletic and healthy
beauty” (jiangkang mei or jianmei for short) (see
Chapter 4 by Maura Cunningham and Chapter 5
by Jun Lei), although masculinity still commanded
visibility—albeit in more traditional, less alluring
fashions—in almost every issue (see Chapter 6 by
Amy O’Keefe and Chapter 7 by Hongjian Wang).
The non-partisan policy of Liangyou is most
evident in its parallel and consistent presentation of
artists and writers from different and sometimes
conflicting ideological persuasions. Right before
the fierce debate on “soft film” (ruanxing dianying)

consumed so much space in Shanghai newspapers
and periodicals in 1934, Liangyou published an es-
say by Zheng Bogi (1895-1979), a core member of
what would be known retrospectively as the “left-
ist” or “leftwing” (zuoyi) film group in Shanghai, as
well as film stills of Kuangliu (Torrents, dir. Cheng
Bugao, 1933), one of the earliest leftist films that
tended to dramatize class tensions.* The next issue
carried “Hei mudan” (“Black Peony”), a story of ur-
ban fatigue and phantasmagoric encounter by Mu
Shiying (1912—40), with illustrations by Wan Lai-
ming (1900—97), one of the pioneers of Chinese
animation film.’s Mu belonged to the New Percep-
tionist group (xin ganjue pai), which was influenced
by Japanese and French literary modernism, and

0-2  Even Mickey Mouse was transformed into an enthusiastic reader of Liangyou in a cartoon, Liangyou, no. 72

(December 1932): n.p.
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would join fellow modernists like Huang Jiamo and
Liu Na'ou (1900—40) in an all-out attack on the
emergent leftist films for allegedly turning the “soft”
(ruan) celluloid into a “hard” (ying) ideological
weapon. As a matter of fact, “ice cream for the eyes”
(gei yanjing chi de binggilin) was one of the Shanghai
modernists’ peculiar metaphors for envisioning
film as primarily a form of soft visual entertain-
ment. Another metaphor from soft film advocates is
that film provides a “sofa for the mind” (gei xinling
zuo de shafa vi), again playing up the soft, comfort-
ing psychological effect of entertainment films.™

To a great extent, the editors of Liangyou shared
the modernist vision of soft visuality and its mes-
merizing effects—indeed, in 1936 editor Ma Guo-
liang (1908-2001) would use exactly the term, “ice-
cream for the eyes,” to describe Liangyou”
Nonetheless, the pictorial's emporium structure
and its kaleidoscopic effect had successfully saved it
from ever being dragged into a partisan fight in the
tension-filled cultural field in China at the time.”® In-
stead of partisanship, Liangyou skillfully steered
away from controversies and debates and continued
to solicit contributions from and on writers and art-
ists of opposing political camps. Shi Zhecun (1905—
2003), another New Perceptionist writer, and Mao
Dun (1896-1981), a well-known leftist writer and
critic, each contributed an essay on the arguably
“soft” topic of spring to issue 76 (May 1933). A few
issues later, Liangyou carried a piece by Ding Ling
(1904-86), a famous leftist woman writer, together
with news about Chuncan (Spring Silkworms, dir.
Cheng Bugao, 1933), an early leftist film adapted by
the leader of the leftist ilm movement, Xia Yan
(1900—95), from Mao Dun’s story of the same title.”

Admittedly, the editors of Liangyou might not
have been quick enough to anticipate the ideologi-
cal fallout between the leftists and the New Percep-
tionists, for the latter group had a brief moment of
flirtation with Marxism and proletarian literature
in the late 1920s.”* Nonetheless, in spite of its con-
sistent lip service to Chiang Kai-Shek (Jiang Jieshi,
1887-1975)," the supreme national leader in the Re-
publican era, through publishing photographs of
his wedding and military life, Liangyou also had a

long history of covering the leftist or soon-to-be
leftist writers and artists. An essay by Tian Han
(1898-1968), a high-profile leftist dramarist and
filmmaker, appeared with a picture of him with his
newly wed wife Miss Huang, and his written im-
pressions of Japan were published shortly thereaf-
ter* Yuan Muzhi (1909—78), a talented actor-
turned-leftist film director who would become a
leader in Communist filmmaking in Yan’an and
New China, appeared in the pages of Liangyou re-
spectively in theater costume, facial makeup, and
stage performance.® Undoubtedly, Liangyou at-
tempted to publicize the cultural rather than the
ideological profile of these writers and artists, and
this fundamentally “soft” approach to managing
the visual emporium is best demonstrated by a se-
ries of cartoons by Ma Guoliang that feature a dis-
parate group of “dignitaries” (mingjia) such as
Chiang Kai-Shek, Feng Yuxiang (1882-1948, a
powerful military leader), Lu Xun (1881-1936, re-
vered as the father of modern Chinese literature
and the nominal head of the leftist writers), Tian
Han, and Xu Beihong (18¢95-1953, a famous painter
who was trained in France and would become a na-
tional figure in visual arts).** Thanks to the kaleido-
scopic effect, these figures associated with various
political, military, and artistic camps were brought
together on the same page for the reader to appreci-
ate.® In one extreme case, the pictorial even carried
a set of five pictures of Karl Marx, albeit without
any reference to his Communist ideas.*®

As a visual emporium, Liangyou extended its
coverage beyond the realm of culture and leisure to
introduce other aspects of modernity, especially
those of science and technology pertaining to every-
day life. Apart from advertisements for cameras
(e.g, “Agfa Movex” and “Ciné Koda”), Liangyou
published articles introducing the techniques of
sound film production, offered pictures showing
the architecture and interior design of major Shang-
hai movie theaters, and featured drawings or photo
spreads comparing vehicles of transportation or
contrasting city scenes in different historical peri-
ods.” The attention to the technology of modernity
demonstrates that Liangyou, as a venue of visual
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knowledge, was interested not just in what moder-
nity was to its readers but also, and more important-
ly, how it looked and why it mattered when the picto-
rial presented it in a particular way. A mere topical
summary of its coverage, therefore, is insufficient to
measure the pictorial’s true impact, and for in-depth
explorations of several key areas of Shanghai mo-
dernity Liangyou presented to its readers, we now
turn to a preview of the chapters in this collection.

LIANGYOU IN INTERDISCIPLINARY
PERSPECTIVE

This book highlights four thematic clusters: De-
signing Modernity, Embodying the Modern, Nego-
tiating Genders, and Modernizing Tradition. Each
cluster and all the chapters adopt an interdiscipli-
nary approach, combing the theoretical and meth-
odological perspectives associated with historical,
literary, art, and cultural studies.

In Chapter 1 in the cluster on “Designing Mo-
dernity,” Paul Ricketts explores “Kaleidoscopic
Modernisms” by investigating the “golden age”
(1927-37) of Chinese and Japanese modernist mag-
azines and providing insight into precisely how the
points of contact and cultural mediations they fos-
tered led to a shared design language that tran-
scended national boundaries. By focusing specifi-
cally on Shanghai’s Liangyou and Tokyo’s Asahi
gurafu (Asahi Graph), Ricketts deploys a montage
typology to highlight the gradual shift of these pic-
torials from a panoramic aesthetic of continuity toa
montage aesthetic that featured fragmentation and
juxtaposition. He examines how graphic designers
in Shanghai and Tokyo appropriated the technique
of photomontage from avant-garde European art-
ists in their attempts to satiate their burgeoning
readership’s desire for capitalist modernity with all
its exotic, decadent, and material allures. His chap-
ter argues for an understanding of the arrangement
of images in these popular illustrated magazines
not as mere reflections of the new material and vis-
ual cultures, but as playing an integral role in shap-
ing how urban readers in China and Japan per-

ceived and experienced the kaleidoscopic spectacle
of modern life.

In Chapter 2, Timothy Shea continues to probe
kaleidoscopic design by looking at how the “ordi-
nary” was “reframed” in the intriguing and path-
breaking art photography that appeared in Liangyou.
Art photography arose in China as an accepted cat-
egory of fine art at approximately the same time
Liangyou began publishing in 1926. From its earli-
est issues, and especially under the editorial direc-
tion of Liang Desuo after 1927, Liangyou played a
leading role in elevating the status of art photogra-
phy by introducing individual photographers, cov-
ering exhibitions and individual works, and making
clear the distinction between art photography and
the more mundane works of photojournalists that
dominated the periodical press. Indeed, Liangyou
devoted almost as much space to art photography
as it did to ink painting and other established fine
arts. Shea’s innovative chapter explores the early
history of art photography in China by analyzing
the ways in which the photographs functioned
within the unique and particularistic site of the pic-
torial magazine. He argues that in bringing to bear
the graphic design principles of the modern picto-
rial magazine, influential Liangyou reframed early
art photography for its own purposes as a truly
modern art form.

Our second thematic cluster is entitled “Em-
bodying the Modern.” Itis true, of course, that pre-
vious research into the Liangyou phenomenon has
paid considerable attention to the topic of the hu-
man body, but in almost every case the emphasis
has been almost exclusively on the glamorous bod-
ies and beautiful faces of the movie stars and beauty
queens who appeared with regularity on the front
cover. The three chapters in this cluster argue con-
vincingly that “embodying the modern” involved
much more than an appreciation of the pretty faces
of “modern girls.”

In Chapter 3, “Health by the Bottle,” Emily
Baum explores evolving modern notions of bodily
health. She does so by examining the history of pat-
ent medicines in Shanghai as revealed in the fasci-
nating story of the Dr. Williams’ Medicine Com-




pany, makers of the popular patent medicine Pink
Pills for Pale People. Between 1908 and the early
1950s, the Dr. Williams’ Medicine Company at-
tempted to transform popular medical culture in
Shanghai and beyond through the introduction and
sale of over-the-counter cure-alls. Advertisements
boasted of the universal effectiveness, easy accessi-
bility, and inexpensiveness of these medicines, and
claimed that such products were more reliable at
curing a range of ailments than trained medical
professionals. The captivating ads in Liangyou
aimed to push medicine into the realm of consum-
erist culture, thereby making such medicines as
Pink Pills seem like an integral part of the modern
lifestyle. Baum argues that the consumption of Pink
Pills in early twentieth-century Shanghai reflected
less an ideological choice about the benefits of
Western medicine over Chinese medicine than a
decision to pursue a path to health that was in keep-
ing with the modern imperatives of efficiency, ac-
cessibility, and mass consumerism.

In Chapter 4, Maura Cunningham looks specifi-
cally at the healthy body of what she calls “the mod-
ern girl in motion.” Focusing on representations of
women’s sports in Ligngyou, Cunningham uses the
famous pictorial as an entry point into a discussion
of Chinese women'’s athletics during the Republi-
can era. Many scholars have explored the changing
roles of women during the interwar period, but they
have not yet given extensive consideration to wom-
en’s participation in modern sporting activities at
either a casual or semi-professional level during this
time. Studies of beautiful girls, modern girls, and
new women have examined these people as arche-
types of consumerism, sexual liberation, and trans-
nationalism, but the athletic passions of modern
Chinese women have been largely missing from re-
search agendas. A close inspection of the kaleido-
scopic Liangyou reveals that many young women in
China did in fact participate in athletics. Cunning-
ham’s chapter shows that their inclusion in the mag-
azine’s sports pages points to an energetic, “mobile”
version of femininity that differs from that put for-
ward in Liangyou’s own alluring but “frozen” cover
images of “beautiful modern girls.”

LIANGYOU

Chapter 5, on the role of science in the regula-
tion of the female body and sexuality, concludes our
section on “Embodying the Modern.” In this chap-
ter, Jun Lei argues that enlightened journals and
newspapers in Republican China, including the
trendy Liangyou, provided a fertile field in which to
sow the seeds of what might be called “vernacular
sociology.” By analyzing the texts and images con-
tained in Liangyou and its sister magazine Furen
huabao (Woman’s Pictorial), Lei showcases the
“double-edgedness” that occurred when these pub-
lications functioned as a platform for the dissemi-
nation of popular science and sociology. On the
one hand, these periodicals inspired new imagina-
tions of feminine beauty, female sexuality, and fe-
male-male relationship dynamics. On the other
hand—and somewhat paradoxically—they con-
strained discussions and expressions of physical
beauty and freedom of female sexuality by making
“modern” reference to natural science, particularly
scientific knowledge of biology and evolution.
These popular and highly influential periodicals set
norms and standards that promoted a type of mod-
ern woman who was able to pass the scrutiny of the
“scientific gaze” and contribute to the progress of
the “modern nation.”

The theme of gender roles in flux is taken up in
the third cluster entitled “Negotiating Genders.”
Once again, Liangyou refrained from offering one-
dimensional images of thoroughly modern women
and men. Instead, readers were exposed to a visual
emporium in which kaleidoscopic modernity was
on display in virtually every new issue.

In Chapter 6, “Stars in the Nation's Skies,” Amy
O’Keefe demonstrates that Liangyou was much
more than an entertainment magazine. Significant
space was dedicated to national and international
figures and news of high politics and war. And
Liangyou’s editorial staff was especially creative
when it came to packaging the news in ways that
fostered a sense of modern national identity among
its broad readership. O’Keefe makes these points by
discussing how Liangyou promoted the celebrity
status of two dashing Chinese aviators and the ways
in which the images of these aviators were used to
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generate magazine sales and a sense of national uni-
ty. Aviation celebrity, embodied by Zhang Huichang
(1899-1980) and Sun Tonggang (1895-1978), un-
derwent a metamorphosis in the ever-changing po-
litical and military milieu of the 19205 and 1930s. In
the course of Zhang’s and Sun’s respective “flights
of stardom,” the phenomenon of aviation celebrity
soared into full-on, nation-wide fame and then just
as quickly glided out of sight. Under the considera-
ble pressures of war, the promotion of the individu-
al flying hero gave way in popular media to the more
practical and more pressing aviation goal of build-
ing a strong collective air force for an increasingly
unified Chinese nation.

Scholars have asked many questions about early
twentieth-century Chinese conceptualizations of
“modern girls” and “new women,” yet much less is
known about modern men. Chapter 7 addresses
this issue by dealing explicitly with photographic
representations of modern Chinese masculinity. In
this chapter Hongjian Wang challenges some core
assumptions about the nature of Chinese moderni-
ty, including the notion that “modernity is Western-
ization” and the suggestion that “femininity is the
key indicator of China’s modernization/Westerni-
zation.” Wang does this by giving the omnipresent
images of males contained in Liangyou a long over-
due “gaze” and concluding that Liangyou was not
really a magazine “focused on women.” Wang dem-
onstrates that Liangyou was fairly conservative in its
photographic representations of modern Chinese
masculinity. Modern men were to be respected
from a distance and admired mainly for their intel-
lectual integrity and spiritual pursuits. They were
shown moving easily within the public sphere in or-
der to deal with public affairs and safeguard custom-
ary values and culture. In short, the leading popular
pictorial of the Republican era promoted a “mod-
ern” China in which the gender hierarchy is held in-
tact and men are still “the pillar of the nation.”

Chapter 8, “Searching for the ‘Modern Wife’ in
Prewar Shanghai and Seoul Pictorials,” concludes
our segment on “Negotiating Genders.” In this
chapter Ha Yoon Jung adopts a regional approach,

comparing images of “modern wives” contained in

Liangyou to similar images published in the popular
Korean magazine Samcheolli (Three Thousand Li),
Jung finds that there was no one-type-fits-all stand-
ard put forward in either publication. Instead, the
emporium highlighted multiple strains from the
United States, Japan, Korea, and China. Further-
more, portraits of the modern wife in Liangyou and
Samcheolli were sometimes simultaneously infused
with both Confucian and liberal values. Jung shows
that the search for the “modern” wife was well under
way in the pre-war years but far from complete. She
asserts that when one seeks to explain the differenc-
es that set Liangyou images apart from Samcheolli
images, multiple variables must be taken into con-
sideration. These include the early twentieth-centu-
ry historical dynamics of China, the colonized cir-
cumstances of Korea, and the contrasting strategies
of the editorial boards of the two magazines. Com-
paring Shanghai and Seoul allows us to appreciate
different modes of modernity and thus de-homoge-
nize our understanding of East Asian modernity.

The problem of the place and function of “tradi-
tion” in representations of “modernity” is the topic
of our final thematic cluster, “Modernizing Tradi-
tion.” Modernity is often treated as a radical depar-
ture from customary modes and values and it is
true that Liangyou and its readers had little interest
in preserving “tradition” for the sake of preserva-
tion. But there was a keen interest in the ways in
which tradition might be modernized, especially in
the crucial field of painting,

In her study of “female painterly modernities” in
Chapter 9, Lesley Ma explores the ways in which
women entered into the field of painting, a medium
traditionally dominated by men. She argues that the
Liangyou kaleidoscope allows us to compare and
contrast the modern identities of women painters
with the identities of women in other creative fields.
By examining the range of women’s social perfor-
mances in Liangyou, one begins to understand the
complexities of the artistic and social roles for wom-
en painters constructed by the famed pictorial.
Women artists were presented simultaneously in
Liangyou as artists, women and Chinese citizens.
For each of the roles, the meanings of modernity
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By referencing affect, immediacy, and interme-
diality, this collection seeks to contribute to a reex-
amination of modernity and visuality that promises
to be not only retrospective but forward-looking as
well. Much recent scholarship has demonstrated
how film, literature, and popular print worked to-
gether to foster a Shanghai brand of visual moder-
nity, with print culture or film culture at the cent-
er.® Not surprisingly, Liangyou’s success story as
presented in our subsequent chapters continues
this Shanghai-centric narrative, although we have
endeavored to point to comparable developments
in Tokyo, Seoul, and elsewhere. As Liangyou dem-
onstrates, print culture played a dominant role and
was able to absorb other genres and media in much
of twentieth-century China. The cross-platform
saturation of affective immediacy and intermedial-
ity as represented by Liangyou, therefore, has far-
reaching implications hitherto not yet fully recog-
nized, and we look forward to future research that
incorporates other genres and media such as music
and theater and links print culture to a wider net-
work of cultural production, circulation, and recep-
tion inside and outside China.**
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