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drawings in response to the ideas of the show (Gaudelius & Speirs, 

2002). Through exploring, connecting, examining, and contnbuting. 

the participants and facilitators acted in an ."tIed system. By not only 

acting as art makers, displayers, and viewers but also by allowing their 

ideas to grow in a fluid manner, the participants and facilitators became 

empowered in the creative process. Multiple viewpoints, questions, 

ownership, and creativity became the product and process of this 

program. 

Anding My Art Practice 
Finally as a part of this research, I need to evaluate how my art 

practice can be a place to explore how art makers operating within 

traditional settings may participate in an anded art dynamiC. I am an 

art maker who creates paintings in a formalist manner. The problems 

that' address in my paintings are evoking emotion, creating a desire 

to investigate the visual world through color, and connecting to 

something greater th.an us. Although I have developed a technique of 

painting in order to convey these thoughts, I feel that I have more to 

give than solely creating an object and putting it "out there." My 

responsibility as an art maker is to encourage the full engagement and 

continuation of dialogue with my art. Frequently, I observe viewers at 

my open studio visits shut off because they "don't get it" I do not 

want people to be fearful of seeing something unrecognizable. I 

intentionally create abstract art so that my viewers will perceive the 

artwork instead of searching for the recognizable. Perception is the 

taking in of an object and recreating it for the self (Dewey, 1934). I 

encourage this type of viewing by actively denying the recognizable. 

Although always searching for methods of exposing the ands, I 

have found three approaches that allow me to connect to my audience. 

One way for object-oriented art makers to communicate to their 

audience is through titles. I always have fought using titles in order to 
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leave the interpretation of my paintings open to the viewer, but saying 

to your audience that "you can interpret this any way you want to" 

also doses off communication by not acknowledging the roles of the 

other participants (Van Laar and Diepeveen, 1998, p. 83). I feel that 

titles can be used to open possibilities. TItles can be concrete or abstract, 

but the goal is to foster communication. TItles can encourage this 

connection by their recognition of the relationship of making, 

communicating, displaying, and viewing. One way to open dialogue 

.is to ask questions of your audience. Thus, I have begun to "title" my 

work with questions. Through one question or a series of two or more 

questions, I encourage my audience to participate in a virtual 

conversation with me. I began thinking of this titling system as Simple 

questions such as where have you seen this red color? but felt that these 

simplistic questions did not encourage the viewer in critical thinking 

regarding the artwork. Therefore, this simple question could remain 

in order for the viewer to enter into the esthetic experience with the 

painting, but subsequent questions, such as how does your experience 

differ from my painting of red?, how is il Ihe same?, and whal is your reaclion 
10 this painting?, could continue deeper conversation with the art 

making. Questioning is a successful strategy in initiating dialogue and 

creating meaning, for "aU knowledge begins from asking questions" 

(Freire, 1989, p.34-35). Through questioning, the art maker invites the 

participant to engage with the work and foregrounds their relationship 

and interaction; the asking also acknowledges the participants as a 

valuable component to the art experience. As a result, the audi.ence 

continues creating and responding to the artwork. 

A second way for the art maker to remain an active participant is 

to incorporate the process behind the making of the artwork into the 

actual art object or into the displaying of it. Demonstrating how an 

object is made allows for a more personal experience with the artwork; 

the art does not seem as unfamiliar. This exposure of process may be 
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in the form of sketches, words, or hands-{)n activity, but despite the 

method, induding the art process further engages and indudes the 

audience in the art experience. 

Similarly, active collaboration is another way of exposing 

connections with the other participants in the art web. Participating in 

the art making process by developing ideas and creating context links 

the art making to both displaying and viewing. Through active 

collaboration, the art maker values the thoughts, ideas, and 

contributions from other participants. Collaborations can be as simple 

as the art maker's thinking about her audience as she creates an artwork 

to having a client, displayer, or other art maker participate in the art 

making process. For example, I have a client who commissioned me 

to create a large painting for over her fireplace in the living room. At 

first, she was shy about discussing her ideas because I was the "artist" 

As I encouraged her to express her thoughts regarding color and 

composition, we became engaged in a dialogue about creating this 

painting. Although I actually painted the work, my client also 

collaborated with me through ideas and words in the making of the 

painting. 
Whether the art maker is active in the community or developing 

dialogue from her studio, I believe that her consciously making 

connections and breaking silence contribute to creating meaning and 

possibility. By connecting with the audience through questions, 

induding the art making process, or collaborating, the art maker 

intentionally can act in reciprocal relationships with her audience. 

Creating and looking at art shifts from a subject-object orientation to a 

subject-subject paradigm. With the accepting that I cannot exist without 

the recognition from the Other, the art maker has an obligation to the 

other participants in order to foster dialogue and interaction (Levinas, 

1969). This encouraging of fully engaging with the art making develops 

further possibility and expanded meaning. For me, being aware of 
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and actively cultivating the relationships of the art dynamic contributes 

to a successful art practice. 

Mierle Ukeles, Connect to Community 17rrough Art, and my practice 

demonstrate how anding the art dynamic becomes tangible when the 

participants engage in an educational art experience of perception and 

action. Regarding the art dynamic as a system based on relationships 

fosters the creation of meaning, dialogue, and knowledge. The use of 

anding and questioning encourages focus, reason, evaluation, and 

analysis. The art dynamic and educating keeps the art web growing 
and open. 

The Rhizome Continues 
These examples show people creating art within an integrated 

system of art making, communicating, displaying, and viewing. All of 

these processes contribute to the success of their work. By valuing the 

relationships of these processes and partidpants, these participantsnnd 

the art dynamic. The rhizome continues to grow, to multiply, and to 
create possibilities. 

The acknowledgment of a fluid system prOvides multiple 

entryways in to understanding, possibility, and dialogue. The 

individual exists as a single part ofa collective system. The art rhizome 

indudes the best, the worst, and the in-between, and by allowing for 

all of these contributions, growth and activity occur. The goal of this 

fluid system is "to reach, not the point where one no longer says I, but 

the point where it is no longer of any importance whether one says 1. 

We are no longer ourselves. Each will know his own. We have been 

aided, inspined, multiplied" (Deleuze and Guattari, 1987,3). The system 

connects the individual person, idea, or experience to another through 

subject-subject relationships. Accepting this existence as lateral and 

not hierarchical, perception opens to limitless possibilities. Through 

rhizomatic understandings and attitudes, the art maker, art object, 
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displayer, and viewer exist in reciprocal relation. Anding the art 

dynamic becomes the goal of the participants. No longer does the art 

experience subsist as definitions and endpoints; the is changes to and. 

And Its Implication 
Traditional and nontraditional art makers, displayers, viewers, 

and educators have a choice to acknowledge and to participate in a 

fluid art dynamic. Whether discussed as a web, a rhizome, or anantled 

dynamic, this system allows for multiple interpretations and 

possibilities in the art experience. Accepting the participants' 

interactions within a lateral system, the individual no longer acts alone 

but in a dynamiC of obligated, reciprocal relations through connection 

between the Self and the Other (Levinas, 1969). Through the perceptions 

and actions of the participants, understanding, opportunity, and 

dialogue result. Anding the art dynamic describes a system where 

growth and possibility occur for and among the participants. 

This article exists as a link in the art rhizome. I have challenged a 

static art system and proposed a fluid art dynamiC. Through various 

philosophies, this proposed system emerged, and through examples 

of art making, the art dynamiC became an actuality. I will challenge 

readers to discover their own methods of allowing for an active system 

of ands. Although I have taken the liberty of making general 

assumptions on a complex system, my asking questions and developing 

answers further expands the rhizome of the artworld. The readers 

also have participated inanding the art dynamic. Although conclusions 

are anti-rhizornatic, J can discuss the implication of participating in 

the art rhizome. Through anding the art dynamiC, possibilities and 

growth occur. Every participant engages in and contributes to the art 

experience. In other words, the participants have ownership in their 

art experience. By requiring active participation and multiple voices, 

the participants engage in open dialogue, which creates a 
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transformative experience. Anding the art dynamic furth d I 
th kin f er eve ops 

e rna go meaning and poSSibility. 

Notes 
1. I acknowledge that this interaction oc 

IllY intent in exploring issues of activa ting th c:;:;: today. !l0wever, 
the connected system the norm inst d f th e sy~tem IS to make 

ea 0 e exception. 

2. I ha ve chosen these examples not onl f r th . . 
but also for the range of ideas and . ual yo . err unpact on me 
support. VIS constructions that they 
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Mediating on the Voiceless Words 
of the Invisible Other: 
Young Female Anime Fan Artists­
Narratives of Gender Images 

Jin-shiow Chen 

The Onset of a Journey 
My interest in youth animi;; manga 1 (fapanese animation and 

comics) culture in Taiwan began three years ago when my niece, Kitty, 

then 15 years old, showed me some photos of her cosplay 2 perfonnances 

and manga drawings (doujinshi 3) by her good friends. The beautiful 

pictures fascinated me but in all honesty, I was stunned that my own 

niece and her good friends were participating in ' those exotic activities' . 

As faI as I knew, my niece and her friends were good students-smart, 

creative and diligent in pursuing fine art as their majors in high school. 

I was disturbed by this incongruity and could only pretend politely to 

ask her about her involvement with "Comic Market/ ComicWorld ''', 

'CospIay", and "Doujinshi Sales". Kitty explained a bit but grew 

impatient when I did not understand. She suggested that I attend a 

ComicWorld convention to find it was really like. I was apprehensive 

with concern. Kitty sensed my fear and said, "Don't worry. These mime 
fans won't eat you. They are not like what the mass meclia present as 

carnal savages, or violent, anti-social gangsters" (Kitty, Personal 

communication, May, 24, 2000). 

After three years of exploring this subculture, I ha ve seen a group 

of youngsters active and energetic in artistic expression, striving for 

recognition among their peers. I met many fans and amateur artists' 


