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n alternative to commercial galleries and museums, Los Angeles Contemporary

Exhibitions, LACE, is committed to contemporary artists, ideas and forms, Though in

some senses the organizational practices st LACE parallel the conventions of the museum,

we stand far enough away from this system to allow for a critical perspective on how these
conventions contextualize an individual's artistic production. Inheritance examines and com-
ments upon the museum's tendency 1o recontextualize or simply omit vast areas of our cultural
production. We are pleased to provide a forum for this ongoing discussion,

On behalf of the board and staff of LACE, I would like 1o extend our thanks 1o the
curators, Roberto Bedoya and Jody Zellen, for their lesdership and direction of the exhibition;
undl to the writers Jushua Decter and Kobena Mercer for their insights.
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Green, Danny Tisdale, Brian Tucker and Fred Wilson without whom this exhibition would not
have been possible.
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Hefiner and Gwen Darien at LACE; Susan Kandel; Suzy Kerr; Richard Telles; Andrea Miller-
Keller; Erik Oppenheim; Glen Helfand for his wonderful catalog design; and the artists and werit-
ers for participating in this project,

This project was supported in part by a generous grant from the Museum Program of the
National Endowment for the Arts,
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The museum ts bad because it does ot tell the whole story, 1t misleads, it dissimudutes, it deludes
It t5a lie.
- Le Corbusier

there are different pasts and different stories to be told. The genealogies are many. Museums interpret

the values passed along from generation to generation. They manipulate culture, shaping it into an
accessible presentation. In the process, the museum homogenizes multiplicity. It acts as a frame, as a view-
point and a point of view through which to regard objects. Museums caption, classify and create a structure
for remembering, They turn art into artifacts and artifacts into acquisitions. They collapse time. What hap-
pens when we want to see more? Remember something else?

Museums are places of contemplation where objects are exhibited. They are institutions devated to
“the procurement, care, study and display of objects of lasting interest or value.” These objects; or museum
pieces, are things of the past, things that have been preserved and made suitable for display. What is on display
1§ culture, A museum inherits its collections. A bequest. A legacy. Something handed down from an ancestor,
predecessor, or from the past. A thing of value, to be preserved and presented, ends up in its collection.
Museums arrange history spatially. They exist as theatres of memory, But whose memory? Whose history?
Whose culture do museums choose to perpetuate?

Inheritance is an exhibition that looks at the past, at the present and towards the future. It explores
issties of inheritance — cultural, political and personal — as they relate to representational practices. The
artists in the exhibition — Sylvia Bowyer, Melissa Goldstein, Renée Green, Danny Tisdale, Brian Tucker and
Fred Wilson — employ conventions of museum display to critique and challenge that which is missing or left
out of official history. They propose alternative ways of reading culture by examining the museum as an insti-
tution, noting the difference between art and artifact, and probing the notion of acquisition. Their work
pushes the discussion of representational practices beyand its conventional parameters to include a socio-
political study of cultural stereatyping and remembrance.

Danny Tisdale cxamines the museum as a repository of cultural images. Through his work he pre-
serves what might have been forgatten or deemed insignificant by re-presenting objects that pay homage to
African American heritage, specifically artifacts from the 1960s and 1970s. Tisdale functions as an archacolo-

WH we are depends upon who we were. Looking to the past, into history, we learn about ourselves. Yet




gist, recovering objects from the “Black Pride” movement, Through the display of these everyday objects, he
explores how identity is both cultural and personal. “My residue," Tisdale says, “is the residue of us all.”

Fred Wilson also looks at that which traditional museums exclude, He proposes other ways of seeing
the past — not Tisdale's recent past, but the past as it is presented in a 19th-century colonial museum. By re-
examining Western ethnography from the perspective of the other, Wilson exposes historical misconceptions
and prejudices. His installation juxtaposes both real and manipulated objects with ironic texts in display cases
and settings that mimic a natural history museum presentation.

Misrepresentation — specifically the way women of African descent have been viewed throughout
histary — is of importance to Renée Green. Her work explores the cultural politics of race, sexuality, represen-
fation and the imaginary through the juxtaposition of literary texts, found objects and personal memories.
Although Green's work references colonialism and the era of expansion and exploration, it is designed as a fic-
tion, Her dream version of the natural history museum embraces the history of the other.

Melissa Goldstein explores how ownership changes the meaning of an art object. By juxtaposing pho-
tographic fragments of Freud's collection of ancient sculptures with sterling silver spoons engraved with
Freudian terms, Goldstein Jooks at the relationship between souvenirs of the past, myth and the qualities of
human nature. Goldstein presents these objects — the photographs, as well as the spoons — as fetishes, as
conveyers of a specific history that has been passed on, and reinterpreted over time. The collector, as well as
the collection, plays an important role in determining history, As Goldstein suggests, it is through the taste of
the individual rather than through the inherent value of the object that meaning is conveyed.

Brian Tucker's installation looks at the Beatles as a cultural phenomenon, By creating and displaying
collections devoted to the study of John, Paul, George and Ringo, he explores the notion of the fan and the
function of the collections of pop idols, Tucker is interested in how history and myth are constructed, as well
as how different attitudes toward collecting mirror the different attitudes toward self discovery. According to
Tucker, who we are is related to our obsessions,

Althaugh Tisdale, Wilson, Tucker, Green and Goldstein all look to the past, it is not only through
the past that we come to know ourselves. Sylvia Bowyer looks forward, Her installation is an exhibit set some-
time in the future based on the premise that in the future people will freeze and store the essence of all wild
flora and fauna. These essences take on the shapes of Russian Suprematist paintings alluding to the
Constructivist ideal, The work enters into a dialogue between past and future visions of utopia, It presents a
diagram of what the future would look like if “our desire for simplification and preservation were realized.”

What we inherit from the past we apply to the future. The present becomes the catalyst, the point
through which everything passes. A museum houses these memories. It becomes the frame through which we
come to know ourselves and our histories. But museums are limited; they only present some points of view,
There are other histories to be told and other legacies upon which to draw. The artists in Inheritance present
unconventional approaches to traditional museum display. They make references to both recorded and per-
sonal history in order to expand upon the limited frame of the museum.

Roberto Bedoya
lody Zellen
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INHERITING DIFFERENCE

Joshua Decter

Lo see ethnography as a form of culture collecting (mot, of course, the ondy way to see it) hghlighs
the waays that diverse experiences an fucts are selected, gathered, detached from their ariginal tem-
poral oceasions, and groen value in @ new arrangement.

Every appropration of culture, whether by insiders or autsiders, imphies @ spevific temporal position
and form of historical marration.

~James Clifford, "On Collecting Ar and Culture”™

n her director’s forward for the anthology, Out There: Margina mporary Culture:
offered a relatively straightforward yet indisputably tlm thlﬂ-lhllt ‘iunf of us chooses our race, our
gender, our age, or our country of origin, nor can we do anything to change them. But while these factors
are outside our control, how we position ourselves in relation to them is very much a matter of choice.”
Indeed, it is very much a question of how we position ourselves — in relation to the multiple influ-
encing factors which we inherit, either willfully through a conscious absorption of traditional forms, prac-
tices, and belief systems (whether derived from religious, ideological, political, philosophical or other cultural
sources), or through determinations which presuppose our “conscious” acts (i.e., the rather obvious examples
of racial inheritance, the context in which one is born, etc.). | am a white male, and no amount of SUrgery or




prosthetic implantation can effectively erase this fundamental condition, even though such methods of bodily
alteration announce a desire to renounce biological, genetic (i.e., gender and sexual) inheritance.

The sex-change operation suggests one of the most radical attempts to re-invent the body according
to a psychological resistance to biological inheritance; vet even the “choice” exerted by the individual in rela-
tion to the cultural position of their sexuality is predicated, on some level, upon the adoption of a set of codes
of signs of “the feminine” or “womanhood” (as distinct from the code/signs of “the masculine,” or “man-
haod"), In other words, the fantasy of sexual (self jteansformation is itself the product of a certain mode of
cultural inheritance. We can refer to an example from popular culture to locate a figure who would seem to be
symptomatic of the inter-related desire to renounce both racial inheritance and sexual condition: Michael
Jackson, On the terms of this discussion, we may be able to understand the spectacularly pathetic endeavor of
Jackson to quite literally “make himself over into” a kind of white Diana Ross — an ultimate symbolic figure
for a cultural masquerade wherein “difference” is nullified in favor of artificial synthesis, a corporeal re-
arrangement which suggests a desire to produce a (selfjrepresentation of so-called “cross-over” culture, Yet
the image which Jackson proliferates through the mass media and entertainment industry is itself an index of
a post-racial, post-sexual order of existence wherein cultural identities and distinctions collapse into a pros-
thetic hybrid — the “new” a-sexual (i.e., androgynous), a-racial (Le., the product of racial conversion) type of
individual constructed by certain members (black and white, male and female) of the entertainment industry,

Born into a white, Jewish, middle-class New York family, | "inherited” aspects of the cultural back-
ground of my parents — for instance, their participation within a milieu of intellectual/political culture, their
apparently contradictory (or so it seemed to me during my childhood) relationship to "Jewishness” (a positive
embrace of certain aspects of Jewish cultural tradition, yet an extreme ambivalence towards religion, and
questions of faith). In other words, | inherited the (complex) cultural, social, and psychological conditions of
secular Jewish urban life, I was educated at high-quality private high schools and colleges, whose students
populations where predominantly, though not exclusively, white. This comes as no surprise, yet it seemed to
disturb me by the time | reached college — particularly in relation to my father's history {he had worked for
Martin Luther King for a brief period during the 1960s). Apart from the seductive and morally compelling
quality of the rhetoric of liberal, democratic, and libertarian principles, where were the concrete accomplish-
ments to be found? They were there to be sure, subtle yet potent, but it was still difficult to perceive such
changes against the milky-white background of these racially homogeneous [with few exceptions) student
populations, even in the carly 19805, {Perhaps | would have encountered considerably more racial and ethnic
diversity within the State college systems). | studied art history and philosophy, and there seemed to be a "nat-
ural” (ie., partially inherited) tendency towards the so-called emancipatory theories/practices of Marxist cul-
tural eriticism and theory, | became infatuated with the Frankfurt School in particular, seduced by the range
of writings concerning both the negative and positive attributes of industrial culture (e.g., Adorno, Benjamin,
etc.). | began to encounter an idealistic or utopianist impulse within my formative approach to contemporary
culture — an impulse partially inherited, but then actively re-appropriated.

INHERITANCE: THE ACT OF INHERITING PROPERTY; THE RECEPTION OF GENETIC QUALITIES BY
TRANSMISSION OF PARENT TO OFFSPRING; THE ACQUISITION OF A POSSESSION, CONDITION,
OR TRAIT FROM PAST GENERATIONS; SOMETHING THAT 15 OR MAY BE INHERITED; TRADITION;
A VALUABLE POSSESSION THAT 15 A COMMON HERITAGE FROM NATURE.




Considering this set of definitions of the word “inheritance,” I am struck by the multiple meanings
which might obtain for this linguistic term, The word may be used to identify or name a range of social/cul-
tural processes and acts, some of which | have already articulated through the previous meta-narrative, quasi-
autobiographical structure, One may inherit a sum of money from a recently deceased relative, and one may
also (or always) inherit the ideological assumptions of a “liberal arts” system of pedagogy. Both describe dif-
ferent types of inheritance within the socio-cultural matrix. For the French Marxist philosopher Louis
Althusser, individuals are born into ideology on symbolic and material levels — bathed in it from birth, and
through structures of education. These are modes of inheritance,

Upon reflection, my embrace of certain aspects of Marxist philosophy and cultural criticism in col-
lege and then in the Whitney Independent Study Program now would seem to suggest a moment wherein |
attempted to re-appropriate inherited models (from family, from school) for the sake of a notion (and per-
haps even practice) of “critical consciousness.” | began to endorse the viability of utilizing certain Marxist
concepts and theoretical frameworks of cultural analysis for emancipatory ends: that is, to use method and
theory to engender “social transformations,” beyond a private sort of critical consciousness. My re-appropria-
tion of a tradition of Marxist criticism within the formative language of my emergent practice as an art critic
in the later 19805 was simply the logical extension of my inheritance of Continental philosophy/thought,
Ironically, it never occurred to me to apply this notion of “critical consciousness” in a self-conscious manner,
50 as to indicate the fundamentally Euro-centric assumptions of my thought and language (indeed, it is prob-
able that the notion of Furo-centrism was still “foreign” to me in the mid-1980s). Furthermore, it never
occurred to me, at that time, to question whether the writings of a German-Jewish author (i.e., Walter
Benjamin) active in Europe in the 19205 and 19305 could have the remotest connection to the cultural condi-
tions and problems of America or Europe in the 1980s. I “naturally” concluded that the authority granted to
Benjamin and others was justified, and | reinforced this authority of the canon without question. After all, his
writings were part of my “rightful” inheritance, ready for my re-appropriation. Ironically, it was an essay by
Edward Said, entitled Traveling Theory, which guided me towards a critical self-consciousness about such ide-
ological assumptions. In the essay, Said proposes an historical, sociological, and idealogical analysis of what
might be described as the “migration” of theoretical models from ane cultural context to the other, from one
period to the other, Specifically, Said focused his attention upon the “traveling” of Georg Luckac's 1923
History and Class Consciousness, as this was inherited and re-appropriated by later Marxist critics such as
Lucien Goldmann and Raymend Williams within distinctly different contexts (and ultimately, for distinctly
different “uses”). Said prompted me to begin reflecting critically upon the fundamental a-historical nature of
my appropriated inheritances when he argued that we should:

... distinguish theory from critical consciousness by saying that the latter is a sort of spatial sense, a
sort of measuring faculty for locating or situating theory, and this means that theory has to be grasped in the
place and time out of which it emerges as a part of that time, working in and for it, responding to it: then,
cansequently, that first place can be measured against subsequent places where the theory turns up for use.™

Articulating a defense of 4 neo-humanist critical engagement with the “world” which calls for a
materialist conception of theory in relation to its supposed “practical” applications, Said wrote:

“The ¢ritical consciousness is awareness of the differences between situations, awareness too of the
fact that no system or theary exhausts the situation out of which it emerges or to which it is transported. And,



above all, critical consciousness is awareness of the resistances to theory, reactions to it elicited by those con-
crete experiences or interpretations with which it is in conflict. Indeed 1 would go as far as saying that it is the
critic’s job to provide resistances to theory, to open it up toward historical reality, toward society, toward
human need and interests, to point up those concrete instances drawn from everyday reality that lie outside or
just beyond the interpretive arena necessarily designated in advance and thereafter circumscribed by every

theory.™

ol Reading this as [ began to produce art criticism (perhaps the most insular, self-referential, apolitical,
and culturally dis-engaged mode of cultural criticism as a discipline) for the relatively small audience which
comprises the so-called art world, | was immediately impressed by Said's effort to articulate a re-engagement
of theory and criticism (specifically, academic criticism) with the broader social, cultural and political condi-
tions of a specific context, At that point, | eagetly inherited and then re-appropriated Said's approach: it was
persuasive. And even if | might have disagreed with some of his “real” political positions (for instance, regard-
ng the history of the Palestinian issue, from his position asa Palestinian), | nevertheless admired his ability 10
produce an active and concrete dialogue between the work of the academic critic and the work of the political
activist. The interface of these roles made manifest Said’s own demand for the avercoming of academic and
political specialization — an endeavor towards larger, cross-cultural, social reform, But could art criticism
function in the way in which Said envisioned a new type of literary/cultural criticism might operate ... in that
potential space inside civil society, acting on behalf of those alternative acts and alternative intentions whose
advancement is 4 fundamental human obligation™?*

Over the past few years, the institutional limitations of my practice as art critic have become
increasingly evident, What did it really mean to “speak on behalf of alicrnative acts and alternative inten-
tions™ Did this mean that if | wrote a review of an exhibition of contemporary African-American artists at
The Studio Museum in Harlem that | was “acting on behalf” of some group which constituted an “alterna-
tive," “the marginalized"? In a sense, | had also inherited (and then appropriated) already available notions of
what constituted “alternative” art production — i.e,, those practices which seemed to have been produced by
“marginalized” artists, artists who worked outside of the so-called “center” at the so-called “periphery” of
“mainstream” (i.e., sanctioned) high culture. Until recently, | had accepted the legitimacy and viability of
these scemingly authoritative terms which daimed to identify (within a rather crudely structured binary sys-
tem of dualisms) that which was “included” at the center, versus that which was “excluded.” But whose “cen-
ter,” and whose "periphery™? 1 had never really questioned which “center,” which “dominant” was being
referred to — since there is obviously more than one center and one margin within an ethnically and racially
diverse society (this reality itself nullifies the legitimacy of the binary divisions between “mainstream” and
“alternative,” “center” and “margin”)! Such categories are utilized by those within a self-perceived “domi-
nant”cultural configuration (which means, in translation, where there is capital for the production and exhi-
bition of art) o reinforce their interests and desires, But returning to Said, was there something inherently
Euro-centric about adopting and endorsing the notion of “human obligation” towards the “alternative™
Didn't this suggest a kind of neo-Enlightment humanism which once again reinforced the artificial division
between “center” and “margin”? Well, I don't believe that Said, as a Palestinian, could be suggesting that the
critic’s role is to speak for that so-called “alternative,” but rather to facilitate an empowering of dis-enfran-
chised, marginalized cultural producers to speak in their own “voices,” to create their own self-representa-




tions. I do not wish to speak for the other, since T am also “other,” likewise, | hope that the other does not
speak for me, since he/she is also “other.” Rather, we should conceive of the possibility of a coalition of “oth-
erness” (i.e., 1o use a somewhat outmoded vernacular, “togetherness”).

When | began to encounter writings by African-American cultural critics such a5 Cornel West,
Michelle Wallace and bell hooks, it became immediately clear that these authors were contesting the very lan-
guage of multi-culturalism which had begun to seep into the linguistic/semantic horizon of the lexicon of art
criticism, [n particular, West's The New Cultural Polities of Difference seemed to present the most sophisticated
and pragmatic approach to the notion of “cultural difference” on both intellectual (i.c., in terms of the lan-
guage of the academy) and political (i.c., the language of activism| grounds. West's method and language sug-
gested a selective hybridization of diverse cultural, historical, political, ideological, racial, ethnic and philo-
sophical traditions which allowed him to locate a “genealogy” of Western conceptions (and practices) of
democracy — a genealogy which indicates both the positive and negative characteristics of developments in
notions of racial, ethnic, cultural identities {spﬂﬁiﬁnﬂ‘;'. articulated in terms of the historical relationship
between blacks and whites). To my mind, West argues for a type of reconciliation between distinet groups
{whether these are characterized by gender, sexual preference, cthnicity, race, economics, etc.) that is orga-
nized around the re-consideration of democratic, iberational goals — not unlike the mode of humanitarian
obligation suggested by Said. 1 have willingly inherited, then actively appropriated, West's call for coalition
building between diverse communities and languages within the U.S. context:

“Adequate rejoinders to intellectual and existential challenges equip the practitioners of the new
cultural politics of difference to meet the political ones. This challenge principally consists of forging solid and
reliable alliances hetween people of color and white progressives guided by amoral and political vision of
greater democracy and individual freedom in communities, states, and transnational enterprises, e.g., corpo-
rations, information and communication conglomerates.™

The “progressive” unfolding of my own pragmatic approach to progressive cultural politics has
been engendered by a series of reflexive, self-consciously eritical re-evaluations of how 1 have positioned
myself in relation to inherited notions, models and practices, and then through a re-appropriation of specific
languages within my critical writing that indicate this continuous dynamic of influence and selection. This
dynamic is predicated on a degree of critical flexibility towards other disciplinary languages (whether theoreti-
cal or political ) as a means to challenge received ideological models and practices of “cultural democracy,” and
facilitate a re-conceptualization of “cultural democracy” asa sphere of “political culture” wherein democratic
freedoms (whether social or economic) need to be won back. For West, the “new” critic must engage in both
inteflectual and political struggles for such re-definition:

“The time has come for critics and artists of the new cultural politics of difference to casts their nets
widely, flex their museles broadly and thereby to refuse to limit their visions; analyses and praxis to their par-
ticular terrains, The aim is to dare 10 recast, redeline and revise the very notions of ‘modernity, ‘mainstream,
‘margins, ‘difference, ‘otherness,™

My relationship to West's ideas are not merely symptomatic of my condition s a “sympathetic”
white liberal critic, Rather, the inheritance of my father’s ideological and political liberalism, for instance, has
influenced my inclinations towards notions of social and economic democracy; yet, in ideological terms, these
convictions have also been strongly influenced by certain principles gained from an expostre to certain types



of Marxist philosophy and criticism. It is evident that aspects of the Marxist tradition have also been inherited
— and then re-appropriated — by West, particularly in regard 1 his conception of inter-disciplinary, inter-
cultural coalitions resisting hegemony (on local, national, and global levels). Indeed, it might even be tenable
i suggest that Habermas may have entered into West's implied notion of greater communication between
races, genders, etc, Yet, for West, the work and activities of the "progressive” cultural critic have all too often
been co-opted by mainstream forces — producing the paradosical role of the “co-opted progressive” critic.
This is the apparent result of a lack of broader ideological support and political reinforcement from a coali-
tion of institutional and non-institutional bodies, | am drawn to how West has unified his perhaps contradic-
tary impulses toward utopianism and practical politics, suggesting a strategy for the development of personal
and public “coalitions” between divergent or antagonistic positions. Extrapolated from these observations, it
might also be tenable to suggest that the “spirit” of Martin Luther King is inscribed within the grain of West's
discourse. This, alone, is a powerful and persuasive inheritance to re-appropriate for myself, for others,
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THE FRAGILE INHERITORS

Kobena Mercer

The tradition of all the doad generations werghs like a tighemare on the brain of the living,
- Marx, 1869

It mmonerting it 1 theworld which has hecome poor and empey; in medancholia it is the ego ftself
= Freud, 1917

with us for some time now, but as a body of myths central 1o the shaping of Western culture, it has taken
| a long time dying, and in so doing has forced us into an interregnum in which, “the old is dying and the
new cannol be born” (Gramsci),

The death of modernism thus leaves an inheritance and makes us heirs of its own demise, The dead
take a long time dying because by way of a legal contract, such as a will, they continue to exert a certain power
and influence over those who survive them: hence, in the form of the bequest, the dead transmit their deeds
to their descendants — the postmodernists. Whether one comes into a family fortune, or inherits only ances-
tral debts, as survivors we remain bound to mythologies from the past which constitute our common heritage
of modernity, The death of universal “Man} and with it the traditional liberal humanist belief in the family of

Thﬂ has been a death in the family of man: modernism. The morbid symptoms of its slow decline have been




man, is one such mythology which, dying in squalor, weighs like a nightmare on the bad brains of the living.
In the United States today, there is a name for this nightmare as it is lived in the collective imaginary of society
— “multiculturalism.”

When there is a death in the family, especially when someone has been dis—inherited, survivors
often quarrel with one another in dispute over competing claims over the legacy of the deceased. The dead
thus exert their power by reanimating jealousies, animosities, sibling rivalries and resentments among surviv-
ing family heirs; all of which shows how much the family-of-man, like any family, was based not so much on
love, but on violence, error and malice,

The museum has become one of the key institutions in which the death of modernism has
bequeathed its terrible inheritance — it is the key site upon which the last will and testament of liberal
humanist “Man" has been so bitterly contested by his illegitimate offspring, the minors or so-called minorities
of today's society, the bastard stepchildren of the West {in James Baldwin's phrase),

The museum acts as a repository of cultural capital in which accumulated objects and artifacts are
exhibited, ordered, classified and made meaningful as evidence of the sovereign and centered identity of
“Western Man” as the subject of knowledge whose certainties are staged, displayed and returned in represen-
tation as the sum total ratio of what it means to be human. As myth-systems of cultural, political and sym-
bolic power and prestige, the great museums of Europe and America are today in ruins, The sight of the
museum in ruins has been important to the recognition of our postmodern condition in that our ability to
believe in the mythic narratives of human history embodied in the museum has been radically undermined by
our counter-knowledge of the exclusionary practices through which Western Man acquired his identity as the
fied and stable center of the knowable world only by denying the differences and discourse of others.' While
many have mourned “his” death, some of us have delighted in the decline and fall and decentering of the uni-
versal subject as the process has revealed that “he” who historically monopolized the microphone in public
culture, by claiming to speak for humanity as a whole while denying that right to representation to anyone
who was not white, not male, and not Western, turned out to be merely a minority himself, an “other”
amongst others.

The “crisis of authority” within the apparatus of cultural legitimation thus reveals multiculturalism
as the flip-side of postmodernism, its “other scene.” It is 1992 and, 500 years since Columbus’ voyage of
destruction/discovery, the museum becomes the setting for diverse struggles over the very meaning of
“Americanness” as a national identity, In Europe, desperately seeking a unified self-image in 1992, old imperi-
al nation-states confront the postcolonial inheritance in their body-politic, now the commeon home of count-
less people of the African, Caribbean, Asian and Muslim diasporas.

Because he regarded crisis as a permanent condition of modernity, Gramsci said: “If the ruling class
has lost its consensus, i.e. is no longer ‘leading’ but only dominant, exercising coercive force alone, this means
precisely that the great masses have become detached from their traditional ideologies, and no longer believe
what they used to believe previously,” adding: “NB. this paragraph should be completed by some observations
on the so-called ‘problem of the younger generation’ — a problem caused by the ‘crisis of authority’ of the old
generations in power,™

The six artists teatured in this exhibition may be regarded as exemplars of a “younger generation”
practicing a critical postmodernism which chooses the museum as the site for critical intervention in the




myth-making functions of the cultural imaginary, The artists each use and creatively abuse the conventions of
museology as part of an art practice that exhibils a critical archival methodology, deployed in six very differ-
ent ways around distinct topics, sites and archacalogical digs. It would be a bit reductionist, however, to sim-
ply label these practices “postmodern” merely on account of their shared, overlapping, concern with the arti-
fact as an outcome of power/knowledge articulations, with the story-telling function of ideologies, or with the
imaginary staging of representational access to an "authentic” past, All six are ipso facto pomo in their prob-
lematization of our perception of the past, but what intrigues me about their “detachment from traditional
ideologies” is that they all seem passionately genealogical in their commitment to a methodology, a way of
working through an ethical response to the museum’s “crisis of authority,” that is best described by Foucault's
conception of genealogy as an instrument of counter-practice.’

What we have on display are six different ways of doing genealogy as part of a contemporary art
practice that wants to get to the bottom of things with respect to the museum’s crisis of credulity and dig a lit-
tle deeper into the “depthless” predicament of the postmodern, Whether this concerns the mise-én-scene of
textual authority (Brian Tucker), or a dread dystopian sci-fi fantasy of global endo-colonization (Sylvia
Bowyer), the methods and devices of genealogical inquiry are sharply felt not so much through the mere
“appropriation” of the museum’s codes and conventions, but through the meticulous and ruthless perversion
of the idea of a visible “truth” on which they depend.

This strategy informs Melissa Goldstein's re-reading of Freud and the Freudian concept of fetishism,
parodying and playing to the 19th-century image-reservoir of the scientist of unconscious mental laws as an
obsessed collector. Or from an adjacent angle, when Danny Tisdale's found objects, with all their faded aura
from the Black Power cra of the 19605 — dashikis, black leather jackets, Afro combs, Ron O'Neal and Nu Nike
pomade — are re-placed and re-presented in a fine art museum context as funked-up Duchampian ready-
miades, the genealogical impulse in such art practices suggests a strategy of critical perversion which seeks to
bend the cliches of museum display to counter-hegemonic purposes. As Foucault put ity knowledge is not
meant for understanding: it is meant for cutting. The aim is to subvert the codes of museological authority pre-
cisely by perverting our aesthetic contract with the artifact as a signifier of power, knowledge and “truth”.
Quite literally, such methods are perverse insofar as they aim to lead us away from the search for a final and
absolute “meaning” to historical events, and encourage us instead to take pleasure in a rigorously sceptical dis-
position towards the “truth” embodied by the museum as an imagined representation of our relationship to
the events of the past that made us who we are today.'

The museum-in-ruins has become a site of struggle over representations of cultural history because
new social actors have sought to reclaim what has been “hidden from history,” to rewrite the distorted ver-
sions of the past inherited from the dominant, Eurocentric, paradigm. Yet in counter-movements, such as
feminist “herstory” or Afrocentrism to cite two examples, there is often a tendency that unwittingly replicates
the master-codes of dominant historicism by reducing the desire for knowledge of the past to the discovery of
“heroic ancestors” and their “origins,” which often comes about because such movements also assume that
there 1s something called "truth.” Genealogy, on the other hand, opposes stself to the search for origing and
departs from history as the telling of fabulous just-so stories of innocent origins and happy endings, for
oppressor and oppressed alike,

The artists gathered here resemble genealogists rather than historians in that whereas, historians



take uusual pains ta erase the elements in their wark whichy reveal their grounding in a particular time and pla
their preferences in a controversy — the univoidable obstacles of their passion imorder 1o fabricate an “objective”
history which must hide its singular malice under the cloak of universals, the gencalogists on the other hand
acknowledge Ihﬁ‘.pu_:ipr.ql-iﬂ::ﬁxﬂ_tinﬂ anc thus resemble Gramsci's “organic intellectuals™ -ﬁ-ﬁ!{fﬁwn
use of history that severs its connection to migmory, its metaphysical and anthropological model, and constricts u
gouriter-memory — a transformation of history into a totally different form of time, It is in this sense that the
‘methods employed here refuse the cerrainnty of absolutes in favor of an epistemological position of ambivalence
and uncertainty through which the “look” solicited by their installations, corresponids fo the acuity of  glance
that distinguishes, sepanates and disperses, that is capable of liberating divergence and marginal elements — the
kind of dissociating view that is capable of decomposing itself, shattering the unity of man's being throughy wiich it
was thought that he could extend his sovereignty to the events of the past.

Genealogy cuts away from the interpretive authority of the museum for, if interpretation were the
slow expasure of the hidden meaning in an origin, then only metaphysicians could interpret the development of
huamianity. But if interpretation is the violent or surreptitious appropriation of @ system of rules, which i itself has
to-esseritial imearing, in order to impose a direction, to bend it to a new will, to force its participation in a different
guame, and subject it to secondary rules, then the development of humanity is a series of interpretations, ]

As counter-practice, genealogy concerns what Foucault called, “the search for descent” — a phrase

 which marvelously describes what Fred Wilson and Renée Green are doing in their gray, meticulous ami
patiently dacumentary researches into the toxic mythologies of “race,” whose sedimented traces in the fantasia
of the popular imaginary are being reworked in the resurgence of racism in the United States today. Green and
Wilson follow the complex course of descent in order to take up Cornel West's call for a “genealogical material-
ist” analysis of “race” as an ideological phantasm of US history which hauntg its sense of national identity and
its sense of “who we are,” et

In relation 1o this tapos of “race” T want to stress the importance of such genealogy in its critical
difference from that abuse of popular memory which results, for exampleginithe Black History Month Hall of
Fame version of the past in which the search for “positive images,” itself motivated by an urgent need t repair
the damage done by the dominant paradigm, nonetheless has the effisct of embalming and “museumifying”
the past and thus paradoxically replicates its perceived marginality. By usi : .o the:other hand,

artists like Renée Green do not arrive at the therapeutic comfort of cathartic “feel-good” counter-myths, but
encounter the upsetting discovery that critical knowledge of the past is a dangerous legacy and that, we should
ot be deceived nto thinking that this heritage is an acquisition, a possession that grows and solidifies: rather, it is
an nstable assemblage of faults, fissures and heterogeneous layers that threaten the fragile inheritor from within
or from underneath,

This is a crugial move in contemporary struggles over the symbolic economy of the museum
because it disrupts the simplistic duality of arguing only about “exclusion” and “inclusion” (the rhetoric of
bureaucratic multiculturalism}. It goes beyond the binary mode of narration in which history's victims and
victimizers can only trade places, and opens instead onto a “third space” in which it becomes possible to
rethink the social function of the muscum and contemplate its radical transformation. This is because geneal-
ogy, unlike history, disturbs what was previously considered immobile; it fragments what was thought unified,
and the introduction of such disturbance into the field of vision underlines that, what is found at the historical




nniig of things is not the inviokible identity of their origing it is the dissension of things, I¢4s disparity. In thei
it ways, the six artists here remind us that, the prepose of history, guided by genealogy, i nof fo discover
ﬂnmﬂrqﬁ:ﬂr identity but to commit tself 1o its dissipation,
Hold up-1 'm a confirmed fan of luucault.%m of my favorite dead, white, male
Tled 10 __%: ean emphasi on the toa
: ? 1t is one ﬁ‘w like him to abandon
uqﬂ#umm "Himﬂtﬁ”ihtmm of us h.wn: struggled h:mg and hard to gnﬂ: hold of one and we'd like to hang
anto it for the moment, thank you very much. What is missing from Foucault is Stuart Hall's counter-empha-
sis o the necessarily provisional and arbitrary character of any “identity” formed in and through the process
of historical struggles But, on the other hand, when Roucault argues that, nothing in man — nof even his
body — s sufficiently stable to serve as the basis for self-recognition or for the understanding of other men, 1 agree
- cnﬁﬂd]r hr.::nu.'.-: in t:.hng ﬂm.ﬂ;ﬂp P]nlnmc prﬂudm: agrunst the body as an :t:mal nndmntahl: mhtu»

— inscribed in nld world ideologies of race, gr:nd:r. nationality, mutlnrdnd :'thnlul!.’ — which cut fnto the
hod?‘md divide it from itself and hence undermine any claim 10 something as finished or as complete as an

It is because, “Bodies (and not subjects) ‘think’ not theeugh concepts, nor categories, nor even lan-
guage, but theough phantasms,” that, genealogy, as an analysis of descent, t thus sittiated within the articulation
of body and hm;u Ity task s to expose a body tonlly Hﬂpﬂ::fdﬁ}hﬁlﬂﬂ'mﬂ the processof histery's destruction
of the body, fus] ﬁriusrf'ﬂlﬂ surface of events (traced by language and dissolved by ideas), the locus of a dissociat-
e self (adopting the illusion of u substanrial uni ;mihuﬁhﬁ: perpettal disintegration. En route to LACE
where this cxhibition is logated, near East Lost Ang Wm’ﬂlﬂf homeless and dispossessed bod-
ies, black, brown and white, will confirm how much Fl:sturg,' “dissolves” the hody according to “events,” like
world recession, and “ideas,” like masculinity, class or ethnicity.

Insofor as they ruin our illusion of the museum as repository of “truth," the'artists in Luhgujng_q
allow us to think how our mult s identities as pendered, ethnic, racialized, sexual subjects are not “essences”
but themselves ﬂhfaﬁfﬂw experience and violent histories saturated in bood. Against the essentialist
logic of identity-politics [which paradoxically reifies, dehistoricizes and thus remains tied to the phantasms
through which our identities are bound into the murderous hierarchies of the family of man), these artists
remind us why we continue to need a sense of “effective history,” because: the world we know 15 not this ulti-
mately simple configuration where ¢vents are reduced to their essemtial traits, therr final meaning or their il
and final value. On the contrary, it is a profusion of entangled events, I it appears as o “marvelous motley, pro-
found and totally meaningful” then this is because it began and continues ity secret existence through a “host of
errors and phantasms,”

In this respect, considering the diverse social identitics brought together in this group of artists,
what the curators of Inheritance have achieved is an instance of “critical multiculturalism,” which we need
more of in contemporary arts programming, What | mean to suggest by this somewhat clumsy phrase is that
the curatorial process clearly acknowledges the fact that the phantasms of *race; gender, class” constitute part
of our legacy as the lost children of modernity; but in contrast 1o a certain “bureaucratic multiculturalism,”
which holds that such phantasms necessarily determine, finalize and fully define what artists can and can't do,




or what curators can and can't show, a “critical multiculturalism,” on the other hand, recognizes the emanci-
patory potential of the “discrepant cosmopolitanism” (the phrase is James Clifford's') through which we
locate ourselves in mestizaje cities like London, Lagos or Los Angeles, where we sometimes discover “differ-
ences” we can cherish and learn from amidst the otherwise hazardous experience of postmodernity,

The various art practices brought together here lead us away from the museum as such and invite us
instead into the rich, strange and quirky texture of that version of the postmodern in which, the will to know!-
edge does ot achieve a universal truth: man is not given an exact and serene mastery of nature. On the contrary,
it ceaselessly multiplies the risks, creates dangers in every area; it breaks down illusory defences; it dissalves the
unity of the subject; it releases those elements of itself that are devoted to its subversion and destruction. In so
doing, the “younger generation” respond to the “crisis of authority” by gently reminding us that, the study of
hustory makes one “happy, unlike the metaphysicians, to possess in oneself not an immortal soul but many mortal
ones.” (The Wanderer)

KOTES
The wafpmmudmmm an, “a crwsis of cultural suthority, specifically of the authority vested in Western Earopean culture and its
wstitutions,” is develuped by Douglas Cramp, Ow The Musewms Ruing, and Cralg Oweens, Feiuists and Posemodermigm, both in Hal
Fouter (ed.), The Anti-Acsthetic. Bay Prose: Seatthe, 1983
Although (hwens and Crimp affer 2 “corrective” to the Furacentric pathos evoked by Baudrillard, lamesan, Lyatard et al,, there
ti-an irony far people of color pointed out by Marcos Sanchez- Tranquiling and John Tagg, namely: “those who never made it now
arrive to find the Museom in rains_ They arrive 10 find their [dentity already pone. their Culture in fragments, their Nationhood dis-
persed, and their Momments reduced 10 canomical rubble.. Welcome to the New Art History, There i room for everyane and o place
for nore.” The Pachw'’s Played Hide: Mobslity, Identity and Bisemas Garras, in Grossberg. Nelson, Triechler (eds. ), Cultural Studies
Rowtledge: New York, 1991, p.556,

Antonio Grascl, State and Cévil Sockety | 1930], in Hoare and Nowel|-Smith (eds.), Selections from the Prison Notcbooks, Lawrence
& Wishari: Landas, 1971, p, 376,

" Michel Foacault, Nietache, Genvalogy, History (19711, in Bouchard (o), Language, Conter-Memary, Prastic, Cornell University

Press: NY, 1977, pp. 139 - 164; all quotstions are in itabics.

" The nition of “perversion” & & counter-hegeminic sesthetic strategy is developed by Jonathan Dollimore, Sexual Dissdence:
Augustioe o Wikde, Frew 1o Fongault, Onford University Press: New York, 191, see ep, Part 5, Perversion's Loar Histeries, pp, 103 -
{8

“Cornel West, Race and Socal Theory: Towndy o Genawlogieul Muaserinliss Aslysts, in Davis, Masable, Pfiel, Sprinker (eds.), The Year
Left 3, Veersa: London, 1987, pp, 73 - G,

" Btuart Hall's emphasic on the necesarily “arbitrary” point of closure entailed by any asumption of “identity” is developed In,
Mimmutl Sefves, The Keal Me, ICA Docunvents 86, Inatitute of Comtemporary Arte: London, 1987, and New Erhwicities Blagk

Fidm/British Cinema, [CA Documents 27, 1988,
" Soatt Lash, Genealogy anad the Hody, in Soclology of Postmodernism. Routledge: London, 1990, p, 64
" lames Cliftord, Traveing Ciltures, in Grossherg, Nebsoo, Treichler (eds. ), Culiural Stodies, op, cit.. p. 108; on the political economy

of the musewm, see his, On Coliecting Are andd Culrure, in The Prodicament of Cultare, Harvard University Press: MA, 1948, . 215 -
Bl

Robena Mereer teaches in the Art History and thie History of Consciousness programs at the Usiversity of Californin, Santi Craz,
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MELISSA GOLDSTEIN
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ut for me it was enough if, in my own bed,

my sleep was so heavy as completely to

relax my consciousness; for then | lost all
sense of place in which | had gone to sleep, and
when | awoke at midnight, not knowing where |
was, | could not be sure at first who | was; | had
only the most rudimentary sense of existence,
such as may lurk and flicker in the depths of an
animal's consciousness; | was more destitute of
human qualities than the cave-dweller; but then
the memory, not yet of the place in which | was,
but of various other places where | had lived, and
might now very possibly be, would come like a
rope let down from heaven to draw me up out of
the abyss of not-being, from which | could never
have escaped by myself: in a flash | would tra-
verse and surmount centuries of civilization, and
out of a half-visualized succession of oil-lamps,
followed by shirts with turned-down collars, would
put together by degrees the component parts of
my ego.

— Marcel Proust, Swann'’s Wiy






DANNY TISDALE
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inheritance: 1o receive us a right or title descended by law from an ancestor at his or her




death. b: o receive as

a device or legacy. ¢ the acquisition of a possession, condition or




l trait from past generations. 1: to take or hold a possession or rights by inheritance.
|
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PROFILE

Symptom: Fear of separation from
photographle apparatus.

DIAGNOSIS: Scopophilia

Indications: “Visual impressions remain

the most frequent pathway along which
libildinal excitation {8 aroused.” In

addition, “The force which may be overridden
by it... 18 ghame." (Ref. Freud)













BRIAN TUCKER

T'he Smart One

The Cute One

The Quiet One
The Clown




Figurines of this type trigger nostalgia and are prized by
collectors. Their value is inereased by 80% if the original
packaging is intact.

Many effigies were produced, most in 1964, including bob-
hing head dolls (a mint set of those iz worth about $500),
inflatable dolls, cloth dolls, rubber dolls with embedded
hair, unauthorized cake decorations labeled “Swingers” or
“Go-Go Swingers,” bottlestoppers, moulded bubble bath con-
tainers (Paul and Ringo only — the most popular members
of the group), plastic model kits, and Halloween costumes.



MEET PAUL McCARTNEY

Wital Statistecs:
Rirthday June 18, 18942
Birthplace Liverpodl
Wair - Dark Brown
Eyes Biown
Helght 5 1!
weight - 158 X
Favarite Coler #lue
Faverite Feod Roast Beel
Favorite Actress Sophia
k_'.ll;ﬂ

Faverite Singer  Little
Kichard

ihes Sleeping

I;"“m Type of Girl Any
hind

Brothers & Sisters
| Heolhet

FRINTES N W

There is much more to know about PAUL. From the earli-
est days, he was thrifty. In 1960, he was deported from
Germany for suspected arson. He admitted to Queen maga-
zine that he had taken LSD and that it “opened my eyes.”
He has always been very impressed by famous celebrities.
He believes that women are turned on sexually when he
strikes them. By turns, he can be considerate or petulant.
He is frustrated by the fact that Michael Jackson controls
the publishing rights to many of his songs. He sings and

plays his guitar almost constantly; he seems to have a com-
pulsion to perform.



13 Boattes Diarey
Dear Diary,

o Well, we've finally
declided that we'll call
our group “The Beatles."
Let's see...we started
by chlling ocurselves The

a Nurk Twins. Then we be-
gan to wear very color=
ful Jackets and we called
the group, "The Raln-
bows." Next we bought
silver suits and called

o curselves, "LONG JOHN &
The S5ilver Men." But now,
we're “THE HBEATLEE."

Actual Size

©1064 Topps Chowing Cram,
abbroviated “T.C.G "
for Troding Curd Guild

In fact, “The Nurk Twins" is a stage name John and Paul
used when playing as a duo in 1958. They had played
together in “The Quarry Men” since July of 1957. By 1958
George had joined, and the name had changed to “Johnny
and the Moondogs.” “The Rainbows” was a name impro-
vised when they arrived for a performance in different col-
ored shirts. George played part-time with the Les Stuart
Quartet. They became “The Silver Beatles” in May of 1960,
named in response to Buddy Holly’s “Crickets; " the spelling
was a pun on “beat.” By August of 1960 the name was
shortened to “Beatles.” “Long John and the Silver Men” is
SpPUrious.
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Beatles memorabilin from the collection of Jerey MeCulley.

Bingraphical nnd historieal sources include Showt! by Philip Norman (Stmon and Schuster, New York, 1861}
Yesterday by Chiet Flippo ( Doubleday, New York, 1088); and The Beatler Memorabilin Price Guide by Jefl Ausharger,
ot al, (Branyan Press, Elburn, [llincia, 1988,

Photograpghy by Sherrie 2uckerman.
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Lives and works m Los Angetes, LA

"A Controlled Nature,” 1992
mined media instullation
i W

MELISSA GOLDSTEIN

b 191, Bryn Mawr, PA
Livess aned wrkcs i Sassrerle, WA

“Hoamage 1o a Collecor,” 1990
mixed media installation
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RENEE GREEN
b 1958 (leveland, OH
Lives and works in New York, NY

“Blue Shies,” 1950
posteard, metal sign,
music roll, stamped wood
75" X 30" x 96"

Lty Par Heden Cullery

“Case 11t Lost,™ 1990
miad media

8" xB3 2 12°
Conertesy e Dhowduler

“Case IV: Found,” 1990
mixed media

48° x 83" x 12°

Comertesy Diavid [honabviled
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DANNY TISDALE

i 1954, Compton, (A
Livet and works i Harlem, NY

" Afro Hair, The Black Mussum,” 1990
mixed media
Witz "

* Afro Combs, The Black Museum,”
195

mixed media
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*Bandana and Photo,

The Black Museum,” 1990
mixed media

189" x25 4"

*Drashikl, The Black Museum,” 1990
mied meda

W x42"

ﬂ.nlur‘il‘:_:.' '|-"r'.rl|;'rl|' Hu:‘ri.'hl-ﬂ

“Dv. Palmer’s Skin Whitener and
Mleach, The Black Muscum,” 1990
mixed media

2y ay

"Black Men, Black Face," 199]
phato
WY

“Rodney King Beating,” 1991
phato

L ral ol

"Amenica’s Most Wanted 29,7 1991

photo

Lha ¥l g

BRIAN TUCKER

b 1955, St Movrica, CA
Lrves andd works in Las Angeles, CA

“Meet The Beatles,” 1992
miixed media indtallation
varuahle dimensons

Cuirtesy Roy Boyd Gullery

FRED WILSON
b 1954, Bironx, New York
Lives @l works i New York, NY

“Colonil Collection,” 19940
mixed media

variable dimensions
Canpniesy Metrg Promiras
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