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SUBJECT TO REVISION
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mid dozens of artworks stridently
addressing the polincs of idenmty at
the imfamaushy *PC™ 1991 Whitney
Biennaal, Glenn Ligon's Notes on fhe Mergro of the Blach Book wok
a3 more clliptical and ambiguous approach: This elegantly conceived
structural amendment to Robert Mapplethome's onginal Black Bocdk
mu!nihlmi t:lf WO rovws ::f indi'."rdLL‘i!i:n' f:rdmg;ci 'lm;lg-e,'a, ;pprnprin!rd
dircctly from the photographer’s controversial series of black male
nudes. In the newly expanded “margin™ between the photogeaphs,
Liggons inserted all manoer of uniformly typed texts on rve and sexi:
aliry, approprited from herendore unrelared commentators, snging
from high theonses and articulate drag queens to conservative polin-
cians and eealous evangelisis, Yet what
Liggean was really inserving into the mar-
gins was himself. Insisting on the double
connotation of “margin,” he slyly sug:
gested that as o black, gay artist, he'd
always been there anvway, and perhaps
we'd all do well to shift our attention to
the sidelines, And it was there that be
chimed aspace in which his own ambiva-
lent desires, idenvifications, and resis-
tances might arcalate among the desines,
lentifications, and resistances of others:
ot socnech within the pirsted images as P
Betreen them,

l.iuult'\. intervieEntion revedled a poten- A
ally. deep connection berween appro-
priative practices and investigations of identity, a link that was
overlooked duning the important early phase of theorizing appropn-
atbom i the “Bos—cspecially as far as an anist like Mapplethorpe was
concemed, For if Ligon was able to see in Mapplethorpe’s work
alatent podet de restshanee at the height of the wentity-driven art af
the “gos; such potemtial had not always been obvious, O this poiog,
in 1982, Douglas Cramp, now considered one of the foremost theo-
rists on subgectivity and representation, penned a shon essay that he
larer deemed necessary o amend. Crimp's texy, “Appropriating
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Appropristion,” was an attempt to establish and then conteast two
types of approprative strategies: a modemitst appropriation of stvie
and a postmadernise approprintion of suteral’ Crimp deemed
the first sode conservative, aligned s it was veith tradisions of aes-
thetic mastery,” The second was heralded as deconsirucrive, able,
however briefly, to mtermapt such modermist discourses, Crnmp chose
Fl-e:lht.'rt .\.inpph;!‘!m‘pr :I.I:n;l ﬁliurric 14:'\.'i1:r 5] ﬂ:;ﬁh ot Iii»:u'ﬂ_umenl,
Mapplethorpe, he argued, provided an example of the firse kind of
appropnation snce—despite the sometimes explicit content of much
af his photogrphy—he appropriated numerous stylistic devices from
prewar studio photsgeaphy (whether Vo fachion spreads o neo-
classical nudes). Levine, on the other hand, undermined maodern
myths of mastery by baldly re-presenting
high-art images without the camoulbage
of “originality,” Rather than join a filial
chain of creatve gemius by taking up
andl subtly lnll\sf::n!:i:lg [or even actively
refuting) the work of previows genera-
tions, she performed a kind of stopgap
measure, disabling the smooth mecha-
nisms of artistic légacy.

Looking back on this eseay a decade
later leomadentally enough, in the same
year that Ligon reread the Black Sook),
Crimp saw thar he had neglected the
refevance of Levine's positeon as a fenule
artist who 1}'Evir,'_:|]|r seived on '_1|||,'gl,1:ri.l.',:l[
Images of those sogiety deemed *Orhers.™
But even more surprising o the author in retrospect was a radical cle-
ment of Mapplothorpe's practice that had remamed to him as nvisi-
ble as Poe's pudoined lewter, hidden dn full view., *What 1 failed 1o
notice i1 g8z, Crimp writes in the introductory essay for O the
Magserem s Keranrs, “was what Jesse Helms could not help but notice n
198y thar Mapplethorpe's work interrupes tracition in a way thae
Levine's does not.™ That interruption, Cnmp continued, had noth-
ing to do with Mapplethompe's stvle, which had seemed to him so
copily aligned with tadition, nor did it depend on appeopriating
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the Biteral saserial of other art, as in Levine’s approach. Rather,
Mapplethorpe's rmdical iterniption was defined by whit his images

J.'lt'i]'ll;:lh'(] qu.fsJ'n:ﬁ' t!w |Ih'l -1 1:1:\.\' 1|'|q.:||_.' “l11|::ln|ﬂ:!;lri|:r I.'I,'III.IE:H"I! the

mle spectator a homosexual subject,” thus offering the possibilicy

foor an active, political, self-defining [(1l,'filiill5 Hrreargh dl:\.lriltg:l fepire-
sentation of gay suboulture #

My reason for rehearsing Cnimp’s entical double take s orelatively
simple, [n the 19Bes, appropriaton caime 16 be seen as one particu-
larly effective means to reveal the working mechanisms of vanous
cultural, social, and psychic mstitutions—and thus considerations of
subgectwvity and adentity necessanly sucfaced i soch deconstructive
rerrain. Yet these latter exposes, incontrast 1o those direcred
ar the museum, the media, or structures of signification,
were apparently much barder for ¢
CIes T e

spired for Craig Owens, whose canonical essay “The
Diseourse of Cthers™ recomnts. his mitial Blindness to sexual
difference in Laure Anderson's 1979 Americans ot
Misve, (In pare 2 of *The Allegoncal Impulse,” his discussion
of the semiotic ambiguity of the mised-arm gesture for
“hello” in one of Anderson’s slides filed o note that the
ercct arm of the gesturer—a nude male—could be read in
mre sbvious wavs. [ Bur why this blindness# Was Cromp's
queer eve echipsed by the imperatives of instintional en-
tique, and Owens’s feminism temporarily rumped by his
role as poststructuralist? Were such critical identities not
simultaneously habitable? Were consideranans of identity
aml subjectivity seen a5 incompatible with more “rigor-
ously™ crittcal enterprises?

As it tarns out, such overdetermimed exchasions of rice,
gender, and sexuality were not the only emissions 1o be made in the
mame of a properly criocal definition of appropriaton i the carly
‘Hos. Pop ant suffered an even more direct disavowal at the hands
of Bengaomn H.E. Buchloh w bes seminal 1982 essay “Allegoncal
Procedures:; Appropriaton and Montage in Contemparary Ar.™ In
that text, Buchloh teck pains to reject Pop as a precursor for a num-
ber of wpeand-comang arsts (nterestingly enough, all women, though
gender is not addressed by the author, including Dara Birnbaum,
Jenny Holzer, Barbara Krnuger, Louise Lawler, Sherrie Levineg, and
Martha Rosler. Instead, he assigned them an overtly polingal blood-
:|||'|:.'—|.Jil|.|_‘|1 l"nrdlh.'ﬂ\':i'\sln. ilud. |.Al1.'l'L il:\l!:il!ulitmql |.'r||!||.|in-—h'hih'
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completely dismissing Pop as 30 many “well balanced and well-tem-
pered modes of appropaation, and the successful synthesis of relative
rJ:fj...'.!le ;u:\l n'L"l!.il.'r. L\:lwu:ltiﬂ:uli!:\'."

Yot to refuse Pop—itsell considered by some the prodigal off-
sprng of Dada—any sigmificant place in the histary of analytical
approgiciation is to equate argarhly “well-tempered” Pop abjects woo
quickly with some of Pop's maore far-reaching, insurgenr effecrs, as
well as to assume that a pose of ambiguity holds no promise of eriti-
L'.,IF retum, !n I]!Ir" rug.'lrr..l. one ’hlﬂ,lld ‘."'“'l.\ldklr |1| Filniﬁ'll!ﬂ.r W‘;ll‘]lr;h
sinvge 1o other arnst so successfully synthesized (and thus confused)
the radical and the conventional and since his example s a key tooany
vestigation of the intersection between appropriaticn and subjec-
rivity [a bopie, it should be said, thar falls outside the parameters of
Buchloh's project). Ivis often argued thar Warhol's concepr of sub-
tectivity rendered all subjects nomsybrocts, merely “one-dimensional,”
imterchangeable poods. Yer even if {or perhaps beciuse] this iy the
case, he revealed all idemity, including rhat of the avant-garde, o be
perpetually shifting and always for sale, at once constructed and
devarred by socal and economic forces, While this formulation
hardly suggests much subwversive potential at firse glance, s funda-
mental turn away from the fiction of seable, normative subjectivity
offers some compeling alternatives, partcularly to those who achively
vead themselves as ;lil‘l':l:d!.' outgide or berween the frmes of conven-
tonal reference. To take just one example, Richard Mever has
recently argued that Warhaol took up the very structure of postwar
capitalism—its logic of repetition and difference—as o kand of sly

mc[.'l.]:hn::lr'l'ur demrity, and, i partcular, gay male i:&'mily.' His camp
sensibility and at times homoerotic code reframed “identiny™ saimul-
tancously as an index of complicit consumerism ad as a potential
\"I"\.l" 1(][’ “"I)ri.llg \1".1“' NOrms,

It was precisely this ambiguous enticalivy that compelled Buchloh
o cut Pop’s imb from appropriaton’s family tree, Forif Pop obpects
operated as so many “delicate constructs of compromse™ (to adopt
one of Buchloh’s phreases), then it would surely undo any “dean”
master narrative of declidedly political an—emphasizing instead the
ambavalent, even dupliciows natune that is; in fact, mherentin every
act n[ ilpi:lnlpl.‘iittinn.“" 5;: a0 w:|l'|! q.:m'l\l'du

al TR S ::lt. g, srxuﬂ]lt}',

To refuse Pop any significant place in the history of analytical
ics, artists, and audi- - @ppPropriation is to equate arguably “welltempered”™ Pop objects
In fact, an episode similar to Crimp’s ran- - 100 quickly with some of Pop's more far-reaching, insurgent effects,
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and gender, which, as evidenced by Crimp and Owens, show
how localized identity and subjectivity threatened the com-
prehensive gamuts of poststructuralist approaches and insti-
national crtique, I is perhaps worth nating this the Freudian
concept of identity 15 itsell defined by compromise, in that
the self s produced and maintamed by the balanced assimila-
tion and rejection of the properties and areributes of others.)
Esghnics appropration, ar its best, was decply invested in pre-
cisely these questions—hew to disable naturalized master
narratives, how to remonstrate the singular and usher in the
multiplicitons. To dismiss either Pop or localized ddentiny
structures was to unintentionally reinscribe a farmliar, ult-
mately conservative, genealogy—one that did not account for
artists” necessanly updated relationship to comemporary cul-
wure,-After Pop, it was impossible to fanrasize a space of resis-
tance ontside commodity cultune from which to bevy eritiguee.
Tnsspead, repressive structires were potentially revealed and decon-
structed {though also potentally revealed and muloplicd) predsely
through rapt immersion in and entical consumption of them, How-
ever different in effect, the sugeess of both Richard Prince’s presenta-
vicas oof masculiniry as a handful of well-packaged accoutrements and
Barbara Kruger's venenloquization of coercive stereatypes refied on
thee artises” decidedly mtimare relationships ro their subjects, In arder
o resist the cultral dptides, one needs o plot (howevers mngentially)
one’s oown longitude and latitude within them, The nonon may have
Been best aticalated by Hal Foster m rofz, when be asserted thar this
approach to culture suggested a model wherein artises ereared “the
public space, social representation or arisnc language in which he or
she intervenes #s both a target and 2 weapon.™'™

H H From Boetti, | inherited the Warholian idea that

Ste,‘fa no Ar I e nt I >> the world |5 already contaminated, prepackaged.
with nothing left that is pure or original. In this respect, Boett!’s orentation was different from that
of most of the arfe povers artists: thay wanted to get to the root of things, to search for primary
forma and symbols. In my own work, | respond to the continuous flow of mass-media images Ina
parsonal way. | don't want to inter-
prot or deconstruct the meanings of
images llke Cindy Sherman or
Richand Prince. Instead, | Intervens
at the level of their physical produc-
tion and dissemination. I've folded
comic books to make ahstract
sculptures; enased the texts of illus-
trated books, leaving only the
Images; and modified posters the
same way, using erdinary erasers.
I've cut p slides with a paper cutter
and shopping bags with sciasors.
My goal has always been materal
disorientation, so that one discovers
that the image, the work, banal as it
is, contalna a modicum of wonder.

=5 TOLD O GROAGIO YiER:

Thes nestion that appropriation might be seen as a maode of reveal-
ing language, representation, and even socal space to be so shape-
shifting as to subsist stmultancously as both weapon and target (and
thus ax both subject and object]) still resonates roday, Yet rather than
deploy appropriated clements of culture a5 so many sharpened
weapons and demarcated targets, & number of artists workmg now—
inclading Amy Adler, Glenn Ligon, Aleksandra Mir, Francesen
Vierroli; and Kelley Walker—recvele them to reveal critically the ways
thae subjectvity s crafred, consumed, and controlled. Most of these
artasts are interesied i redirecting or confusing cirauits of exchange
rather than jamming them entirely, perhaps having learned the lar-
ter's near impossibiliny. In other words, Foster's weapon-and-target
analogy cn be usefully amended by adding a drop of Pop's insistence
o comsimpliom—and the sometimes wnexpected resalts of diges-
tion. At the nsk of sounding any New Age bells, 1'd like wo think of
current practices of appropriation i erms of homcopathy, which
treats diseases by administermg small doses, as remedy, of shat
could otherwise be lechal. Ir is Derrida’s famous *Plage’s Phiarmacy™
that first suggests such a bodily metaphor as a erically useful decon-
structve tool There, Dernda plays with the Greek concepr of plar:
mabor—loosely tanslared a3 “mediane” bur defined equally as
*“cure” or “paison.” It s the ambiguity of the phammakon thar appeals
te1 the philosopher; if the same substance that destroys the body can
alsa save i, such an opposition i effectively unmoored, ™ Perhips
considering almire itself as a kind of loosely integrated body, we can
imagine armsts operaing within its sphere by sampling and reinject-
ing ity elements in less benign doses—not so much o “cure™ the
incurable as to render its symproms visible, manipulable, Understood
this way, homeopathy is the ultimate compromise, hiterally recali-
brating and strengthening by recirculating (o, to recall its contrast-
ing defirition, potentially weakening the system from within}.

It is. then, somewhat ironic that the concept of compromise best
defines the ways m which artists are most compellingly uolizing
appropraton today, often with overtly Pop overtones. Lest the word
be read as pascive (rather rhan passive-aggressivel, let’s murm to Mir,
one of the more political artises of the day, whose projects nearly
.1.|Will|.'s ill.wﬂ'.'r l;l,llr:ibrlnll:':sl1—\.\.'|'|cl'|\r.-r wil‘h nﬂis,ts. r|11|'l.'lrl'i;t:,'I| or
even entire communities. Mir's work covly modifies b memories
and mores, often in order 1o pomi 1o their underpinmings of dass,
gender, and race, She has temporanly men a anema for the unem-
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ploved fspecializing in Hollvwood disaster movies) and spectacularly
staged the landing of the first woman on the moon (with the help of
an enthusiastc crowed, meluding altruistic constrction workers who
bulldozed 4 beach on the Baloic Sea into a luaar sernng). In every case,
Mir traces meaning back to a complex network of social and psychic
concessions, which are at onee the site of institutional oppressions and
of potential resistance againgt them. To this end, Mir's 2004 book
Corprorate Mentality examines the pervasive incorporation of art into
the sphere of commerce by archiving projects by vanous artists who
take up the corporate structures of late capitalism only to confound
them, however subtly.'s Her ongoing manipulations of and linkages
bevween the mass media and pnvate photography (such as her Hello
prigects and her recent Bartheskan manifesto, titled Fandring Plepogmaplis)
recall a statement made by Sheerie Levine in reference 1o some of her
own work some twenty years ago: "l like ro think of my pamnings as
membranes permeable from bath sides so there s an easy fow berween
the past and the future, berween my history and yours.™ 1F Mir's and
Levine's approprative methods have anything in common, then, per-
haps it 15 an understanding of the work as a connective tissue, mediat-
ing the flow of collective and individual histones—and providing the
oppomunity to nsert onesell, however promiscuously, within them.
Verzohi and Adler pursue a similar kind of msertion, sttching them-
selves into the ghimarous faboc of celebnry colture, Veszoli, who often
What fascinates me about

Pa U| Pfeiffer > Warhol is that it"s hard to

pin down his subject matter or even his statemant, which is anti-
theticad to the multicultural politics of the "90s when statement and
position were everything. What | find even more interesting is how
cartain things are performed. Thero's a kind of dissolution of the
whabe person being there as the director of the art-making or ideas.
The Warholian personslity seems to be completely dysfunctional
and yat you wonder if semehow this porson has taken charge of the
dyshunction-—or maybe not. You can't toll if they're ruaning the show
of they're just a victim of a screwed-up process. As a model, it's
much more layered and interesting to look at that than to just
mako a statement against commerciallsm, It has the potential to
come closer to some kernel of truth, ML
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appears in his own films, themselves rife with intertexoual knots, has
featured {or, failing thar, conjured) divas from Edith Piaf 1o Bianca
Jagger, all of whom serve as camp vessels through which desire loosely
circulates, In Verzoli's most recent work, for the Fondazione Prada in
Milan, be pays tebute to his long-standing muse, Pier Paclo Pasoling,
For part of the installarion, Vezzoli re-oreated o vintage movie thearer
m which his own altered remake of Pasolin's 1e64 Comzr d Armiore
(Lowe Meetinips) way contimully sreened. Verroli would seem 1o sah-
scribe vo Pasolini’s belief in film as a kind of nonsymbolic language
nimbly artuned to charactenzing social realitics—bar omly so long as
those pealities are always shown 1o be constructed. For his versaon of
Cinrrizi d"Apere; the arnst recast the ::risjll:ll filmas a COREMPOTary
reality-TV show, o which four divas—Catherine Dencuve, Jeanne
Maorean, Mananne Fathfull, and Antonella Lualdi—engage m emao-
vionally detached mating rtuals, the scope of which exceeds any
paysrraight dichotomy and revels instead in polymorphons perversity,
Audience particapation is, of course, key bur complerely inconsequen-
I:ial:, :ull;[ Ihr f::u;lr wWoaTien I::IL:;' tirms w.‘ltchl‘ng as '\'.,Il'iilllh R, and
woman, and a deag queen vacuously vie for their affections. The pay-
uff for the winning couple (determined by audienice pall) is the oppor-
tumity o publicly marry, then comsummate. Such overdetermined
decadence is typical of Yezzoli, whose atsaction to velvet couture jml
strands of pearls translates inte o perfectly fetishistic aesthetic—so
many disavowals and recuperatoms,

Mor less imterested m the malleable patina of glamour and Gune,
Adler is aware thar the shighiest of ums can render deeply conven-
tionil celebnty images not quite nght and thus available as sereens for
thie play of presumahly unintended projections. She finds her subjects
oot in vintage cinema but i teen magazines o on the cover of People;
River Phoenix, Jodie Foster, Britney Spears, Leonardo DiCaprio, Yer

just as often she pictures herself as a conglomerate . oo g 8
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Kimmdcsmur.inlly turned them it soo-
-ulusﬁa! ||1ﬂ.1n‘||:|n I'o]' dl:ls:m'k:ulmg :hut
merrymaking ane Liter expeaing unsriptod
images to the public in magazime articles
anet an “exhibinion catalogue,” Casielan’s
projest echoes Kippenberger®s ingerest in
self-promotion, as well os his rasve for por-
traving humanity in all s candid splendor,

Even Kippenbemget's wonoclastic ami-
e gowiand wvle has bepun to crop upom a
diverse range of artists” work, from fellow
Germans Kai Althoff, Cosima von Bonin,
anch Jonathan Meese 1o quirky figurative
pamnters sush as Brimn Calvin and Dan
MeCarthy, as-well as i the eclectic formal-
ism of Piorr Uklanski and Urs Fischer,
While in is premature 1o udge the “Kippen-
berger-niess” of these acuvres, his formal
legacy has clearly been codified into sone
wort of avant-garde sign value—where awk-
witrdness, unfinished finish, and stylsnc
irregularity are smderstond as markers of
an antagomstic posstion and of politieo
sesthetsc pravitas, Soll, Kippenberger 5 not
an easy act to follow, and few arsists have
benter understood the difference between
Iseimigg “marked 5™ and simply being. O
Abnan M. Ciirggreas i cursbor il cossee rigpeeary art i the
Lt Ceeungrs Protogpacess, T,
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When 1 wsited Bag's studio this sum-
meer, she played mie a couple of her videos
anel then, as evening became night, sat on
the floor and talked by the lighe of the TV
sereen, which, tined to an empry VER,
plowed that flat, steady, featureless blue. |
hunw m:lh:ihg :Ibuhl M": |ifr; when ﬂlr;
0t 'F.;lc'uq; i unfamillar inn'n'igwcr' bul
this eonversation m almost total bluish dark-
mess is oW 3 permanent part of my prctere
of her, There is a warey in her wit, an anxi-
cey aboug where we'ne gosrg thar sers her
videos apare from the TV comedies they can
resenible. There's alss an embedded ideal-
isin. Ask Bag about Pop anc she'l jumg fisse
b what she calls the Pap art of the 'Ses: Bar-
bara Kruger, Cindy Sherman, artivts wha,
like thetr predecessons lwd&‘wﬂﬁcaﬂlm
were influenced by movies and media but
who “defimnely pushid it found the politses,
fesand the content. 1 end 1o be pomantic
abour the responsibiliny of the anist,™ says.
Bag. “Texpecr a lot out of are.™ O
Pravid Frankel  sssaging edine i the Depansen of

Wabslicsticsrs oo thee Musguemy ool Misdern et Srw York.
and & somnbeerag el Aot
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o everygirl and Ty Girl, lowskang juse familiar
encugh w sneak into the universe of pap-
cultural imagesy. Adber wsually begins a
wark by selecting preexisting photographs

af celebrities o hesself, though sometimes
snapping pics of he awn, sl then making
d.lzwingl. after her ﬁwrbomphil:w“:h"
{a wontradiction i terms if there ever was
anel. MNext she photographs these draws
ings, afver which point they are destroyedd,
Thus her drawings mercly serve as transit
stxtions between differont ploses of phaoto-
eraphie copies, since they are modeled
an and wltmmately presented only as pho-
tographs O can discem the mflurnce of
Cnddy Sherman here, ance Adler alludes o
the vocabulary of flm through her sl
images, which are peady always done in
series, stressing that the  celasiosnship
Detroven inexges s more important than sy
single one. {In a different, if relared, vein
it s perhaps o coinadence thar both
Sherman and Adler created “centerdfolds”
when commissioned 1o do projeces for
Artfiennir) Adler, howeser, bets her own
desires seep into the mmages she produces;
it’s hard not o notice that she sees a bitte
af herself in Leo or that the guitar chick in
the recent exhibitions “Different Girs™
Bathes in the glow of more than just house
Tighas, Such willfully contaminated modes
of identification (do T want o e Josdic or
Bave Joddic ¥ pleasusrably echo from the e
e abme of Adler's images,

‘or Walker, there is no afinne when i
comes 1o images—aonly an impossibly far,
ever-inceeasing stack of them. Walker liger-
ally scans the field in which he operates;
raking images starkly frorm therr convexes
and rcdnu:rtmg :hrm. often awkwardly,
Ik artr il Llsing his. v
camera, the arttst apdates Rauschenberg's
“Hat-bed prcture plane.” He combanes pha-
tographic images—pictures of mce nots
simitar 1o those usurped by Warhol, selece
fiens from Benctton's controversial ad
camgpaigns, phovos of Manin Luther King—
with ractile st imported from the realm
of the real: streamers of Crest toothpasee,
cereal boxes; pantvhose, ond  bricks.
Walker's digital assemblages foreground
the ways in which media images are
ntended 1o work as ideological signposts;
desire-piguing decoys, oF pure
while restifying 1o the inherent multifar-
ousness of every such message. This
approach is underseored by the poentially
unenling manipuloason of many of Walker's
works, which are often sold on C0s with
the stipulation that the owner may con-
tinue to ater s or her purchase. Walker
suggests that nearly every massmedia
image partakes in the traffickog of identity,
proffering uneven reflective surfaoes on
which o glimpse oursclves as estranged
part-objecrs. Such a reading is made liveral
in his muslicobored, mirroced  Plexiglas

Resrschach splorches, which come off less
ﬂ.l.k:_l‘si lnﬂ'lc unl::wbrimi I:h:n i ||:er|1|-
sumts to ts salabibity.

Agaimos the backdrop of this disaission,
it is wort b returming 1o the work of Glenn
Ligomy, whoe, for a recent series of work,
gave “black-themed™ *ros coloring books
o schoolchildren, most of whomn cobored
it fignires like Malcolm X with no trace of
anxiety over the details of race. The result-
g pictures (many of which Ligon took as

for his own full-scale paintings)
were weird palimprests—oautlines of wheal-
oy undone by the wot fully indosctrmated
seribbling of a child, Such work draws on
many of the amists carlicst ventires, from
his well-kneaws minimally painted appro-
priaticns of texts culled from all manner of
black history (James Baldwin®s prose, or
Richard Prvoe’s jokes] to hig Notes o e
Margins of the Black Book, And while
Ligon's response to Mapplethorpe was m
many ways aligned with Crimp's reassess-
ment of the photographer, it also shows
significant differences. Just as Criesp had
noted that Mapplethorpe's images offered
rouen for play of desire around their edges,
a0 oo did Ligon—though Ligon revealed
how less affirmative desires are played oait
there, ax well. And, the question of race,
not addressed by Crimp, was taken up
explicitly by the young amst, whose
response 1w the mide black bosdy was neither
simply desire nor dentificarion but instead
kind of staged mquiry into the ways i
which blackness and stxu.:l::y an: w0 eftein
ertwired in the cul

resistance g that enchantment,™* Warhol
s peculiar unche, then, [
Jribarma Tt in N Yiark—hiserl it histroriam asal crithc
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whis essayy racher, by invoking Pop's modd
of comprontse, | have attempted o
address its ramifications i some curreat
modes of appropriation, particularly these
thae call on (or call out] representatuonal
stratepics of identity, These modies of
appropration, predicated on recyeling
rather than on out-and-ous refuration, anc
pecessanly contaminated amd guite often
ambiguoaisly intentsoned, To this end one
recalli Harold Bloom's treatie—addressing
not the plastic arts but, rather, Romantic
poctry—in which any noton of a
respectable geneabogy is sucanctly sullied.
He argued, “Poetry 1 the anxiety of influ-
ence, s msprsion, s 3 disaplined pee-
verseness, Poetry 8 misunderstanding,
misinterpretation,  misalhance,  Poery
(Romance] is Family Romance. Poetry is
the enchantment of sncest, disciplined by
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