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L. Postmodern feminist practice may question theory — and not only aesthetic
theory. Consider Mary Kelly’s Post-Partum (Z#) Document (1973-79), a 6-
part, 165-piece art work (plus footnotes) that utilizes multiple representational
modes (literary, scientific, psychoanalytic, linguistic, archaeological, and so
forth) to chronicle the first six years of her son’s life. Part archive, part
exhibition, part case history, the Post-Partum Document is also a contribution
to as well as a critique of Lacanian theory. Beginning as it does with a series
of diagrams taken from Ecrits (diagrams which Kelly presents as pictures), the
work might be (mis)read as a straightforward application or illustration of
psychoanalysis. It is, rather, a mother’s interrogation of Lacan, an
interrogation that ultimately reveals a remarkable oversi ght within the
Lacanian narrative of the child’s relation to the mother — the construction of
the mother’s fantasies vis-a-vis the child. Thus, the Post-Partum Document
has proved to be a controversial work, for it appears to offer evidence of
Jemale fetishism (FEHF S YIED (the various substitutes the mother
invents in order to disavow separation from the child); Kelly thereby exposes a
lack within the theory of fetishism, a perversion heretofore reserved for the
male. (Adopted from Craig Owens, “The Discourse of Others: Feminists and
Postmodernism,” 1983)

2. Roman Jakobson's key concept of the “laying bare of the device” — the
inclusion within the work of art of those material or formal elements that
reveal its construction — was readily assimilable to a new photographic
practice. Much of Rodchenko’s most innovative photography from the 1920s
is notable for its refusal of “naturalized.” conventionalized viewpoints, the
insistence that it was a camera lens and not a window pane that yielded the
image. Worm’s-eye, bird’s-eye, oblique, or verti ginous perspectives relate not
only to the strategy of defamiliarization, but to an affirmation of the apparatus

itself as the agent of this vision. Making the point even more emphatically are
photographs by Rodchenko, such as Chauffeur (755 748, Karelia (1933), in
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which the photographer himself [and his camera are] represented in the
image. ... What is being stressed is the manifest presence of the means of
production, and, concomitantly, an implicit rejection of the popular perception
of a photograph as either transparent or self-generated. (Adopted from Abigail
Solomon-Godeau, “The Armed Vision Disarmed: Radical Formalism from
Weapon to Style,” 1983)
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The West has a sort of international rape mentality. ... The West thinks of
itself as masculine — big guns, big industry, big money — so the East is
feminine — weak, delicate, poor ... but good at art, and full of inscrutable
wisdom - the feminine mystique. ... Her month says no, but her eyes say yes.
The West believes the East, deep down, wants to be dominated — because a
woman can’t think for herself. (Adopted from David Henry Hwang, M.
Butterfly, 1988)

The globalization of world music is 2 phenomenon with both geographical and
historical dimensions. The temporal and narrative qualities of music
notwithstanding, globalization theory has emphasized the geographical
dimensions of world music, even reveling in the fact that wherever on
searches in the ethnographic present — in the tautologically unbounded world
of the global — world music is a phenomenon of our own time. (Philip V.
Bohlman, “World Music at the ‘End of History’,” 2002)

Joseph Beuys locked himself inside the gallery space. His performance was
visible to the public only through the doorway and street window. He covered
his head with honey and gold leaf and cradled a dead hare in his arms, silently
mouthing words to it. He carried the hare over to the paintings hung on the
gallery walls and talked about them. ... “I explained to him because I do not
really like explaining them to people. ... A hare comprehends more than
many human beings with their stubborn rationalism.” (Adopted from Tracey
Warr and Amelia Jones, The Artist’s Body, 1988)
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