Peter Schieldahl

Nationalily is one of the most significant
znd interesting things about anyone, and
therefore about any art. It affects the con-
tent and character of art at least as much
a8, say, gender does, even or perhaps es-
pecially when an artist tries deliberately to
transcend it. The modern figure of the ex-
patriale—Picasso, Nabokov, Beckett—is of-
ten a case of nationality enhanced by dis-
tance. And yet nationality is regularly
scanted Dby many intellectuals, maybe be-
cause it humiliates assumptions of univer-
sal reason that give intellectuals prestigious
employment. Like sex, nationality is a great
big primitive al-underlying fact of lite that
permits no point of view outside itself. It
spurns "'discourse,” demanding the ser-
vices of poetry.

Downplaying nationality is no longer pos-
sible. From breakaway Soviet republics to
micro-nationatistic U.S. multiculturalists, it is
the most compelling idea that promises val-
ue and meaning to human lives today. Cap-
italism and democracy cannot promise val-
ue and meaning. The global triumph of
these pragmatic systems leaves a vacuum,
once filed by dreams of alternaiive eco-
nomics and politics, that emotienal claims
of nationality rush to occupy. To be sane
about this development, seeing the hope in
it while marking the threat, we can slart
with distinctions.

National feeling is not automatically na-
lignalism, a sometime political epiphenome-
non of nationality. "Naticnalism,” wilh tacil
emphasis on its direst historical associa-
lions, is a scare word that is used to fore-
stall any acknowledgment of nationality's
importance.,

Nations are not stales. The world is full
of nations without states—Paleslinians,
Kurds, Sikhs-—and much of the viclkence in
the world emanates from those statefess
nations. The Soviet Union, Yugoslavia and
l.ebanon, on the other hand, are states
without natioral coherence, and are like-
wise volatile.

In culture, the alternative to the national
is not the universal. It is the cosmopolitan,
a sophislicated mingting and cross-pollina-
lion of national qualities. It has always been
thus, even in heydays of internationalism.
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Malevich, Mondrian and Pollock were, re-
spectlively, as Russian, Duich and North
American as vodka, windmills end quarter
horses.

The 1980s, which in the New York art
world began with ltalian, German and
French “invasicns,” was an era of cosmo-
politanizing national art. The main prophet
was Anselm Kiefer. Kiefer's imagination
reunited Europe before the fact, before
East Germans, encouraged by Gorbachey,
pulled the linchpin of the Berlin Wall, bring-
ing the old frozen disorder of the cold war
crashing down everywhere. Kiefer made
Germannass avzilable again to the imagina-
tion. He look the taboo off if. Kiefer's work
embodied a consciousness true to the best
and chastened by the worst of the German
past and therefore fil for an integral future.
Kiefer may not have changed the world,
but he gave anyone who was attentive an
inkling of why and how—and where—the
world would change.

Prophetic artists in the U.S. included Eric
Fischl at the onset of the decade and Mike
Kelley toward the end of it. Both heralded
national decline—as seen in a maimed up-
per-middle-class gesialt in Fischl's case
and a dolorous lower-middle in Kelley's—
bul with rangy American-type metafictions.
Their imaginings were in tune with a hope-
lessly heterogeneous nation held together
by some 18th-century pieces of paper and
by Hollywood. And Jeff Koons played out
an endgame of U3 -identified “multination-
al" corporate culiure.

These are sample reflections. t won't do
a roll call of naticnal characteristics in re-
cent art. Do one yourself. The characteris-
tics are not obscure, only ignored.

Symbolization of national themes and
qualities does not make artists major, but
major artists figure forth the deeper truths
of themselves and their world, which at
present mosi urgently include truths of na-
tionality. What can now oppose nationality
as the primary element bonding and distin-
guishing human groups? God is dead,
again. Lenin awaits burial. Eden and Utopia
are ghost towns. Only a spiritual principle
that answers people’'s need to identify can
repair the injuries caused by dehumanized
glebal economics and politics. "Myslic
chords of memory,” in Abraham Linceln's
metaphor for nationality, can avail. i not
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connoisseurs and critics of that equivogal .
music, we will make no useful sense of the
world being born and the art that ex- '
presses it.

Peter Schigldahl is a New York poet and cnitic
whose most recent coffection of essays wif be -
published this fall by the University of California -
Fress.

Edward Said :

At some stage in the development of every
national group there is a need for national: .
ism. The establishment of nationalism in-
cludes the refurbishing of one's past, the
invention of traditions and the recapturing .~
of cultural, gecgraphical or political temitory,
that was taken by others. Nationalism also -
involves, in this phase, setting up institu-
tions that approximate or will become the
institutions of state. Creation and reinforcs::
ment of identity in the political sense ate
fundamental in this phase as well. The
problem is that nationalism can quite easlly
become a frozen thing. ;

In the case of loday's postcolonial coun-
tries, many of them in the Third World, na-
tionalism can become the excuse for many
things: the abrogation of personal free-
doms, the cne-party state, the dictatorship .
of the army, the cult of the leader and var
ous forms of extreme xenophobia. Frantz -
Fanon said that the important thing about
the nationalism of an oppressed people 5
that once it realizes its goals, it should d& -
velop a social consciousness that is very
diffecent from a national conscigusness.
This conversion is very difficult; Lhare aré
not many actual examples of it.

in the case of the Patestinians, it is diffi |
cult to avoid the kind of apology thal many
of us feel we have 1o make [or our nationar -
ism. Because it is probably the last and
most intractable unrealized nationalism Of[_
the 20th century. It is the kind of thing P2
eslinians cannot give up. Nevertheless, ,
think it is important, given this very dificV
context, 1o try to be critical and not 10 fors
get that critical consciousness is, at times,
maore imporlant than solidarity. les-

Except in cases of people ke the Pa s
finians, South African blacks. Puerto RiIGa1>
or Kurds, nationalism is on the whate @




" negativi force because it breeds the poli-
tics of war and xenophobia. Nationalism
gives the question of identity greater emi-
nence than | believe is required. And if you
are promoting a politics of identity, you
have no way of dealing with idenlities other
than your own except by competing with
them. That whole politics has been the pat-
tern since the days of modern European
imperiahsm. What we need is 2 new pat-
tern.

Many Western writers on nationalism—
Fm thinking of people like Elie Kedourie,
Hugh Sefon-Watsen, Eric Hobsbawm and
others—whether they are of the right or of
the feft, have tended to exaggerale the ex-
tent to which there is a difference betwean
naticnalism of the sort that you find in
countries like Germany and France, on the
one hand, and Egypt and India, on the oth-
er. They argue that in postcoloniai cour-
tries. ideas of the nation are, in eflect,
largely Lorrowed from the West.

The essence of the treatise of Ibn-Khal-
dan, a 14th-century Arab sociologist who
many consider 1o be the father of sociolo-
gy. is a siudy of what we would call “na-
tionalism.” He called it asabiyah, which
means group solidarity. He discusses how
dynasties get started, how they build insti-
tutions, how people come in from the rural
parts of a society to the city, how they set
up institutions of power and how gradusally
these institutions and dynasties wither and
are replaced by new dynasties. It's very
hard to distinguish betwean Khaldon's the-
oty of asabiyah and modern Western con-
ceplions of nationhood.

The whole concep! of national identity
and the institutions of power—that is to
say, authority, demography, geography—
are pretty universal. They are to be found
everywhere, in the precolonial, colonial and

conlinued on page 142

Guy Brett

Everything in my own experience has
prompted me to reject nationalism—espe-
cially a "'national art." { have seen, over a
Period of two decades or morg, the falsity
of the image of arlistic activity in Britain, an
Image which has been constructed accord-
Ing to Ihe diclates of such national institu-
tions as “he Tate Gallery or the British
Council. The perscnnel may change (both
the bureaucrats and artists), but the pro-
cess af "nalionalization,” strangely, goes
on, however sublly it may be conducted
and whatever justifications these involved
might produce for their selectivity.

This resulling image has many false as-
Pects, in which the “national” is intricately
Mixed up with the “institutional.” Here |
Would like to mention only two examples.

Firsl. the ongaing denial of the fact that art-

istic crealivity in Brilain {in London espe-
Cially) has been a process of reciprocity
and encounters between artists of many
Natignalties. While promoting itsell as a
Metropoutan art center. London has failed

to live up o ils own actual cosmepolitanism
and contemporaneity {in 1his, arl institutions
have been no different from educational
systems generally, which are still structured
along nalional lines and, as Edward Said
says, "have not yet dreamed” of the ways
in which we are mixed together today).

The second aspect that concems me is
the denial, or watering down, of the auda-
cious experimentation that has taken place
in London, especially those innovations at
the boundaries of arl forms and genres.
This denial betrays a desire to maintain, of-
ten by means as persistent as they are low-
key, the Beaux-Arls categories of painting
and sculpture, and a conservative higrarchy
of art forms in generat.

National institutions have a peculiar, of-
len unwritten, modus operandi in Brilain.
Sefectivity is heavily influenced by the phe-
nomenon of clubbiness, the reign of the
“old school tie,” which is extraordinarily
tenacious and powerful in the construction
of an image of British art for export. And al-
ways parlicularly persistent in Britain is the
division between the “haves" angd “have-
nots.” The Establishment maintains its
dominance by letting a few formerly margi-
nalized people into the club, but it has nev-
er practiced an "“open polity.”

As nationalism implies chauvinism, it also
implies homogeneity. This would seem to
be something antithetical to the practice of
art, almost by definition_ I art is a paradigm
of vitaiity, it thrives on movement, mixing,
critical difference, argument, elasticity,
crass-ferlilization. Not thal the nation is a
static entity. I can in fact be seen as a pro-
cess taking place in time, by which what
was once dissent becomes officiat palicy, li-
berating ideas get turned into new lorms of
conformism and unruly elements become
homogenized. In more senses than one, a
country can honor as ‘'nationaf figures” art-
ists who were once considered “'undesira-
blz aliens” —people who have used their
wits even to establish their residence.

Of course the European-American art
centers never need 1o describe their ac-
lions crudely in terms of national chauvin-
ism, They are in a position to explain their
seleclivity in terms of "universal” standards
of quality, or a modernist or postmodernist
mainstream, or whatever. Nothing is met
with more disdain than the “official,” "gov-
einmental” participation of peripheral coun-
tries in events like Biennales, perhaps for
the very reason that powerful countries re-
alize they are on such oceasions confront-
ing Lheir mirror images. The paradox here—
or the double bind—is that while the pow-
erful claim as universal what is realiy their
national interest, countries that have been
humiliated by colonialism must defend their
national history in order to have a place in
universal culture. “Universal™ is rarely con-
strued to mean “plural.” Qur art-historical
world maps are still largely a one-way pro-
iection from a fixed Western point of refer-
ence. We might speak, for example, of
“modernity in Lalin America,” whereas we
should be speaking, or learning. as the Chi-

conlinued on page 142

Barhara
Kirshenblatt-Gimblett

There is a sort of slippage in what we
mean by “nation,” “state” and “cuilure.” In
order for a state to have any kind of stake
in lhe world, it has had to constitute, at
least historically, what we call a “nation.”
For the nation to have any kind of palpable
presence on the international scene, it
must construct its own definitive culture.
The reclassification of elhnographic materi-
al as art has been instrumenial in this pro-
cess. One of the very first things that one
can observe in new states is the imperative
to create museums of ethnography and na-
ticnal heritage and 1o form national folkloric
ensembies, baliets, symphonies and the-
ater companies. In a sense, these institu-
tions dramatically enact the nation through
performing its “culture.” The strategy be-
comes even more powerful when all of this
is called “art,” because the term confers
upon the material the highest accolade.
Rhetorically speaking, a nation without art
is not a nation.

There are two main ways this national
image can be constituted. The “high road”
approach argues in terms of civilization and
broad universal values. France offers a
prominent example of this sensibility. The
French Revolulion represented an impor-
tant transtormation for the concept of the
French nation. While an emphasis emerged
on building a unitary French high culture,
great difficulty arose in dealing with more
local French cultures. There was a great in-
vestment in the idea that France repre-
sented the pinnacle of European cutture.
Such reasoning produces a form of cultural
nationalism—a cefebration not of what
makes us different bul a competition for
the honor of being the greatest civilization.

The “low road" approach, on the other
hand, looks toward the local or indigenous.
The national ethnographic museums of
many European nations take this approach.
The governing idea here is that a nation’s
distinctiveness is based on its local culture.
The place to find these culturally distingtive
materials is in the peasant populations of
the rural countryside or in other isolated ar-
eas. These places, as the nationalistic nar-
rative would have it, remain relatively un-
contaminated by outside or cosmopolitan
influences. So in these folkloric or ethno-
graphic collections, you get re-creations af
peasanl interiors or collections of peasanl
costumes—a celebralion of the minute par-
ticularities of culture within the boundaries
of & nation.

Of course, ethnographic “exhibitions” by
their very nature involve classification and
posilioning. To detach an object from its
national locale requires that it be reclassi-
fied and that it be positioned. The moment
this is done, you cannot avoid either de-
fining or blurring elhnic and national differ-
ences. To undersland how difierences are

continued on page 142
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continued from page 81

posteolonial world. So we cannot make a
distinction between Western and non-West-
e'n or between colonial and posteolonial
nations. There is, however, a tendency in
the posicolonial world—Ilargely because
many of the pressures of the colonial or im-
perial period are stifl present—to exagger-
a‘e nationalism. This is not only true in the
pasicolonial state but was true also in Nazi
Germany and is true today in a Central Eu-
ropean country like Romania.

Since the 1960s, we have seen the fail-
ure of the melting pot ideology. This ideslo-
gy suggested that diffierent historical, cul-
tural and sociceconomic backgrounds
could be subordinated to a larger ideology
or social amalgam which is "America.” This
cancept obviously did not work, because
paradoxically America encourages a politics
ol contestation. We saw this during the civil
rights struggles, where the prevailing notion
ol the state was contested by a group that
had been oppressed, marginalized and
largely forgotten. Whal you had was an at-
tack on the concept that black history
could be forgiven and forgotten. The melt-
ing pot suggested that blacks could put
treir history behind them and become part
ol the larger society. Of course, that didn't
happen. Blacks had to fight to change
taws, social practices, patterns of percep-
tion and ideclogical structures. Their strug-
gle gave rise to other marginalized
voices—women; ethnic, minority and subal-
tern groups; and gay men and lesbians—
wno are now fighting for their rights.

The Reagan and Bush administrations
look upon all of this activity as a mistake
that was in part due to the liberal Warren
and Burger courts, Too many claims, this
reasoning goes, have been honored for in-
dividual rights. The past decade has seen
considerable regression as right-wing
forces attempt to take back these earned
social and political victorigs. You now have
an attack on multicutturalism. While multi-
culturalism is not a panacea for alt of our
problems, | sea it as an important step. It
should not become a term of caricature or
the brunt of attacks on "“political correct-
ness.”

| think you can see the positive effect
multiculturalism has had in changing our
concept of society in recent developments
in the Western Eurcpean states. For a fong
tirne these states were homogeneous. But
there are now large immigrant populations
in France, Brilain and ltaly. You can no
longer assume that France equals all the
French people. Nations and states are now
aggregates of different kinds of popula-
ticns, More and more, these Eurgpean
ccuntries are resembling the United States
in the earlier part of the 20th century. The
fundamental fact of political and social iife
today is that all states are impure hybrids,
It s thig tension between the idea of the
hybrid and the homogeneous state that is
tha great social and political problem to be
resolved.
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Given lhe opposing claims of multicultur-
alism and its enemies, we must now clarify
the rofe of the intellectual. During the Gult
crisis there was no organized intellectual
discussion about the war. In the post-Cold
War era, consideration of the role of the
United States in world politics rarely in-
volves intellectuals. But these are issues
that must be dealt with by intellectuals and
not only by bureaucrats working for the
Rand Corporation,

—inlerviewed by Maurice Berger

Egward Said holds the position of Otd Dominion
Frofessor in the Humanilies at Columbia Univer-
sity. He is the author of numerous books, includ-
ing Orientalism (1978), The Quastion of Palestine
(7975). After the Last Sky {1886} and Musical Ela-
borations {1931},

Brett

continued from page 81
lean artist Eugenio Dittborn has put it, of
“'Latin America in modernity.”

The catalogue of an exhibition (held in
Oxford recently) featuring the Indian writer
and painter Rabindranath Tagore repub-
lished some exiracts from Tagore's essays
on naticnalism. Many of his remarks,
though written as long ago as 1901-186, still
seem remarkably pertinent today. Tagore
was preoccupied with the "abstract' na-
ture of the nation. in its experience of Brit-
ish colonialism, India had been conquered
not by a people but by a nation, a remote
absiract entily. Tagore made a distinction
between "People” and "Nation” and com-
pared it to a distinction between the natural
{or social) person—the parent, the lover,
the friend—and the professional person:
doctor, soldier, businessman. The ideal of
the person in his or her profassional person
was "selfishness.” If applied to nations,
this differentiation meant that nations could
only fear other nations, and the “‘one wish™
of the powerful nation "is to trade on the
feebleness of the rest of the world"—a
phrase having a curious resonance in these
days of the so-called New World Order.

't is striking that Tagere's analysis of the
impersonal, “abstract” nature of colonial
power not only echoes the recorded experi-
ence of other colonized peoples but also
points forward to what has hecome more
and more the general experience of all of
us in modern nation-states. We live now,
according to Guy Debord in his recent
book Comments on the Society of the
Spectacle, in a climale of "generalized se-
crecy. unanswerable lies.” This climate sur-
rounds us 15 such an extent that we are
not sure wha is really running the state.
The doemain of secrecy grows with the in-
crease of confidential files, of fenced-off,
inaceessible places, of survelllance ang re-
mote-control weaponry, of euphemism, of
decision-making by specialists and mana-
gerial professionals and so on. Debord's
provocative image for the present state of
affairs is that of the Mafia, which, from be-
ing {or while being) considered the anlithe-
sis of pubhc morality and social good, "now

sfands as the mode/ of all advanced com.
mercial enterprises.”

One can hardly say that the visual arts
world is immune from this climate, either
externally, in the implication of some of iig
associations with business and national in-
terests, or internally, as a microcosm of the
same conflict of values.

Guy Brett is a wriler based in London. He is the
author of Through Our Own Eyes: Popular Art
and Modern History (1987} and Transcontinental-
Nine Latin American Artists {1390),

Seviik & Seviikovi

continued from page 83

visions of a unitary pestrnodern globat vil-
lage—~ruled by the “digitalized world of the
computer,” "the hyperreality of the simula-
crum,” "the superobjectivization of the sub-
ject” and the “telepresence of a world
without spatial depth”—may capture the
experience of the disembodied present,
they do not apply to our experience ang
our development.

Ewven if our art does eventually enter the
international mainstream, it wilt certainly be
colored for some time to come by a far
stronger emotional relationship to our own
specific location, our past and our future,
We live in a culture where memory, narra-
tion, the romantic story and hope for
change still function, and where an existen-
tiat link to a specific place has not lost its
meaning. This may be a positive thing for
our art, because these emotions involve a
spontanecus response to the natural warld,
bringing up feelings not yet erased by the
world of the TV screen and consumerism.

Jiti Sevesik is chief curator of the City Gallery of
Frague; Jana Seviikova is an arl historian at the
Prague Academy of Fine Arls.

Kirshenblatt-Gimblett
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foregrounded, one might look at the Hall of
Asgian Peoples al the Amarican Museurm of
Natural History. Here, cabine! after cabinet
of the cultural artifacts of different nalions
or ethnic groups are lined up o project na-
tional differences. To blur such differences,
one might construct an exhibition like the
Smithsonian Institution's “Generations,”
which was organized around large, s0-
called universal themes—"childhood.”
"marriage,” "death.” For any given calego-
ry or scene, the curator displayed a wide
variely of objects: shoes from Tibet, a cra-
dle from China, swaddling clothes from
Russia. The idea was that all cultures and
all peoples go through childhood, marriage
and death. In this kind of show, classifica-
tion is designed to blur cuitural, national
and ethnic differences while giving pricrity
to universal themes and processes.

A different kind of populist signifier. to
take an example from closer o home, 15
the Ellis istand Museum and Historical She,
which tries 1o rewrite the master narrative



for America. Instead of beginning with the
arrival of the Pilgrims on the Mayflower, for
example, immigration, very broadly con-
celved, becomes the masier paradigm—a
aradigm ihal can inciude virtually every-
body. While the organizers had a difficuli
time including predominanily nonimmigrant
conslituencies such as African-Americans
and Native Americans, these groups even
tually did tind a place. Other distortions
were made as well. The tortured and re-
strictive immigration legislation passed by
Congress from 1921 10 1924 and again in
the Cold War period, for example, is ig-
nored by the island’s exhibitions. The mu-
seumn can never be a neutral space, and in
the case ¢! Ellis Island, memory and the
historical record become skewed by the in-
stitutional hierarchies of the site, Ellis Island
contains a historic building through which
immigrants did indeed pass, but few of
them spent more than a few hours being
processed there. To make this building
such a sacred focal point for memory is 1o
offer a very distortive view of the "immi-
grant experience.” We are given a mytho-
logized view of the federal government—
and this, zfter all, is what Ellis Island repre-
sents-—as a welcoming agency that has
provided & home for everyone who has
focked to its shores. We are all, the argu-
ment goes, the beneficiaries of this gra-
cicus and enlightened policy. This mythole-
gy, of course, obscures very serious prob-
lems not only in American immigration his-

tory, bul in our general attitudes about na-
tional, racial, ethnic and cultural differ-
ences.

! believe, at the same time, that there is
an avani-gardist annihilation of national and
ethnic differences, and that the recent Los
Angeles Festival of the Arls offered signifi-
cant insight into how this annihilation might
usefully funclion. The festival was as much
a celebration of the city of L.os Angeles as
it was a celebration of arts of the Pacific.
Gver a lwo-week period there were virtually
hundreds of performances, exhibitions,
films, lectures and programs in many lypes
of venues, from the most cenventionat the-
aters and concert halls to parks, churches
and focal community centers. The nolion of
the Pacific Rim was used as a unifying
theme for this menu of performance forms.
Conventional distinctions between high and
low culturai categories were ignoered, and
the range of performance media was
broad: a Maori cultural group, shamans
from Korea, an aboriginal performance
group, performers from Japan and Samoa,
the Peking Opera from China, Indian shad-
ow puppets, Balinese dancers, the Bread
and Puppet Theater and the Wooster
Group from the U.5. The degree to which
the festival was informed by an avant-gard-
ist sensibility had less to do with the actual
performances and more with organizer Pe-
ter Seflars's statement of purpose. Sellars
declared, "'l want to remove anthropological
and ethnographic labels. With their implied

superiority of Western culture, those labels
are out of date.” One could argue that the
Los Angeles Festival began precisely at the
point where the ethnographic and the
avant-garde converged, and that it forged
its own path by undoing the ethnegraphic.
For example, the festival organizers syste-
matically removed ethnographic labels,
withheld explanation, asserted the primacy
of experience over hermeneutics, de-
manded attention 1o form as content, while
affirming the pawer of art to transcend dif-
ferences by constituting difference as "just
different” and by asking the audience to re-
spond as jus! "humans.”

The idea that the audience must confront
what it cannot understand seems to me to
be a distinclly avant-gardist value—a con-
cept quite counter te an ethnographic ap-
proach. Indeed, the confusion of the au-
gience was a highly valued experience al
the festival, the most responsible ethno-
graphic approach to these differences was
to refuse to bridge these cultural gaps arti-
ficially. Instead, the avant-gardist shock of
the new and unknown became one of the
festival's most important goals.

—interviewed by Maurice Berger

Barbara Kirshenblatl-Girnblet! chairs the depart-
men! of performance studies at the Tisch Schoof
at New York University. She is completing a
book about performing cufture and was recently
named as a Parficipating Scholar by the Getly
Center lor the History of Art and the Humanities,
1591-82.
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Clegg & Guttmann, Karen Finley, Leon Golub, Guillermo Qémez-Pefia, Richard Hennessy, Jenny Holzer, J6rg Immendorff, Maya Lin,
Quattara, Dread Scott, Regina Vater, Fred Wilson, Konstantin Zvezdochetor,

Front Page 29 Opera 66
Intimate Enemies
-Review of Books 47 by Joan Acocella

Irene J. Winter on Semir ol-Khalil's The
Monument: Art, Vulgarity and Responsibility

_ InTraq; Holland Cotter en Kenngth E. Silyer’s
Bsprit de Corps: The Art of the Parisian

" Avant-Gard: and the First World War,
1014-1825.

Review of Exhibitions 133

New York, Boston, Tokyo,
San Diego, Paris

Report from Ellis Island 55

The Museum of Hyphenated
Americans

Caver: Eating their way through Yuklnotl Yanagi's flag
instellation, the ants in this plece turn patrictic emblems
into a borderless mixture that mimics the world's current
ferment of nationalisms, Seen here, 8 detail from Yansgl's

Worid Flag Ant Farm 1990 (anty, colored sand, plastic

boxes and tubes; installed Jan. 1091 at LACE, Los
Angeles). Courtesy Hillside Gallery, Tokye.
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