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Gloria Patri, Gender, and the Gulf War:
A Conversation with Mary Kelly

James Castonguay, Amelic Hastie, Lynne Joyrich,
Christopher Lane, Kathleen Woodward

Mary Kelly's most recent grllery size installuion, entitled Gloria Pauri,
was first shawn ab the Herbert F. Johnson Musewm, Cornell University
1992 Gloria Pawi focuses on the issues of hervism, mastery, end war
witlin. the condext of o pathologized masculrnily; ihat is, on the identi-
Sieation by both men and women with masculine ideals of mastery,
domination, and condrol, and their simudianeous physical and psycho-
logical collapse, This crisis of masculing mastery s sof wpainst the
backdrop of the Persian Gulf War.

Glovia Patri is comprised of theee series of metal sewlptures. The
Jirst group consists of five lavge alwninwm shiclds. Each shield dis-
Plays e short narvative, writien by Kelly and elehed inte the surface of
the plague. The stories v episodes are almost sativieal aceounts of such
gendered, yet everyday, svenis ay o baseball game, o day spent [ishing,
a meal end discussion between wather and son, o ohildbivth, and
Sinadly — in (he ave narvative tald in o fewmale voice — o weightlifting
session. Thas, cach slory engages in @ discourse of socialized saserlin-
ity

Six atumtrin trophies — flai, tike the shields below them —
ronsithite the second series of ofijects. Atop rach individual trophy rests
a tree-diwensional, semi-clad nnle ﬁg-un':w; the smull mals ﬂgﬂff}:
nre fitched forward, ench carrying one of the letiers that speils G-L-0-
RF-:\. (O Lhe beese of the trophins, Kelly hos slched fragments af quotes
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Figure 1, Mary Kelly, Gloma Parri, 1992, Insmblaten View. Photo: &
Lol Ghinger.



Fall 1994 149

JSrom members of the armed forces which the ariist recurded from the
television neun during the Gulf War.

The thivd and fingl series consisis uf twenty aboninum dises ento
which Kelly has sereened hybrids of varions mililary insignia taken
Jrom the ROTG, the Air Force, and the Officer's Candidate School —
cack imeage &5 split in half and abutled against anotiver half. In these
Intter pieces, Kelly direcily nddresses militarism and ils parlicular
cofanization of the masculine ideal. The senience fragments on the
frofiliiey are testamends (o the collapse af a certain discourse of masiery,
wnd the dronograplic monduges inseribed vn the dises undo the visual
imagery enploved by the militury (o codify and reward virility, aggres-
sion, and domination,

Gloria Patri awas exhibited al the WM Art Museum from No-
vealer 1923 through fanuary 1994, At the opening of the instellulion
in November, Kolly gave a formal lectwre and slide presencation which
was cosponsored by e Cenier jor Twentieth Centiry Studies and the
VWM Art Museum, uith support from the Leyton Leciure Foundation,
the Departments of Art and At History, and the Cender for Wouen's
Studivs, Undversity of Wisconsin-Mihoankee. VWhile in Milmaikee,
Kelty recorded this imterview with a group of UWA fucully and gradu-
ate studmmis,

Figure 2. Mary Kelly. Glorie Patr, 1992, Detail: 4 of 20 Dises. Courlesy
Posumasters Gallery, Photo: Ray Barrie.

Lane: Would you hegin by addressing the relation — or
perhaps the non-relation — between the texts inscribed on the
shields of Glorig Fatri and what we might call the presentation
of the shields themselves, their "face,” if you will?

Ketly: The shield is a metaphor for a defense: itis literallya
facade that invokes the milttary, and at another level it sugpests
4 defensive strategy of the ego — not revealing weakness or
putting its inside on the nutside. As a spectator, when you get
up close 1o the shields and enter into the siories, the scenario
vl mastery and control fails. So the relation bewween the face of
the shiclds themselves and the texts inscribed an their surface
works 1o reveal valnerability, a vulnerability that is vepresented
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toth by the very fact of the wxs themselves and by the scenes
they actually depict.

Lanz S0 you see the stories — the narrives — as being
an exposure ol vulnerability: as representing something that’s
missing, or lacking?

Kelly. Well, 1 think I mean to cmphasize the impossibility
of complelely playing ont that part. T'm following Lacan here
with his notion of the [raud of the phallns, that everyone —
both the man and the woman — desires 1 be foved for whar
they are nat, whether that takes the form of musquerading the
lack of the lack or of pretending to have the phatllus. No one
has the phallns, so the social imposition {or the mau Lo live our
(his ideal s as prablematic {perhaps more s0) as it is for the
woman,. This is the Hest stage. The second is 1he Lecognition
that these positions — both masculine and feminine — are
psychic positions that are always available 1o all subjects and:
aren’t exactly equivalent Lo active and passive. But they have a
social dimension which contains them. $o there 1s the problem
of that ideal — the masculine ldeal -— being assumed by a
wonian as well as by @ man. The story on the fifth and finul
shicld is important in this regard — it throws you off. The
woinan begins our of control and then has a fantasy of mastery.

Woodward: I'd like to explore rthis fusther, One of the
psvchoanalytic concepts U've fornd so useful over the Tast de-
cnde o sor is Uhal af masquerade as a0 URCORSEONS display —
and T use the word “display” advisedly here. In ferminist film
theory, though, masquerade has heen taken up and celebrated
a5 u conscipus subversive sitaregy, For me that excises the ox-
planatory power of psychoanalysis which lies preeisely in the
notion of the uncenscions itself, The final story depicls 3
woman who seems to consciously adopt the strategy of assaine
ing the lacade of masculinity through exercise and bodybuild-
ing. Where, ihen, does the uncomscious le in that story?

Kelfy: 1t lies in fact in the answer (o the question “Why is
she doing thatr” Dues she knuw why she is doing thatz The
unconscious dimension lies, T would say, in the accumudation
of the stories that have come hefore, coded in \he narratives
jnscribed on the previeus shields — in, for example, the story
on the third shield about bivth, aboutr a man repelled by the
production ol abject stuff from a womnan's body {(*the curdled
contents,” “a crampled 1ulip™); or in the fourth narrative thoul
adolescence, a oy made “queasy” by the sight ot his mother's
aging bady {“the suft skin, frail and runslucent, loosely draped
aver lLier prominent Yeins, studded with drals patches and
scored with tiny creases”). Iy the fifth narrative “she” doesn't
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want t¢ be a woman, she despises “the woman-thing.” But we
can’t say, can we, that we are really conscious of this, although
pethaps the work we are doing now on the cultural codes of
femininity and masculinily makes us more so0. In the past our
generation {I'm refereing to Kathleen and myself) had to make
explicit, bring 10 consciousness — the precocious femininity
we were lacked intn. We had to make it “representahle,” an
object of conscious representation, in order to he ahle o dis-
tance ourselves from it, Now, twenty years kater, 1 am asking
what it means to have rejected essenuaalism. One of the effects,
[ do think, is that many women have identilied uaconsciously
with the masculine ideal — and this we have not suilliciently
examined. The pathology of this is clear when we look a1 the
Gulf War — there was all ihis publieity abour women being able
to fight, being able to go to the front and kill.

I've always thought about this in termas of myself. In the art
world T had to pretend [ was a man, cven though I did Fost-
Purtum Document, In the art world o have 2 child was absolutely
anathema. You were supposed o do all the things Margaret
Thatcher was advised ta do — o lower your voice, for example,
to present a certain kind of authority in the guise of invisibility.
{Even to wear earrings was considered a big thing! 1am on the
Board of Advisors of a New Muscuin, and- one of the younger
peeple who is alse on the board said 10 me at a recent meeling,
*Oh, you wear carvings!” It was as though. being associated
with a cerwain kind of antharity in the are world, T couldn’t
adopt these insignia of femininity.) This s what I mean by
displav as opposed to masquierade — a social as well as psyehic
structure that defines your place within a roded hierarchy. It's
about'making the body, in a sense, invisible.

Joyrich: T think masquerade is an interesting strategy be-
cause il straddles (he unconscious and the conscious or, ratler,
is on the berder of the conscious and the unconscious. How do
vou conceptunlize this relarionship? Is the “border™ hemween
suhject positions and social places also a contested one?

Relly: “Masquerade” and “display” are of course only theo-
retical terms that are convenient as a way of describing psychic
structures, with masgnerade being associaled with femininity
and display with masculinity. But everything doesn’c it inte
one category or another. As subject positicns both are con:
stantly available and ave constantly being ken up and used.
But, 1 wonder, how useful do you think it was for me to have
taken the Lacanian notion of display and set it up against the
notion of masquerade? When, for examyple, the art historian
Norman Bryson discusses the paintings of Geéricault {Fm think-
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ing in particular of his “Mounted OHicers of the Imperial
Guard™), he sl uses the terin “masquerade,” arguing that they
represent the fatlure of masquerade tor the man, the undoing
of asituation of wastery. 1 thought it was impartant 1o come at
things from a different direction, even though it is ultimately
arcuitons. My understancing is that if a man is masquerading
{even though the performance is macho, like that of a body-
Luilder), be is waking up the feminine position, making the
hody visible. It is about the objecrification and desirability of
the budy. Often the genitals aren’t even iinportant. 'm think-
ing also of rock stars, or of the heavy metal scene — that’s
masguerade.

Lane 1 find thal very interesting hecanse the way that the
concept of a female masquerade has been taken up has ig-
nored in lwge pact the anxjery that was auached 1o Joan
Riviere's original use of the term — that the woman produces o
masquerade in order to elface her fear of vetribution by or
violenee from men, to ward off the armed sadism that is circu-
lating. Perhaps in an analogous way, inasculine “parade” ar
“display” works similarly 1o efface violence.

Kelly: Riviere's definition of masquerade rmreated a
woeman's performance of femininity 45 a symptom. as some-
thing that covered up her lack of womanlingss, her desire to be
fike a man. 'I'his is very ditferent trom Lacan’s use of masquer-
ade where sexualily is the outcome of tie spribulic process: all
there i3 is masquerade, or the frand of the phullus, or the
display of male virility. There is nothing else — Lhere is no
sexnal relation, Lacan’s “Significarion of rhe Phallus” points
this our. After you've read . no sexual velatianship you have
can ever be the same.

Lane Shouldn't we thereflore discuss Turther the anxdiety
that s produced in the process of uying w live up to the
representation of the phallus and of simultaneously recogniz-
ing ane’s own deficiencies?

Ketty: Um nat sure it this is what you mean but where [ was
beaded i refefring to the diMfevence between Riviere aod
Lacan’s nodons ol masquerade is toward Michele Montrelay's
use of the term. Stie follows Riviere but mixes in Lacan, so you
getl botl: masquerade functions sympromatically tw cover the
anxiety of hoth praximity to the mother’s body and not being
able to represent this as loss, and masquerade represents a kind
of resolution possible as the final goal ol analysis (this is prob-
ably putting it much too confidenily}, the ability wo handle loss
symholically — or as Montrelay describes it, through the
phallocentric organization or representation of the drives in
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termy other than their archale organizational sbructure (the
oral, anal, vaginal}. I'm simplifying here of course — Montrelay
reguires careful exposition, But the important point is that by
combining both of these schemas of masquerade, she can ac-
rounr {for both the symptom and rhe anxiety, and can also
underline the necessity for 3 woman — the woman — 1o have
access o a kind of sublimated pleasure, one dependent on
phaliocentricity.

Quace Mountrelay bas arrived at this theoretical juncore
the metaphor of masquerade spirals oll iato an account of
creativity — in terms of work and writing, for example — which
suggesls that snch play works also on the level of sexuality iself,
as in playing aur the part of difference. This makes sense in
terms of Lacan’s insistence on the Tact that the problem of
sexuality is not difference but sameness; the problem is thai
love, ot idealization, or wanting Lo be like the other, will move
vau away {rom the axis ol desire ur wanting o have the object,
toward being the same. Tart of the impossibility of the sexual
relation is this collapse of difference. Thus o the one hand,
the symbolic reinstating of difference sounds reactionary: now
we have "man” and “woman” —— fine, it's senled. B on the
other hand, these are not fixed identities of course. You are
wware of what is at stake (well, can we suy “unconsciously
aware™); you are not displayving the anxiety that would resuly
from your expecting o actually be the cause of the other’s
desire, or to be the same, to be bound in onencss with this
other. You're able ro be separate, to be in a velationship, and 1o
play out the part. What T mean is that i yoo've a woman, you
can play the part of a man; and if yon'te a man, you can play
out the part of the woman, (fudith Butler alse emphasizes this
in her work,) Montrelay's combination of Riviere and Lacan
allows us 1o accownt for the range of conscious and uncon-
sciouts . . expericnce.

Joyriehs What you have just said helps answer the question
raised before abour the way in which you are combining an
analysis of bath subject positions and social positions in Glorie
Patri, Your work is heavily informed by psychoanalysis bot at
the same 1ine you are reflecting on the instituton of the mili-
ary — in terms of the Gull War. Where do you see psychoana-
Iytic critique and institutional critique coming together? How
do you think about the intersection of the two in terms of vour
critique of the media® Yesterday in your talk about Glorie Fatri
you referred 1o recent and important changes in the military —
specifically, to women entering the milirary it certain self-con-
scious ways. to gay me and leshians in rthe military, with the
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resule that questions of gender and sexuality hecome more
visible because they have become political issues, Yel at the
same time you are relating this 10 unconscious siructures,

Castongiay. To (his T wonld like 10 add, what is your theory
of the televisual speciator? At one point you said yesterday thar
film theory has informed much of your own thought. Yet mast
of us. at least in the US, experienced rhe Gult War through
television — and the position of the spectator of television is
very different from hat of filin, Gleria Patri suructures both
positions hrilliandy, T think. Yesterday when 1 walked into the
room in the UWM Art Muscum in which your piece was dis-
played, my first reaction was “widescreen!,” ag if I were in the
midst of a kind of filmic spectacle as a Burinian spectator. As
this kind of spcctator you can explore the frame of the piceo
itself and expericnce moments of contemplation whereas the
shields are like smaller TV soreens.

Kellv: I'm very glad you came back to the art work because
that is how [ practice, how I do the work, how I think. You
asked e about the relation I'm uying o articulate between
institutional contexrs and unconscious structures, and ['ve
been sitting here thinking that there is an incredible divide
bewween Lthe way I've been alking about psychoanalysis and the
way I make an art work. The Fact ts that the difierence between
the second wave of ferninism and the first was precisely the
question of sexuality. Io wasn't the case that if you uchieved
equality on paper that necessarily relations or situations woukd
be better in psychic or subjective terms. The point is that sexual
diffevence had o be explored in terms of its subjective dimen-
sion. That work has set the stage for explovation in other areas
— importantly, for example, in relation to homosexuality,
which is also o social issue. We could never have hegun to
approach this without having first addressed the interface of
the psychic and the social, an interface where we are not saying
that the psychic is the (ruth of the social, nor that the psychic is
outside the sacial. but thaz it is another level of inscription ol
the subject. Considered as o discrete object, sexuality had a
theoretical discourse — psychoanalysis — that was appropriate
to it at that particular histarical moment Sunilarly, in terms ol
race there remains the necessity to understand the subjectivity
of oppression long after the civil rights movement; people do
not cease heing racist just becavse a government has passeed
legislation. 1 was, first of all; politically motivated o look at the
conjunction between the psvchic dimensions of sexual differ-
ence, o7 gender, and their institnional contexts.
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This, in turn, refates to what 1 call the debate-specific
nature of my work: my desire to engage with people, to con-
struct an andience (which is, I know, something extremely
difficult to vack down). IF an artst can keep the work in some
way related to a movement or political context, then the work
itself continues the morc general project of a public art, and 1
think that's critical. If vou start desiviug o do the work as if i
were destined for a collector, then, as Craig Owens said hefore
he died, that's the end, there is no more public art. Noiw, to get
speeificaily ro yonr point abowt spectatorship: { chose the exhi-
bition (of an installadien) as the form of presentation for my
work — not film, net video — precisely because i has that self-
reflexive quality you mentioned earlier. The picce is not laid
oul [or you in a temporal dimension that you have Lo sit
through, as with film. Nor, as with television, does it present
vou with & kind of insidious, intimale presence. Instead the
spectator is hoth a physical and emotional participant in the ar
work. He comes intg its space, | was very pleased that you
assaciated the work of the picee with the experience of televi-
sion, as i you could walk inside of the spectacle iself and see
these absurditics {or what they are, see boch the facade and the
nothing that is behind it —- there is oaly this shallow relief.

Lane: What particularly interests me about the shiclds lies
in the fact that hecause they are so clearly 2 kind of mirror,
they ubstruct some of the speguacle, Since they insist on the
ruined relaton tw warching, w locking, they ave also an end-
less reminder of the spectators themsclves.

Hustie: This relates hack (o what your said about an art wark
constructing is awdience. In Cloria Puiri the audience is isell
literally vae ol the muwnials of the piece. The audience be-
comes part of the display. Tt enters into the wext by the act of
reading the narratives on the shiclds. [t also enters the text by
being reflected in the highly polished aluminum surfaces of
the shields. 5o in the very material you have used, you have
broughi togethér the two institutions — psychoanalysis and the
military, Giorie Pairi constructs the subject pasition of specta-
tor, the members of ils andience, so that the viewing subject is
Joined with the military subject, In addition 1 see in Glorie Pafri
the accumulation not unly of the stories on the shields bud also
an accumulation of affect — 1 would specify it as actual
longings — from the trophies to the shields.

{ want 1o add something here about the remporality of
viewing. You said earlicr that for film there is a certainly linear
temporality of viewing because one is stuck in the theater, But
my experience is that ] view filins in the way you propose that a
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spectarar views an exhibition; thus I nse the experience of the
exhibition hall as a strategy for viewing a film. 1 think, too, that
this Is what happens in memory; when a film is over, you replay
it in your mind, shicli picks up diflerent parts of the film in
different sequences. Do you see ways in which the exhibition
hall might make different strategies of viewing films possible?

Kelly: What you are saying about memory is intriguing
because it subverts the order of the narrative. This 15 what the
dreamer does, of course — condensation, You take various
elements of the Alm and bring them together with yom own
subjectively overdetermined obsession. Bat in an exhibition
space there are so many different forms of presentaton, the
most conventional being picrures (T mean pictures with dis-
crete borders).

Lane: Could not a certain difheulty in piecing together
different objects be analogous 10 an experience of war — the
difficubty of trying 0 make coherent a series of dispuate vie-
lentand technical images? 1'm thinking particularly about the
marrative of the Gulf War; wasn’'t it centrally about piecing
together diffuse and psychically painful images?

Castonguay. At the same tme, T think that a narrative was
laid out from the very baginning. George Bush knew it had a
beginning, = middle, and an end. Already there were the names
— Desert Shield, Desert Sword, and Desert Storm.

Ketly: 1 found ic, however, very difficult to flesh ont that
narmative ecause for ehe most part on TV there was no sound
synched 10 the image rack. Primarily there was voice-over,
Plus. as Chris Lanc was saying, the other side ol the war —
many of its humanizing derails — was not being supplicd. It was
similar 1o what happens in film — thut fetishistic mowent —
when you just sce Lhe light and are caught up in the spectacle,
when the flow of the narralive is arrested and works absolutely
against, 1 suppose, even the voyeuristic lmpulse 0 kuow the
abuse and harror of the other.

Castonguay: At one point during the Gult War there was on
CNN anironic retarn to what I would call an Edward R.
Murrow moment from his Warld War 11 radin hroadeases when
they only bad a telephone and radio line in Baghdad: the
reporters kepi, telling us thor there were no images, and the
network kepe cotting to pictures of their faces. We finally saw
the images they were reporting but only later, afler we had
heard one of them (it was Bernard Shaw) descrihe the scene ps
being just like the fireworks on the Fourth of July 2 the Wash-
ington Monument. The cognitive grid he was nsing a that
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moment o explain the war was one of aesthedcization and
patriotic display.

Joyrick Lactually think, though, that therc was in fact a lot
of interweaving of narvative in the coverage of the Gulf War,
Frecisely because there weren't images of the War isell, of
combal, the networks broadceast a lot of personalired narratives
~— of wives and inuthers, for example, waiting a1 home, In your
work vou bring together a eritique of institutions and of subjec-
Livity i great part thrangh personal nanauves. How does what
you do relate 10 the way (he mass media personalized narratives
of the war?

Kelly: 1 think the mass media mucked it up by personaliz-
ing the coverage ol the War hecause i reinforced the contra-
diction T referred to earlier. On the one bhand. the techrology
was superhunian; this was its strength. On the vther hand; the
media played out the vulnerability — the humanness, if you
will — of the tropps. Think ol Klaus Theweleit's description m
Male Fantasies of the German Freikorps. These soldiers were
mained o have no invelvement with the family or with émo-
tiong; they were trained to he “soldier-males,” together 1o form
z wialiyy machine which was to be one ol the bases for other
totalities — like the nation itself. How dan a national wdentity
thrive when you've shown it to be split on so many lovels?

Jmrieh: To some degree the rhetoric we heard during TV
coverage of the Gulf War made the stare itself a kind of person-
alized boely, The language of the body was omnipresent —
Hussein's head. For example. was going to be “cut off.” 1 think
vaur work is particularly incisive in the way you examine how
the personal and the institutional — heve the militaristic —
imerpenetrate one anather, The way you narrativize the space
of Gloria Pairi shows the personal entering into the military at
the highest level: in the top row you've placed the symbols of
the military and the nation, the medallions; in the bottom raw,
the personal stories ingeribed on the shields: und in the middle,
the frophies, symbals of the moment when an individual is
heing recognized by an insituiion, when an award is given fer
being . ..

Kglry: Complicit. Conuibuting o the glory of the nation.
Yef I wanted to be careful not to make this a criticism of indi-
vidual men in the service, The quotations which | inscribed on
the basc of the trophies — "cut it off and kill i1,” for example,
or "kick ass” (I took these quotes from what 1 heard during TV
coverage of the War) — are meant 1o suggest the role of the
state appavatus in forming subjectiviey, T don't agree. however,
that this hravado funcrions well to susrain national identity.
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Figure 3. Mary Relly. Glosie Petri, 1992, Derail: Shield. Phator Ray
Barrie.



Full 1994 159

i
Figure 4. Mary Kelly. Clorie Futri, 1992, Detail: Shicld. Photo: Ray
Bartrie.
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Figure 5. Maye Relly. Gloria Puerd, 1992, Dewil: Skicld  Phea: Ray
Barrie.
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In the US (this is wild speculation, on my part), the syslem
works i w way that subvernys itsell. Yesterday Jim Castonguay
braught up the notion of the military-media-industrial com-
plex, which 1 think is perfectly apt in this context: the media
does cut across the effectivity of politics in (his country, Most
people, for example, don’t believe in the state; they don’t be-
lieve in the people who mn it The institution of the media
itself has almost created a kind of apathy where people don™
think it inakes any difference, lor instance, whom they vote for.
It the US yon don't have the kind of loynlty you find in Furops,
for inswance, w political pariies that have long histories und
traditions; in the US yon don’c have a sense that politicians are
statesmen the way yon might in Britain where — it is essential
i remember — there is an incredibie amount of censorship of
e media, even though you have some torm ol welfare state.
Why doeg thiz create an image of the government as one
wihtour authority? Lacan's theory that the symbolic father is
always the dead farher suggests one reason why: you can’L hu-
manize the state without undercutting it

Jayrich: Om the other hand, you conld argue thatin rhe U8,
precisely because the poliical parts are inlinicely interchange-
able, the authoriwy of the military-roedia-postindusirial-complex
is in fact increased. When you flip on the TV, you know dhat
you will see, just us during the Gulf War “we™ all watched TV
constantly and rooled [or “our guys” because it was just another
family stary {at least this is what was expected — indeecd, de-
manded — of us as viewers.

Lasivngnay. Also, there are explicit Iinks on a material,
reonamic level between the different components of the mili-
ary-media-postindusutal complex. General Electric had a hand
in designing and maintaining almost every weapon wsed in the
Gulf War and alsi owns NBC; so the notion of “objective news
coverage” is completely ridiculous, a souctural/insiiturdonal
impoessibility, And there are also what might be called bnpliciy
links. The exccutives of the three major networks all sit on the
boards of oil companies and so (‘iearly had an investraent in the
War.

Jovrick: You can see these connections clearly if yon ana-
lyze the commercials that were aired during the War. 1 was part
of a group that did a videotape about TV coverage of the Gulf.
Among other things we looked at the relationship of commer-
cials to the narratives that were heing broadceast ahout the War
on the news (of course, a lot of companies pulled their adver-
tsing because they didn’t want 1o be associated with news of
the War). GF, for example. wired a commercial with its usual
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tag, “We hring good things to life.” Other ads were clearly
making relerence tu a kind of terrorisim, but wouldn't name it
explicitly,

Lane: But suppose that there is something aboutghe spee-
tacle of war that is held tegether by a different psychic register,
one that is not simply about the organization of the state but
aboul an investment in sadism, about wanting to participate in
war, 1o ohserve it. Perhaps that is what grips us as opposed to —
or i additon W — the totalizing nurrative of the state through
the media?

Reity: Yes, | agree, that psvchic disposition is always there,
and when it is expiaoited by the media, it is murderous.

Joyrich: Az we weve saying before though, in TV coverage of
the Gulf Wur in the US there was the lack of a visual back -
and in particular a vemarkable Fack of images of the body. So {u
some way the coverage didn’t appeal w the viewer in tevms of
sadism. [t is as though the other narratives, the personalized
stories, made up for this lack. Jtis a question of how vulherabil-
iy, a5 Mary Kelly would say, was represented: it was conveyed
not through images of the body but through personal stories.
Can you talk about the place — or lack of place — of the body
in Gloria Patri? [n your previous work, “evidence” of the body
{even il not the hody itsclf) was central and visible; in chis
piece, the body seems to be even more absent — similar, in a
way, to its (non)representation in other cultural narratives of
the Gulf War,

Castongnay: Exactly. There was a structuring absence of
the injured body, even on ihe level of language: during the
Gulf War, for instance, what nsed to be called “body bags™ were
referred o in warspeak as “humat vemains pouches.” I would
argue that this struesring absence of the body has 1o be
contextualized historically in werms of Viemam and the televi-
sion coverage of that wari the culural psyche of the US was
emasculated by losing the last war. The Ramhbo narratives rep-
resent a symbulic rewriting of Vietnam, and the Gulf War was a
sinister realization of those fantasies,

Lore But perhaps sadism operates precisely on the ab-
sence of the body. Since there is no element of the growsque,
and the techmology is supremely clinical, cne can participate in
the abstract, generic power of military {orce without the hor-
rendous realization of what it amounts to.

Kedly, 1'd like to focus for 3 moment on how the body is
represented in my work — because it has been noteriously
absent in an obviaus way. I've thought 2 lol about the strategy
of making the woman's body a igure of representation in physi-
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eal terms. But ] think there are other waps in the work of
making the body cenral — as a lantasy, as the dispersed body
of desire. For example, [ used the theme of the mother-child
relationship In Post-Partumm Decament. In 1983 1 luroduced the
term “female fetishism.” which didn't correspond to the famil-
iar iconography of male poroography. My point way that you
should look elsewhere == to a mather’s memaorabilia.

Wandweard: 1 think one of the most important contribu-
tions of your work, of Post-Parivm Dgeyment and Interim, is that
you comment on the female bady but do not represent it figu-
ratively. This is crueial because the budy has become an obses-
sion in Western enbtore in general and in contemporary eritical
discourse in particular. We continue to reproduce images of
the body. over and over again, as if the hody were the only way
that our tdentity is structured. 1 find this sirategy in your work
very exciting — the structuring absence of the figural dimen-
sion of the body. Bat that structuring ahsence is very different
from the structuring absence of the body that we have been
talking about in the discourse of the Gulf War.

Kelly: The difference between the mwo is siinilar to the
differcnce between the early explorations of the performance
of femininity in the masquerade and the questicn of displaying
masculinity. Strategically, power is invisible; typically, it’s
through ahserce that you have power. It's like the voice-over.
It’s why we don’t see the penis represented — because then it's
0o longer the phallus, Whatever has power has w incorporais
difference in some way, not be represented as it ts. For ex-
ample, power can be represented as simply a place, or coded as
a status, not individuared or made specific. Power, in other
words, is at the opposite end of the spectriun from the hetero-
gendity of the body.

In Gimia Patri that strategy of invisibility is made visible.
All my earlier work moved against the 0ver—re13resentation af
the body and the equation of the woman with the body-image,
Hopefuily, that didn’t erase the affeet or wace of the body
hecanse the bady i3 1n fact always represented in one way or
another. How the body figures in fantasy, how we relate to it
emotionally, is what is at stake for me rather than the body us «
materiulity that you can have access to in some unmediated
wayv. In Post-Partum Document, for instance, the way T used cloth-
ing meant to suggest the difficnlty of representing a materiality
thar is at base letishistic — because who kaows what will be-
come a fetish for someone, what their “piece of realiy” will be.
And similacly, in Interim, (he st section, Corpus, which consists
ol fifieen coupled panels (the right half of each palr has a
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white handwritten text an a black background, the left half
consists of 2 laminated photograph of different articles of cioth-
ing, including a lcatherjackclancl boots), 1 thought, I can’t use
4 found object the way [ had in Pest-Parium Document, 1 can’t
use the clothes themselves hecause 1 want to commment on par-
cissism — and feminioity — as it is constructed within the
general domain of images and discourses such 2s fashion,
popular medicine, and romantic fiction. So, L used the photo
laminates onot only for their iconic content, but also they do
cast. shadows on the background and this retricves a certain
indexical property of the sign.

Lane S0, is part of your praject in each of your installa-
tions to retrieve something that is otherwise glossed or
smoothed over? Do you want to represent something that is
ignured, something that is deficient in relation to parade or
display or masquerade, something, tinally, that is more about
individuality?

Kelly. At the time [ made Corprus, ] was very engaged (along
with Laura Mulvey} in thinking about pleasure and was under
attack for, as some people put it melodramatically, wanting to
destroy ail pleasure! S0, I thought, I'll work with a conven-
livnal narrative; 11l use the really seductive first-person indica-
live and cast the nasrative as a kind of [airy tale. I'll also work
with the visual pleasure of advertising images. That’s why in
Corgrus [ used pink and black, asa kind of caricature of "tarting
up.” as one would say.

Pecunia (which, by the way, means “money”), the second
section of Interim, lakes off on greeting cards, on their one-
dimensional discourse of scntimentality, Greeting cards so per-
fectly display the various categuries of woman and how your
desire is absolutely contingent on the position that you occupy
— *Dear Mom,” "Happy Birthday,” “Darling Dauvghter,” "My
Wife" — what you are supposed to want has to be siphoned
through these states. So for Peounia 1 invented a greeting card
ihat is made out of steel. It comes out of the wall und opens up,
withowt any weld. There are wwenty of them, and they have the
Latin words for Mother, Daughter, Wife, and narratives inside,
But there was still something lost of that look of sentimentafity
that 1 wanted to retrieve. I condensed the typefaces: for
Mother, 1 used Times Bold; for Wife, T used Gill; for Sister,
Universe — because {hat's the only genrc of the greeting card
where any husnor or obscenity is at all allawed; for Daughter —
the Daughter is absolutely the most sentimentalized — I used
Century Schoolbook, To give the steed the look of sentimertal-
ity [ had it galvanized. When you galvanize steel — it s a special
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process that is used to keep it from rusting — it turns a kind of
gold. It aiso has a lot of other colors in it — pinks and greens,
depending on the light. When I finally hit on that process I was
s0 excited because in the material of the steel itsclf there was
Just that quality thai corresponded to the sentimentality of the
greeting cards. And, it is also quite seductive.

Wooedward: I'd like to pursue the question of sentimentality
~ affect, really — a bit more. In the last ten years ot so in both
literary and Blm studies there has been a recuperation by femi-
nists of the sentimental us a mode of feeling which contributes
to cultural and political work. I'm thinking, for example, of
work on nineteenth-century American literature (on Harriet
Beecher Stowe's Uncle Tom’s Cabin) or on the twentieth-century
matcrnal melodrama in film. On the one hand, you set yourself
in appasition to the sentimental and are suspicious of human
interest stories, when some might argue that it is just such
storics that might possibly mobilize us to do something about,
for example, the Gulf War. On the ather hand, you are very
interested in affectivity, In the traces of emoiion. But yesterday
at the opening of Gloria Patri | heard someone say, “There's no
emotion in this piece.”

Kelly: You don’t think there is any emotion in it?

Hustie: You might say that the whole project comes out of
an affective response to the War —— the affect of anger,

Kelly: Yes, it does scem to me a matier of what kind of
emotion is at stake. In /nterim the women's storics are so
grounded in the sentimental that I needed a streategy of dis
tancing [from it — and yet they are so familiar that it is stilt easy
to recognize that emotion. But with Glaria Patri what is at siake
is a certain hostlity, which some people might not read as
cmational but which does, [ would say, represent a very emo-
tiona] response.

The shiny surfaces of the aluminum — and the lighting of
the piece as well — ave related to the kind of troubling emo-
tion that I think the piece a5 a whole converys. For me there is
something kind of creepy about that polished aluminum —
d- also something attractive. [ was reading CGenet's The Thigfs

aland came across a deseription of how crotic the badge
bl policeman was; be says, if [ touched the badge, it would
pening his fly. And it is like chis, isn’t i€ You lind

eIl caught up in the shiny bits of the shield with the logos
ies of the trophies you didn’t get and wanted to get.
ng the desive w identify with the personal narra-
Hields are deprived of their authoritative role, Be-
‘materiality, because of the polished allure of
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their Fnish, they are eroticized and once again become
fetishiced vhjeets of power and desive — which is, perhaps,
exactly the strategy of the masquerade, as 1 was discussing it
carlicr. For me, it is the eroticization of the insignia of mascu-
linity which is troubling, even nauseating. Obviously I feel some
ambivalence here, an ambivalence which it an emotional re-
sponse (0 powers itis seductive, it is eratic, it makes you sick, [n
ather words, it's nat a seduction with which you are at ease.

Lane T agtee with your account of Genet; there is 4 ten-
sion in lis writing between wanting Lo eroticize the object and
therehy divest it of authority and power, and at the samne tine
wanting to refain the power of the object and the possibility of
eroticizing it. This reminds me of what you suid carlier wday
about the core problem of sexuality in the military — whether
the inuroduction of women in the military as well as Lhe coming
out of Lesbians and gay men is creating a similar conflict be-
wween the prevailing assumption of homogeneity and the ab-
sence of desire, and the sudden shattering of that fantasy in the
understanding that now there ate men and women in the mili-
tary who will find euch other attractive and who will thus intre-
duce an erotic dimension into it. The fantasy of the militry is,
of course, that the erotic is absent.

Joyrich: Or perhaps the presence of leshians and gay men is
simply making visible an erotic dimension that was in fact al-
ways there.

Lane, Yes, their prescuce embodies the thought of the
crotic. Do you see this as substantiaily altering the symbolic
meaning of the military? Or will these women, gay men, and
lesbians simply get swept up in militacy policies that will erase
their individuality?

Kely: I think both things will happen. But what I am insist-
ing is that in making the demand to participate fully and openly
in the military (which makes total sense in terms of equality},
women and gay men shoukd not fail to examine what the effects
will be. For instance, women, if they mimic men well enough,
have been “allowed” o function in a “man’s” world but these
who don’t fit in are still feminized or denigrated as the other
term. There is still.a hierarchy that is tainted with difference,
and 5o nothing has really changed in fact. The pawerful term
in the binary is still associated with hemogeneity and sameness;
it is taken for granted and not defined. Everything eise —
however bizarre, however commonplace, however visible — can
be denigrated as other, This is summed up in advertisements:
“Women, minorilics, and the disabled are encouraged 10 ap-
ply” — well, I mean, that's almost everyone! Yet ] also think
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that heterosexual women, gay men, and leshians cannot be so
neatdy incorporated in the military, even though that may be
their aim. I think their presence is disraptive and will never he
able to be fully covered up.

Lane: In other words, their presence is a productive dis-
ruption. Similarly, the work of Gloria Patri disturbs the fantasics
of a clean technology of war — one without pain, without
violence, and ultimately, without bodies.

Castonguay. I think difference also needs to be addressed
in terms of race, particularly so if we shift the perspective from
the air to the ground, from the theoretical or image-body that
we in the US could or couldn't see on TV 1o the reat body of
the Iragi. Morcover the coordinates of racism, sexism, and the
family were tied together in the rhetoric of the war in the

- service of the state. In his "Aggression Speech” George Bush
said that Saddan Hussein raped and pillaged Kuwait, feminiz-
ing Kuwait as the nation we must save from the aggressor {it's
like Birth of a Nation all over again), Hussein was treated like an
adolescent who was running away, kicking and screaming, from
the glohal family of natiens. And of course in the US, television
is all about the family. As a member of a television family, when
you were watching your ancherman in Baghdad or your re-
porter who was wearing a gas mask on location somewhere in
[raq and the television Lechnology kicked out, that was a power-
ful moment. CNN had an 800 number for people 10 call who
were upset psychologically about “their” reporters being over
there. Many of the personalized stories on TV during the War
were about economic hardship to the family, implying that
when the provider is taken away, there is economic disaster.
Buc the larger inference was that the "greed of the Arzhs” itself
(and ‘this was also cast in racist terms) posed an economic
threat 1o the US family, and that that is why the US was in [raq
and Kuwait.

Kelly: This is, [ think, an excellent point on which to end.
is is what, ini fact, I'm thinking about now. It's exactly what is
bsent in Gloria Patri — the osher side, the viiification and
chumanization of the other that functions in the time of war
- the question this raises conceri"ning the psychic processes
minization and abjection that may support the desire to
on‘such a transgressive social contract. I'm still haunted
he:anamorphic image on the TV screen, by a certain hys-

bliridness induced in the spectater and, as always, still
#d by the liminal points of vision. I don’t want the work
her:an expose or a memorial. I'm not sure how to
ut 'm working on it.
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Mary Kelly. Gloria Patri, 1992, Detail: Trophy. PPhoto: Ray
Barrie.

Figure 6.
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