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NINA YHARED (1814) is one of the youngest and most important representa-
tives of performance art in Mexico. Recognized in both Mexico and abroad,
Yhared’s work specializes in the diffusion and promotion of action-art. She
earned her bachelor’s degree at the National School of Painting, Sculpture,
Engraving and Visual Arts. She has presented her work at “Del Chopo” Uni-
versity Museum (UNAM), Ex Teresa Actual Arts Forum, Mexico City Museum,
Spain Cultural Centre, the Museum of Contemporary Art in Tucson, Arizona,
and the National Museum of Mexican Art. She has published Sea Fairies
(2001), a collection of 35 tales and ink drawings, her erotic poem collection
Seasons of Desire (2005) and A Nymphs’ Banquet (2008). www.yhared.com
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Feel Your Way Through It

The sophistication of jaded art consumers is a form of social armor, worn
against the culture of exclusion that defines the official spaces of art
consumption (commercial galleries, blue chip museums and fairs, MFA and
Art History programs). When it comes to tone and affect, self-conscious,
self-referential irony can seem like the path of least resistance for both
contemporary artists and the people who admire their work. Most people are
just good enough at this to attend art events and feel weird.

Given that our defenses are usually up in these settings, the last thing one
expects in an art space is sincerity, even — or perhaps especially - when it is
our own. But, of course, we do have feelings in these spaces — we don’t check
our emotional lives at the door. And these artists know it.

The works in this exhibit mine overlapping territories — the affective and ma-
terial texture of sentimentality, the association of love and loss, displacement
and emotional withdrawal, difference and emotional excess. Some of these
works also manifest a commitment to art and emotion as sites of transforma-
tion — in which art is imagined as revolutionary, or reparative, exactly in its
capacity to make us feel differently.

In the work gathered here, on the surface at least, some of these artist’s
feelings appear to us as specifically theirs and/or as belonging to specific
artists’ bodies in particular social and historical locations. These are not the
transcendent feelings of the universal but rather the dense, the confusing,
the over-determined feelings of the particular. Of being queer, of being Other,
of being exiled, or feminine, or exotic. These “feelings” are, in other words,
both personal and political.
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LACE both champions and challenges the art of our time by fostering artists
who innovate, explore, and risk. We move within and beyond our four walls to
provide opportunities for diverse publics to engage deeply with contemporary
art. In doing so, we further dialogue and participation between and among
artists and those audiences.

o5 PNCe

ZJ “"oo 6522 Hollywood Boulevard

o z Los Angeles, CA 90028

%&/ 95 www.welcometolace.org
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scene of a depressing Christmas what we expect from a work of this title?

Lezley Saar ventures into similar territory — one | am tempted to call “senti-
mental ambivalence.” Saar works explicitly with the textures of sentimental
culture in her portraits of extraordinary and anomalous figures — men and
women cast out, displayed, but also sites of identification, fascination, and
desire. Her large banner portrait of Dorothy Champ (a Broadway actress
and artist who gave up the stage to teach the Bahd'i faith in 1919) feels not
contemporary, but archival - a figure head for a long-lost Mulatto Nation.
This archival feeling is true of the smaller works that frame it as well. These
characters, boxed in and on display, are curated here as some were curated
then (like the “Venus Hottentot” Saartji Bartman and the albinistic Rudolf
Lacasie, indexing the Other in nineteenth-century sideshows). Under Saar’s
loving hand, though, they also feel cared for. Collectively they defined Ameri-
can sentimental culture even as they marked its borders as embodiments of
the strange, the exotic, and the different. Saar asks us how we feel about
them, now.

Roland Barthes once observed that “it is no longer the sexual which is inde-
cent, it is the sentimental .”" We might take this observation to indicate the
association of the sentimental with the florid, the maudiin, the excessive and
the indulgent. Nao Bustamante’s Neapolitan (2008) features a video of the
artist weeping as she watches, rewinds, and watches again the end of Fresa y
Chocolate (Strawberries and Chocolate). The monitor is shrouded in domestic
ornaments and grandmotherly doilies — not genteel white lace, however, but a
riot of garish crochet. Bustamante has said that when she sat down on her

1 Roland Barthes, Fragments of a Lover’s Discourse (New York: Hill and Wang, 1978), p. 158.
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Lezly Saar
Detroit, 1999
Acrylic on lace, 34 x 25”

Lezly Saar
Rumor has it, 2004
Acrylic on lace, 23" x 13 12" x 3 12"

Susan Silton

Twister 1, 2003

Piezo pigment print

5" X 6 55" image, 29 55" x 23 55" frame

Susan Silton

Twister 4,2003

Piezo pigment print

5" X 6 55" image, 29 55" x 23 55" frame

Susan Silton

Twister 6, 2003

Piezo pigment print

5" X 6 55" image, 29 55" x 23 55" frame

Susan Silton
twisted, 2003
Single-channel video, silent
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in that connection. In their sameness and stillness, they appear in these
projections as melancholy apparitions, visible - but queerly stuck (together)
in another dimension.

Susan Silton also taps into a story of difference and mood by unpacking the
formal possibilities of the twister as an allegory for feeling different — and for
transporting us, like Dorothy, from one place to another. The video installation
twisted projects only the image of a person’s face as they hold a sealed jar

of water in their hands and shake it to make a miniature twister. We see not
the twister, but the intensity and satisfaction that each person experiences
when they finally achieve the goal. This video is accompanied by three of
Silton’s series of prints of tornados (developed from photographs taken by
storm chasers). Miniaturized natural disaster, these works gesture toward the
problem of scale raised by intense emotional states — they, for the person
having them, feel world shifting.

Where Silton uses the tornado to stand in for the movement of the self from
one state to another, Nifia Yhared (1814) approaches art itself as a fantastical
space of transformation. Consultario Magico, Dra. Niiia was staged in a
storefront in a Mexico City metro station underneath one of the city’s largest
medical complexes. Yhared (1814) set up a healing center, inviting metro
passengers to participate in a ritual promising to heal maladies using art and
magic. The video documenting this action shows participants expressing skep-
ticism even as they join in. Behind this performance is a surprising optimism
and sincerity — the artist is not pulling the wool over the participant’s eyes —
she openly invites passershy to participate in a performance art piece, recast
as a healing ceremony. As the men and women close their eyes, and tilt their
heads backwards, they remind us of the power which can be mobilized by the
suspension of dishelief. LACE visitors are greeted by Yhared's visual research
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List of Works

Nao Bustamante
Neapolitan, 2003, 2008, 2009
mixed media, radical craft

Monica Duncan and Lara Odell

Living Pictures (Laundromat, Evening Shopper, Burn Tower, Picnic at the Park),
2003

\ideo, approximately 10 minutes each

James Luna
History of the Luiseiio People: La Jolla Reservation, Christmas, 1990
Installation and performance

Lezley Saar
Dorothy Champ: Broadway Star and Baha'i Activist, 2002
Acrylic and mixed media on fabric, 98” x 55”

Lezley Saar
Saartji Baartman, Hottentot Venus, 1999
Acrylic and mixed media, 25" x 18” x 311"

Lezley Saar
Rudolf Lucasie: Albino of Black Madagascar Lineage, 2001
Acrylic and mixed media, 36” x 24” x 4”
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JENNIFER DOVYLE is the author of Sex Objects: Art and the Dialectics of Desire
(Minnesota, 2006), and is an Associate Professor of English at the University
of California, Riverside. Sex Objects was a finalist for a LAMBDA Literary
PAward and received Honorable Mention for the Alan Bray Memorial Book Prize.
She is co-editor of Pop Out: Queer Warhol (Duke, 1996), and author of essays
on contemporary art, gender and performance. Her writing on fiitbol Angelino
appears in the collaborative art project Municipal de Fiitbol (Textfield/
Christoph Keller, 2008), “’Art Versus Sport’: Managing Desire and the Queer
Sport Spectacle” appears in X-TRA (Summer 2009), and her polemic “Blind
Spots and Failed Performance: Queer Theory, Feminism, and Abortion” will be
published in the Fall 2009/Winter 2010 issue of Qui Parle. She blogs about the
cultural politics of soccer at From A Left Wing.

This exhibition is inspired by research for her upcoming book, Critical Tears:
Art and the Politics of Emotion.



9¢

27

‘Mot JS11 op | 3y ‘Wo s)ysi| o a1 o Suizaanhs nok doje

poojs jey} sade KiSue Jayjo asauy 4oy nok uo Kwe Suiseyo [je 338 | pinoys Aym
i4opew y pnoys ym

"sjued Aw ui pue yeoiuy Aw uj dwnj wojueyd

© |98} pue sinok umop puey fw apys | se yoeq Au uo sysoys ayj ale asay]

“peaye saij Jaguep uaym duij oS 0}

fisea s fep Jeyy aji| siy paaes Jey) onbi| aued au} sem 3| “peay siy 0} ¥204
€ U)IM Uew 3y} SaySnIwng peuw ejanqe se wiy suiejap pue Jay Jo Jjo pueqsniy
JusjoIA 3y} sjjnd pue Aq syjem uisnod s,ejandge awiy auo }dasxa umo} 1apioq
UBINPUOH /ueI0PeA[eS © Ui wow suow £ s)eaq jey) ueuriapje ajjoyoaje ayp

*3juasaid e}sa 0loje|[u\ ouI[E}e) Jey} iemeun JajuiS JaLoue nok Japio |

"ded ouanq ualq sejs3

*1ea fw ojul )1 SuiSuis-Suos-Suis SsaudiyM Suizijeqiuued nok je aguLid
fjpayqnopun pinom | ‘ided aw |jea 0} nok pajuem | se yonw se 1o} Ajjeat puy
fippep e pajuem Jarau nok 03-133 aLj} Wwoa) asNeIA] AL Jowny nog

juaJed sjoeus Jano] ‘wisyjed sjagaq wisyied

"SI} [e19e) pue sadlA aAo| Aiaifye} Suionpoidal

S19A0] LLIOJI0} 113} pue SI3ifjoLl

ozany £ auted opuednyd
0407

syseaq piim

sewisejuey

iy

snouny

There is fury in my heart as | try to forget all the people | know back home
that have been where I'm about to go tonight. Pues, tu querias riot grrl and
they come in different sizes chico--they come in bitch, whore, slut and you
wanted to kiss their pain away chulo with your silver tongue and soft touch.
What happened to all the good intentions?

I'm already jumping to conclusions. This doesn’t make for a very good first
date, as soon as we decide that that's where we want this to go. It's just sup-
posed to be one song, especially since a thug don’t really dance. But, damn
girl, you make it different here on this dance floor where anonymity is just
another hallucinatory sedative of seduction.

Even on this dance floor, even when you're just a nervous St. Bernard, that for
one reason or another could not identify the beat, the beat that often marks

me as excessive, regressive traits thanks be to mestiza-je. The slow gallop of
a popular cumbia tune.

1-and-2-and-uh-3-eeh-and-a-4
1-and-2-and-uh-3-eeh-and-a-4
1-and-2-and-uh-3-eeh-and-a-4
1-and-2-and-uh-3-eeh-and-a-4

Traipsing sans purpose because our rhythms are so off.

You move faster than you should, perhaps you confuse my pudenda for some
awkward stripper‘s pole and you feel the intrinsic desire to bump up against it
as | could find pleasure there. | may be self-conscious but 'm not a fool.

Or maybe | am because all | want more than anything is for you to stop dry
humping me on this empty dance floor. Me estas dando pena. There is nobody
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Nao Bustamante, Neapolitan, mixed media/ radical craft, 2003, 2008, 2009.
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text messages and non-stop phone calls:

We move the conversation to the dance floor:
You are at your most heautiful under the light of this disco ball.
I bet | say that to all the girls.

The furious fiera fantasmas that have walked this space beneath us,

the space between us, the space bequeathed onto us. This evening you
listened to me as | made the case for critical theory and its liberating pos-
sibility, its alleviatory charms for the ills of my canton, the small part of the
isthmus where part of me originates siempre sin permiso sin papeles.

no permission no papers

and you heard it and when | said it even | believed it

in the penumbra of a concrete island; its institutions I access with many
papers and asking always asking for permission to speak because silence
is consent and god knows | was silent but not that night. That night | knew
| made an actual decision to make love to you like | was in it. That night we
bounced off the walls and then I bounced you on my lap. It was glorious.

Except you didn't want glory hosanna to the highest. You wanted a horror
picture, to be scared shitless. A Freddy Krueger to call your own, a freeway
killer with an available trunk to cannonball inside of; you always want to be
inside of me.

What kind of white girl wants to play damsel whore to my dormant King Kong,
one in a long line of angry apes, a sexy beast’s history of violence that shaped
itself as our New York love story.
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James Luna, History of the liseﬁo People: La Jolla Reservation, Christmas,
installation and performance, 1990.

James Luna performed History of the Luiseiio People: La Jolla Reservation,
Christmas during the I Feel Different opening reception on 20 October 2009.
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Raquel Gutierrez || “The Pink Room”
inspired by the music of Angelo Badalamenti
(work-in-progress)

I have a lot of explaining to do.

My name is Raquel and F'm an addict. | keep falling off the gravy train, that
pussy wagon, the psychic auto-gang bang, the unsolicited onanistic intimacy. |
just don’t know what it is about. .. them—nbut I like them...A LOT

This ain’t no coming out story, just a little bit of truth. And I don’t know about
you but | need to wear a mask when | tell a little bit of truth.

You know my period and my tits—they came at 11. | was afraid. | just
dribbled the baskethall out in the backyard trying to temper my anxiety about
the horror movie transpiring in my white cotton picked intimates. One day I
would need a fix.

But that’s not the first time. One man, one finger, one pretty crystal blue
water in some Caribbean beach, a few seconds in the crotch of my bathing
suit. Asking politely to do it again. | should be so lucky.

1990, age 13 | found words and images with the eruption of Twin Peaks. It was
with much ardor that | felt not a pang of pre-adolescent lust but the desire to
know whom the fuck killed Laura Palmer.

I was still innocent though my penchant for bad girls had begun here in this
small logging television town where there was a spectrum of hot and damaged
females both good (la Donna Hayward) and bad (la Audrey Home).
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Monica Duncan and Lara Odell, Living Pictures (Laundromat), video still, 2003.
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DAVID WOJNAROWICZ was a prominent and influential figure in New York's
downtown art scene from the late 1970s until his death in 1992. Recognized
as one of the most potent voices of his generation, Wojnarowicz’s singular
artistic achievements place him firmly within a long-standing tradition of the
artist as visionary outsider. His work is both deeply personal and intensely
political. Often overlapping text, paint, collaged elements, and photography,
Wojnarowicz created provocative narratives and historical allegories dealing
with dialectical themes of order and disorder, birth and death. LACE first
exhibited Wojnarowicz’s work in 1984 in Emblem. www.ppowgallery.com.
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Lezley Saar, Rudolf Lucasie: Albino of Black Madagascar Lineage, acrylic and mixed
media, 36” x 24” x 4”, 2001,
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