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By the mid 1990s, the international or global art show has become the prodigious
exhibitionary mode of Western “national” museums. Exhibiting art from the
colonized or postcolonial world, displaying the work of the marginalized or the
minority, disinterring forgotten, forlorn “pasts”—such curatorial projects end up
supporting the centrality of the Western museum. Parallelism suggests that there is
an equidistant moment between cultures, and where better to stage it—who could
better afford to stage it?—than the great metropolitan centers of the West. The
promise of coevality with regard to space and presentation may well be kept; the
choice of works of art from “other” cultures may well be catholic and
non-canonical. All this may make “global” art more readily available to the
embrace of multicultural aesthetics or a meticulous archival study. But the angle of
visibility within the museum will not change. What was once exotic or archaic,
tribal or folkloristic, inspired by strange gods, is now given a secular national
present and an international future. Sites of cultural difference too easily become
part of the globalizing West’s thirst for its own ethnicity, for citation and
simulacral echoes from Elsewhere. (Homi K. Bhabha, 2003)
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