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Supervisor Dr Luke Carson 

ABSTRACT 

An 1mperiabst mterprettve repert01re translates other cultures m derogatory terms with the 

purpose to preserve the 1mpenalist' s power Journalists, museum advertisers, and movie makers use 

tropes of v10lence and mvas10n to describe the Mongolian subJect m the 1995 exh1b1t "Emptres 

Beyond the Great Wall the Heritage of Genghis Khan" at Royal British Columbia Museum and m 

the movie The Shadow Although these media have different forms of production and reqmrement, 

they all share an impenahst mterpretlve repertotre that creates onentahst presentat10ns These 

presentations have double standards that exaggerate the barbansm of Mongolian colomzatton and 

promote the civ1lizmg agency of European colomzat10n The ideology and language available to 

naturalize and rationalise the biased power structure withm these presentations encompass poht1cal 

and economic endorsements that control what we learn about other cultures and how these cultures 

are perceived and treated 
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Introduction 

Language is the armoury of the human mmd, and at once 
contains the trophies of its past and the weapons of its 
future conquests 

--Samuel Taylor Colendge 

Impenahsm, m its many colonial and onentahst manifestations, perpetuates 

stereotypes of other cultures These stereotypes are powerful identity tools that preserve the 

artificial differences between the impenahst and the other In this thesis, I will study the 

derogatory language used to represent Genghis Khan and the Mongolian culture, and how 

this language belongs to an impenahst interpretative repertoire that fixates the Mongohan 

culture and history with stereotypes and fantasies I will look at this subject by exammmg the 

newspaper reports on the exh1b1t "Emp1res Beyond the Great Wall the Hentage of Genghis 

Khan" ("Emp1res") at the Royal Bntish Columbia Museum (RBCM), 1 RBCM' s 

representation of other cultures, and the movie The Shadow Although these examples are 

m different media, they present the Mongolian subject from a shared 1mpenahst perspective 

Interpretive reperto1res, according to Margaret Wetherell and Jonathan Potter (who 

corned the term), 

can be seen as the building blocks speakers use for constructing 
versions of actions, cognitive processes and other phenomena 
Any particular repertoire 1s constituted out of a restncted range 
of terms used m a specific stylistic and grammatical fash10n 
Commonly these terms are denved from one or more key meta­
phors and the presence of a repertoire will often be signalled by 
certam tropes or figures of speech 2 

An 1mpenahst mterpret1ve repertoire pamts the West m a supenor hght, awarding it the 

leg1t1macy to power at the expense of others ' fabncated mfenonty The common "tropes" 

and "figures of speech" used to talk about other cultures emphasize other cultures' "mtnnsic" 

1The show ran from 31 March to 10 September, 1995 

2Margaret Wetherell and Jonathan Potter, "Discourse analysis and the identification of 
mterpretative repert01res," Analysing Everyday Explanation A Casebook of Methods , ed 
Charles Antak1 (London Sage, 1988) 172 
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differences and deviation from the western norm 

In chapter one, we will look at the impenahst mterprettve repertotre that jOurnahsts 

use to promote "EmpJres " The repert01re descnbes the Mongolian culture and history with 

tropes of v10lence and conquest that subsume all Mongohans under the sensat1onahsed 

history of Genghis Khan Journalists also apply the conquest trope to present RBCM and 

Adam Kessler (the curator of "Emptres") as powerful colomal figures In this way, the 

mvasion trope not only emphasizes the pnmitive and predatonal aspects of the Mongolian 

culture, but celebrates the power of the impenal subjects 

This chapter will also examme how the mvas1on trope emphasizes the foreignness 

of mmonties We will look at an article that relates Chmese-Canadians to Genghis Khan m 

the context that they are mvaders In the article, the mvas10n trope mtensifies the 

undestrability of Chmese-Canadian culture by portraymg the Chmese-Canadians as mtruders 

and v10lators of locals' nghts The trope not only portrays Chmese-Canadians as permanent 

outsiders m Canada, it also stimulates cultural paranoia and selectively and systematically 

offers different standards of representations to white and non-white Canadians 

In chapter two, we will see that the tropes of conquest, mvas10n, and v10lence are also 

used m RBCM's promot10nal literatures for "Emptres" Although the history of Genghis 

Khan is only a mmor part m the exhibit, RBCM promotes Genghis Khan's v10lent history 

to attract an audience We will examme RBCM's miss10n and market to understand why it 

uses fictive presentat10ns of Genghis Khan and Mongolian history m its promotional 

hteratures, and how Its concentration on Genghis Khan's wamng history offers a selective 

perspective on the ongms of Mongohan emptres and the history that came after 

Furthermore, we will study how RBCM presents Genghis Khan as the all-encompassmg 

genenc Mongohan, and what kmd of ideological implication this entails 

The chapter will also look at how RBCM homogemzes three distmct cultures when 

it promotes "Emptres" as the key event m the celebration of Chmese-Canadians m BC We 

will examme m what ways Inner Mongolian artifacts and culture are related to Chmese­

Canadians' expenences m Bntish Columbia (BC), and how knowledgable is RBCM on the 

subjects it proposes to represent In its promotional literature, RBCM does not make a 
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d1stmct1on between Inner Mongohan and Chma-Chmese cultures, and between these cultures 

and the culture of Chmese-Canadians m BC (note that even Chmese-Canadians have 

different cultures dependmg on which country they come from, their rehg1on, the1r degree 

of ass1mllat10n, etc) This lack of acknowledgement undermmes RBCM's cred1b1hty and 

seems to suggest that RBCM treats all Asians as a monohth1c other 

In chapter three, we will contmue to examme RBCM's mterpret1ve powers by 

lookmg at its special pubhcatlon Rmg of Time 3 In the book, European colomzat1ons and 

mvas1ons m Canada are presented as explorations Tropes of v10lence and mvas1on are not 

used to descnbe thetr arnval, thus naturahzmg the European colomzatlon through the 

reconstruct10n of history The pubhcatlon shows that RBCM's mterpretat1ons of other 

cultures and of itself depend on a double standard, these mterpretatlons are 1mpenahst 

d1stort1ons that uphold the Europeans' h1stoncal claim to BC without quest1onmg the1r nght 

to do so 

Also m this chapter, we will learn that RBCM's 1mpenahst mterpretlve repertoire 

extends to the curatonal and archaeological translations of other cultures, shapmg the way 

we understand other cultures For example, the common behef that Mongohans and F1rst 

Nations Peoples are undeveloped 1s staged m RBCM's display In Rmg of Time, RBCM's 

staff tnes to commumcate the anthropologists' discovery of First Nat10ns Peoples' 

development by structurmg the display so that v1s1tors, too, will share the anthropologists' 

v1s10n This controlled setup shows that RBCM assumes that the anthropologists' 

expenences and perspectives are umversally shared and relevant Furthermore, 1t assumes 

that every v1s1tor comes from the same cultural background, with the same ethnocentnc 

m1sconcept10n of the culture on display Inc1dentally, the d1scovenes of First Nations 

Peoples' or Mongohans' development reveal the 1mpenahst's ethnocentnc preconcept10n 

and m1sconcept1on of these cultures, and how the1r !muted views and previous lack of 

mterest and financial mvestments delayed their d1scovenes 

In chapter four, we will contmue to study the double standard m representations and 

3Peter Corley-Sm1th, The Rmg of Time (V1ctona Canadian Catalogumg m Pubhcat10n 
Data, 1985) 
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bmary constructions between the 1mpenahst and the other m the movie The Shadow The 

chapter will show that the western film industry can also be a powerful tool for the 

promotion of 1mpenahsm In The Shadow, characters are orchestrated to express and uphold 

Amencan 1mpenalism Tropes of v10lence, barbansm, and expans1omsm promote the 

stereotype of Mongolians as pnnut1ve while tropes of Justice and morality estabhsh the 

Amencans as c1v1lised Although the movie emphasizes the contrast between the pnm1t1ve 

Mongohans and the c1v1lised Amencans, their differences are 1mpenal construct10ns that 

reveal and endorse the values of the West 

One of the many bmary conflicts that we will look at mvolves the spht between 

"colomal" Mongolians and "postcolomal" Amencans The movie 1mphes that Amenca has 

transcended the colonial stage and has moved mto a "postcolomal" era free of colornzmg 

desires, but the 1mpenahst1c image of Amenca as the world-pohce contradicts this 

construction We will study the differences, or s1nulant1es, between the terms "postcolomal," 

"colomal," and what Anne McChntock calls "1mpenahsm-w1thout-colornes"4--namely, 

Amencan colomahsrn without the actual physical colomzation of temtory and people 5 The 

issue of "1mpenahsm-w1thout-colomes" 1s pertment to the thesis m the sense that 

colomahsm takes many forms Impenahst ideas and values can be transmitted through a 

4Anne McClmtock, "The Angel of Progress Pitfalls of the Term 'Post-colornahsm' ," 
Colonial Discourse and Post-Colonial Theory A Reader, eds Patnck W1lhams and 
Laura Chnsman (London Harvester Wheatsheaf, 1993) 296 

5The word "colomahsm" trad1t10nally refers to an 1mpenahst's geographical 
donunat10n/colornzat10n of another country Newer terms hke "postcolornahsm" and 
"neocolomahsm" have prefixes md1catmg the chronological progression of colomahsm 
Although these newer terms refer more to the economic and political control/dommat10n 
of other countnes without the necessary geographical conquest (McClmtock's 
"1mpenahsrn-w1thout-colomes"), I do not d1stmgu1sh between these three defm1t1ons m 
my thesis, for the reason that the 1mpenahst 1deolog1es behmd colomahsm still exist m all 
three stages Nevertheless, I acknowledge that "postcolomal" 1s often used as an 
antithetical term to md1cate an 1deolog1cal oppos1t10n to "colomal " Therefore, as a 
ternunology to show 1deolog1cal differences, I recogmze its s1gmf1cance, but as a term to 
md1cate the end of colomahsm, I see 1t as a contradiction to the multi-faceted forms of 
colornahsm we have today This issue will be further discussed m chapter four 
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movie, news articles, or a museum show, colomzmg us on an 1deolog1cal level without 

leavmg any trace of physical conquest 

Besides showmg the vanous gmses of 1mpenahsm and colomahsm, chapter four will 

study the effects of onentahsm The stereotypical bmary confhcts m the movie are onentahst 

constructions that offer !muted concepts of what the East and the West represent m their 

biased power relat1onsh1p These vanous bmary constructions will be deconstructed to show 

the 1mpenahst' s and onentahst' s power of mampulation and mterpretation of the other This 

deconstruction will also show that the construction of the other, mev1tably, reflects the 

onentahst's 1deolog1cal mvestments and desires 

In the conclusion, we will contmue to look at this reflection between the onentahst 

and the other by exammmg the relationship between western academicians and the subject 

of their study In our exammat1on of the Northwest Coast art, we will see that the onentahst 

academicians need to hold onto a fixed idea of the subject they study m order to mamtam 

thelf power of mterpretation Often these acadenucrnns have mvested their time, energy, and 

reputation on the subject Hence their desire to see the subject static and true to their vested 

defm1t1ons The subject, or the other, m this case, 1s discouraged from evolvmg, trapped as 

1t 1s by the onentahsts' mterpretatlons and desires It 1s caught m a paradoxical situation 

where, on the one hand, 1t 1s cntic1zed for its backwardness, but on the other hand, 1t 1s 

expected to mamtam 1ts pnm1t1v1ty to prove its authent1c1ty In this fmal chapter, we will 

study the 1deolog1cal 1mphcat1ons behmd this paradox and what Edward Said calls the 

"flexible positional supenonty" of the onentahst In Orzentalism, Said says that this form 

of supenonty "puts the Westerner ma whole senes of possible relationship with the Onent 

without ever losmg him the upper hand "6 This "upper hand" pos1t1on, as we will see, puts 

the other ma perpetually mfenor role 

With this thesis, I hope to show how an 1mpenahst mterpretlve repert01re conceives 

a hnuted culturally-biased language for the understandmg and translat10n of other cultures, 

and how 1t may justify racism and v10lent acts toward other cultures based on its derogatory 

6Edward Said, Onentalism (New York Vmtage Books, 1979) 7 
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interpretat10n of others Our understanding of other cultures 1s largely culturally determined 

This does not mean that we should abandon talk.mg about other cultures Instead, we must 

quest10n the kind of ideology we may consciously or unconsciously support when using a 

certain type of language Like any other language, an 1mpenahst interpretive repertoire 1s 

not a stable library of meanings and ideas Its evolution runs parallel to societal change, and 

1t forms an integral part of our language, ranging from academia to entertainment Said says 

that "each age and society re-creates its 'Others ' Far from a static thing then, 1dent1ty of self 

or of 'other' 1s a much worked-over h1stoncal, social, intellectual, and poht1cal process that 

takes place as a context mvolving ind1v1duals and institutions in all soc1et1es "7 

Nevertheless, even though the other's and the 1mpenahst' s 1dent1ty may alter through time 

and context, the underlying 1mpenal 1deology, power structure, and values in an 1mpenahst 

interpretive repertoire are unchanging 
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Chapter One. Journahsbc Fantasies 

The Journalistic wntmgs on the show "Emplfes" are heavily marked by an 1mpenalist 

mterpretlve repertoire These wntmgs use tropes of VIOience and mvas1on to descnbe 

Genghis Khan and contemporary Mongolians as though VIOience and expansIOmsm are 

mtnns1c charactenst1cs m Mongolian history and culture The reductive onentalist 

1dent1ficatIOn stretches a short history of Genghis Khan's conquest to cover many centunes 

of Mongolian culture and people It 1s akm to what Said calls the onentahst's "power of 

generahzat1on," where the onentalist "convert[s] instances of a c1v1lizat1on into ideal bearers 

of its values, ideas, and pos1t10ns "1 Because of such a "convers10n," Mongolians and their 

culture are trapped in the stereotypical image of Genghis Khan, seemmgly ng1d, perpetually 

VIOient and colomahst 

In the following sections, we will look at how Journalists use the mvas1on trope to 

sensat1onahse the history of Genghis Khan, and how the trope 1s also used to descnbe RBCM 

and the curator Adam Kessler Nonetheless, the conquest trope offers a different effect on 

a western subJect, leg1t1mating its 1mpenal and colomal power rather than debasing 1t and 

rendenng 1t barbarous (which 1s the case with the Mongolians and other mmonty cultures) 

This double standard m apphcatIOn shows the way an 1mpenahst interpretive repert01re 

appoints different values and standards of Judgement to other cultures However, its 

applicatIOn 1s not always a conscious one, and the Journalistic wntmgs we examme are 

produced by non-spec1ahsts, who perhaps repeat what they receive from press releases 

Therefore, our study of these wntmgs will focus on how pervasive an 1mpenalist mterpret1ve 

repertolfe 1s, what styhst1c approaches 1t encompasses, and how Its perpetuation (conscious 

or unconscious) rationalizes and naturalizes racially biased opm1ons of other cultures 

The Merchant of Empires and Indiana Jones 

Before we look at how Journalists use a formulaic mterpretat1ve repertolfe to descnbe 

the Mongolian culture and Genghis Khan, we will examme how the same VIOient and 

1Said, Orzentalism 252 
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conquest tropes are used on two western subjects RBCM and Kessler Although the V1ctona 

entertainment paper "Selling Empires" portrays Genghis Khan as a powerful conqueror, its 

title reveals that RBCM holds the ultimate power as the merchant of "Empires" and the 

conqueror of "tounst hordes "2 In the scenario, RBCM 1s hke an 1mpenal power with the 

nght to gain from and to sell its colony (Mongolia) The presentatton not only obJect1fies the 

Mongolian culture and hentage into merchandise, 1t also establishes the trad1t1onal colonial 

power structure between the West and East Furthermore, 1t undermines RBCM's educative 

role and transforms 1t into a cap1talist1c 1mpenal market that masters goods and buyers ahke 

Similarly, m a Sunday Oregonian article, the title "Exh1b1t plunders Genghis Khan's 

empire"3 implies that RBCM ravages mstead of d1plomat1cally negotiates for the show Why 

do these presentations amphfy RBCM's 1mpenal power? Are they meant to amuse, or are 

they meant to show that the 1mpenal power they speak of 1s still ahve? After all, a discourse 

of empires has to exist to contextuahze the colomal and 1mpenal metaphors, condoning and 

naturahzmg the 1mpenal ideology in these presentations 

In the presentations of Kessler as the Indiana Jones of museums,4 the 1mpenal context 

of Indiana Jones makes Kessler a colonial fantasy hero According to film cntlcs Ella Shohat 

and Robert Stam, the Indiana Jones movies "reproduce the colonialist topos by which 

Western 'knowledge' of ancient c1v1hzations 'rescues' the past from obhv1on "5 Indiana 

Jones, therefore, symbolises a kind of western leadership as archaeologist and custodian of 

world treasures This symbolism 1s evident m "Selling Empires"' account of Kessler's 

adventures For example, Kessler 1s glonfied as the "rebel among archaeologists," who "takes 

his career cues from the swashbucklmg adventures of Indiana Jones " He "brave[s] sand 

storms, flash floods and Chinese government bureaucrats" to bnng "a handful of 

2Gordaneer, Alisa, "Selhng Empires," Monday Magazine 19 - 25 Jan 1995 1 

3"Exh1b1t plunders Genghis Khan's empire" Sunday Oregonian 9 Apr 1995 n pag 

4The association onginated from Los Angeles 

5Ella Shohat and Robert Stam, Unthmkmg Eurocentrzsm (London Routledge, 1994) 
151 
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[Chmese] precious 'first category' cultural treasures out mto the world "6 

In this presentation, Kessler 1s hke Indiana Jones, the very persomficat10n of 

1mpenal wisdom and poht1cal power over other cultures He "brave[s]" foreign elements for 

the benefit of "the world " Iromcally, the "world," m this case, mcludes only selective 

countnes that have the power to sell and represent those outside the "world" category Chma 

belongs to the latter category, and its "bureaucrats"-- a term with negative connotattons--are 

projected as part of the foreign obstacles that Kessler has to conquer m order to have the 

artifacts In this scenano, Chma is politically msigmftcant and its governmg bodies are 

uncooperative and seemmgly ignorant of the1r artifacts' educative value to the world 

The devaluation of Chma and the exaggeration of western her01sm is also emphasized 

m the followmg excerpt from the London Free Press 

At times, like the ficttonal Indiana Jones, [Kessler] must have 
wished he was carrymg a whip when he was negotiatmg with 
[ten] Inner Mongolian mstltut1ons as well as the Chmese mmis­
try of culture for pemussion to show the artifacts 7 

In the excerpt, the Mongolian and Chmese officials are portrayed as troublesome people m 

need of disciplme The suggestions of Kessler subdumg these officials with a whip 

empowers Kessler and demeans the officials m a bmary construct of power For example, 

the1r relationship can be seen as one between tamer and beast, master and slave, and civilised 

and prmutlve 8 These juxtapositions position the western hero above the eastern subjects as 

the nghtful owner of power and dommance As a metaphonc conqueror, Indiana 

Jones/Kessler is revered, because he is portrayed as supenor and wise, and his act10ns are 

performed for the greater benefit of the world The image of the wh1p-brand1shmg Kessler 

1s 1romc m the sense that he is supposed to acqmre "pemusston" from the Chinese and 

Mongolian officials Instead of presentmg Kessler m a humble role, the joumalist makes him 

6Gordaneer, "Sellmg" l 

7Eldnd Retief and Ursula Retlef, "Mongol treasures commg to V1ctona," London Free 
Press 4 Feb 199 n pag 

8These juxtapos1t1ons will also be explored m chapter three and four 



authontatlve and uny1eldmg, thus revealmg the values mstalled m these characters and the1r 

relat10nsh1p 

The value-laden relat10nsh1p between Kessler and the offic1als 1s also evident m 

"Sellmg Empires" when Kessler 1s reported to have outsmarted the Chmese and Mongohan 

officials by brmgmg out more artifacts than he was allowed 

Kessler, who speaks Mandann fluently but doesn ' t take 'no' 
for an answer, found loop-holes m the rules that allowed no 
more than 100 objects to be mcluded m any one out-of­
country show By countmg sets of objects as one artifact, 
he managed to put together a show of about 200 pieces 9 

The excerpt seems to say that although Kessler speaks Mandann, he 1s not one of them 

(Chmese) He will not be rejected and he will not abide to their rules because he 1s 

mtnns1cally wiser than they are For example, he cleverly mterprets the contract m a way that 

favours him These presentations show that even though Kessler 1s on foreign turf, he wms 

with the mtnns1c physical (wh1ppmg scenano) and mental (bendmg of the rules) supenonty 

of his race 

Like the stereotype and hype surroundmg the sensational hfe of Genghis Khan, 

Kessler's associat10n with Indiana Jones 1s also marketable and exc1tmg Furthermore, 1t 

panders to fans of Indiana Jones Although the association 1s seemmgly exc1tmg, 1t entertams 

the dommant 1mpenal perspective mherent m Indiana Jones movies The representations, 

however, are journahstic mampulations Kessler 1s uncomfortable with 1t--m particular with 

the "Raiders of the lost ark" image He says that "1t 1s not a quest10n of ra1dmg other cultures 

and stealmg their cultural hentage, transplantmg 1t to other museums "1° Kessler also says 

that all the artifacts m "Empires" are borrowed with the blessmg of the Mongolian and 

Chmese governments "11 Even though he admits that "hke any Westerner, [he] was 

unprepared for the obstacles [he] had to hurdle," he promotes respect and patience when 

9Gordaneer, "Sellmg" 1 

10Damian Inwood, "He's a Khan-do kmd of curator," Vancouver Province 2 Apr 1995 
F4 

11Brown n pag 
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dealing with people from other cultures 12 Despite what Kessler believes, jOurnalists have 

pamted an aggressive wh1p-brand1shmg image of him, thus promoting an ethnocentnc and 

1mpenalist1c image that emulates the stones of Indiana Jones 

Nonetheless, this image offers an exc1tmg edge to "Empires" V1s1tors seem to 

expect Kessler to present the Mongolian artifacts with exc1tmg anecdotes 13 According to 

museolog1st Barbara K.Jrshenblatt-G1mblett, 

neither the modest specimens nor the dry facts are expected to 
interest the listener Rather, 1t 1s the ethnographer's own ex­
penditure of time and effort--h1s or her expert1se--that creates 
value This effect 1s achieved rhetoncally, for the more unpre­
possessing the evidence, the more 1mpress1ve the ethnographic 
descnptlon 14 

The excerpt shows how much interpretive power Kessler has as the curator of the show 

However, not only do his interpretations of the artifacts mterest people, his pnvate life, too, 

becomes an extension of the exh1b1t's translation In other words, Kessler's Indiana Jones 

persona becomes part of the show, as the v01ce that "textuahze[s] objects" 15--not only on the 

level of acaderruc textuahzat1on, but also on the level of fantasies and mythmakmg Although 

K1rshenblatt-G1mblett's pomt perhaps gives VlSltors not enough credit for expenencing an 

exh1b1t on different levels, her point 1s important in showing how curators' personalities may 

inscnbe the exh1b1t In the case of "Empires," Kessler's association with Indiana Jones may 

offer an 1mpenal perspective to the readmg of "Empires" and the relat1onsh1p between 

Kessler and the eastern subject 

Like the colonial image of RBCM, the heroic image of Kessler shows that tropes of 

conquest and invas10n promote the western subjects' political and economic power over 

12Suzanne Muchmc, "Out of Inner Mongolia," Los Angeles Times 15 Mar 1994 F8 

131n chapter two we will see how some people are disappointed that Kessler did not 
offer Indiana Jones type stones in his book or h1s museum presentation 

14Barbara K.Jrshenblatt-G1mblett, "Objects of Ethnography" Exhibiting Cultures Eds 
Ivan Karp and Steven D Lavme (Washington Srruthsoman Inst1tut1on Press, 1991) 396 

15Kirshenblatt-G1mblett 395 
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"Emp1res" and the eastern subjects Therefore, even though Kessler is not portrayed as a 

conqueror, his associat10n with Indiana Jones and what he symbolises make him an mdJrect 

candidate 

Genghis Khan, The Perpetual Conqueror. and Other Foreign Invaders 

The representation of Genghis Khan as a v10lent conqueror is not surpnsmg After 

all, he is mternatlonally renowned for his conquests Nonetheless, the obsessive promotion 

of his v10lent conquest overpowers other aspects of Mongolian history and culture 16 The 

idea that all Mongolians are like Genghis Khan not only reduces Mongolians to a predictable 

monolith, but also erases Mongolians' post-Genghis Khan history This erasure has its 

purpose the fact that Mongolians are victims of Chmese xenophobia and Russian political 

control contradicts the popular image of the Mongolians as predators Thus ah1stonc1sed and 

fixated m the specific v10lent aspect of Genghis Khan's history, Mongolians achieve a 

reputat10n for barbansm and national chauvinism This reputation is a stereotype with 

cultural currency m the West 

In this section we will see how the manipulations of Journalists transform Genghis 

Khan mto a perpetual conqueror The stereotype attracts audiences through sensationalism 

and v10lent fabncat1ons According to "Sellmg EmpJres," the history of Genghis Khan, with 

its "great warriors, vast empires, vicious battles with lots of blood and horses," is "the stuff 

of action films, the fodder for blockbuster novels and the fuel for a marketer's daydream " 17 

The article compares Genghis Khan with Arnold Schwarzenegger, a Hollywood action actor, 

for they are both highly marketable m their action packed history/movies 18 In this parallel, 

16For information on the history of Eurasian nomads of Chma' s northern frontiers from 
475 BC to 1947, look at David Chuenyan Lat's Land of Genghis Khan Western 
Geographical Senes, Vol 30 (Victona UVIC, 1995) To study Genghis Khan's creative 
impact on Eurasia and Russia (a view that is neglected by RBCM's exh1bit1on and 
advert1smg), look at N S Trubetzkoy's The Legacy of Genghis Khan, ed Anatoly 
Liberman (Ann Arbor Michigan Slavic Publications, 1991) 

17Gordaneer, "Selhng" 1 

18We will look at the funct10n of this companson further m chapter two 
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the differences between a theatre and a museum, or an actor and a h1stoncal figure, are 

undermined The article decontextualizes Genghis Khan and transforms him into a popular 

icon of our time 

In another article, "The Inner Game of Khan," Genghis Khan 1s seen as a 

reintegrating role model 

Now we are backed against the fin de siecle and looking for a new 
model, someone mmbly responsive to change, w1red to the global 
pulse points, amb1t1ous, smart as a whip, nasty as he gotta be and 
dnven by a Koreshian sense of destiny For a good candidate look 
no farther than the [RBCM] in V1ctona, which 1s hosting its biggest­
ever travelling exh1b1t, ["Emp1res"] 19 

This excerpt shows that Genghis Khan 1s a "new model," because he 1s expans1omst1c and 

aware of his des1re for temtonal invas10ns ("wired to the global pulse points, amb1t10us") 

Furthermore, he 1s lawless and fatalistic like David Koresh20 ("nasty" and "dnven by a 

Koreshian sense of destiny") The article suggests that Genghis Khan's rev1tahzed fame and 

his compatibility with our time 1s the result of shared global affluence and destructive 

attitude This assumption decontextuahzes Genghis Khan's history and tnvializes 1t m its 

companson to Koresh The association, no doubt, heightens the v10lence and adds insamty 

(for those who believe that Koresh 1s insane) to the already exaggerated, destructive history 

of Genghis Khan Although bleak in its view of what appeals to our age, the excerpt, hke 

"Selling Empires," promotes the idea that v10lence and anmh1lat10n are exciting and 

marketable Therefore, the v10lent trope not only fabncates and demeans the subJect, but 

also entertains 

The trope's multiple usage 1s also evident in other literature promoting "Emp1res" 

The following examples show that the Mongolian subJect 1s never present in the onentahst 

presentat10ns, but constantly deferred by popular stereotypes and tropes In the following 

cases, Journalists name "Emp1res" as Genghis Khan's new vehicle to a western conquest 

19Bruce Gnerson, "The Inner Game of Khan," Western Living Apr 1995 7 

20Dav1d Koresh was the leader of a religious group who committed smc1de with his 
followers durmg a confrontation with the pohce in Waco, 1994 
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West Coast Entertainment announces that "Genghis Khan invades the RBCM" ,21 and the 

International Guide Victoria claims that "last seen moving northward, in an attempt to 

expand his mfluence, 'universal ruler of the Mongol chieftains, Genghis Khan[,] was indeed 

seen inftltrating the [RBCM] ,m These articles describe Genghis Khan and the exh1b1t as 

conquerors with words suggesting colonial expansion on a "universal" level, while the 

audience are presented as "slaves" The International Guide also portrays V1ctona as a 

v1ct1m to Genghis Khan's new conquest "['Emp1res '] will lay a six month siege upon 

V1ctona as part of its last acqms1t1on on this North American tour Other 'casualties' have 

included Los Angeles, Nashville, and New York ,m Words such as "siege," "acqms1t1on," 

and "casualties" set up the tropes of VIOience and conquest, which, presumably, aim to amuse 

and attract readers' attention by invoking the popular Mongohan stereotype 

Sunday Oregonian also tnes to stimulate readers by inventing VIOient stones about 

Genghis Khan For example, 1t incredibly credits Genghis Khan with "inven[ting] polo while 

whacking around his eneffiles' decapitated heads on horseback for sport "24 The violence 

invoked by the depiction of playmg polo with decapitated heads exaggerates the 

barbananism of Genghis Khan "Selling Emp1res," too, transforms the exh1b1t, museum, and 

its audience to a stereotypical scenano of Mongolian colonialism 

In the past year, Khan has travelled to Los Angeles, New York 
City and Nashville V1ctona, the exh1b1t's last stop, stands to reap 
the contemporary treasures of American tourist dollars and greater 
internat1onal recognit10n 25 

The excerpt creates a parallel between ancient Mongohan invasions to "Emp1res," and 

ancient Mongolian pillages to the show's financial success In this presentat10n, and the 

21 Westcoast Entertainment Cover 24 Feb - 9 Mar 1995 

22Internatwnal Guide Victoria (V1ctona n p, 1995) 8 

23 International Guide Victoria 9 

24Sunday Oregonian n pag 

25Gordaneer, "Selling" 1 
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following, Genghis Khan and the exhibit are portrayed as metaphoric conquerors "m his old 

age, Genghis Khan has earned respite Instead of having to ride across the vast Mongolian 

Steppes to conquer thousands of people, he need[s] only wait at the museum for the hordes 

to come to him "26 These excerpts show "Empires" as a foreign mtrus1on, waiting to benefit 

from its new conquest However, do these presentat10ns merely create a sensat1onalist1c 

VIOient image of the Mongolians, or does the violent trope have another functIOn? In other 

words, 1s the mvas1on trope also used as an expression of temtorial defensiveness toward the 

foreign show? 

The tropes of VIOience and invasion create an 1mperiahst1c contrast between the 

barbaric Mongolians and the c1v11ized westerners They also offer an nnmediate and 

superficial understandmg of Mongolian culture through readily available stereotypes, and 

entertain an audience by exploiting the VIOient history of Genghis Khan and Mongolians 

They also provoke and reflect some locals' un/consc1ous fear of foreigners by painting 

foreigners' amvals and the presence of minoritles with threat of conquest Imperialism, after 

all, involves terntorial ownership and cultural superionty Any attempt to destabilize an 

imperialist's temtorial power 1s met with oppos1t1on Therefore, the tropes of VIOience and 

conquest can funct10n to mtens1fy the locals ' temtorial right against outsiders, and create 

paran01a and defensiveness toward outsiders 

In "Selling Empires," for example, the exh1b1t 1s presented as an intrusion upon 

Bnt1sh Columbians' terntory, the RBCM 27 It asks, "how appropriate 1s 1t [for the show to 

be] shown on the other side of the world," espec1all y m "a museum dedicated to the history 

of [BC]?" This question emphasizes the difference between Mongolian and Canadian 

cultures by pomtmg out the geographical and physical distance between Mongolia and 

Canada In add1t1on, 1t remmds us that the RBCM has a distinctly BC-onented mandate 

Smee the show 1s foreign and "unnatural" w1thm RBCM, the article names the exh1b1t an 

"mvas1on " The article not only shows the d1spar1ty between the show and its proposed 

26Gordaneer, "Selling" 12 

27RBCM' s natIOnal and provmcial roles are discussed m chapter three 
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Chmese-Canadian celebration (which we will discuss m chapter two), it also shows its 

exclusionary attitude towards a foreign show 

The article msmuates that the exhibit will d1sappomt the "hordes of tourists [who] 

swarm through the museum's carved wooden doors every summer, eager to learn about the 

provmce's natural and cultural history " Like the rhetoncal question above, this statement 

seems to have a double mtention Besides remrndmg locals that RBCM may d1sappomt the 

tounsts with the exhibit, it also suggests that Bnt1sh Columbians will lose their "natural and 

cultural h1story"--as though the RBCM has betrayed Bnt1sh Columb1ans by consentmg to the 

Mongolian "mvas1on" To embelhsh the tropes of mvas1on and v10lence further, the article 

makes the First Nat10ns Peoples the victims of a Mongolian mfrmgement "an mvas10n of 

Mongolian artifacts mto the realm of tide pools and totem poles seems mcongruous with the 

museum's mandate "28 Here, the museum space 1s seen as a contested ground between the 

First Nations Peoples and the Mongolians The Mongolians are portrayed as the mvaders of 

First Nations Peoples' terntory On the other hand, the history of European colonizers (m 

BC) and their artifacts occupy the museum unchallenged, cla1mmg an ms1der' s tern tonal 

nght (we will discuss this further m chapter three) The article shows that foreignness and 

mvas1on have become synonymous, and that the mvas1on trope has moved beyond the 

spec1f1c Mongolian context and mto the foreigner and native discourse 29 

The synonymy between foreignness and mvas1on 1s also evident m the way Chmese­

Canadians are presented as foreign mvaders m the article "Asian Treasures "The article talks 

about the various BC venues that entertam the Chmese-Canadian year of celebration 30 

Besides RBCM, the Canadian Craft Museum honours the event by havmg a Chmese-

28Gordaneer, "Sellmg" 10 

29 Although the article presents the show as an mtrus10n, 1t also embraces 1t for the 
reasons that 1t will brmg financial gam to BC, and its novelty will offer excitement This 
love/hate react10n to the show seems to mmor the dual sentiments some Canadians have 
for 1mm1grants they desire 1mffilgrants' financial contnbut1on to the country, but resent 
their economic power and tern tonal gam 

3°Th1s celebration ongmated from RBCM The issues surroundmg this event will be 
discussed m chapter two 
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Canadian calhgraphy show The article recognizes that eleven of the thirteen artists are 

Canadians, workmg with "Canadian themes "31 The guest curator Yim Tse says that the show 

1s not about "Chmese-Canad1an culture We are Canadians, [and the show] represents 

part of the greater Canadian culture "32 Despite the artists' dominant Canadian c1t1zensh1ps 

and mvestments m Canadian culture, the article's reaction to Tse's comment 1s, "and so, the 

great Genghis Khan's legacy finds new and happier conquests, seven centunes after his death, 

in Canada" This comment contradicts what Tse stnves to express (namely that Chmese­

Canadian culture 1s not a d1stmct subculture, but an mtegral part of Canadian culture) by 

remmdmg Chinese-Canadians that they are mvaders hke Genghis Khan This comment not 

only erases the birthnght of many Chmese-born Canadians, 1t also replaces Chmese­

Canadians' often tumultuous struggle m Canada with images of opportunistic foreign 

conquests 33 Fmally, the article says that Canada 1s a "new and happier conquest"34 for the 

Chmese One wonders 1f Canada can be a "happier" place for Chinese-Canadians 1f other 

Canadians contmually see them as foreign mvaders 

The fabncated lmk between Chmese-Canadians hvmg m Canada and Genghis Khan's 

conquests shows the synonym between mvas10n and foreignness, and perhaps the underlymg 

mtolerance and reJect1on of Canada's multi-cultural makeup The article shows that 

Mongolians and Chmese (no matter where they come from) are homogenized as one unified 

group of foreigners Furthermore, 1t challenges Chmese-Canadians' claim to c1t1zensh1p and 

temtonal nght m Canada 35 

31 Chns Wood, "Asian Treasures," Maclean's 24 Apnl 1995 58 

32For the sake of clanty and fluency, I will refer to Canadians of Chmese ancestry as 
Chmese-Canadians 

33For mformat10n on Chmese-Canad1an history m BC, look at David Chuenyan Lai' s 
The Forbidden City within Victoria (V1ctona Orea Book Publishers, 1991) and Paul 
Yee's Saltwater City (Vancouver Douglas & McIntyre Ltd, 1988) 

34Wood 59 

35We have to take mto account that RBCM promotes "Empires" as the central 
celebration of Chmese-Canad1ans Perhaps this connection of the Mongolian show to 
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None of the articles that we have examrned discusses Genghis Khan and the 

Mongohans m their h1stoncal and cultural context Their stones of Genghis Khan and 

Mongolian culture are onentahst fantasies, and the Chmese-Canad1ans are simply subsumed 

m these mvent10ns Said says that an onentahst style of wntmg 

bnngs Asia tantahzmgly close to the West, but only for a bnef 
moment We are left at the end with a sense of the pathetic dis­
tance st!ll separatmg 'us' from an Onent destmed to bear its 
foreignness as a mark of its permanent estrangement from the 
West 36 

However, the problem 1s not that the Onent, or m this case, Mongolia, 1s forever foreign to 

us, but that 1t 1s known to us through onentalists' derogatory fabncat1ons Populansmg the 

tropes of v10lence as a way to express the Mongohan subJect, the onentahsts display theu 

power to generate constructed ideas and images of the East as normative Said says that the 

power of an onentahst's fabncat1on 

1s not only the power to symbolize such enormous generaht1es 
as Asia, the Onent, or the Arabs, 1t 1s also a form of displace­
ment and mcorporat1on by which one voice becomes a whole 
history, and--for the white Westerners, as reader or wnter--the 
only kmd of Onent 1t 1s possible to know 37 

Although there 1s no "true" representation of the Mongolians, the representation of 

Mongohans, shaped by an 1mpenahst mterpretlve repertoire, 1s, mev1tably, biased It 

dangerously creates false images that could msp1re racism or hatred toward a race "known" 

to be v10lent, barbarous, and expans1omst1c Other ethnic groups that are subsumed m the 

Mongohan category (as with the Chmese-Canad1ans) may also be affected by this stereotype 

The 1mphcat1on of these m1srepresentat1ons may be greater than JUSt a bad reputat10n for 

these people, 1t may affect their poht1cal status and nghts m Canada 

Chmese-Canadians has msp1red the article to hnk the two cultures uncnt1cally RBCM's 
cultural mix-up will be discussed m chapter two 

36Sa1d, Onentalism 244 

37Sa1d, Onentalism 243 
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Chapter Two: Museum Marketmg 

The process of cuts m dtrect pubhc fundmg forces many museums to market 

themselves for mcome generatmg purposes They also find themselves competmg with other 

entertamment mdustnes that are more skilled and better equipped to entice the pubhc To 

stay competitive and financially lucrative, museums have to pay more attention to marketmg 

RBCM, for one, aggressively markets "Empires" to fulfil its financial goals This marketmg 

strategy mvolves attractmg v1s1tors through the manipulation of Genghis Khan's and 

Mongolians' history and culture An 1mpenahst/onentahst mterpret1ve repertotre 1s, 

therefore, present m RBCM's advertlsmg of "Emptres" As a result of its marketmg ploy, 

RBCM not only misrepresents the Mongohan culture, 1t also defeats its own m1ss10n of 

educatmg and offenng h1stoncally mformed cultural representation 

Before we look at the cultural blunders created through RBCM's 1mpenahst 

marketmg strategies, we need to understand RBCM's miss10n and designs for "Empires" 

The "Official Program" to "Emptres" promotes RBCM as a "thoroughly modern museum" 

that "has achieved worldwide accolades for its work m the areas of research, education, 

exh1b1ts, and act1v1t1es" Its contmued ded1cat10n toward "bmldmg an 1mpress1ve 

mternational reputation" ' means a change m the museum's role Accordmg to the program, 

the past twenty five years have seen drastic changes to "the role of museums w1thm 

communities " Museums "can no longer stand aloof as dusty repos1tones for communal 

wealth and knowledge The [RBCM] 1s takmg a more responsive role toward the natural and 

human history of the surroundmg region [t]he result 1s hands-on opportunities for people of 

all ages "2 Besides "learnmg through first-hand experience, mcreased access1b1hty and 

act1v1t1es that reflect people's mterests are all key aspects of the RBCM's approach " 3 

RBCM's miss10n partly resembles what Andy Leon Harney calls the "traditional miss10n" 

'RBCM, "Thoroughly modern Museum," The Dragon Uncoils RBCM Official 
Program (n p n p, 1995) 10 

2RBCM, "Thoroughly" 12 

3RBCM, "Thoroughly" 15 
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He says that a "museum's essence 1s m collecting and preserving our cultural hentage and 

educating the public " However, "the traditional m1ss10n has been JOmed by a more 

immediate goal economic survival "4 

This "economic" agenda 1s evident m RBCM's designs for "Empires" Lynn Phillips, 

the manager of the marketing department, says that the nnmediate reason for having 

"Empires" 1s to secure financial stability dunng the museum's renovation penod The 

construct10n may discourage attendance at the museum, and smce the museum pays the 

staff's salary from the sales of admission fees, a low attendance may cause some fmancial 

problems Hence the value of a unique exhibit hke "Emplfes "5 Bill Barkley, the executive 

director at the RBCM, also says that 

an internat10nal exhibition of this scale and importance 1s an 
mcred1bly lucrative opportunity for the entire city We've 
had a very successful response from the business communities, 
in terms of sponsorship, Joint promotional ventures and adver­
tising support This 1s the flfst time that the [RBCM] has held 
a large, temporary, travellmg exh1b1t Seeking sponsorship 
support and reaching out for other business partnerships are 
part of the museum's new d!fective 6 

Barkley's comment reiterates the point made previously concernmg the emergence of a new 

economic agenda to the museums' trad1t10nal m1ss1on However, since one of RBCM's 

more "trad1t1onal" m1ss1ons 1s to "[reaffirm] its relevance and importance w1thm today's 

community ,"7 RBCM proposes a second goal for "Emplfes " 

This goal 1s to celebrate and acknowledge Chinese-Canadians ' h1stoncal and current 

contnbut10ns to BC "Emplfes" 1s the focal attract10n of the event, among other happenings 

such as a senes of shows on the Knowledge Network, school wnting and art contests, a 

4Andy Leon Harney, "Money changers m the temple Museums and the financial 
m1ss1on," Museum Management, ed Kevin Moore (New York Routledge, 1994) 132 

5Lynn Phillips, personal interview, 12 Sept 1995 

6RBCM, "Thoroughly" 8 

7RBCM, "Thoroughly" 15 
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Dragon boat race, and a travelling weekend show case called "On Golden Mountain "8 

Barkley says that the reason for this celebration 1s so that RBCM may be more culturally 

representative of BC The museum has m the past "focused on white and abonginal history " 

Smee "many Bnt1sh Colombians have an Asian hentage," the show "will bmld some bndges 

to parts of the BC community the museum hasn't trad1t1onally focused on "9 

Yet "Empires" 1s a Mongolian show that has no direct connection to Chinese­

Canadians m BC RBCM's attempt to connect Mongolian culture and history to Chmese­

Canadians obliterates the differences between them 10 The constructed s1m1lanty between 

these cultures reflects RBCM's onentahst rendering and subsumpt1on of other cultures 

Other s1m1lar problems also surface when the museum uses stming but inaccurate 

mformatlon to attract adm1ss1on sales and business collaborations, promotes Genghis Khan 

as the exh1b1t' s focus, and decontextuahzes the funerary Death Mask through its 

reconstruct10n and commerciahzatton These cultural blunders resulted because RBCM 

presents other cultures m its own terms and for its own benefit According to Ames, 

"reconstruction involves repowenng the object, mvestmg 1t with the authonty and pnvtlege 

of those currently possessing 1t, who then impose upon 1t (and upon those whom 1t 

represents) their own h1stones " 11 In "Empires," RBCM imposes its 1mpenal history of 

"western power over eastern colonies" on the Mongohan subject, making the Mongohan 

subject its possession to recreate and to use In the following d1scuss10n, we will examine 

these problems by looking at the hterature that RBCM offers to the v1s1tors 

8Phtlhps, personal mterv1ew, 12 Sept 1995 

9"Gengh1s ndes again A world-class Mongolian exh1b1t opens m BC " Alberta 
Report 24 Apr 1995 

1°Th1s issue will be elaborated m the latter part of this chapter 

11M1chael M Ames, Cannibal Tours and Glass Boxes (Vancouver UBC Press, 1992) 
144 
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The All-Encompassing Genghis Khan 

By concentratmg on Genghis Khan as the attract10n of "Emp1res," RBCM creates two 

deceptions first, the audience expects the show to be about Genghis Khan, and second, the 

focus on Genghis Khan makes him the dommant pomt of reference, or key to Mongolian 

history, culture, and its people However, before we look at RBCM's treatment of Genghis 

Khan, let us look at what "Sellmg Empires" has to say about RBCM' s marketmg strategies 

Put [Genghis Khan's] name on a twelve by thirty foot banner 
on the side of museum, and you've got mstant draw It's like 
g1vmg Arnold Schwarzenegger top billrng ma movie full of 
unknown actors a smart busmess move 12 

"Sellmg Empires" praises RBCM for recogmzmg Genghis Khan's high retail value, and 

offers a companson between Genghis Khan and Schwarzenegger to exemplify Genghis 

Khan's marketability For example, Genghis Khan, hke Schwarzenegger, represents action 

heroes with the power to entertam an audience with stones of adventures Even though 

Genghis Khan 1s a h1stoncal figure, the article established that Genghis Khan's h1stoncal hfe 

1s eqmvalent to Schwarzenegger's action-packed fantasies Furthermore, the companson 

adapted Genghis Khan to the western viewers and, perhaps, made him seemmgly more 

exc1tmg and culturally relevant when associated with Schwarzenegger 

Although RBCM was not responsible for the Schwarzenegger companson, I begm 

this section with "Sellmg Emp1res" to show how the article sympathises with RBCM' s 

marketmg strategy because 1t, too, uses a "hard sell" approach Accordmg to museologist 

Kevm Moore, a "hard sell" techmque mvolves the marketmg of exh1b1ts as "blockbusters " 13 

"Selling Empires," for example, uses the "hard sell" approach by talkmg about "Empires" 

m movie terms The article shows that museums and the entertamment mdustry are mergmg 

m their marketmg techmques In the followmg excerpt, the museum becomes a metaphonc 

movie theatre, that plays an 

12Gordaneer, "Sellmg" 8 

13Kevm Moore, Introduct10n, Museum Management, ed Kevm Moore (New York 
Routledge, 1994) 12 



epic film, encompassing centunes of heroic acts and h1stoncal 
turmotl The star, of course, 1s Genghis Khan The director-­
the man whose v1s10n and determmat10n brought 1t all together 
--1s Adam Kessler, a curator with the Museum of Natural His­
tory of Los Angeles County 
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Over all, the article exammes and evaluates Genghis Khan's life from a Hollywood angle 

because 1t believes that "North Amencans love celebnty, and the more colourful the 

character the better " 14 

The "hard sell" techmque, obviously, promises fantasies For example, although 

RBCM can market "Empires" by highlighting the show's umque Inner Mongolian ongin, the 

newly uncovered artifacts, and the museum's special pnv1lege as the only museum to host 

the show m Canada, 1t chooses to focus mainly on Genghis Khan's history It promotes 

Genghis Khan as the star to its blockbuster by exaggerating his role in the show, and by 

putting his name in the title 15 This placement 1s strategic Accordmg to an article in Los 

Angeles Times, "the show actually covers 3,500 years of h1story--most of them before 

Genghis' re1gn--but the Amencan appetite for celebnttes, v10lence, and prec10us obJects 

make the title Irresistible " Therefore, few people "would quest10n the marketing wisdom 

of attaching [Genghis Khan's] momker to a landmark exh1b1t1on "16 

Although the marketing gimmick 1s effective in attracting v1s1tors with sensational 

news and emphasis on Genghis Khan, 1t d1sappomts v1s1tors who expect the show to be about 

Genghis Khan Ph1lhps says that Los Angeles County Museum of Natural History received 

many complaints about the deceptive title "Genghis Khan Treasures from Inner 

Mongoha" Aware of this problem, RBCM changed the title to "Empires Beyond the Great 

Wall the Hentage of Genghis Khan "17 Nevertheless, Genghis Khan's name sttll appears 

14Note that although the "star" 1s Genghis Khan, the person who makes the show a 
success 1s Kessler (for the reasons that we have explored in chapter one) 

15The other Amencan museums (New York, Nashville, and Los Angeles) also placed 
Genghis Khan's name m the titles of their shows 

16Muchmc Fl 

17Phtllips, personal interview, 12 September 1995 
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in the sub-title "Sellmg Emp1res" beheves that the title 1s "slightly deceptive," 18 because 

Genghis Khan plays a mmor role m the exh1b1t Nonetheless, the article uses Genghis Khan 

as a lure throughout its review of the show, revealing that 1t 1s easier to promote the show by 

h1ghlightmg what 1s popular and well-circulated to the public than educatmg, or mforming, 

the pubhc of what 1s unknown 

Besides the title, the RBCM' s accornpanymg souvemr/background package to 

"Ernpires" also has a strong emphasis on Genghis Khan 19 No doubt, many Journalists who 

review this package before proceedmg with their wntmgs will end up repeating the 

misleading mformat1on The package 1s generated from RBCM's media relation department 

(which also supplied me with many of the articles I mentioned m this thesis), offenng an 

introduction to "Empires" from the typical perspective that most articles pract1se--namely, 

looking at Mongolian culture and history from the standpomt of Genghis Khan's history 

In the package, mformation on Mongohan history seems contradictory For example, 

on the reverse side of a colour pnnt, the mtroduct1on reads 

Before the reign of Genghis Khan, before the opulence of the 
court of Kubila1 Khan, a succession of Mongol emp1res created 
a nch legacy of art and culture on the grassy pl ams of northern 
Chma Now, for the first time m the West, ["Empires"] bnngs 
treasures and ancient artifacts from Inner Mongolia to the 
[RBCM] 20 

This excerpt shows that the artifacts come from Mongol emp1res established before Genghis 

Khan's reign Typically, the excerpt uses Genghis Khan to frame the h1stoncal ttme-lme, but 

18Gordaneer, "Sellmg" 8 Other examples of v1s1tors ' d1sappomtrnent will be available 
at the end of this chapter 

19The package holds a RBCM pm, a pamphlet on the artifacts of the show, a five page 
"Qmck Facts About The Exh1b1t," a collect10n of five Amencan articles on the exh1b1t (m 
Amenca), four colour prmts of artifacts with some h1stoncal background pnnted on the 
reverse sides , a three page "Backgrounder" with mformatton about the exh1b1t, and a pair 
of chopsticks 

20RBCM, Mm1stry of Small Busmess, Tounsm and Culture, Empires Beyond the 
Great Wall (n p n p , 1995) The mformation 1s from the colour pnnt of the gold-gilded 
bronze funerary mask 
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1t informs v1s1tors that the show 1s about the "hentage" of Genghis Khan The 

"Backgrounder," on the other hand, erases pre-Genghis Khan empires, and the exhibit 

becomes a show on Genghis Khan's empire 

the Empires exh1b1t showcases the art and culture of the Mongo­
lian Empire--the largest empire in human history The Mongolian 
Empue was created through the bnlhant, but ruthless exploits of 
Genghis Khan The exh1b1t illustrates the way in which Khan's ex­
ploits lead to the creat10n of a soph1st1cated c1v1lizatton spanning 
the entire Asian continent, in which art and culture flounshed 2 1 

In this excerpt, the history of Mongol empires begins with Genghis Khan's rule, and the 

show 1s about the c1v1hzatton that comes after his "exploits" This promotion of the show, 

through the blatant fabncat1on and exaggerat10n of Genghis Khan, makes one wonder why 

RBCM bothers to change the onginal title of the show 1f the rest of its advertisements 

continue to emphasize his prominence in the show 

In another passage from the "Backgrounder," RBCM falls to differentiate between 

contemporary and ancient Mongohans It says that "the modern-day image of the Mongols 

1s one of superb horsemen and fierce wamors, and Khan 1s remembered as a brutal but 

bnlhant rruhtary strategist ,m This comment can be read in two ways because the word 

"Mongols" 1s non-specific, without a time frame First, 1f we assume that the "Mongols" are 

contemporary Mongols, then the comment collapses centunes of Mongohan history by 

creating a parallel between contemporary Mongols and Genghis Khan Contemporary 

Mongols are perceived as "superb horsemen and fierce wamors," reminiscent of the "brutal 

but bnlhant" Khan This descnptlon traps contemporary Mongols in the image of Genghis 

Khan, timelessly amusing in thetr old, barbaric ways, ancient in thetr lack of development, 

and hopelessly dead as the subJect of evolvmg people and culture Metaphoncally, 

contemporary Mongohans are hke artifacts, static and obsolete, but mterestmg in a western 

museum On the other hand, 1f the "Mongols" are from the past, then the wnter should have 

21RBCM, Ministry of Small Business, Tounsm and Culture, "Backgrounder," Empires 
Beyond the Great Wall v1s1tor package (V1ctona RBCM, 1995) 1 

22RBCM, "Backgrounder" 2 
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used a less homogemzmg tenn than "Mongols" to descnbe Mongols m Genghis Khan's time 

A time frame would md1cate the kmd of Mongols the wnter 1s talking about, thus not 

assuming that all Mongols are undifferentiated and unchanging 

The misunderstanding of Mongolians, as discussed m chapter one, 1s largely 

influenced by the promotions of v10lence m Mongolian culture, and 1t 1s also evident in 

RBCM' s advert1smg One of the five Amen can articles m the package, for example, says that 

"the Mongols were a barbanc people who swept out of the unknown reaches of the Asian 

steppe, a wannongenng race whose only talents were for rape, murder and pillage " 

However, accordmg to the article, although "the Mongols were indeed good at all [these 

destructive acts]," new archaeological discovenes m Inner Mongolia prove that Genghis 

Khan was a "supreme military strategist and talented polit1c1an, as adept at forging alliances 

and gathenng intelligence as he was at wreaking terror and havoc " Furthermore, the 

"Mongol c1v1lization he ruled had a nch cultural and artistic hentage that went back at least 

6,000 years ,m These comments show that archaeologists find signs of mtelligence m 

Mongolian culture an issue However, these signs are only mteresting and umque because 

v10lence has played a central role m the understanding of the Mongolian c1v1lizatlon 24 

Mongolians' appreciation for fmer thmgs, therefore, is an unusual element 

Other examples of new discovery can be found m the "Backgrounder " 

While Khan's conquests were bloodthirsty and ternfymg, they 
also led to the creation of an empire that spanned Asia and 
much of Europe The ensumg penod of peace and stability 
allowed art and culture to flounsh and the exhibit 1s evidence 

23M1chael E Lemomck, "The Khan Collection," Time 26 Sept 1994 66 

24It 1s important to note that what is considered beautiful denves from a western 
standard of aesthetic, one that Judges 1f the artifacts are sufficiently beautiful or worthy of 
museum representation In "Sellmg Empires," Barkley compares Mongolian artifacts to 
objects bought in "Buks" (Gordaneer, "Sellmg" 10), and Laird Taylor (the owner of 
"Peoples of Mongoha Now" at "Empires") says that "the level of artistic creativity in 
Mongolia 1s equal to that of any other fonner sociahst country m Europe" 
(Gordaneer,"Beyond the Great Wall, then and now," Monday Magazine 30 Mar - 5 Apr, 
1995 1) These comments show that Mongolian art is Judged from a western 
perspective 
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that the Mongols pnzed beauty and form 25 

Best remembered for his own brutality and bnlliant military 
strategies, Genghis Khan was heir to a tradition of ruthless 
conquest and cultural splendour only beginning to be under­
stood Recent archaeological d1scovenes along China's nor­
thern frontier reveal the Mongols to be a people who pnzed 
beauty and form as much as strength and mobility 26 

27 

In these examples, the wnters never quest10n why 1t takes archaeologists so long to discover 

the different aspects of Mongolian culture, or why in the first place there 1s any doubt 

concerning their intelhgence and taste for beauty Ironically, the aesthetic taste of European 

colonizers, who destroyed many s1gnif1cant cultural sites and artworks of the people they 

conquered, 1s never questioned The ironic difference between the way we perceive the 

Mongolians and the European colonizers stems from the fact that Europeans have established 

themselves as the signifier of c1v1lizat10n, and c1v1lizat1on entails aesthetic refinement 

Nevertheless, the above excerpts show that "recent archaeological d1scovenes" reveal more 

about the archaeologists' !muted perception of Mongolians than about the Mongohan culture 

or nature 

Like the articles we studied in chapter one, RBCM uses Genghis Khan as a marketing 

device to stimulate interest and investment In the v1s1tor package, three out of four colour 

prints introduce the show with the history of Genghis Khan's conquests S1m1larly, four out 

of five articles from Amenca do the same Overall, the history of Genghis Khan dorrunates 

the v1s1tor package, showing that RBCM's marketing ploy 1s s1rrular to, 1f not directly 

responsible for, the media's rrusleading promotions RBCM' s marketing technique 

perpetuates Genghis Khan as the all-encompassing Mongolian figure, whose history 

subsumes centunes of history and cultural evolut10ns before and after his reign His 

sensationalised life, too, 1s used as the bluepnnt for all Mongolians, colouring the way we 

see the future generations of Mongolians The danger in this 1s that our Judgement of them 

25RBCM, "Backgrounder" 2 

26The excerpt 1s taken from RBCM' s colour pnnt of a Q1dan Apsaras gold statue 
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as "barbanc," "fierce," and expans1omst1c, affects the way we thmk of ourselves m contrast 

to them, and the way they are treated politically m the world 

The All-Encompassmg Mongolia 

RBCM makes the Chmese populat10n a target in its marketing strategy when 1t 

declares 1995 the year of Chinese-Canadian celebration Like the "hard sell" approach, 

however, target marketing has its problems Accordmg to museolog1st Fiona Combe 

McLean, targetmg a certain public sector can create d1sappomtment, because the target 

group's 

needs and wants may be determmed to a certam extent, and re­
flected in the display and interpretation of the collection How­
ever, m stressmg a relat10nsh1p between the collect1on and the 
public, the museum 1s prey to ra1smg expectat10ns and to d1sap­
pomtmg in reality This can only be av01ded 1f the museum has 
a sense of the v1s1tor' s and the potential v1s1tor' s expectations 
and what would meet them 27 

Has RBCM shaped "Empires" to fit the Chmese-Canadian context? In its attempt to tailor 

"Empires" toward Chmese-Canadians, RBCM fails to address a few crucial issues that would 

have revealed the contnved connect10n between "Emp!fes" and Chmese-Canadians For 

example, 1t neither explams the connection between the Mongolians and Chmese-Canadians, 

nor elaborates on the lmk between the Mongolians and Chma-Chmese Adam Kessler, the 

curator, connects Mongolians with Chmese by cla1mmg that Chmese c1v1lizat10n has roots 

in southeastern Inner Mongolia 28 Are we to assume that the show 1s a celebration of 

Chmese-Canadians' ancestry? Accordmg to David Chuenyan Lai, geography professor at 

the Umverstty of V1ctona, Mongolians and Chmese are "[two] d1stmct c1v1lizat1ons" 

H1stoncally, the Chinese (Han people) referred to the Mongolians as "barbanans,"29 and they 

27F10na Combe McLean, "Marketing in museums a contextual analysis," Museum 
Management, ed Kevin Moore (New York Routledge, 1994) 239 

28Brown n pag 

29La1 Land 7 
' 
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bmlt the Great Wall to keep out them out 30 Nevertheless, even 1f an ancient lmk exists 

between Mongohans and Chmese, Chmese xenophobia and Mongohans' ethnic status m 

Chma do not celebrate thetr connection, but accentuate thetr differences Therefore, when 

RBCM presents the connection between Mongohans and Chmese as an undebatable fact, 1t 

ignores the h1stoncal, social, and pohttcal differences between them 

Barkley (RBCM's executive dtrector) problemat1ses the ancestral explanat10n when 

he says that the show addresses Bnttsh Columb1ans with an "Asian hentage "31 "An Asian 

hentage" mvolves more than one culture and race His comment broadens the scope of 

RBCM' s marketmg target group, thus mcreasmg the d1spanty between the show and the 

cultures 1t means to address Furthermore, 1t homogenizes different cultural groups Just as 

RBCM develops Genghis Khan to encompass Mongohan history, culture, and people, 1t also 

develops Mongohan culture to cover Mongohans, Chma-Chmese, Chmese-Canadians, and 

other Asiatic groups By subsummg different mmonty groups under a general, all­

encompassmg category, RBCM shows its 1mpenahst neglect toward the spec1fic1t1es of other 

cultures m its attempt to address too many target groups Furthermore, its attempt to address 

the Chmese-Canadians through "Emptres" 1s a missed target that lacks "reference" to the 

society 1t addresses Unfortunately, the less knowledgable the audience 1s about Mongolian 

history, or aware of the lmutat1on of representation, the more hkely they will be to accept the 

museum's mterpretat10n of Mongohan culture and history as fact Other cultures subsumed 

m the "Mongohan category," too, will be IIllSunderstood If, accordmg to McLean, the 

success and importance of the collect1on depend on the value the public gives 1t, how do the 

v1s1tors value an exh1b1t that 1s IIllsleadmg m its promises and representations of other 

cultures? 

Before we move onto the next sect10n, 1t 1s important to note that other events durmg 

the year offer more dtrect and diverse perspectives to Chmese-Canadian culture For 

example, the "Golden Mountam" show (September 30 to October 1, 1995) m Richmond 

30La1, Land 14 

31Alberta Report n pag 
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presents information on the Richmond Chinese community and the history of Chinese­

Canadians m BC Although the show offers a dominantly 1deahst1c view of Chinese 

1mm1grants and their "Canadian dream," 1t deals directly with the Chmese-Canad1an subJect 

The Richmond Chinese community and various Chinese associations offer the dominant 

displays, performances, and workshops Although RBCM contributes financially by 

producing the show and offenng its modest collection of Chinese 1mm1grant artifacts, its 

effort 1s hmited For example, m contrast to the extensive adverttsmg of "Empires," the 

"Golden Mountam" 1s not adequately advertised I had to call five different sources to get 

the address to the show These sources mclude the RBCM, Victoria Tourism, Vancouver 

Tounsm, and (mformatton lme), and the Richmond Chmese Cultural Centre (these sources 

are placed in order of my search) RBCM claims that the mformat10n 1s misplaced from the 

renovation and relocation of its offices One assumes that RBCM would have the 

mformatlon ready, or advertise adequately so that people m V1ctona have access to the show 

RBCM's advert1smg for "Golden Mountam" fatls to attract people outside the 

Chmese-community, thus underminmg its goal to "honour the contributions of the Chmese 

Canadians and make the general pubhc more aware of the art, culture, history and 

contnbut1ons of Chmese-Canadians m [BC] ,m The dommant Chmese audience at "Golden 

Mountam" seems to imply that either the "general pubhc" are uninterested or they are not 

mformed of the event Presumably, the show 1s advertised locally, targetmg mostly the 

Chmese community The 1romc outcome 1s "Golden Mountam" becomes a show that offers 

Chmese people the opportunity to celebrate their own history and presence m Canada On 

the other hand, "Empires," which does not deal directly with the Chmese-Canadian theme, 

draws an mtemat10nal crowd from its extensive and aggressive advertising campaign The 

different treatment of both shows seems to imply that the Chinese-Canadian celebrat10n 1s 

used to spice up "Empires" without RBCM's mtent1on to dedicate itself thoroughly to the 

32Th1s quote 1s taken from the pamphlet Golden Mountain A Chinese-Canadian 
Celebration, produced by RBCM m cooperation with the Chmese Cultural Centre 
(Richmond Office), the Richmond Museum, and the Mm1stry of Mult1culturahsm and 
Human Rights Other contributors include the Richmond Chinese Community Society, 
Richmond Library, Cultural Centre, Art Gallery and Art Centre 
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theme The respons1bhty of implementing the celebration 1s relegated to the Chinese 

community 

Why 1s there lirruted investments in the "Golden Mountain?" My final example 

perhaps offers an explanation When asked to descnbe the "Golden Mountain," Philhps 

(RBCM's advertising manager) said that 1t would be hke a "carnival" and a "flea market "33 

Phillips' choice of words shows a reductive and d1srruss1ve attitude toward the show The 

show's important cultural impact 1s not acknowledged The word "flea market" denigrates 

the show by assoc1atmg Chinese-Canadian culture with the sales of second-hand goods, and 

one wonders 1f the second-hand value of the Chinese-Canadian culture indicates its worth 

in an Occidental market The word "carmval," on the other hand, emphasizes the bizarre and 

out-of-ordinary quality of Chinese-Canadian culture Phllhps' comment not only devalues 

the Chinese celebrat10n, 1t also shows a hrruted understanding of the show, its purpose and 

sigmficance Phillips' attitude seems to match RBCM's general lack of interest in the show 

Perhaps this lack resulted from the preconceived negligible value of the show and the way 

Chinese-Canadian culture 1s perceived and measured in BC 

The Commercialization of The Death Mask 

According to the "Backgrounder," "the Death Mask 1s a signature piece from 

[Empues]," presumably chosen because 1t "1s representative of the stunning beauty and 

craftsmanship of the exh1b1t's [two hundred] artifacts" However, I would hke to entertain 

two other reasons Fust, the Death Mask, with its 1mphcat1on of destruct10n, complements 

the dominant tropes of v10lence and marketing strategies used on the Mongolian culture and 

history Second, according to "Selling Emprre," Genghis Khan's "big name" is not enough 

to attract a crowd, "there has to be glamour, history, expensive ob1ets d'art After all, who 

wants to spend a sunny afternoon lookmg at a bunch of old pots?"34 The shiny gilded Death 

33Philhps, personal interview, 12 Sept 1995 

34Gordaneer, "Selling" 9 In this formula, artifacts are devalued as old and 
ins1gnif1cant unless they are expensive This reductive and eht1st formula (big name+ 
expensive artifacts= successful exhibit) portrays the audience and the museum as 
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Mask, as a result, advertises the amount of wealth m the exh1b1t However, these readmgs 

add to the decontextuahzed readmg that RBCM offers they undermme the mask's h1stoncal 

and cultural meanmgs by h1ghhghtmg its formal attnbute (beauty) and commercial/marketmg 

s1gmf1cance 

Accordmg to the "Backgrounder," the Death Mask m the show 1s eight hundred years 

old, found on a body wrapped m gold and stlver wtre mesh 

There 1s still some uncertamty about the purpose of the death 
masks, but they may have been placed over the face of deceased 
m the behef they would preserve facial features for eternity Al­
ternatively, they may have been employed to aid the deceased m 
travelling from the world of the hvmg to the world of the dead 35 

The mformauon does not adequately contextuahze the mask Unearthed and displayed m 

a glass box, the Death Mask loses its m1tial symbolic role and purpose Iromcally, a 

fundamental aspect of museum practices mvolves the excavat10n of bunal sites and the 

removal of obJects from thetr ongm Therefore, to cntic1ze the displacement of the Death 

Mask 1s eqmvalent to quest10nmg museums' collectmg system, and calhng them sacnleg1ous 

and unethical Nevertheless, RBCM has taken the displacement of the death mask further 

by mass producmg the image as merchandise and food 

RBCM's collaboration with the Empress Hotel and Huddassah-w1zzo Jewish group, 

for example, transforms the image of the Death Mask mto a chocolate sculpture Accordmg 

to Ph1lhps, the idea for the chocolate sculpture ongmated from the Huddassah-w1zo Jewish 

group The group holds an annual chocolate sundae event at the Empress Hotel In 1995, 

1t wants to associate itself with the exh1b1t and to lmk thetr culture with the museum and the 

"Chmese year of celebration "36 Why does Huddassah-w1zo wish to associate themselves 

with a Mongohan exh1b1t, or to lmk themselves to the Chmese celebrat10n? Perhaps they 

matenahstic and superficial, makmg one wonder 1f only cultures with famous 
personahties and "expensive ob;ets d'art" are worthy of museums' representation and the 
pubhc's acknowledgement 

35RBCM, "Backgrounder" 1 

36Ph1lhps, personal mterv1ew, 12 Sept 1995 
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hope to support the Chinese celebrat10n, but the dominant trend seems to convey that the 

business opportunity 1s too tempting--after all, many local businesses hke Roger's 

Chocolates and Murch1es Join in the business venture by marketing the "Empires" chocolates 

and tea 

Having undergone vanous entrepreneurs' creative manipulations, the Death Mask 

metamorphoses from a culturally and h1stoncally significant funerary mask to a western 

commercial gnmruck The mask's decontextuahzat1on and commercial transformation show 

how RBCM turns "Empires," thus the Mongolian artifacts, culture, history, and people, into 

commodities The destruct10n of the Mongolian subJect through commod1f1cat10n 1s also 

evident in the consumption of the Death Mask chocolates These chocolates are made in the 

image of the Death Mask--an image that (mass produced and commercialized) no longer 

holds any h1stoncal or social context Their lack of s1gmf1cation, perhaps, explains why 1t 

1s possible for people to eat chocolate Death Masks without finding them unappetising or 

sacnleg1ous--after all, under RBCM's mampulat1on, the image of the Death Mask represents 

nothing but beauty 

In add1t10n to the literal and symbolic devounng of Mongolian history and culture 

through the consumption of the Death Mask, the purpose and symbolism surrounding the 

chopsticks (m the v1s1tor package) are further indications of cultural consumpt10n as 

annihilation Accordmg to Phillips, the chopstick 1s a "promotional piece" that allows the 

RBCM to give something affordable to the v1s1tors 1t 1s hke "a piece of culture to give 

away" Phillips' comment refers to a "piece" of Mongolian culture as a "flavour,"37 as though 

the whole expenence of going to the exh1b1t 1s a metaphonc culinary expenence The 

Mongolian display, then, 1s hke food, offermg a piece ("flavour") of itself through the 

chopsticks This configuration reduces Mongolian culture to a culmary entertainment that 

offers immediate grat1f1cation by tasting and owning a piece of 1t m the form of a pair of 

chopsticks Furthermore, Phillips says that the chopsticks come with mstruct10ns, and 

37Phllhps, personal interview, 12 Sept 1995 
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v1s1tmg students, m particular, enJoy learning how to use them 38 Phillips' overall 

reduct1omst approach to the Mongolian culture makes one imagine the culture to be highly 

accessible, and as easy to understand and master as learning to use a pa1r of chopsticks 39 

The commercializat1on of the Death Mask and the obJect1f1cation of Mongolian 

culture show that RBCM has turned "Emp1res" into a consumenst entertamment, where a 

culture can be expenenced through its obJect1f1catlon and consumption The expenence of 

a culture, therefore, becomes a kmd of ownership, expenenced from the museum's and the 

VlSltors' pomt of view This ownership reflects an 1mpenalist/colomalist power over its 

colonized subject, and 1t 1s, perhaps, best expressed by the title "Selling Emp1res " The title 

of the article 1mphes that the museum 1s the merchant of the exh1b1t, thus frammg their 

relat1onsh1p w1thm a busmess and colonial setup that glonfies the colonizer's (as represented 

by RBCM) power to possess and to use the products of its colonies (Inner Mongolia and 

China) Although the article creates this power structure, 1t reflects RBCM' s power to 

reconstruct the Death Mask and to offer the Mongohan culture as though 1t owns 1t In 

"Emp1res," the Mongolian subJect 1s used as a commercial and marketing ploy, whereby 1t 

loses its symbolic role when consumed, worn (as Jewellenes), and c1rculated as symbols of 

beauty and as matenal goods Unfortunately, the power to reconstruct the other entalis the 

power to consume and to destroy 1t 

Museum or Entertainment Business 

The Mongolian culture, thus controlled and shaped by the RBCM, and descnbed by 

Philhps, has market and entertainment values The article in the Business Examiner, 

"Genghis Khan beckons," for example, promotes "Empires" as an mv1tat1on to "business 

opportunities" In the article, the show and Genghis Khan's name are eqmvalent to a 

successful busmess rnvestment, because the exh1b1t "represents a unique and powerful 

38Ph1lhps, personal rnterv1ew, 12 Sept 1995 

39Steven Scobie pointed out that the chopstick 1s often seen as the stereotypical 
emblem of Chinese culture, along with the cliches and Jokes on westerners' struggle with 
the foreign cutlery 
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sponsorship opportumty for busmess wantmg to reach the estimated three-quarter mtlhon 

v1s1tors who will see the exh1b1t1on "40 Obv10usly, many busmesses are attracted to the 

show's selhng power, but how many of them are mterested m the Mongohan display or the 

Chmese year of celebration? 

Although RBCM has successfully attracted many busmess opportumsts and v1s1tors, 

1t also nsks tarmshmg its own reputation Accordmg to Moore, "a museum's mtegnty may 

be eroded by advert1smg that hypes an exh1b1t1on so much that d1sappomtment 1s almost 

mev1table, or by advert1smg, not reviewed by a subJect matter expert, that gives maccurate 

mformatton, or even a message contrary to that which the exh1b1t1on 1t supports mtends to 

convey "41 RBCM's mtegnty 1s challenged by the marketmg fatlures that Moore mentions 

For example, RBCM mflates the exh1b1t with sensat10naltst1c and deceptive advert1smg, 1t 

fails to revise and edit the contradictory h1stoncal mformatton (m the v1s1tor' s package and 

other advert1smg), and 1t uncnttcally constructs a connection between different cultures 

Accordmg to McLean, "the contents of museums, by virtue of bemg there, should to 

a large degree speak for themselves " Therefore, "marketmg 1s dependent on the collection 

which 1s available to It It cannot create fantasy "42 However, RBCM seems to believe that 

1t has to sensattonaltse the show by h1ghhghtmg Genghis Khan's role more than 1t deserves 

Does this reveal RBCM's attitude toward the content of the exh1b1t--namely, that the show 

1s not exc1tmg and marketable on its own? Does 1t show that RBCM beheves that v1s1tors 

want an exh1b1t that 1s more ent1cmg than the collection promises? Nevertheless, RBCM's 

attitude toward its collections and v1s1tors 1s seemmgly market-dnven Accordmg to 

museolog1st Peter J Ames, 

a market-dnven museum will focus most sharply on what its 
contemporary market wants and, to a lesser extent, what that 
market, as opposed to educat10n experts, thmks 1t needs From 
a market pomt of view, the more the merner, from a m1ss1on 

4011Gengh1s Khan Beckons," Business Examiner Jan 1995 A3 

41 Moore 17 

42McLean 242 
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RBCM 1s becommg more of a market-dnven museum that tnes to give what its 

"contemporary market" wants However, as ment10ned above, 1t falls to satisfy the market 

by prormsmg more than 1t can dehver The article "Genghis Khan(t)" shows how a v1s1tor 

1s d1sappomted with RBCM's market-dnven approach It complams that the museum draws 

too many people to make the expenence educational and enJoyable 

after my 40-mmutes of Jostlmg elbow-to-elbow with 400 other 
onlookers, strammg to decipher the tomes of mcomprehens1ble 
curatonal notes spread on the walls, I left with the d1stmct feel­
mg that the exh1b1t was nothmg more than a !me-up for the Gift 
Shop 

Accordmg to the excerpt, besides the "mcomprehens1ble curatonal notes," the crowded space 

makes the expenence an unpleasant struggle The author 1s also d1sappomted because 

Phllhps says that the exh1b1t will be "bigger [than] the Commonwealth Games" To this he 

says, 

What a np To thmk Tounsm V1ctona spent the1r ent1re market­
mg budget on this money grab by the museum If I were a tounst 
from San Francisco, up to see the Genghis Khan, I'd be mad as 
hell The only thmg bigger than the Commonwealth Games 1s 
the size of the shovel the museum used to pile the promot10ns 44 

The author sounds upset at havmg been cheated and depnved of an enJoyable expenence 

What he expenenced 1s a money makmg venture that leaves him d1ssat1sf1ed 

Another article, "Indiana Jones-type excitement it's not JUSt doses of facts," shows 

another form of d1sappomtment with the hype surrounding the show In the article, Robert 

Amos reviews two books that are pubhshed for "Emp1res " Empires Beyond the Great Wall 

The Heritage of Genghis Khan by Adam T Kessler and Land of Genghis Khan The Rise 

43Peter J Ames, "A challenge to modern museum management meshmg m1ss10n and 
market," Museum Management, ed Kevm Moore (New York Routledge, 1994) 16 

44Stephen White, "Genghis Khan(t)," Oak Bay Star 20 Apr 1995 N pag 
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and Fall of Nation-States m China's Northern Frontiers by David Chuenyan Lai 45 Amos, 

who represents the entertamment-seekmg target group, believes that the books do not live 

up to the sensational advert1smg on the show For example, Amos calls Kessler's book 

"unprom1smg matenal," because "the press release promises Indiana Jones-type excitement 

and hoards of golden treasure " It fails to offer any "stmmg descnptions [or] anecdotes 

accompamed by photographs of the reg10n " In fact, 1t 

provides bracmg doses of h1stoncal fact alternatmg with flat 
descnpt10ns of the cunous artifacts A certam h1stoncal 
density 1s to be expected--Kessler has to unscramble a galaxy 
of nomadic tnbes constantly on the move, who left little 'ma­
tenal culture' and no wntten history Yet recountmg this end­
less political flux, a senes of unfa1TI1liar names rangmg across 
unknown temtones, makes for dry readmg 

In other words, the book 1s unappeahng because 1t 1s too h1stoncal and academic for 

audiences who are psyched up to expect Hollywood fantasy Accordmg to the article, "most 

people who pay $32 95 for this attractive volume will leave 1t on the coffee table unread " 

L1kew1se, Lai's book, The Land of Genghis Khan, also meets with the same fate Amos 

deems the book "unreadable" because of its dense prose The article concludes that 

"Umvers1ty students may be assigned this book, but no one will ever read 1t with delight "46 

Both books, as a result, are gmlty of bemg too dry and academic for the public 

Amos' cntic1sm shows how hard 1t 1s for museum to satisfy a wide range of audiences 

Accordmg to Canadian ethnologist Dr Mane-Fran901se Guedon, one wntes differently for 

an exh1b1t and for an academic crowd She says that when wntmg for the audience of an 

exh1b1t, 

mstead of wntmg for other specialists, one wntes 'for the pu­
bhc ' Accordmg to most gmdelmes, the public's mtellectual 
level oscillates between ten and twelve years of age So 'Use 

451 consider these books to be part of RBCM's marketmg ploy, because they promote 
the collection (Kessler's) and history (Lai's) of "Empires" Furthermore, they are 
d1stnbuted beyond the museum 

46Robert Amos, "Indiana Jones-type excitement it's not Just doses of facts ," Times 
Colonist 26 Mar 1995 N pag 



simple words, 'Use short sentences' (Do not play with ab-
stract concepts) Everything one wants to convey has to be 
presented in statements, no question marks, no nuances 
these are apt to confuse the v1s1tor 
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Guedon adds that "one must streamlme one's production so that 1t can be swallowed 'on the 

go ' The public does not want to be taught, so one has to be catchy, emphasize the 

spectacular "47 These points discourage one to believe that museums have any educat10nal 

value--at least not at a level that exceeds "ten and twelve years of age " However, they 

clanfy why Kessler's book fails to attract readers Instead of offermg spectacular details of 

Indiana-Jones type adventures and d1scovenes that are "catchy" and, no doubt, easy to 

consume, Kessler's book 1s educational, dry, and h1stoncal Nevertheless, what does this say 

about the people who go to the museum? Do they really look for what 1s easy to "swallow 

on the go"? Do they seek entertainment more than intellectually stimulating and challengmg 

expenence? If the answer 1s yes, then, do we need a museum? 

According to Emma Bunker, a research consultant with the Denver Art Museum's 

Asian Art Department, "the catalogue [wntten by Kessler] was not adequately edited and 

JUned [T]here are spelling mistakes and maccurac1es The end result 1s that the 

catalogue, for scholars, has problems "48 Bunker seems to expect the readers of Kessler's 

book to be more academic Therefore, the book's mistakes prove d1ssat1sfactory for 

academicians Kessler's book seems to be reJected by both laymen/women and acaderrucs 

One wonders 1f Kessler can ever please any group of audiences, or 1f the museum can ever 

find a balance between its role as an entertainer or an educator Perhaps there 1s no answer 

to these quest10ns, because everyone expects different thmgs from a museum, and every 

v1s1tor has different levels of education and expenences However, McLean offers a 

suggestion as to how museums may decrease their chance of d1sappomtmg "the problem for 

the museum profess10n 1s not how to enhance the expenence of the pubhc, but how to 

47Guedon 1s quoted from Michael M Ames' Cannibal Tours and Glass Boxes 33 

48Quote from Ahsa Gordaneer's "Song of Dissent," Monday Magazine 2-8 Mar 1995 
13 
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ascertam what that expenence rs "49 

Unfortunately, RBCM does not seem to know what kmd of expenence "Empires" 

should offer It forces the show to provide too many varying experiences for different target 

groups Throughout this chapter, I have taken up the argument that museums have to market 

themselves to stay financially stable and competitive m a consumer society In Moore's 

words, museums have to market themselves as "sources of entertammg education "50 

Although this view 1s widely accepted,51 McLean questions the validity of usmg the word 

"compet1t1on" to descnbe the reason for museum marketing She asks "with what are 

museums competing? Do museums regard their public in terms of populanty?"52 She 

beheves that marketmg 1s necessary to maintain museums, but "there 1s a fatal flaw in 

commercialization of museums Unlike some other leisure organizations, museums are not 

self-supportmg They are charitable instltut1ons, and as such are not profit-making Except 

m rare circumstances, they are incapable of makmg a profit "53 In other words, since 

museums are "not operating on equal terms with commercial organization, they should 

market themselves differently 54 McLean's opin10n 1s appealing because 1t offers a common 

sense approach to d1fferentiatmg museums from commercial enterpnses Furthermore, she 

reminds us that h1stoncally museums 

were not onginally established to make money, nor 1s their 
current raison d'etre income generation That can be left 
to commercial leisure organizations, or until the spectre of 
pnvat1zat1on becomes a reality 'Value' m museums rs the 

49McLean 239 

50Ames 12 

51 See also Andy Leon Hamey's "Money changers m the temple Museums and the 
financial m1ss10n" and Alf Hatton's "Current issues m museum trainmg in the United 
Kingdom," Museum Management, ed Kevin Moore (New York Routledge, 1994) 

52McLean 233 

53McLean 243 

54McLean 244 



value of the collection, manifested m its value to the pubhc 
m terms of their expenence Value 1s not fmanc1ally dnven 
m museums but expenence-dnven 55 
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Although the "value" and "raison d'etre" of museums are different from commercial 

organizations, many museums beheve that financial stab1hty depends on usmg good 

marketing mechanisms Despite what McLean says, many museums see themselves m 

"compet1t1on" with other commercial ventures, and they will adJust themselves to stay 

competitive 

However, this adjustment must keep the museum's m1ss1on and market m balance 

After all, "blockbusters" may attract v1s1tors, but they do not guarantee their return Besides, 

h1stones and cultures should not depend on mvent1on and exaggeration to appeal, they are 

mterestmg on their own terms If museums need to fabncate history and culture to attract 

v1s1tors, they will probably do better by remventmg themselves mto a different type of 

organization 

55McLean 243 
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Chapter Three: Invested Illus1ons 

In chapter two we studied how an 1mpenallst mterprettve repertoue orchestrates the 

RBCM's presentation of Mongolian culture and history m the promot10nal literature for 

"Empues" This chapter will look at RBCM's Special Pubhcatton, Rmg ofTzme, to see how 

an 1mpenahst mterpretattve repert01re pamts the European 1mpenallsts m a pos1t1ve hght, 

thus rat10nahzmg thelf colomzatton as human progress Initially, I mtended to approach the 

subject by exammmg the way RBCM portrays this penod m its permanent exh1b1t 

Unfortunately, a fue m the museum forced RBCM to close from February 5 to Apnl 30, 

1996 This chapter, therefore, approaches the subject by studying the Rzng of Tzme The 

book offers an ms1ght to the begmnmg and makmg of RBCM, explammg how the permanent 

collection came about and how 1t 1s displayed This mcludes the 1deolog1cal and technical 

approach to exh1b1tmg the history of European settlers m BC The book offers a study of 

the soc10-poht1cal framework that contmues to shape RBCM's 1mpenahst mterprettve 

repertoires Therefore, even though 1t was pubhshed m 1985, its content 1s sttll relevant today 

m the way RBCM mterprets the history of First Nations Peoples and Mongohans from an 

1mpenallst perspective This 1s not to deny that some changes have been made, but the 

underlymg governmg ideology 1s still predommantly 1mpenahst1c 1 

In Rmg of Tzme, the wnter Peter Corley-Smith does not descnbe the Europeans ' 

mfrmgement of First Nations Peoples' nght and terntory as acts of 1mpenahsm and 

colomahsm Evidently, tropes of expans1omsm, v10lence, and mvas10n, which are 

commonly used to descnbe the Mongohans, are non-existent m a repertoire aimed at 

promotmg the Europeans as peaceful explorers In this chapter, we will study how RBCM's 

mterpretattons of other cultures and itself reveal a double standard m representations, and 

how these representations uphold certam values and concepts of reahty In Helen Coxall 's 

1For more mformatton on the relat1onsh1p between the First Nat10ns Peoples and 
RBCM on an exh1b1tmg level, look at Ames' Cannibal Tours and Glass Boxes (chapter 
6-8) and James Chfford's "Four Northwest Coast Museums Travel Reflections," 
Exhzbztmg Cultures (212-254) Chfford's essay offers an analysis of the First Nations 
Peoples display as discussed m the Rmg of Tzme 
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exammat1on of museums' texts and their meanmgs, she says that "our choice of language 

reflects current soc10-poht1cal perspective as well as our own way of seemg "2 She beheves 

that wnters should choose "evaluative words to qualify meanmgs" and to be careful of what 

they leave out m theu wntmg After all, "such choices have caused the wnter unconsciously 

to create rather than to relate history "3 In the Rmg of Time, Corley-Smith assumes that his 

readers and the museum v1s1tors are white people, and he tells the history of BC from a white 

perspective His choice of perspective and audience, no doubt, reveal the "current soc10-

pol1t1cal perspective" of the museum and the dominant racial makeup of the fundmg and 

governmg bodies Accordmg to Corley-Smith, Rmg of Time "1s mtended to provide the 

reader with an ms1ght mto the 'personality' of the [RBCM] "4 This "personahty" as we will 

see 1s 1mpenahst, and its self-preservation techniques mclude the selective look at history 

and the confirmation of white hegemony 

The Reason for a Museum 

Why are museums estabhshed? In the Rmg of Time, we learn that besides RBCM's 

m1ss1on toward educat10n and research, 1t 1s also ongmated for national and provmc1al 

mvestments Corley-Smith mtroduces the begmmng of RBCM by quoting a document sent 

to the Queen's representative m 1886, pet1t1onmg the need for a provmcial museum First, 

the letter states the museum's ID1ss1on toward preservation and the pubhc's education 

It has long been felt desirable that a Provmcial Museum should 
be established m order to preserve specimens of the natural pro­
ducts and Indian Ant1qmt1es and Manufactures of the Provmce 
and to classify and exh1b1t the same for the mforrnat1on of the 
pubhc 

The letter also says that "1f a centre for mvest1gation be afforded, the mterests of that science 

will be advanced, and the attention and cooperat10n of naturalists of other countnes will be 

2Helen Coxall, "How Language means an alternative view of museums text," Museum 
Languages, ed Gaynor Kavanagh (Leicester Leicester University Press, 1991) 88 

3Coxall 89 

4Corley-Sm1th 3 
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gamed " Besides the desire for mcreased mternational recogmhon, the followmg appeals 

also suggest national mterest 

It 1s a source of general regret that obJects connected with the 
ethnology of the country are bemg yearly taken away m great 
numbers to the ennchment of other museums and pnvate col­
lections while no adequate means are provided for their reten­
t10n m the provmce L1m1ted as such articles are m quantity 
their loss 1s frequently meparable, and, when once removed 
from the locality of their production, their sc1ent1fic value and 
utihty to the country are greatly lessened 

The letter shows an urgency to keep the country's ethnological resources w1thm the provmce 

because the articles' values decrease when removed from their ongm Ironically, the very 

act of d1splaymg any articles ma museum entails the articles' decontextuahzatlon (removal 

from their ongm) Therefore, the pomt made 1s perhaps JUSt as concerned with keepmg the 

articles for the country's own benefit as savmg them from losmg their meanmgful "locality" 

or "sc1ent1fic value " 

The wnter also emphasizes the need for preservation by creatmg a scenano of 

nat10nal loss and exigency he says that resources are "yearly taken away m great numbers 

to the ennchment of other museums and pnvate collect1on" Max1m1zers such as "yearly" 

and "great numbers" exaggerate without g1vmg any exact calculation, thus bmldmg a sense 

of urgency through the lack of defm1t1ve mformat1on For example, we do not know how 

long has "yearly" been (could be the last three or last twenty years), and how much 1s 

mvolved m the vague quantifier, "m great numbers" (what a person considers as "great 

numbers" could mean little for another) The word "ennchment," too, has a similar funct10n 

m the sense that we do not know what kinds of "ennchment" these pnvate collectors and 

museums are enJoymg, but we do know that the word 1mphes somethmg beneficial to others 

but 1mpovenshmg for BC 

The reason for mamtammg one' s resources w1thm the country shows a nat1onahst1c 

concern, as though the loss of one's property 1s eqmvalent to the loss of one's 1dent1ty and 

pohtical and economic power In "Art Museums and the Ritual of C1t1zensh1p," Carol 

Duncan says that 



the French Revolution created the first truly modem art mu­
seum when it designated the Louvre Palace a national museum 

Already, pubhc art museums were regarded as evidence of 
political virtue, ind1cat1ve of a government that provided the 
nght things for rts people By the middle of the nineteenth 
century, almost every Western nation would boast a national 
museum or art gallery 5 
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Duncan uses art museums as her subject, but the issues she raises apply to all museums m 

the sense that the spec1f1c1t1es of the collect10n rs unimportant, but what the museum as an 

mst1tute s1gmfies rs Museums are symbols of nat10nal 1dent1ty, pnde and advancement m 

the West Duncan says that non-western countnes have also adopted this value As a result, 

"Western-style art museums are now deployed as a means of s1gnallmg to the West that one 

1s a reliable poht1cal ally, imbued with proper respect for and adherence to Western symbols 

and values "6 With "Emprres," we can see the pohtrcal and economic powers the North 

Amencan museums have As the negotiator for North Amenca, Kessler represents the 

legit1mizing power of the West He "persuade[s] top officials that the show [will] not only 

help other countnes understand Chinese history a httle better, but [may] also encourage 

economic partnerships "7 Kessler uses mternatlonal recognit10n and economical partnership 

as incentives to the collaboratron 

The power the West has m offenng these poss1b1ht1es, however, does not end there, 

for the museums also have the power of mterpretat10n According to Duncan, "there has 

been much concern with how Western museums represent other cultures--how museum 

displays of 'pnm1tlve,' Third World, or non-Western art often misrepresent or even mvent 

foreign cultures for what are ultimately pohtical purposes "8 In the case of "Empires" and 

Ring of Time, the power structure between the displayer and the displayed rs evident in the 

5Carol Duncan, "Art Museums and the Ritual of Citizenship," Exhibiting Cultures, ed 
Kevm Moore (Washington Smithsonian Institution Press, 1991) 88 

6Duncan 88-89 

7Gordaneer, "Selhng" 1 

8Duncan 89 
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1mpenahst translations of these cultures, and how these cultures are used to advance their 

own poht1cal and financial interest 9 

Nevertheless, RBCM, hke China, also has a political and economic agenda For 

example, as mentioned in the last chapter, RBCM hopes to increase its international 

reputat10n and its revenues By showing "Empires," RBCM proves to the world that 1t 1s 

worthy of intemat10nal recogmt10n and investments because 1t 1s the only Canadian museum 

enterta1mng the show, and 1t 1s one among three other North Amencan museums with the 

pnv1lege Therefore, 1f RBCM was never considered on the same level as the Amencan 

museums, It 1s now As a result, besides leg1t1m1zmg China as a worthy "ally," and 

promising 1t possible economic partnership, RBCM also establishes an mternational 

recogmt1on for itself 

Although the letter to the Queen's representative shows that museums protect the 

country's resources, achieve international recognition through research, and educate the 

pubhc, 1t also reveals that museums are estabhshed to answer nat1onahst1c concerns With 

this in mind, and with the idea that museums symbohze their countnes' poht1cal and 

financial pos1t10ns m the world, we must ask how museums maintain thetr funct10n and 

symbolism, and how they present themselves and other cultures for these purposes In the 

following sections, we will see how RBCM achieves these goals by creating history for self­

preservation and promotion 

Whose Illus10n of Reality? 

The chapter "Ring of Time" begins with the section "The Illusion of Reahty "This 

sect10n praises RBCM's curators and designers for creatmg displays where "v1s1tors could 

no longer d1stingmsh between 11lus1on and reality " 10 Although the museum sees this as a 

comphment to its power of interpretation and display arrangement, I beheve the lack of 

9 Although we must note that to be displayed in a museum does not mean to have less 
power than the displayer However, in cases where the displayed has less poht1cal and 
economic power than the displayer, 1t 1s more susceptible to the displayer' s mampulat10n 

10Corley-Sm1th 9 
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distinction between "1llus1on" and "reality" can be a cause for worry If we simply accept the 

"11lus1on" offered by the museum as "reality," we never question the museum's interpretation 

of history and cultures Although "reality" may not be representable, we should be aware of 

the values and 1deolog1es invested in every interpretation and 1llus1on According to Ames, 

h1stoncally "the museum 1s where you go to compare your own pnvate perceptions of reahty 

with what [1s] the accepted and approved, and therefore 'obJective' view of reahty, enshrined 

within the museum" However, the museum 1s not an objective interpreter 

the pubhc--or more correctly, the educated classes--came to be­
lieve that they had the nght to expect that the collections would 
present and interpret the world m some way consistent with the 
values they held to be good, with the collective representations 
they held to be appropnate, and with the view of social reahty 
they held to be true 11 

Besides the "educated classes," the dominant pohtical and economic classes are governing 

and funding sources that shape the museum's values, interpretations of collections, and 

pohc1es During an interview for "Empires," Kessler gave an example of how western 

fascinat10n for Genghis Khan's unknown bunal site and the predicted wealth buned in his 

grave affects excavation interest, financial mvestments, and what we know of the Mongohan 

Culture According to Kessler, the idea of buned treasures "does not fit with [Genghis 

Khan's] character or what we know of him h1stoncally On the other hand, there are c1t1es 

m Inner Mongolia that are above ground, from the time of Genghis Khan, where 

maJor excavations have not taken place " Kessler beheves that even though 1t 1s hkely that 

"one could uncover knowledge about Genghis Khan" in these cities, they are" never given 

pnonty because they're not sensational enough 12 Therefore, despite what we could find out 

about Genghis Khan and Mongolian history and culture, spec1f1c mterest and mvestment in 

the sensationalised aspects of Genghis Khan's life affect what we know In other words, the 

fmancial and 1deolog1cal investments of museums and funding bodies control what we 

11Ames 21 

12Janelle Dwyer, "Kessler Interview," The Dragon Uncoils RBCM Official Program 
(V1ctona n p, 1995) 23 
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understand of Contemporary Mongolian culture through theJr style of collect10n, 

interpretat10n, and display 

Smularly, in Rmg of Time, the museum's investment m upholding white hegemony 

seems to shape how 1t relates history and who 1t caters to In Rmg of Time, Corley-Srruth 

narrates from a white perspective, relatmg history as 1t affects the white people This not 

only remforces the dorrunance of white people, but also the margmahty of the FJrst Nat10ns 

Peoples For example, he introduces the FJrst Nations Peoples as white peoples' h1stoncal 

reference points He says the curator "pegged the beginning [ of modern history] to the fur 

trade and explorat10n era of the 1740s--approx1mately the time of the first contact between 

white men and native peoples " 13 In this sentence, Corley-Smith does not acknowledge FJrst 

Nations Peoples as active subjects, but as a reference pomt for white men's m1t1al expenence 

of BC The selective perspective, no doubt, reveals who 1s m control of the histoncal 

translation, and the perspective's hmttat1on 1s evident m the sections on F1rst Nat10ns 

Peoples' pre-white-men history The first section 1s called "The 12,000-Year Gap and FJrst 

Peoples Story " Corley-Srruth explains that the title expresses the "gap m our knowledge that 

occurred between the end of the last ice age and the am val of the white man " The collective 

pronoun "our" does not mclude the FJrst Nations Peoples, unless 1t assumes that all First 

Nations Peoples are ignorant of the1r history before the amval of the white men 

Furthermore, the title and sect10n collapse two distinct categones, the last ice age and the 

history of Fust Nations Peoples, mto one because they are unknown to the white people 

The next section, "12, 000 Years of Nothing--But Bits of Stone and Bone," 14 too, 

seems to emphasize the lack of knowledge on Ftrst Nations Peoples' pre-white-men history 

I propose two possible readmgs to this title The first interprets the title as a value Judgement 

on the objects and history discussed and displayed under the title The second interprets the 

title as ind1cat1ve of the d1fftcult1es the museum's c;;taff expenenced when transforming the 

penod of "nothmg" into somethmg worthy of the museum F1rst, a title usually functions to 

13Corley-Srruth 14 

14Corley-Smith 30 
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prepare readers to expect what ts to come m the section "12,000 Years of Nothmg--But Bits 

of Stone and Bone" seems to signal the readers to expect the display as only a collection of 

ms1gmficant "stones" and "bones "Although archaeologists usually see "stones" and "bones" 

as important md1cators of our past and ongm, these items are presented particularly 

unimportant when mtroduced as "nothmg " Besides the word "nothmg," words hke "bits" 

also have mm1m1zmg effect The word "but," too, mtens1f1es the "nothmgness" of these 

articles 

Corley-Smith's ch01ce of words shows his evaluative tone toward these articles 

Ironically, as one reads what Corley-Smith includes under this section, the title sounds 

mcreasmgly demeanmg to the articles and the 12,000-years of history For example, the 

items m the display mclude a simulated "archaeological dig, a large selection of Indian 

[and] a rephca of an mtenor artifacts, 1llustrat1ons of how stone artifacts were created, 

Sahsh wmter house " 15 This collection does not sound hke "nothmg," unless we are 

expected to see 1t as m1t1ally ms1gmf1cant without the artful mampulat10n of the museum's 

staff This brmgs us to the second readmg 

The second readmg proposes that we read the title as a descnptlon of what the 

museum's staff has to deal with when representing this penod According to Corley-Smith, 

the staff faces many hm1tat1ons cons1denng "the only human history to survive from that era 

had done so m the form of artifacts collected by archaeologists " He ment10ns that "one 

group [of archaeologists] mamtamed that any mterpretat10n of social hfe denvmg from 

artifacts was httle more than speculation, the other felt that d1splaymg artifacts without 

attemptmg to assess thetr significance was an exercise m fut1hty " This "impasse," however, 

was resolved, m part, by the designer and his staff, whose 
sense of theatre compelled some element of mterpretat1on 
The solution was to display the artifacts, g1vmg as much 
mterpretat1on as was compatible with sc1ent1f1c obJectiv1ty, 
and to dramatize the display by settmg up an actual section 
of an archaeological dig 16 

15Corley-Smtth 31 

16Corley-Sm1th 30 
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I am not m a posit10n to Judge if this approach offers the best mterpretation, but this excerpt 

shows how much power the museum crew has over the mterpretation of the artifacts and 

history Furthermore, although I propose this readmg to counter the first, the artifacts, 

1romcally, remam as "nothmg," subsumed by the attentton granted to the museum's crew 

After all, thetr "sense of theatre" 1s the genms behmd the transformation of "nothmg" mto 

somethmg worthy of display 

The titles that we have studied perhaps not only reveal the lack of knowledge 

concemmg Ftrst Nations Peoples' pre-white-men history, but the lack of mterest to gauge 

this "gap " In contrast to this lack, the sections on European arnvals and settlements 

celebrate the overflow of resources Titles hke "Unhm1ted Richness A Matter of Choice" 

and "Answers, Answers, Answers" speak of excess Obviously, these sections are well 

mformed and endowed smce the museum 1s 1mtially funded and created by white people 

dunng the colonial penod Nevertheless, one assumes that 1f Ftrst Nations Peoples were 

more actively mvolved m the makmg of RBCM, the "gap" would not be as wide, and theff 

obJects m the display would not be translated as "nothmg " 17 

Accordmg to Ames, museum anthropologists "help to manufacture the obJects they 

study " They "have always been m the busmess of reconstructmg by means of thetr own 

theoretical categones the social constructions of those they study " 18 Like the anthropologists 

and curators, Corley-Smith has the power to reconstruct history He pos1t1ons the museum's 

staff as outsiders to Fffst Nattons Peoples, and relates history to a white audience Hts choice 

of audiences not only shapes the way he approaches history, 1t also creates a racial lmk 

among the white museum's staff, the white ancestors, and the white audiences-- a hnk that 

not only emphasizes thetr shared values and concept of reality, but also the power that 

comes with thetr race For example, when he talks about white ancestors' sense of 

supenonty, he follows this subject with the speculation that contemporary museum v1s1tors, 

17Ames claims that RBCM's exh1b1tton mvolves Ftrst Nat10ns Peoples' part1c1pat1on 
(67-68), but Rmg of Time does not reveal this collaboration m its descnpt1on of RBCM's 
setup or its interpretation of First Nations Peoples' history and culture 

18Ames 69 



too, may have such an attitude 

At the end of the eighteenth century, white men enJoyed 
a secure sense of the1r own supenonty The behef that wes­
tern c1v1hzat10n stood at the apex of human achievement led 
them to regard North Amencan Indian culture with something 
not far removed from contempt Yet here, abruptly, in 
front of the Sahsh weaving display, v1s1tors, who still harbour 
some remnants of this false sense of supenonty, come face-to­
face with a highly developed techmcal and artistic accomphsh­
ment 19 
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This speculation assumes that the v1s1tors are all white, and that they feel supenor hke the1r 

ancestors In the beginning of the excerpt, Corley-Smith seems to say that white ancestors 

felt supenor to First Nations Peoples because they did not understand Ftrst Nat10ns Peoples, 

but 1f that 1s the case, the excerpt 1mphes that contemporary white people still feel supenor 

today because they are ignorant of F1rst Nations Peoples' culture This suggests that the gap 

(of knowledge) between white people and Fmt Nat10ns Peoples' pre-white-men history 

extends to the present Corley-Smith's opin10n seems to show that RBCM has a hm1ted 

conception of what v1s1tors understand and feel about Fmt Nat10ns Peoples' culture 

Corley-Smith not only assumes that his (RBCM's) perspective on Fust Nations 

Peoples' history and culture 1s socially and culturally relevant to all its audience, he also 

mystifies Fmt Nations Peoples' cultures with his interpretat10n He says that "the recordings 

of the songs are played and the masks, glowing eenly in the dim hght of the cave, gaze out 

from its walls It 1s a scary expenence for nearly all ch1ldren--and for many adults as well "20 

One wonders why 1s the display "eery" or "scary"--does 1t reflect an intnns1c charactenstic 

of the culture, or does 1t reveal the curator's opinion and mterpretatlon of the culture? What 

krnd of children or adults 1s Corley-Smith talking about? Are we to assume that Fust Nations 

Peoples, too, will also be afraid of the1r own cultural artifacts? Corley-Smith does not clarify 

what fnghtens him, thus 1mposmg a reading on the display that could affect the way v1s1tors 

view the display and the represented culture 

19Corley-Smith 34 

20Corley-Smith 46 
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On the other hand, m his account of how a visitor would expenence the actual display 

m RBCM, James Clifford exp lams why he found certam aspects of the show "hauntmg " 

The way he contextualizes the "hauntmg" element offers us a better understandmg of his 

fear He says that "the visitor walks through a passageway where the walls are covered with 

large, hauntmg Native Amencan faces and where a recorded v01ce details that drastic 

populat10n decline, cultural cnsis, and subsequent struggle simply to survive "21 In Clifford's 

descnptlon, one could assume that he finds the photos "hauntmg" because they are 

accompanied by recorded details of destruction and struggles Therefore, the display 1s 

presumably set up for the viewers to connect the faces with the recorded history of disasters, 

thus fmdmg them "hauntmg " Although Clifford also imposes his expenence on "the 

visitor," he, nevertheless, gives us a context to understand his sentiment 

Curatonal manipulation and mterpretat1on of the articles, no doubt, affected Corley­

Smith's mterpretatlon of the mask and Clifford's expenence of the "hauntmg" photos 

However, Corley-Smith's unexplamed and essentialist opinion about the mask may reveal 

a stereotypical image he has of First Nat10ns Peoples' culture and articles In another sect10n, 

he descnbes totem poles ma similar fash10n "totem poles, by virtue of sheer size, and by 

the seemmgly grotesque imagery of the carvmgs, have always caught the attention of white 

people ,m Corley-Smith's comment does not acknowledge that other ethnic groups hke the 

First Nations Peoples could be part of the museum's expenence and setup Furthermore, 

he does not explam why white people are drawn to the totem poles' "grotesque" imagery 

Corley-Smith's descnpt1ons of the scary mask and grotesque totem poles seem to 

sensat10nahse and mystify First Nations Peoples' culture through his mterpretations of these 

obJects 

Is Corley-Smith's mterpretation shaped by the same phenomena that rendered the 

Mongolians barbanc conquerors? Accordmg to Coxall, 

21James Chfford, "Four Northwest Coast Museums Travel Reflectlons,"Exhibitmg 
Cultures, ed Kevm Moore (Washington Smithsonian Inst1tut10n Press, 1991) 216 

22Corley-Smith 67 



the issue of evaluative Judgement has 1mphcat10ns about the 
respons1b1hty museums have to their public After all, a mu­
seum 1s not Just an mformat1on hnk with these obJects and the 
world The preferred 'truth' of the objects m a collection 1s 
constructed by an exh1b1t10n team's selection of obJects 
[Therefore,] the display and mterpretat1on of collections not 
only educates and fascmates, but mfluences and, m some 
cases, remforces current stereotypical attitudes 23 
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What kmd of "preferred 'truth"' are we lookmg at when First Nations Peoples and 

Mongolians are presented as mystenous savages? Is the "preferred 'truth"' more mclmed 

to portray these cultures ma way that "remforces current stereotypical attitudes"? Evidently, 

western scholars and viewers are amazed to discover that their hm1ted conception of these 

cultures are faulty In the Rmg of Time, First Nations Peoples' skills and cultural 

development are seen as unexpected phenomena "as more and more examples of this 

techmcal mastery are revealed, this sense of changmg perception grows, there 1s an 

mcreasmg awareness of a culture that was at once vigorous and surpnsmgly sophisticated "24 

Nevertheless, white people's sense of surpnse only shows that they expect httle from these 

cultures 

Unfortunately, these western d1scovenes are based on the ethnocentnc evaluation of 

these cultures Western anthropologists Judge the vahd1ty of First Nations Peoples' culture 

based on its techmcal advancement This vahdation, nonetheless, 1s still upheld by the 

museum as 1t sets up the display to show that First Nations Peoples are not mfenor because 

they are techmcally and aesthetically developed The element of surpnse m the 

anthropologists' d1scovenes are bmlt mto the exh1b1ts, shapmg our process of understandmg 

with the way the anthropologists first expenenced these cultures In the First Nations 

Peoples' display, v1s1tors are meant to reahze that F1rst Nat10ns Peoples are actually 

techmcally and aesthetically skilled In "Empires," the precious gold and beautiful obJects 

are meant to create a spectacle out of Mongohans' unexpected aesthet1c1sm These exh1b1ts' 

23Coxall 93 

24Corley-Sm1th 34 



53 

designs do not acknowledge that the viewers may not sympathise or connect with the 

anthropologists' expenences because they come from different cultural, educat10nal, and 

soc10-poht1cal backgrounds In add1t10n, the museum 1romcally contradicts the logic behind 

white peoples' assumed supenonty over these cultures by revealing the surpnsing 

development of these cultures 

Naturalised Provider. neither an Invader nor a Colonizer 

Throughout the Rmg of Time, we see the museum's power of interpretation in the 

way Corley-Smith mdirectly leg1t11ruzes European colomzat1on through his sympathetic 

presentat10n of European 1mpenahsm Unhke the Mongohans, whose conquests and 

invasions are constantly emphasized and placed in the spothght, European invasions and 

colomzatlons are not mentioned We can see that "history 1s used as a poht1cal source 

whereby national 1dentltles are constructed and forms of power and pnvilege Justified and 

celebrated "25 The issue I want to address in this section 1s not that Corley-Srruth fails to call 

1mpenal1sm or colomal1sm by their names (though his lack of acknowledgement demes the 

existence of European invas10n and colomzatlon), but that the museums' underlying 

1mpenahst ideology inscnbes the presentation he offers Furthermore, this 1mpenahst 

investment (in glossmg over the v10lence and abuse of power involved in the European 

colomzat1on) 1s umque in its mtentlon to naturalize European (white) power then and now 

Corley-Smith rat10nahzes European colomzat1on by presenting BC as an "orphan" 

during the last half of the eighteenth century He says that the European explorers "felt that 

they ought to adopt tt but nobody wanted to pay for its upkeep "26 This presentation puts the 

explorers in patemahst1c pos1t10ns with the power to adopt or to pay for child support, thus 

nulhfying the already existing parent, the Ftrst Nations Peoples (1f we maintain the argument 

that people parent their land) Furthermore, by calling BC an "orphan," Corley-Smith 

25Robert Lumley, Introduction, The Museum Time-Machine, ed Robert Lumley (New 
York Routledge, 1990) 2 

26Corley-Sm1th 11-12 
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assumes that the ongmal "parents" abandoned BC, thus conveniently sanct1onmg BC' s 

colonization and adoption Not surpnsmgly m this section, he mentions neither the 

"parents" of BC nor the F1rst Nations Peoples, as though the history of BC started with the 

European arnval Nevertheless, by presentmg BC as unpossessed by any parent, Corley­

Srruth justifies Europe's adopt10n--m other words, the colonizat10n of BC and its mhab1tants 

as a patemahst1c act without mahce 

The adoption entalls the subjugation of the ongmal "parents," the F1rst Nat10ns 

Peoples, mto the role of adopted children As adopted chlldren, the F1rst Nations Peoples 

were subjected to European laws Accordmg to the Europeans, First Nations Peoples were 

m a "sort of chlid-like state of arrested development ,m This descnpt1on not only adds to the 

chlidren/parent metaphor, 1t also shows the reason why Europeans beheve that their own 

advancement gives them the license to control the F1rst Nations Peoples Nevertheless, even 

though Corley-Srruth establishes that the white men's arnval offered "enticmg manufactured 

goods-- knives and beads, nalis and axes and guns" to the First Nations Peoples, 1t 

also brought destruction In the sect10n entitled "And Then Came the White Man," he says 

for the Indians, the first contacts did not seem ommous They 
did not understand how significant the seemmgly simple cere-
monies of the white men were, m fact, these ceremonies repre-
sented a conversion of the Indians mto subjects of Krng George 
ill--w1th the eventual 1mphcat1on of conversion to Chnstianity, 
a rehg1on which turned out to be m confhct with the1r own 28 

The excerpt approaches the subject of 1mpenahsm and colonization from an mdirect and 

non-committed way It says that the First Nat10ns Peoples "did not understand" the white 

men 's "ceremonies," but how 1s ignorance meant to be understood m this context? Does the 

Fmt Nations Peoples' ignorance have any s1gn1ficant impact on the chance that they would 

or would not be subjugated? Furthermore, one wonders 1f Corley-Smith could have been 

more spec1f1c as to what these "ceremonies" were, or what kmd of ideology was behmd 

them Even though Corley-Smith attempts to show the v1ct1m1zat1on of Fmt Nations 

27Corley-Sm1th 33 

28Corley-Srruth 40 
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Peoples, his presentation 1s lnruted and superficial He fails to address First Nations Peoples ' 

subJugat1on m context with 1mpenahsm, and what has become of the "ceremonies " One 

wonders 1f the "ceremonies" belong to an isolated past, or have they metamorphos1zed mto 

different forms of government that still exist to control the First Nations Peoples 

The negative European impact, accordmg to Corley-Smith, seems to come down to 

rmsplaced good mtent10ns For example, he says that the m1ss10nanes banned the potlatch 

because they "saw m this ceremony some elements of idolatry, worse still, their deeply 

mst1lled Puntan ethic was affronted "29 Nonetheless, even though the ban almost destroyed 

First Nations Peoples' culture, Corley-Smith mamtams that the action of the m1ss1onanes 

were "well-meant" In Corley-Smith's presentation, he shows that the contact between the 

white men and the First Nations Peoples 1s "a d1sturbmg htany, portrayed m this instance 

without bitterness but with a good deal of sadness "30 This sentence 1s paradoxical m the 

sense that the museum cannot present the history with "bitterness" 1f 1t adopts a white 

perspective Corley-Smith's overall tone seems to imply that the Europeans had no bad 

designs on the First Nations Peoples Unfortunately, their "well-meant" laws were 

destructive, but the past 1s the past, they can only look back at 1t with "sadness" now 

However, 1s the 1mpenal ideology behmd the European dormnat1on a h1stoncal phenomenon, 

or does 1t still exist on different levels and gmses, museolog1cally and textually governmg 

our perception? After all, as Lianne McLarty suggest, 1solatmg oppress10n to the past 1s a 

way to deny its existence m the present 31 

Corley-Smith never names the underlying ideology and practice behmd the white 

men's destructive acts, nor does he acknowledge that these 1deolog1es and events have 

present and future 1mphcations on the Ftrst Nations Peoples His wntmg style, nevertheless, 

shows that 1mpenahsm stIII exists to shape history and our concept of others Evidently, m 

the Ring of Time we do not see the same tropes of v10lence and conquest used on the 

29Corley-Srmth 43 

3°Corley-Srmth 40 

31 Pnvate conversation 
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European "explorers" as we do with the Mongolians The double standard reveals that 

colonization 1s viewed differently depending on the racial makeup of the colonizer and the 

colonized In Ring of Time, we see that the history between the First Nations Peoples and 

the European settlers mvolves a different set of vocabulary that promotes, at its worst, a 

"sad" (not antagonizmg) history between the cultures Therefore, as much as the violent trope 

works as an 1mpenahst tool to reduce the Mongolians to barbanans, the pos1t1ve presentation 

of European amvals also works as an 1mpenahst strategy to make colonization look "well­

meant" 



Chapter Four· Uncanny Resemblance 

the uncanny 1s that class of the fnghtenmg which leads 
back to what 1s known of old and long fam1har 

Sigmund Freud, "The 'Uncanny"' 
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Throughout this thesis, we argued that the Mongohan stereotype has "cultural 

currency" m the West, conJunng up certam images, values, and emotions In "Selhng 

Empires," we learn that the history of Genghis Khan mspires images of "great warn ors, vast 

empires, v1c1ous battles with lots of blood and horses "The wnter beheves that these are "the 

stuff of action films, the fodder for blockbuster novels and the fuel for a marketer's 

daydream " 1 In Hollywood, film-makers use the Mongolian stereotype to spice up movies 

with v10lence, barbansm, and myst1c1sm In this chapter, we w11l look at the latest vers10n 

of this stereotype m the 1994 film, The Shadow (Russell Mulcahy, 1994) 2 The Shadow 1s 

based on a popular comic that relates the story of an Amencan cnme-f1ghtmg hero who 

subdues his enemtes m order to mamtam world harmony In Comics as Culture, Thomas M 

Inge says that m the super hero fantasy worlds, "both might and nght are on the side of 

morahty,"3 and morahty 1s located m Amenca and its c1t1zens He beheves that comtc art m 

Amenca has always had a pohttcal nature, workmg as "propaganda, m advert1smg, for the 

1Gordaneer, "Selhng" 1 

2The Shadow 1s based on the pulp fiction and successful radio show called "The L1vmg 
Shadow " It was created by Walter Brown Gibson m 1931 In 1940, Street and Smtth 
produced the first Shadow comics ("Shadow, The " The World Encyclopaedia of Comics 
1976) By the late Forties, the v1llam Sh1wan Khan, the Shadow's nemesis m the movie, 
was created ("Shadow, The," Topps Tradmg Cards, [n p Advance Magazme Publishers , 
1994] LS) The movie has changed some characters, and 1t 1s the movie ' s version that I 
will examtne 

3Thomas M Inge, Comics as Culture (Jackson University Press of M1ss1ss1pp1 , 1990) 
XIV 
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d1ssemmat10n of mformatton "4 S1mtlarly, Bernard Berelson and Patnc1a Salter belteve that 

many corrucs perpetuate racial stereotypes, which act "socially as a stimulus to xenophobia "5 

Throughout The Shadow, the two different kmds of impenahst repert01res that we have 

studied are evident m the senes of stereotypes that exonerate the Amencans and debase the 

Mongohans These repert01res reveal the movie's underlymg Amencan impenahsm work.mg 

withm the confhcts between good and evil, West and East However, despite the constructed 

differences between the Amencans and the Mongohans m the movie, the Amencan hero, the 

Shadow, and his Mongohan enemy, Shiwan, share an uncanny6 resemblance Theu 

similanties reveal that Shiwan is a part of the Shadow's psyche through a process of 

proJection Cranston has created Shiwan as his antithesis by proJectmg his own evil desues 

on Shiwan These desires mclude colomzmg appetite, lust, and national chauvmism that 

Cranston suppresses withm himself, thmkmg that he has grown beyond these pnrruttve 

dnves Therefore, with this bmary spht of values, Cranston embodies goodness while 

Shi wan represents evil Inevitably, the process of proJectton and forgmg of the other shows 

that Shiwan is susp1c10usly sirrular to Cranston After all, Cranston's impenahst and 

onentahst construct10n of Shi wan is a reflection of himself 

Throughout the movie, movie-goers are expected to participate m the 1mpenahst 

mterprettve repert01re m order to sustam the exaggerated contrast between the West and the 

East Like the press (chapter one), The Shadow proves that the mvas1on theme makes a 

popular trope for the representation of Mongohan culture The movie presents a scenano of 

Mongolian conquest, which threatens the autonomy and power of Amenca On a 

metaphoncal level, one can read that Amenca's fear of losmg authonty and terntory msptres 

4Inge xvm 

5Bernard Berelson and Patnc1a Salter, "MaJonty and Mmonty Amencans An 
Analysis of Magazme Fict10n," Public Opmwn Quarterly Vol 10 ( 1946) 179 
Although com1cs could perpetuate racial stereotypes, they also reflect and confirm what is 
out there 

61 am usmg the word "uncanny" with specific references to Sigmund Freud's usage of 
the word--the fact that it is charged with duphcity and sirrulanty at the same time This 
duahty of the "uncanny" will be elaborated m the later part of this chapter 
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1t to create an interpretive reperto1re that paints the other as an intruding foreigner Just as 

the invas10n theme works as a way of proJectmg the other as a demonic outsider, the 

Hollywood super hero formula 1s a kmd of 1mpenalist's trope used to propagate nationalistic 

pnde through the "goodness" and glonficat1on of the super hero On the one hand, a 

possessive natlonahstic attitude towards one's temtory 1s established through the super 

hero's fight against a foreign mtrus1on (which ultimately 1s "bad" because of the intruder's 

otherness/ethnicity) On the other hand, the nationalistic and supenor 1dent1ficat1on with the 

super hero fosters a kmd of group dynamic and bonding at the expense of the d1mm1shed 

other Before examrnmg the film, I want to propose that we analyse the fictive characters as 

constructions Because 

the issue 1s less one of fideli ty to a preex1stmg truth or reality 
than one of a specific orchestration of 1deolog1cal discourses and 
communitanan perspectives While on one level film 1s m1mes1s, 
representat10n, 1t 1s also utterance, an act of contextualized mterlo­
cutlon between socially situated producers and receivers 

As a result, "1t 1s not enough to say that art 1s constructed We have to ask Constructed for 

whom? And m conJunctlon with which 1deolog1es and d1scourses?"7 

The Plot 

The Shadow begms on an Opmm field m Tibet, where Lamont Cranston, an 

Amencan, rules as a v1c1ous colonizer under the name of Ymg Kung One night a monk 

forces Ymg Kung to redeem himself by savmg others from cnmes After seven years of 

trainmg and reformat10n, the Monk sends Cranston to New York, his "homeland," to 

undergo the process of redemption In New York, Cranston 1s a debona1r anstocrat who 

turns mto the Shadow when he fights cnme The Shadow deals with petty cnmes until he 

meets his archenemy, Sh1wan Khan, the "last descendent of Genghis Khan "8 Sh1wan amves 

m New York determined to destroy 1t, and to conquer the world, thus fulf1llmg his ancestor's 

7Shohat and Stam 180 

8Quotes from the movie are taken from my personal transcnpt 
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amb1t1on He offers the Shadow a partnership in his plan, but he 1s reJected and destroyed 

Ant1thes1s a Construction of Self and Other 

The film establishes Sh1wan and Cranston as opposites by g1vmg them different 

attnbutes The1r relat1onsh1p 1s a senes of binary oppositions before/after, pnmit1ve/ 

c1v1hsed, colomahsm/ postcolomahsm Although these paradigms can be deconstructed to 

reveal their contradiction and 1deolog1cal investments (which I will do in the followmg 

sections), the film's endmg confirms that "good" (as represented by Cranston and Amenca) 

and "evil" (as represented by Sh1wan, Mongolia and Tibet) are always d1stingmshable The 

construction of self and other through contnved antithesis reveals that the makmg of an 

Amencan hero depends on the degradation of an other 

F1rst, the film creates Sh1wan as the opposite of Cranston by portraying him as a 

pnm1tive man In New York, Shiwan looks archaic with his trad1t10nal Mongolian attires 

Hts fashion makes him stand out agamst New York's 1930s architectures and costumes, and 

1t also makes him look exotically authentic as a man from the past This exoticism, no doubt, 

reflects a stereotype of the easterner as a traditionalist Therefore, the East 1s an ancient place 

that 1s unevolving and forever pnm1tlve We see this stereotype in the contrast between New 

York's metropolitan set to Tibet's ancient lookmg land Although the film promotes the 

contrast between Tibet (the East) and New York (the West), pnm1t1ve Sh1wan and 

metropolitan Cranston, Sh1wan 1s not pnm1tlve m the sense that he comes from the past For 

example, Sh1wan tells Cranston that he has studied his raids with admuat1on, thus making 

Cranston his contemporary, 1f not his ancestor Nevertheless, Sh1wan' s fash10n 1s perhaps 

not an mdicat1on of chronological time but of human mental evolution For example, the 

movie Juxtaposes his colomzing dnve with Cranston's supposedly surmounted colomzing 

desire and newly attained peace-keeping role If we assume that in the film both Amenca 

and Cranston stand for "postcolomality," Sh1wan, then, represents the backward colomzing 

era In my present argument, the "post" in the "postcolomal" indicates the chronological 

progression from colomal--in other words, 1t s1gmf1es ant1-colomahsm The movie seems 

to promote that colomahsm 1s a "pnmitive" dnve that Amencans have surmounted This 
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chapter, however, wdl show that "postcolomalism" does not mean the end of colomalism, 

m fact, the film offers a stark example of Amencan impenalism and colomalism 

The ideology behmd the bmary conflict of prmutive versus civilised can be further 

understood by lookmg at Sigmund Freud's essay, "Totem and Taboo" Freud says that the 

abongmes of Australia are the pnmitlve prototypes of civilized people 

There are men still hvmg who, as we beheve, stand very near 
to pnm1t1ve man, far nearer than we do, and whom we there-
fore regard as his direct heirs and representatives Such 1s our 
view of those whom we descnbe as savages or half-savages, 
and their mental hfe must have a peculiar mterest for us 1f we 
are nght m seemg m it a well-preserved picture of an early 
stage of our own development 9 

This passage exposes Freud's ethnocentnc and 1mpenahst1c view of Australian abongmes, 

a view that 1s also evident m The Shadow For example, the movie portrays Shiwan as 

"progressmg" toward western values and taste when he shows mterest m Cranston's fancy 

tie and Amencan Bourbon His mterest emphasizes his lack, and his fascmat10n for and 

willmgness to adopt the seductive and glamorous matenal life of the western metropolis 

Cranston, on the other hand, does not reciprocate this mterest for him, Shiwan 1s a 

"barbarian," 10 who only offers him the agony of remembrance, the memory of his evil past 

Shi wan loses his subJect1vity when viewed as the mirror-1mage of Cranston's past In other 

words, Shi wan is significant to Cranston not because of who he is, but because of what he 

represents m relat10n to Cranston 

Although Shiwan is psychically and mentally powerful, he is presented as mentally 

and morally mfenor to Cranston His "mental hfe" is Judged and evaluated withm the moral 

parameter set up by the Amencan super-hero formula As most Amen can moviegoers know, 

no matter how mgemous the villams are, they never defeat the ethical super-heroes In 

Cynthia J Fuchs' essay, "The Buddy Pohtics," she mentions that Hollywood male heroes are 

9Sigmund Freud, "Totem and Taboo," The Complete Psychological Works of Sigmund 
Freud Trans James Strachey Vol 13 (London The Hogarth Press and The Psycho­
analysis 1961) 1 

10Personal transcnpt 
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always endowed with "moralized muscle[s]," which help them crush thetr enemies m a 

"mascu[hne] ethical spectacle "11 In The Shadow, the struggle between Sh1wan and Cranston 

1s JUSt such a masculine "ethical spectacle" Cranston has to fight against Sh1wan's 

persuasion and mv1tat1on to rule the world with evil Hts battle with Sh1wan 1s not only 

physical, but ethical, too Furthermore, Cranston's struggle for autonomy (not to be 

controlled by Sh1wan's evil plan and physical and psychic powers) makes 1t a masculine war 

for power and determmat10n Smee Cranston embodies both "morahzed muscles" and rrund, 

he wms at the end Hts victory also shows that humans do not regress but progress toward 

western standard and values 

In the film, Sh1wan 1s set up to lose He never achieves any subJecttv1ty m his 

pos1t1on as the obJecttf1ed other, pitted agamst the "good" Amencan hero Like the 

Australian abongmes m Freud's essay, Sh1wan 1s presented as a prototype, analogous to an 

artifact ma museum Not surpnsmgly, he first appears m the New York Museum of Natural 

History 12 The museum 1s hke a metaphonc theatre that represents and stages Sh1wan as a 

fnghtemng phenomenon from the past In the museum, the museum dtrector 1s puzzled by 

the mystenous am val of a Tibetan sarcophagus, and when he translates the Latm mscnptton 

on the sarcophagus, he 1s shocked that 1t belongs to Genghis Khan, "the man who almost 

conquered the globe eight centunes ago "13 The allusion to the mfamous conqueror prepares 

the stage for Sh1wan the history of Genghis Khan already mscnbes him before he appears 

Predictably, when he emerges from the sarcophagus, he kills the museum guard Sh1wan's 

warnor-hke atttre and v10lent action hve up to the stereotype of Genghis Khan as the 

bloodthtrsty conqueror Hts arnval and v10lent behaviour m the museum of "Natural 

History" confirms that he 1s the pnm1t1ve human prototype--one that embodies the past 

11Cynthrn J Fuchs, "The Buddy Poht1c," Screening The Male, eds Steven Cohan and 
ma rae hark (London Routledge, 1994) 206 

12As we have studied m the last chapter, the museum 1s a further sign of New York's 
mtemattonal status and development 

13Personal transcnpt 
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through his barbanc des1res and behaviours 14 

On another level, the bmary conflict between pnm1t1ve and c1v1lised nurrors the 

struggle between the 1d and the ego, or child and man This conflict, as we have studied 

between the Europeans (parents) and the Fust Nation Peoples (mfants), pos1t10ns the 

westerner as an expenenced and wise person (adult) m contrast to the unsocialised and 

ignorant other ( child) Accordmg to Freud, 

the ego seeks to bnng the mfluence of the external world 
to bear upon the 1d and its tendencies, and endeavours to 
substitute the reality prmc1ple for the pleasure pnnc1ple 
which reigns unrestnctedly m the 1d For the ego, percep­
t10n plays the part which m the 1d falls to mstmct The ego 
represents what may be called reason and common sense, 
m contrast to the 1d, which contams the passions 15 

The struggle between 1d and ego 1s first evident m Cranston's own process of development 

For example, Ymg Kung (Cranston's evil past and youthful other) embodies the 1d he lives 

a life of pleasure and destruction Ymg Kung's transformation to Cranston shows that his 

"ego" has successfully "[brought] the mfluence of the external world to bear upon the 1d " 

In the movie, this process begms with his abduct10n he 1s brought to the Monk agamst his 

will, physically leavmg his world of pleasure to the external world of "reason" (as 

represented by the Monk) The Monk symbolises the "reality pnnc1ple" established by the 

14The film's demgratmg presentat10n of Mongolians and Tibetans reflects its onentahst 
perception and construction of these cultures First, 1t 1s Eurocentnc to thmk that Latin 
would be found on Genghis Khan's sarcophagus Second, why would the sarcophagus 
come from Tibet, mstead of Mongolia? Are these countnes homogenised as one? The 
name of Sh1wan's palace, Monolith, seems to imply that the film treats the Tibetans and 
Mongolians as a monolithic "Other " Furthermore, all the Mongolian and Tibetan actors 
(some of them are white people m d1sgmse), like Ymg Kung, spoke g1bbensh--except 
when Cranston, played by Alec Baldwm, spoke poor Mandann m the Chmese Restaurant 
(we must give him credit for trymg) The representat10n of Mongolians and Tibetans 
reveals a typical Onentallst attitude towards the spec1f1c1t1es of the cultures m question 
(My analysis of the languages have been confirmed by Chuenyan Lai) 

15S1gmund Freud, "The Ego and the Id," The Complete Psychologzcal Works of 
Sigmund Freud Trans James Strachey Vol 19 (London The Hogarth Press and the 
Institution of Psycho-analysis, 1961) 25 
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mov1e--th1s bemg that evil (1d) and good (ego) dwell m every human, and one can suppress 

one's evil m order for good to rule However, the movie portrays the East as the home of the 

1d (where v10lence and "immoral" pleasure dominate reason), and the West as the home of 

the ego (where good, as represented by Cranston, 1s often destroying and subduing evil) 16 

Therefore, transcendence as 1t 1s set up seems more feasible for westerners because of they 

have the advantage of belonging to the realm of goodness (ego) 

Although the Monk lives m the East and symbolises the ego ( or the super ego), he 1s 

helpless agamst the pervasive evil of the East, as represented by Sh1wan His relat10nsh1p 

with Cranston and Shi wan offers a study of male struggle w1thm a family of men The monk 

1s like a symbolic father-figure Cranston and Sh1wan, the monk's students, are symbolic 

brothers, struggling for the phallic power of the father Pobar (the kmfe) represents this 

phallic power, which can only be willed mto action 1f the owner 1s m control of his emotions 

and mental faculties When Sh1wan kills the monk, he symbolically kills the father and 

usurps his power as he possesses the kmfe Throughout the movie, Cranston tnes to control 

Pobar Although he achieves 1t m the final showdown, he shows his full autonomy and 

authonty by usmg a shard of glass as his weapon As a result, he dissociates himself from 

the monk and Sh1wan by refusing to legituruse their symbol of phallic power, thus showmg 

his departure from their values and standards and his ability to attam phallic power on his 

own Sh1wan, on the other hand, 1s fated to lose When he murders his symbolic father, he 

fails to overcome the "most powerful impulses and most important hb1dmal v1c1ss1tudes of 

the 1d," which m other words 1s the Oedipal complex 17 Smee the ego ideal 1s the "heir of 

the Oedipus Complex" 18 and the symbolic site of moral faculty, Sh1wan can never move to 

16The movie introduces New York as the "most wretched lair of V 1llamy " However, 
through Cranston's peace-keepmg rruss1on, "goodness" reigns, delivermg the city of 
"blindness" (as demonstrated by New York people's mab1hty to see Sh1wan's hotel 
Monolith) to sight (Sh1wan's destruct10n clears the city's unconsc10usness) 

17 Although the Oedipal complex always involves a love obJect such as the mother, m 
the movie, the mother figure 1s absent, replaced by the challenge and desire to achieve 
one's autonomy among other male members 

18Freud, "The Ego" 36 
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this stage Shi wan is the ultimate personification of the id because he cannot transcend his 

pnm1tivity (id), thus he makes the perfect foil for Cranston However, the constructed 

differences between the characters are unstable For example, the Shadow seems to enJoy 

temfymg Duke and his men on the bndge (first scene m New York), laughing at theu 

helplessness and terror Therefore, even though the Shadow represents high moral standard, 

his VIOience and arrogance seem to imply that he still relishes VIOience and mtimidat1on 

Another example of the weak distmct10n between the two characters 1s evident m 

the1r fust encounter m Cranston's hidden office Before we deconstruct the differences 

between Cranston and Shiwan, we will look at the duplicity withrn Cranston's office which, 

mterestmgly, looks hke a museum with his past glones and colonized artifacts on display 

One wonders if Cranston is truly m search of redemption, or does he surrounds himself with 

Eastern artifacts to enshnne his past or other half 

Souvenirs An Extension of Oneself 

Cranston's office is where he receives mformat1on from his agents Therefore, it is 

hke a pseudo "police-station " On its walls are Eastern artifacts that make the office look 

hke a museum In Susan M Pearce's essay "Collectmg Reconsidered," she says that 

souvemrs are movmg and significant to each of us as mdi-
v1duals [They] are mtrmsic parts of a past expenence, 
but because they, hke the human actors m the expenence, 
possess the survival power of matenahty not shared by 
words, actions, sights and the other elements of expenence, 
they alone have the power to carry the past mto the present 

Cranston needs his souvenirs as rem1nder of a past that he can never expenence agam They 

symbolize the "words, actions, sights and other elements of [his] expenence" m Tibet that 

he cannot repeat m order to redeem himself Nevertheless, why does he need these souvemrs 

to "carry the past mto the present" if he hopes to transcend 1t? According to Pearce, the 

"tone" of souvenirs is "intimate and bittersweet, with roots m nostalgic longmg for a past 
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which 1s seen as better and fuller than the difficult present " 19 Do his souvemrs prove that his 

recollection of Tibet 1s "bittersweet" and his life as Ymg Kung 1s "better and fuller" than the 

"difficult present?" 

Although Cranston seems to en Joy his new life as a savvy metropolitan with an active 

datmg life, he often looks gloomy, as though burdened by his present life After all, now that 

he has progressed mto the "ego" stage, he has to be responsible and m control of his mstmcts, 

like an adult who has to be realistic and reasonable Unlike his youthful past, he cannot act 

on impulse Furthermore, his expenence with the Monk has led him to see his past with gmlt 

For example, wakmg from his second mghtmare, Cranston said to Margo "do you have any 

idea what 1t 1s hke to have done thmgs that you can never forgive yourself for?" Although 

Margo tnes to comfort him by saymg "whoever you were, whatever you did, 1t 1s m the 

past,"Cranston tells her that his past will always haunt him 2° Cranston's gmlt 1s a form of 

"self-Judgement" that reflects the teachmgs of the Monk Accordmg to Freud, 

as a child grows up, the role of father 1s earned on by teachers 
and others m authonty, their mJunct1ons and proh1b1t10ns re­
mam powerful m the ego ideal and contmue, m the form of con­
sc1ence, to exercise the moral censorship The tension between 
the demands of conscience and the actual performances of the 
ego 1s expenenced as a sense of gmlt 21 

With the sense of gmlt and respons1b1hty, Cranston's new life 1s not as carefree as his past-­

he has to uphold moral standards that he never had to thmk of as Ymg Kung 

Why, then, does he keep these souvemrs 1f his past 1s a mghtmare? Pearce says that 

19Susan M Pearce, "Collectmg Reconsidered," Museum Languages, ed Gaynor 
Kavanagh (London Leicester Umvers1ty Press, 1991) 140 It 1s mterestmg that Pearce 
gives human quality to souvemrs, refemng to "their tone" and thelf ability to boast about 
the past This persomf1catJon of souvemrs, I believe, adds to her argument that souvemrs 
are an extension of the collector's identity This pomt will be elaborated 

20Personal transcnpt Margo's comfortmg words have the redeemmg quality of a 
V1ctonan angle of the house Even though she sees the hornble past of Cranston through 
his eyes (the wmdows to the soul), she still forgives him and tnes to coax him out of his 
rrusery 

21Freud, "The Ego" 37 
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"as the ongmal expenence becomes mcreasmgly distant, contact with 1t can only be 

satisfied by bmldmg up a myth of contact and presence " Souvenirs are also symbols of "lost 

youth ,m Therefore, the exh1b1ted souvenirs "serve to authenticate the narrative in which 

[he] talks about the event" Although Cranston does not share these souvenirs with others, 

he keeps them as a self-confirmat10n of his "super hero" paradigm In other words, by 

having the souvenirs, Cranston remmds himself that he 1s supposed to transcend the 

expenence that these souvenirs symbolise (perhaps the bars between the souvenirs and 

himself are safeguards against closer contact) Here, the souvenirs help to create the set for 

the "myth" he has for himself In Pearce's words, souvenirs 

are an important part of our attempt to make sense of our per­
sonal histones, happy or unhappy, to create an essential perso­
nal and social self centred m its own unique hfe story, and to 
impose this v1s10n on an ahen world They relate to the con­
struction of a romantically mtegrated personal self, m which 
the obJects are subordmated mto a secondary role 23 

Therefore, the souvenirs m Cranston's office work as a form of doublmg, an extension of his 

character, that remind him of his past evil conquests and his new dedication to world peace 

This doubling, however, shows that Cranston proJects a certam kmd of value onto the 

souvenirs, JUSt as he imposes his evil past onto Sh1wan By domg so, he dissociates himself 

from his evll past, thmking that he has released himself 

The Beast W1thm 

The dualism within the office reveals the duphc1ty withm Cranston His past stlll 

exists within the confi ned, barred space of his office, which symbohcally represents his 

suppressed past and evil Its underground location, too, confirms this symbohsm However, 

can Cranston escape his evil tendencies by allocatmg them to his Jatl-hke office, his 

unconsciousness, his souvenirs, or his enemy, Shiwan? According to the monk who forces 

Cranston to redeem himself, Cranston's evilness 1s mbred 

22Pearce 140 

23Pearce 141 



for as long as you can remember, you have struggled agamst 
your own black heart, and always lost You watched your 
spmt, your very face changes as the beast crosses itself w1thm 
you You are m great pam aren't you? You know what evil 
lurks m the heart of men, for you have seen that evil m your 
own heart 24 
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This passage shows that Cranston has always "struggled" agamst his own evil, unable to 

contam his VIOient behaviour before his meetmg with the monk In Tibet, his "black heart" 

rules as Ymg Kung, the barbanc ruler who looks like a beast with long unkempt hau and 

dark red fmger nails His court 1s like a brothel with women strewn on the floor, smokmg 

opmm at leisure From the abundance of opmm m the poppy-field outside his palace to the 

mtenor of his palace of pleasure and death, Ymg Kung 1s the stereotypical pnm1t1ve ruler 

who has no sexual or moral mh1b1t1ons Ymg Kung's first command 1s a double murder that 

mvolves his enemy and his own loyal subject These execut10ns reveal two important 

aspects of Ymg Kung he 1s cold-blooded and deceptively duphc1tous 

Fust, his attitude toward his eneIIlles 1s merciless, echomg the horrors of western 

colomzatlon m the East In Discourse of Colonialism, Aime Cesaue quotes Carl S1ger's 

Essai sur la colonisatwn to show how colomzed lands and people act as outlets of VIOience 

for the colonizers, and how these acts of VIOience would not have been tolerated m the 

metropolitan countnes from which the colonizers have come S1ger also mentions that the 

colomes "serve as a safety valve for modern society " In The Shadow, Tibet and its people 

are v1ct1ms of Ymg Kung's colomzmg VIOience Once he has unleashed his VIOient desues, 

he returns to New York to protect New Yorkers from cnmes and VIOience One 1s left to 

wonder why he does not redeem himself m the place where he has done the most harm 

However, as mentioned before, Tibetans are set up to be the rec1p1ents of VIOience, and theu 

country (the home of 1d) 1s made the space/valve for immorality and colomzatIOn--two 

elements that are not tolerated m New York 

The film promotes the notion that Cranston (and western modem societies generally) 

has surmounted his pnm1t1ve mstmcts, and has moved mto a "postcolomal" stage of hfe 

24Personal transcnpt 
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where colomzatlon ts unacceptable However, one must remember the "boomerang effect" 

that Cesatre mentions as the result of colomzat1on, which scarred Cranston for life In 

descnbmg the "boomerang effect," Cesatre says that colonizers "[get] mto the habit of seemg 

the [ colomzed] as an animal 

dehumamzatlon, m tum, "obJectively 

m order to ease [their] conscience " This 

transform[s] [them] rnto ammal[s] "25 Ymg 

Kung 1s the "ammal" hidden and suppressed w1thm Cranston They are two parts of the 

same person, but to become a c1v11ized person, Cranston projects all of his badness onto Ymg 

Kung, his double 

Ymg Kung's dual murder exposes Cranston's/Ymg Kung's deceptive doubleness 

When Ymg Kung lalls his own soldier, he shows his msmcenty and two-facedness he tells 

the old soldier that he 1s like a "wonderful fnend" and a "father" to him, but he turns around 

and orders the man's execut10n 26 This betrayal forewarns the audience of his duplicity 

Sh1wan 1s aware of this duplicity when he tells Cranston that they are both "barbanan[s] " 

I know that ms1de you beats a heart of darkness You dip 
mto 1t every time you put on that hat and cloak Jorn me 
You are Ymg Kung, the butcher of Lassa, you and only 
you deserves to be by my side Your mouth still wa-
ters m real power I am offenng you a chance to take 1t 
back 

Sh1wan knows that Cranston awakens his "heart of darkness" when he changes mto the 

Shadow Accordmg to Barbara G Walker, the traditional symbol for the immortal soul or 

ghost 1s the shadow The immortal soul 1s 

some sentient part of a human bemg that contmues to exist after 
the human bemg dies The term soul without any qualif1catlon, 
however, 1s a true symbol, m that 1t stands for the totality of an 

25 Aime Cesaire, "From Discourse of Colomalism," Colonial Discourse and Post­
Colonial Theory A Reader, eds Patnck Williams and Laura Chnsman (London 
Harvester Wheatsheaf 1993) 177 

26H1s murder of a father-like character 1s further proof that Ymg Kung/Cranston 1s not 
afraid of destroymg the father figure to achieve his goals and autonomy However, when 
faced with a "true" father figure (the Monk), who represents reason and wisdom, 
Cranston's ego takes over 



md1v1dual's thoughts, feelmgs, memones, attitudes, affections, 
hopes, fears--the whole personality, immortal or not The an­
cients envisioned composite souls with vanous parts located m 
the blood, or the heart, or the liver, or the secret name, or even 
m external thmgs such as the shadow and the reflection 27 
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Ymg Kung/Cranston goes through a metaphonc death when the monk forces him to redeem 

his sms Ymg Kung becomes the ghost that haunts Cranston as his shadow he stands for 

Cranston's suppressed "feelmgs, memones, attitudes, affections, hopes, fears--the whole 

personality," that is, his VIOient and savage tendencies It is mterestmg that when Cranston 

turns mto the cnme-fightmg hero, he is named after his evil as though acknowledgmg that 

certam aspects of his past are alive m the present--namely, the VIOience and the power over 

others As the above passage shows, the composite form of a person can be personified by 

a "secret name " However, the "Shadow" is not JUSt a name as Sh1wan says, Cranston 1s 

m touch with his darker side every time he puts on his disgmse 

The only difference between the Shadow and Shiwan is that the movie's moral 

standard and values give the former the license to be vIOlent, because his vIOlence has 

virtuous and moral ends The double standard, no doubt, reflects what we have examined 

m RBCM's d1ffermg presentatIOns of European and Mongolian colonizers The impenahst's 

colonizations and v10lent practices are seen as civ1lisrng agents (or m the movie as the 

temporary wlid nature of a youthful man, whose untamed nature will soon be curbed by the 

mnate wisdom and goodness that comes with his race), whereas the Mongolian colonizatIOns 

are seen as barbarous vIOlatIOn of human nghts This double standard of representatIOn 

shows the 1mpenalist' s power to validate their actions by reconstructmg value and belief 

systems to smt themselves 

The Shadow's Uncanny Other 

Doubleness as a ghost, soul, or shadow, is also examined m Freud's essay, "The 

'Uncanny"' (TU) In his essay, Freud refers to Otto Rank's study of the double as an 

27Barbara G Walker, "Soul," The Woman 's Dictionary of Symbols & Sacred Ob1ects 
(San Francisco Harper & Row, Publishers, 1988) 274-5 
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"msurance agamst destruction of the ego " Rank says that humans' fear of dymg makes them 

construct doubles for themselves to ensure that their ego will hve on An example of a 

double would be the "immortal soul," which Rank believes 1s the first double to have existed 

As I have established earlier, Cranston's immortal soul 1s his shadow, Ymg Kung, which acts 

here as an msurance agamst the destruction of his ego This doublmg, however, as Freud 

pomts out, 1s the result of "unbounded self-love" and "narc1ss1sm,"28 which we have already 

witnessed m Cranston when he sees Sh1wan as his preserved image of the past This 

narc1ss1sm 1s also evident m his hidden office, where he exh1b1ts his eastern trophies as 

constant remmders of his past conquests, fixed m display to ensure that his ego will live on 

Besides Rank's mterpretat1on of the double, Freud develops the phenomenon of the 

double to show that what 1s uncanny mvolves the resurfacmg of repressed/hidden feelings 

or attitudes m a person Here, the double embodies the long enslaved, or surmounted 

pnm1t1ve part of a person's past This 1s why "the uncanny 1s that class of the fnghtenmg 

which leads back to what 1s known of old and long farruhar "29 To prove his pomt, Freud 

begms with the lmgmstlc usage of the word The word "he1mhch"30 and its opposite, 

"unhennhch," turn out to mean the same thmg Freud suggests that "'unhe1mhch' 1s m some 

way or other a subspecies of he1mhch "31 An example of their s1milanty 1s when he1mhch 1s 

used to express somethmg that 1s hidden "Unhe1mhch," too, means somethmg hidden, but 

also somethmg brought mto the hght The relat10nsh1p between a person and his/her double 

1s ambiguous, nurronng the md1stmct differences between the words "unhe1mhch" and 

"he1mhch " Therefore, as The Shadow sets up Sh1wan and Ymg Kung as the doubles 

subjugated to Cranston, I wonder 1f the power structure between the1r relat10nsh1ps 1s less 

28S1gmund Freud, "The 'Uncanny' ," The Complete Psychological Works of Sigmund 
Freud Trans James Strachey Vol 17 (London Hogarth Press, 1953-74) 235 

29Freud, "The Uncanny" 220 

3°The German word "unhe1mhch" 1s translated mto English as "uncanny," literally 
meanmg "unhomely " The English term 1s not an exact eqmvalent to the German word 

31Freud, "The Uncanny" 226 
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h1erarch1cal than 1t first appears 

Cranston's and Sh1wan's shared identity 1s shown in Cranston's first nightmare,32 

which exposes the destab1hzmg power structure between them In the nightmare, Cranston 

dreams that he 1s sleeping m his room A man's voice, calling out to him, awakens him He 

leaves his room and walks to the guest room where Margo Lane hes asleep As he enters the 

guest room, he feels 1mtated by a strange sensation on his face He starts to touch his skin, 

pullmg and scratching at 1t untli his skm falls apart He walks toward a mirror and realizes 

that Sh1wan exists underneath his skm Margo Lane wakes up screammg at the sight of 

Shi wan/Cranston At this pomt, Cranston wakes up His worst nightmare has surfaced He 

1s no longer in control of himself, his body 1s taken over by his uncanny double/his past 

Sh1wan 1s "unhe1mhch" because he 1s "strange" and "foreign" within Cranston's body, and 

Sh1wan embodies all the pnilllt1ve mstmcts that Cranston believes he had overcome Findmg 

Sh1wan surfacing from beneath his skm makes Cranston fear that his 1dent1ty and power are 

only skin deep--perhaps Sh1wan was nght to tell him that Cranston 1s only Ying Kung's 

"temporary version ,m 

Cranston's fear of losmg his autonomy and control over his suppressed pnm1t1ve 

urges 1s also a fear of the "compuls10n to repeat "34 For Cranston, to allow Sh1wan to reign 

within 1s to regress mto a barbanan For example, in the nightmare, Cranston 1s no longer 

in control of his sexual desires Led by Sh1wan, he walks to Margo Lane's room His 

physical displacement reveals that he 1s regressmg to his animahst1c sexual mstmcts--mstead 

of respectmg Margo's pnvacy, he mvades her room The "compulsion to repeat" 1s also 

dramatically staged m the Chmatown scene, where Cranston ffilrrors Sh1wan's actions and 

thoughts, thus revealmg that his regression has destroyed the d1stinct1on between the 

32Th1s dream offers an interesting look at homoerotlc1sm, homophobia, and love 
tnangle, as these issues are exaffilned m Eve Kosofsky Sedgwick's Between Men 
English Literature and Male Homosoczal Desire (New York Columbia University Press 
1985) 

33Personal transcnpt 

34Freud, "The Uncanny" 238 
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pnm1tive and the c1v1hsed man Before we examme the scene, here 1s what Freud has to say 

about the double It 

appears in every shape and in every degree of development 
Thus we have characters who are to be considered 1dent1cal 
because they look ahke This relat10nsh1p 1s accentuated by 
mental processes leaping from one of these characters to an­
other--by what we should call telepathy--, so that the one pos­
sesses knowledge, feelings and expenence in common with the 
other [T]here 1s a doubling, d1v1ding and interchanging of 
the self And finally there 1s the constant recurrence of the 
same thing--the repetition of the same features or character-trait 
for v1c1ss1tudes, of the same cnmes, or even the same names 
through several consecutive generations 35 

Although Sh1wan and Cranston do not look physically ahke, they do mirror each other in 

many ways In the Chinatown scene, for example, Sh1wan 1s dressed in a smt with the same 

tie that Cranston wore on their first meeting, and his hau 1s short and sleek hke Cranston's 

Sitting across from each other, they look hke mmor images of each other The contrast 

between an archaic man and a metropohtan one 1s blurred In this scene, Cranston 

continually fails to subdue Shiwan because he allows his 1d to take over Before the shooting 

incident, Sh1wan tells Cranston that he has killed the Monk To provoke Cranston to react 

emotionally, he asked, "when will you learn to hsten to your instmcts?" Cranston, without 

hesitation, rephes, "instincts, I will show you my instinct" Cranston tnes to kill Sh1wan with 

Pobar, but he fails to control the knife Shiwan retorts, "[you did not] master the Pobar--[do] 

you stlll expect 1t to answer to brute force?"36 This scene shows that Cranston has regressed 

to the id stage by acting 1mpuls1vely, and in order for him to win, he has to transcend and not 

regress mto this infenor stage 

Evidently, Cranston's degeneration makes him 1dent1cal to Sh1wan For example, 

after his futile attempt to kill Sh1wan with Pobar, Cranston draws out his gun Sh1wan, too, 

did the same (the first and only time Sh1wan uses a gun--perhaps to show his further 

35Freud, "The Uncanny" 234 

36It also shows that Shiwan has the mental power to control Pobar However, smce he 
1s immoral, his mental power does not s1gmfy the controlling powers of the ego 
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assmulat1on to a western hfestyle) 37 They ITI1rror each other in the way they draw theu guns 

and fire at each other The close-up image of theu 1dent1cal bullets clashing and melting into 

one reveals the blumng of theu 1dent1t1es Both men fail to destroy each other, because they 

fight and think the same way--they share, reflecting the passage above, a telepathic 

"knowledge, feehngs and expenence m common "38 

Cranston's "compulsion to repeat" has made him ind1stingmshable from his enemy 

To save himself from regressing any further, he has to destroy the other However, he has to 

first make sure that his ego 1s in control In the final showdown, Cranston, as the Shadow, 

confronts Sh1wan in a chamber of mmors This scene 1s earned out in the hotel Monolith, 

a name that suggests that only one victor will achieve absolute autonomy In the room of 

ITI1rrors, doubles are everywhere, defusmg their 1dent1ttes into a wall of s1mulacra However, 

the Shadow uses his mental power to shatter all the mmors in order to destroy the 1llus10n 

of multiples, thus anonYIIllty With all the IIllrrors destroyed, the Shadow sees Sh1wan and, 

with his psychic powers, directs a shard of glass into his enemy's head The showdown 

suggests that only the moral and mentally strong (ethical) will win Again Cranston 

transcends the evtl side Trapped in a straight-Jacket, Shiwan 1s metaphoncally castrated 

through a lobotomy which robs him of his psychic and mental powers He 1s no longer a 

threat to Cranston, confined in an asylum where the laughter of doctors and inmates drowns 

37Interestingly, Sh1wan's weapon includes the Atomic bomb Ironically, in the movie, 
the Atomic bomb 1s mspued and forced into existence by Sh1wan's colonizing desue, as 
though to say that evil (from the East) forces Amencan sc1ent1sts to assemble the deadly 
bomb Does this construction reflect the notion that the Amencans had to drop the 
Atomic bomb on Japan, because Japan was destructive and colomahst1c dunng the 
Second World War? The Atomic bomb in this setup not only 1mphes that the bomb was 
forcibly used to secure the world from other' s evil, 1t also flexes Amencans' pohttcal and 
technological muscles in relation to the East 

38Th1s telepathic communicat1on 1s also shared between Margo and Cranston, showing 
that Margo, too, 1s a double of Cranston She 1s the female half of Cranston that 
complements him without destroying his autonomy Sh1wan, on the other hand, 1s 
missing his other half Although he looks fo r the other half in Cranston, theu homoerotic 
union would threaten Cranston's sense of autonomy Furthermore, their union 1s set up as 
a failure, or 1mposs1b1hty, in the heterosexual and morahst1c story-hne 
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his v01ce as he tnes to identifies himself In the asylum, he 1s subjugated by another set of 

laws the laws of madness He has no 1dent1ty except for the one his mmates and doctor 

imposed on him Suspended m a world without stable rationale, Sh1wan's words are 

translated mto madness Iromcally, the press referred to Sh1wan as a "madman"39 at his 

height of conquest Now, at his powerless state, he ts also considered msane Therefore, 

outside or mstde the asylum, Sh1wan ts doomed to be a mad man, because he 1s constructed 

to represent the ultimate ant1thes1s of the Amencan hero, the foreigner whose language and 

appearance speak a different truth 

"Impenahsm-w1 thout-colomes" 

By the end of the film, Cranston has gone through a senes of uncanny expenences 

Nevertheless, what makes these expenences uncanny 1s not only the resurfacing of his 

suppressed pnm1t1ve instincts, but the way he translates Sh1wan into something uncanny 

According to Jentsch (quoted in Freud's essay), to find something uncanny, one must 

"trans lat[ e J oneself into that state of feeling "40 Besides translating Sh1wan mto a 

pnmttlve and evII man, Cranston has also made Sh1wan a threatenmg foreigner In the fllm, 

Sh1wan purchases the hotel Monolith when its "developer went bankrupt and committed 

smc1de " As a Far-Eastern mvestor, Sh1wan owns a piece of New York's property His 

fmancial power competes and threatens the natives' hvehhood Furthermore, his ab1hty to 

"hypnot1z[e] the entire c1ty"41 to keep his 1dent1ty and plan hidden reveals his power over the 

helpless mnocent natives Cranston's fear of Sh1wan, inevitably, 1s affected by his patnotlsm 

he does not want his country to lose 1ts pohtlcal and economic power m the world In the 

movie, Sh1wan plans to destroy New York before he takes over the world This plan seems 

to imply that the destruction of New York will disable the world New York, m this case, 

sounds hke the centre of the world Therefore, m order to mamtam New York's (therefore, 

39Personal transcnpt 

4°Freud, "The Uncanny" 220 

41 Personal transcnpt 
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Amenca's) poht1cal centrality, Cranston has to destroy Sh1wan before he destab1hzes this 

arrangement 

Amencan Impenahsm, as mentioned before, 1s evident throughout The Shadow The 

bmary spht constructed around "Sh1wan-the-colomal-man" versus "Cranston-the­

postcolonial-man" msmuates that "modern" Western soc1et1es have reached an era free of 

coloniahsm However, according to Anne McClmtock, coloniahsm still exists m diverse 

d1sgmses If we contmue to believe m the bmary spht between colonial and postcolonial, as 

set up by the film, we will be msens1t1ve to the "contmmt1es m mternat1onal imbalances m 

imperial power "42 Furthermore, to present Tibet as a pnrrut1ve place, because 1t 1s trapped 

m "colonialism," 1s to assume that all cultures 

share only a chronological, prepositional relation to a Euro­
centred epoch that 1s over (post-), or not yet begun (pre-) In 
other words, the world's multitudmous cultures are marked, not 
pos1t1vely by what d1stmgmshes them, but by a subordmate, re­
trospective relat10n to lmear, European time 43 

McChntock also says that 

[s]mce the 1940s, the United States' 1mpenahsm-w1thout-colonies 
has taken a number of d1stmct forms (m1htary, pohtical, economic 
and cultural), some concealed, some half-concealed The power of 
US fmance capital and huge mult1-nat1onals to duect the flows of ca­
pital, commod1t1es, armaments and media mformatlon around the 
world can have an impact as massive as any colonial regime It 1s 
precisely the greater subtlety, mnovat1on and vanety of these forms 
of 1mpenahsm that makes the h1stoncal rupture 1mphed by the term 
'post-colonial' especially unwarranted 44 

In the film, although Cranston 1s no longer a colonizer m Tibet, he 1s no doubt pract1smg 

Amencan "1mpenahsm-w1thout-colomes " His role as the world-saviour, for example, 

rumors the Amencan rruhtary role as the "world-pohce " To mamtam such power, Amenca 

has to mamtam a stable balance of power In the movie, Sh1wan threatens this power as the 

42McClmtock 295 

43McClmtock 293 

44McClmtock 296 
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mvestmg foreigner and colomzer 

Although the movie may be seen as a parody (as suggested by Steven Scobie), its 

dommant Amencan 1mpenahsm and theory of heroism and ethic do not deviate from the 

comics Accordmg to J A Cuddon, a parody consists of a "subtle balance between close 

resemblance to the 'ongmal' and a dehberate d1stort1on of its pnnc1pal charactenst1cs "45 

Although the characters m The Shadow are altered,46 they do not change m their symbohc 

function They represent certam values that are upheld m both the movie and the comics 

Furthermore, the h1erarch1cal power paradigm between Amenca and "mfenor" countnes 

persists For example, the battle of stereotypes still results m a stereotypical end that 

confirms Amencan supenonty In the Chmatown scene, Sh1wan cnt1c1zes the Amencans 

as "arrogant " He says to Cranston, "you thmk your meaningless decadent country 1s the new 

cradle of c1v1hzat1on "47 Sh1wan's cnt1c1sm has no force when his western attire and weapon 

contradict that western "decadent" hfe style 1s "meanmgless" Furthermore, hopmg to 

conquer the world through destroymg New York, Sh1wan (thus the movie) acknowledges 

that Amenca 1s the "cradle of c1v1hzat1on " 

Fmally, 1f "media mformatlon" can be a form of "1mpenahsm-w1thout-colomes," 

movies, too, can have colomzmg powers After all, 

[t]he display of people 1s a display of power It 1s a symbo-
hc performance demonstratmg power relat10nsh1ps, but these 
relationships are not necessanly real They may be 1deahzed 
from the pomt of view of the exh1b1tors They may be highly 
deceptive and represent a kmd of symbolic wishful thmkmg 48 

In The Shadow, the "modermty," "moral advancement," and "postcolomal order" that the 

45J A Cuddon, "Parody," Dictionary of Literary Terms and Literary Theory (London 
Pen gum Books, 1991) 682 

46Look at Maxwell Grant's (the pen name of Walter B Gibson) "The Shadow" m The 
Great Detectives, ed Otto Penzler (Boston Little, Brown and Co, 1978) 206-216 

47Personal transcnpt 

48Burton Benedict 1s quoted from Michael M Ames' Cannibal Tours and Glass 
Boxes, 54 
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Shadow claims to en Joy m Amenca are only impenahstic construct10ns/wish fulfilments that 

pit the dmumshed "Other," Shi wan and the Far East, agamst the glonficat10n of Amenca and 

its hero In this case, perhaps, what is uncanny for some audiences will be the unveihng of 

Amencan 1mpenahsm and colomahsm withm the film 
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Conclus1on 

In The Forbidden City withm Victoria, Lru talks about how untruthful Journalism on 

Chmatown could create myths about the Chmese community The example he gives 1s both 

humourous and poignant He quotes an article by freelance wnter Maureen O'Dea 

Animal nghts activists are expressmg outrage after October 
shoppers reported boxes of Manchunan mmiature water 
buffalo horns for sale m Chmatown Most b1olog1sts believe 
the Manchunan water buffalo to be extmct [N]atural 
history researcher Sandy Hull plans to be m town Fnday 
to launch a fullscale mvest1gat1on mto the sources of the horns 
and the slaughter of the Manchunan miniature water buffalo 

Hull admits to bemg baffled about the source of horns 
found m Chmatown His researchers have not ruled out the 
poss1b1hty that a Manchunan 1mm1grant farruly with a tradi­
tion of plannmg ahead brought a few buffalo with them m 
the nineteenth century and have been breedmg them m secret 
ever smce 1 

The article was prmted with a photograph of the rruniature horn, which turned out to be "a 

photograph of Lmg Jiao, the fruit of Ling (Trapa bicorms) "2 Like the buffalo horns, all the 

characters m the article are fictional O'Dea says that the article was mtended to make fun 

of people who beheve m everythmg they see m the newspaper Lai finds the article 

"amusmg" but he believes that the many calls he received (after the article was pnnted) prove 

that "some people always believe whatever nonsense the papers prmt" Lai says that "another 

wnter may consult [O'Dea's] article and repeat what she has wntten If her tale, hke other 

mvented stones about Chmatown, were passed from one wnter to another, 1t might 

eventually become another Chmatown myth " What kind of myth would this be 1f we are 

talk.mg about Chmese smugglmg buffalo (presumably extmct) mto Canada, secretly breedmg 

them, and slaughtenng them for the1r own consumption? 

The article's humour 1s achieved at the expense of the Chinese community and those 

1The article was pnnted m The Victoria Star m October 1988 The quote 1s taken from 
Lat's The Forbidden City withm Victoria (V1ctona Orea Book Publishers, 1991) 162 

2Lai, The Forbidden 162 
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who believe m O'Dea's pnnted mformatton The repertolfe O'Dea uses 1s surular to the one 

Journalists use on the Mongolian culture It sensationalises the fore1gness of Chmese culture 

and creates fantasy based on this fore1gness The language we have studied throughout the 

thesis has shown that ideas of "barbansm," "immorality," and "lack of development" are 

readily relegated to the personalities and cultures of outsiders and mmonties O'Dea's 

orchestration of stereotypes shows the pervasiveness of an 1mpenal trad1t1on and discourse 

that systerrucally devalues other cultures by rat1onallzmg and naturallzmg their pnm1t1v1ty 

The orchestrat10n not only preserves the asymmetncal power relat10ns between the 

1mpenallst and the other, 1t also has the power to destroy the other's culture 

In the museum context, the interpretive powers of anthropologists and curators can 

destroy other cultures through thelf remvent10n For example, Ames says that museum 

anthropologists have helped "the revival" of Northwest Coast Indian art, but they have also 

"participated m its genesis and m governing [its] d1fect1on "3 Their part1c1pat1on recreates 

Northwest Coast Indian art with the "redefinztwn of its meanmg or aesthetic quality, from 

a 'pnm1t1ve' or cuno art to a 'fme' or 'high' art comparable to the arts of Western 

c1v1hzation " Of course, this redefm1t10n 1s constructed based on western taste and values 

Ames offers an example of the "redefinition" of Northwest Coast art by talkmg about Bill 

Holm's codification of Northwest Coast Indian design Holm, who works for the Umvers1ty 

ofWashmgton and Thomas Burke Museum, 1s considered a "leadmg analyst of Northwest 

Coast design" In his effort to revitalise Northwest Coast art, he"produced what has become 

the standard text studied by anthropologists and Indian carvers "He also "taught himself how 

to produce Northwest Coast art, then he taught others, mcludmg Indian carvers "4 The 

codifications also "provide the pnmary cntena according to which [a] Northwest Coast artist 

1s Judged "5 Holm has made Northwest Coast art a reflection of himself he proJects his 

own idea on Northwest Coast art, standardizes his version through publlcat10n, trams himself 

3Ames 60 

4Ames 61 

5Ames 62 
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to produce "Northwest Coast art," and teaches Northwest Coast Indians to emulate him Like 

the uncanny resemblance we see between the characters Cranston (the onentalist) and 

Sh1wan (the onentalist's creation), the d1stmct1on between Holm and the "Northwest Coast 

art" he invented 1s unclear 

Holm's case 1s 1romc m the sense that m his hope to revive Northwest Coast art, he 

creates 1t Nevertheless, what hcense does he have to impose his opm1on on another culture? 

When talkmg about the "d1slocatton" of curators and anthropologists m the museum, Pearce 

explains how museum trad1t1on trams curators and anthropologists to promote Western 

values and knowledge 

we mhent a share m the received knowledge and wisdom 
of the Western trad1t10n, linked with a particular obligation 
to try to pass this onto others On the other hand, we are 
aware that this knowledge, wisdom and trad1t10n can have 
no mtrms1c or absolute value, either moral or mtellectual, 
that 1t 1s merely a product of specific social relat10nships, 
and therefore has no claim to any special pos1t1on 6 

The "specific social relat1onsh1ps" that Pearce mentions refer to the 1mpenal setup between 

the West and the other (this could be the VISltors or the culture on display) w1thm the 

museum context Smee museums beheve that western values and wisdom are desirable, they 

assume the "particular obligation" of enhghtenmg others Therefore, by mhentmg the 

parental and pedagogical licence to educate others, museums disseminate theu knowledge 

and values on the v1s1tors and the subjects they study The parent and teacher role (m its 

vanous metaphoncal forms) 1s evident m the bmary constructions that we have studied m the 

1mpenalist mterpret1ve repertoues In chapter three we saw the fabncated relat10nship 

between the adoptive parent (European explorers) and orphans (Fust Nations Peoples and 

BC) , m chapter four we saw the oppositions between the 1d/child and the ego/adult, the 

pnm1ttve and the civilised, and the colonial barbanans and the postcolomal metropolitan 

enacted between Sh1wan (Mongolia and Tibet) and Cranston (Amenca) The 1deolog1cal 

1mphcat10ns of this ma museum setting encompass the promotion of Western values and 

6Pearce 150 
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the establishment of the biased power structure between the 1mpenalist and the other 

Inevitably, the 1mpenal bmary construction functions to mamtam the status quo 

between the 1mpenaltst and the other beyond the museum context For example, although 

the other 1s cnt1c1zed for his/her lack of development, he/she 1s not given the opportunity to 

excel, because surmountmg his or her mfenor role means the destab1lizat1on of the 

1mpenalist power In the followmg excerpt, Ames 1s talkmg about art1st1c transcendence I 

suggest that we apply his idea to political and economic transcendence 

evolution of form and style, like freedom from cultural 
embeddedness, 1s a pnv1lege reserved for White art 
Although all art trad1t1ons ongmate m socio-cultural s1-
tuat1ons, and are culturally embedded, all have the po­
tential to spnng loose We encourage transcendence m 
Western or 'white' art but seem less w1lhng to grant 1t 
to other art trad1t10ns 7 

In add1t10n to his pomt, I believe that evolution m politics and economics 1s also reserved for 

white people The mab1lity for non-white art to transcend its "cultural embeddedness," or 

the cultural category that the West has allotted to 1t, 1s snrular to non-white people's mab1hty 

to transcend their "outsider" status without bemg seen as a threat to the ex1stmg status quo 

Non-white people, m this case, are caught m a paradox on the one hand, they are cnt1c1zed 

for their lack of progress (as when European amvals believed that First Nation Peoples were 

"savages" because they were undeveloped), on the other hand, they are expected to mamtam 

their authent1c1ty and pnm1t1v1ty (as with Northwest Coast Indian art) 

Accordmg to Ames, "[ w ]es tern artists today, whether they are considered great or not, 

begm by reachmg for autonomy from their social and political contexts "8 Native art, on the 

7Ames 73 

8 Ames 72 Jamie Dopp mentioned that he could thmk of many wnters for whom this 
comment 1s not true I agree with him Many artists choose to work consc10usly from a 
soc10-poht1cal context--eg, femm1st and conceptual artists, etc On the other hand, some 
artists may try to achieve art1st1c autonomy, but their social and pohtical contexts do not 
allow them to transcend these categones--eg , female modernist wnters and pamters who 
wished to be recognized as "artists" were usually addressed as "women artists " This 
labellmg marks their gender and their otherness from the genenc term "artist " 
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contrary, cannot achieve this autonomy In fact, "when particular Native social condit10ns 

cease to exist, the art associated must die as well smce it is not imagmed to have any 

legitimate autonomy of its own " In addition, Ames says that "more than one museum and 

gallery official has suggested that the only good Northwest Coast Indian art is dead Indian 

art "9 The museum's desire to see Northwest Coast art as static and authentic is to expect the 

culture to resist growth Why should both art and culture remam authentic, without the 

freedom to evolve? Who decides what 1s authentic, and for whom should they remam static? 

I beheve the need to authenticate Northwest Coast art 1s an mvestment m what white 

academ1cians have already established as Northwest Coast art Furthermore, when non-white 

art or cultural m1nont1es remam w1thm their assigned categones, they remam margmalized 

and controllable through 1mpenalist definit10ns Another example of this onentahst 

mvestment can be found m Barry T1ll's account on the people m Bhutan 10 Till is the curator 

of the V 1ctona Art Gallery He believes Mongolians and other Tibetans should look to their 

ne1ghbounng country Bhutan as an example of authenticity Bhutan has mamtamed its 

ethnicity, uncontrolled or affected by any form of communism (Chinese or Russian) Till 

reJ01ces at the fact that under Bhutan law, Bhutan people have to wear their trad1t10nal 

costumes to preserve their culture T1ll's photos of Bhutan people show a tounst's view of 

an 1dylhc "authentic" town (s1m1lar to Taylor's photos of contemporary Mongolians) These 

photos are permanent proofs of his v1s1t and expenence Smee Bhutan laws enforced that 

culture and people have to remam "ongmal," Till does not have to worry that his expenence 

and documentation of Bhutan will one day be mvahd Bhutan's authenticity 1s contnved 

because 1t 1s achieved through the 1mplementat1on of arrested development To appreciate 

the restncted growth of Bhutan, Till and Bhutan's officials have to believe that culture 1s a 

Nevertheless, the difficulty of achievmg autonomy 1s, undeniably, difficult for artists with 
ethnic backgrounds for the reason addressed by Ames 

9Ames 73 

10Barry Till, "Lamaism m Mongoha and Tibet," Beyond the Great Wall Mongolian 
Culture, Heritage and Development Lecture senes m University of V1ctona 9 Mar 
1995 
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stable product that does not evolve Nevertheless, why is this form of enslaved culture 

charming? Does Till seem Bhutan's arrested culture a reassurance of what he knows and 

will accept of the Bhutan people and culture, or 1s there m general more to gam from 

knowing that certam cultures are unchanging and predictable? 

In the impenahst interpretive repertoires that we have looked at, the power dynamic 

between the 1mpenahst and the other 1s fixated within a binary construction of values and 

fabncat10ns The power structure only works 1f both parties follow their designated roles As 

mentioned above, Just as transcendence is seen as the property of white westerners, 

expansionism, too, 1s only for whites--and is an expression of their development In Ring of 

Time, we learn that RBCM portrays the European colonizers as explorers and pioneers On 

the other hand, as we have discussed in the presentations of Mongolians, there 1s no filtered 

vision of Mongolian colomzations--in contrast, hyperbole is used to exaggerate the v10lence 

in Mongolian expans10msm A more recent case shows that Chinese-Canadians are portrayed 

as invaders (a la Genghis Khan) in the1r own country The expansionism of assumed 

outsiders is threatening because the expans10n is not only geographical, but 1t also includes 

economic and poht1cal dimensions Chinese-Canadians are seen as a threat because they 

demand to have social, econorruc, and political significance The demand to transcend their 

"outsider" role and to have pnv1lege trad1t10nally practised only by White people breaks 

down the binary constructions that have been established to d1stingu1sh the insiders from the 

outsiders, the 1mpenahst from the other, the host from the v1s1tor 

The 1mpenahst presentations that we have looked at throughout this thesis are a class 

of phenomena that, although commg in different forms (movie, literature, advertisements, 

etc), are closely related They share an impenahst ideology that persistently glonf1es the 

1mpenahst, and mamtains the 1mpenal1st's power through the naturahzat10n and 

inst1tut1onahzat1on of racially biased language and racist attitudes 
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