The Studio Museum in Harlem Magazine Spring/Summer 2018

Studio magazine
Editor in Chief
Elizabeth Karp-Evans
Creative Director
Thelma Golden
Contributing Editor
Elizabeth Gwinn
Editorial Assistant
Symphonie Swift
Copy Editor
Samir S. Patel
Design
OCD
Printing
Allied Printing Services
Studio is published two times a year
by The Studio Museum in Harlem,
144 W. 125th St., New York, NY 10027
Copyright © 2018 Studio magazine
All rights, including translation into other
languages, are reserved by the publisher.
Nothing in this publication may be
reproduced without the permission
of the publisher.
Cover image:
Detail of work in progress
by Firelei Báez
Courtesy the artist
Photo: SaVonne Anderson
Opposite:
P1: Spiral Group opening, May 14, 1965
Photo: Jim Rudin
P2: Fifth Avenue loft, interior, c. 1968
P3: 125th Street, exterior, c. 1993
P4–5: Front, Left to Right: Councilman Fred
Samuel; Mayor Edward I. Koch; Dr. Mary
Schmidt Campbell, Executive Director;
C. Elaine Parker, assistant to Manhattan
Borough President Andrew Stein; Terrance
Moan, Deputy Commissioner; Rear, Left
to Right: Unknown; Charles A. Shorter, Jr.,
Chairman of the Board (Studio Museum);
Commissioner Bess Myerson, Department
of Cultural Affairs; Fred Price, assistant to
City Council President Carol Bellamy,
c. 1979
P6: Facade view of the new building
from 125th Street
Courtesy Adjaye Associates
Back Images:
All photos: Scott Rudd Events

Board of Trustees
Raymond J. McGuire, Chairman
Carol Sutton Lewis, Vice-Chair
Rodney M. Miller, Sr., Treasurer
Jacqueline L. Bradley, Secretary
Laura Day Baker
Dr. Anita Blanchard
Kathryn C. Chenault
Joan S. Davidson
Gordon J. Davis, Esq.
Damien R. Dwin
Dr. Henry Louis Gates, Jr.
Sandra Grymes
Arthur J. Humphrey Jr.
George L. Knox
Nancy L. Lane
Dr. Michael L. Lomax
Bernard I. Lumpkin
Dr. Amelia Ogunlesi
Holly Peterson
Ann G. Tenenbaum
Reginald Van Lee
Ex-Officio
Hon. Bill de Blasio, Mayor of New York City
Roxanne John, Mayoral Designee
Hon. Tom Finkelpearl, Commissioner
of the Department of Cultural Affairs
Thelma Golden, Director and Chief Curator

Contributors
Desiree C. Bailey
Poet, writer, and educator; her work has
appeared in Best America Poetry 2015,
Callaloo, and The Rumpus
Joshua Bell
Major Gifts Officer
Eric Booker
Exhibition Coordinator
Charmaine Marie Branch
Curatorial Fellow
Angelica Calderon
Artist
Zainab Floyd
Artist
Nelson George
Author, cultural critic, and filmmaker
Jennifer Harley
School and Educator
Programs Coordinator
Chloe Hayward
Family Programs Coordinator
Chanice Hughes-Greenberg
Poet, her work has appeared in Art
Observed, Packet Biweekly, Horse Less
Review, No, Dear Magazine, and Studio
Ginny Huo
Expanding the Walls/Youth
Programs Coordinator
Sasha Jelan
Healer, mother, creative is cool
Nectar Knuckles
Curatorial Fellow
Malaika Langa
Director of Finance
Thomas J. Lax
Associate Curator in the Department
of Media and Performance Art at the
Museum of Modern Art
Sable Elyse Smith
Artist
Ketter Weissman
Campaign Manager
Nico Wheadon
Director of Public Programs and
Community Engagement
Anaïs Duplan
Public Programs and Community
Engagement Fellow
Victoria L. Valentine
Founder and editor of Culture Type
Fatima Zaidi
Campaign Assistant

Letter
from the Director
When The Studio Museum in Harlem was founded in 1968,
the diverse group of artists, community activists, and philanthropists at its helm wrote, “We have chosen Harlem as
the place for this more experimental, less institutionalized
Museum because of the sense of newness, strength, and
change which is present there.”
I’ve been thinking a lot about these three ideals—newness, strength, and change—at this incredibly transformative moment in the life of the Studio Museum. We are at a
time of monumental change, as we prepare to construct a
new home here on 125th Street. The 1914 bank and office
building brilliantly adapted for us in 1982 by renowned
architect J. Max Bond Jr. will be succeeded by a completely new structure designed expressly for the
Museum—and for you, our visitors, neighbors, artists, and
friends—by Adjaye Associates and Cooper Robertson.
As we prepare for all this newness and change, we are
looking deeply at what has been the greatest strength of
the Studio Museum for the past fifty years: our support for
artists of African descent and the ways in which their work
can inform, engage, and inspire a broad and diverse public. While the Museum’s galleries are closed, we are committed to continuing this work through inHarlem, a
dynamic set of collaborative programs in the amazing
neighborhood we are honored to call home.
We are continuing our groundbreaking exhibitions,
thought-provoking conversations, and engaging art-making workshops at a variety of partner and satellite locations in Harlem, including New York Public Library
branches, the Maysles Documentary Center, NYC Parks,
the Schomburg Center for Research in Black Culture,
and more.
In this spirit, Studio takes a special focus on Harlem.
You’ll read about the exhibitions Firelei Báez: Joy Out of
Fire and Maren Hassinger: Monuments, but also the
Museum’s Community Advisory Network; our 2018 artists
in residence, now working at Studio Museum 127 (the
Museum’s street-level space at 429 West 127th Street); the
Langston Hughes House; films inspired by the neighborhood; artwork in Harlem’s 125th Street subway station;
and stories from many artists, students, and friends
in the neighborhood.
Finally, in this issue we remember Holly Block, Peggy
Cooper Cafritz, Kynaston McShine, and Jack Whitten.

Photo: Julie Skarratt

They were all important members of the Studio Museum
family and will be truly missed.
Our bright future is only possible because of the great
devotion of this Museum family, our many supporters, and
our neighborhood. Harlem continues to be a place of
unparalleled “newness, strength, and change.” We are
so grateful.
I look forward to seeing you soon, in Harlem!

Thelma Golden
Director and Chief Curator
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Firelei Báez
Joy Out of Fire

05.01.18 Schomburg
09.29.18 Center

Exhibition Schedule
On View
May 1–September 29, 2018
Firelei Báez: Joy Out of Fire

On View
June 16, 2018–June 10, 2019
Maren Hassinger: Monuments

Always on View
Harlem Postcards

Check studiomuseum.org for the
latest on our exhibitions and programs.

Firelei Báez
Joy Out of Fire

Firelei Báez: Joy Out of Fire features women whose legacies are maintained and
preserved by the archives of the Schomburg Center for Research in Black
Culture. The exhibition sees Báez continue to meditate on her long-standing
interest in representation, through imaginative portraits of Afro-Caribbean/
Afro-Latina women who made their mark on the twentieth century as artists,
authors, activists, entertainers, educators, and public officials.

The works reimage these important figures in conversation with each other, and celebrate the complex histories
of notable black women across two centuries.
In creating Joy Out of Fire, Báez selected each subject
after interviewing six archivists from the Schomburg
Center. Working closely with library and Schomburg staff,
she researched the lives of women whose archives are
housed there, such as Maya Angelou, Jean Blackwell
Hutson, and Ada “Bricktop” Smith, and explored additional archival holdings to find insights into other figures,
such as Oprah, Maritcha Remond Lyons, and Shirley
Graham Du Bois. The resulting portraits on view are both
figurative and conceptual; Báez painstakingly combined
many different sources of information, from letters to diaries to photographs, to form the dynamic works and mirror the many important contributions each figure made to
society. The intricate new works incorporate materials
from reproductions of archival photographs to the handwriting of women in the archive.
“I wanted to bring in as much of each woman’s physical
trace as possible,” says Báez, “for the viewer to be
immersed physically … the longer look is what will reveal
more information in each work.”
Although the portraits will evoke the lives of individual
women—especially women whose stories Báez wants to

bring out of obscurity—they will not be portrait likenesses
in the conventional sense. Rather, the ensemble will create a celebratory space in the gallery of the Schomburg
Center, imparting the joy that these extraordinary women
brought out of the tumult of their lives, as they shared
their concerns and ideas and gave one another support
and inspiration across generations. The title, Joy Out of
Fire, is a reference to the incredible accomplishments of
these women, in the face of extreme odds. In honoring
these powerful women, each work is arranged on the
perimeter of the gallery, across from selections from their
archives, to create a reflective space within the
Schomburg Center.
This exhibition is part of the Studio Museum’s inHarlem
initiative. Now its third year, inHarlem is designed to
explore innovative ways to engage the community while
taking the Museum beyond its walls, and encompasses a
growing range of dynamic exhibitions and programs.
Firelei Báez: Joy Out of Fire is organized by Hallie Ringle, Assistant Curator,
The Studio Museum in Harlem.

Opposite:
Firelei Báez in her studio
Photo: SaVonne Anderson

Firelei Báez

Above:
Archival material from the
Schomburg Center for
Research in Black Culture
Photo: SaVonne Anderson
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Maren Hassinger
Monuments

This summer, The Studio Museum in Harlem will open its second iteration of
the Museum’s inHarlem parks projects, in collaboration with the artist Maren
Hassinger. The annual parks projects feature specially commissioned, sitespecific public artworks in Harlem’s outdoor spaces. Maren Hassinger:
Monuments will take the form of eight site-specific sculptures installed for
approximately one year in Marcus Garvey Park, beginning in June 2018.

Hassinger is a Harlem-based multidisciplinary artist whose
work—spanning performance, installation, sculpture, and
video—is often a meditation on nature and community.
Working in the tradition of her earlier projects, such as
Wreath (1979), Hassinger will use branches to create eight
forms that respond to aspects of the park’s landscape: a
rock outcropping, a triangle near flowerbeds, and an oval
near the pool. Each sculpture is meant to provide a contemplative moment, one that invites multiple responses
that may call forth memories or associations for those who
encounter them. Her work often combines abstract qualities and natural forms, and encourages viewers to consider their relationship to their surroundings.
Throughout her career, Hassinger has often resorted to
organic and industrial materials to form intricate sculptures and public art installations that mirror the natural
world. This bridging of art and life through her use of the
discarded and cast-off underlies a practice intent on
addressing questions of race, gender, and identity in a
playful, irreverent way.
The sculptures that comprise Monuments vary from the
inaugural iteration of the inHarlem parks projects in that
the works are comprised of elements from the public
space in which they reside. Minimal fabricated or manufactured materials will be brought into the environment.

Hassinger’s work often considers nature as a space both
physical and psychological, and elicits the audience to
consider the place of nature in their lives. A longtime
Harlem resident who regards Marcus Garvey Park as her
neighborhood green space, she will create the works with
the assistance of a multigenerational team of volunteers.
Hassinger has a long history of working with the Studio
Museum, beginning when she participated in the Artist-inResidence program in 1983. She has been included in several exhibitions at the Museum, most recently in 30
Seconds off an Inch (2009–10) and VideoStudio: Playback
(2011). Maren Hassinger: Monuments continues the
Museum’s initiative to take on a wide range of artist ventures—from site-specific artist projects to events in historic parks, community spaces, and partner organizations
in the Harlem neighborhood.
Maren Hassinger: Monuments is organized by Hallie Ringle, Assistant
Curator, The Studio Museum in Harlem.

Opposite:
Maren Hassinger working on
a maquette for Monuments at
The Studio Museum in Harlem
Photo: SaVonne Anderson

Maren Hassinger

Above:
Maren Hassinger
Wreath, 1979
Courtesy the artist
Photo: Adam Avila
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Introducing the 2018
Artists in Residence

Sable Elyse Smith (b. 1986, Los Angeles) is an interdisciplinary artist, writer,
and educator whose practice considers memory and trauma. She works from
the archive of her own body to mark the difference between witnessing and
watching. “To see,” she writes, “is unbearable.” Her prolific writing practice is
intricately woven into her artwork.

Along with large-scale neons comprised of original texts,
she authored LANDSCAPES & PLAYGROUNDS in 2017, and
her writing has been published in Radical Teacher, Selfish
Magazine, Studio, and Affidavit. Smith earned an MFA in
design and technology from Parsons School of Design
and is now part-time faculty there. She recently served as
a visiting critic at Columbia University and is currently a
visiting artist at Virginia Commonwealth University. She
lives and works in Richmond, Virginia. Smith’s work has
been presented at institutions such as MoMA PS1, the New
Museum, the Queens Museum, and, recently, The Studio
Museum in Harlem, where she was one of nineteen
emerging artists included in the Museum’s fifth “F”
show, Fictions.
What are you most looking forward to
in the Studio Museum residency?
I’m looking forward to the unknown, the thing that I know
will happen that I can’t predict—the surprise, the push—
and the many rich conversations. I have some ideas of the
work I want to make during the residency, and I’m looking
forward to seeing how the context pushes that.
What has changed about your practice in the last year?
This past year I’ve been thinking a lot about architectural
scale and how certain objects, interventions, or specific
gestures dominate space and choreograph bodies. I’m
always making in response to spaces in those sort of subtle, idiosyncratic ways that are poetic to me, like my own
inside joke, but more recently I’ve been directly dealing
with the materiality of that “scale.”

Opposite:
Above:
Sable Elyse Smith
Photo: Elle Perez
Men Who Swallow Themselves
in Mirrors (installation view), 2017
Courtesy the artist, JTT, New York,
Corvi-Mora and greengrassi, London

Describe Harlem to someone who has never been.
My friend Simone says Harlem feels like the South. I agree
with that. We met in Atlanta about ten years ago, so it’s a
particular type of feeling I think we’re both conjuring.
Harlem feels like home, even when you don’t know anyone
on the streets. That’s really lovely to me. And then it
vibrates. I’m happy to be back.

Artists in Residence
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Allison Janae Hamilton (b. 1984, Lexington, Kentucky) is a visual artist
working in photography, video, sculpture, installation, and taxidermy. Using
land-centered folklore, her family’s own hunting and farming rituals from rural
western Tennessee, and passed-down mythologies, she creates immersive
spaces that consider the ways that the American landscape activates concepts
of “Americana” and the social construction of space.
Specifically, she explores rural concepts of blackness,
which she says are “often left out of the visual discourse
completely or depicted as archaic, anti-contemporary,
and part of a painful past.” Hamilton was born in Kentucky
and raised in Florida, and she now lives and works in New
York. She received her PhD in American studies from New
York University and her MFA in visual arts from Columbia
University. She has exhibited at museums and institutions
such as the Museum of Modern Art in New York, the
Smithsonian National Portrait Gallery, the Jewish Museum,
Massachusetts Museum of Contemporary Art, Fundación
Botín, the Brighton Photo Biennial, and The Studio
Museum in Harlem, where she was one of nineteen
emerging artists included in the Museum’s fifth “F”
show, Fictions.
What are you most looking forward to in the Studio
Museum residency?
I’m looking forward to continuing getting to know the
Studio Museum community and working alongside two
incredible artists—Sable and Tschabalala—whose work I
respect and admire.
What has changed about your practice in the last year?
I come from a family where many of the women—my
grandmother, great-grandmother, aunts, and elder cousins—have been hunters and farmers. This year, I’ve been
exploring these matrilineal connections to land by collaborating with my mother and other relatives in a performative way, mainly in video, sound, and photographs.

Opposite:
Foresta (installation view), 2017
Courtesy the artist
Photo: Adam Reich

Above:
Photo: Darcy Rogers

Describe Harlem to someone who has never been.
It’s America.

Artists in Residence
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Tschabalala Self (b. 1990, Harlem) makes syncretic use of painting,
printmaking, and assemblage to explore ideas surrounding black female bodies.
Constructed with a combination of sewn, printed, and painted materials, her
exaggerated depictions of figures traverse a variety of artistic and craft
traditions. But the work is not “about being black—it’s about these people who
just happen to be black,” she said in an interview with W Magazine last January.
The physiological and psychological characteristics of her
figures reflect her personal desire to articulate cultural
attitudes and realities as they relate to race and gender,
through people who exist but may not always have been
represented. Self lives and works in New York and New
Haven, Connecticut. She received her MFA from Yale
University and her work has been included in exhibitions
at Tramway in Glasgow, the New Museum, and The Studio
Museum in Harlem (A Constellation, 2015–16).
What are you most looking forward to in the Studio
Museum residency?
I am most looking forward to having the opportunity to
work and create within the neighborhood where I was
raised. Harlem has shaped my personality, worldview,
tastes, and aesthetic. I’m extremely thankful to come
home and create within my community.
What has changed about your practice in the last year?
My practice has become more concerned with my personal history rather than my personal feelings. I have a
greater interest in unpacking the nuances of the communities and environments I have physically been placed
within, rather than more esoteric concerns surrounding
the psyche.
Describe Harlem to someone who has never been.
Black Mecca.

Above:
Opposite:
Photo: Katie McCurdy
Tschabalala Self
Ice Cream, 2017
Courtesy Thierry Goldberg Gallery

Artists in Residence
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Diedra Harris-Kelley
Playhouse Collage
with Monk – 118th St., 2017
Courtesy the artist
22
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Marilyn Nance
AFRO PICK, 2017
Courtesy the artist
© Marilyn Nance

Harlem Postcards
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Andre D. Wagner
Harlem Girls – Harlem, NY 2017, 2017
Courtesy the artist
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Gordon Parks
Untitled, Harlem, New York, 1963,1963
Courtesy The Gordon Parks
Foundation

Harlem Postcards
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Harlem Postcards
Diedra Harris-Kelley
Diedra Harris-Kelley’s paintings explore a fascination with
figurative elements, masking, and the ritual of seeing. Her
concept of “a head that rolls and gathers moss” speaks to
her preoccupation with forms that collage and morph.
There is play with silhouette, and seeing two forms
through one—what she calls “twofoldness.” In Playhouse
Collage with Monk – 118th St., the artist zeros in on a grid
of frames, hues, and history layered and stacked as if in a
child’s playhouse, positioned in front of the famed jazz
club Minton’s Playhouse, on 118th Street. Her art has
graced the covers of books and journals, and been
included in group exhibitions, most recently The First
Sweet Music (2014), at the John and June Allcott Gallery at
the University of North Carolina at Chapel Hill. Last year
her solo show, A Head that Rolls and Gathers Moss, was on
view at the Newhouse Center for Contemporary Arts in
Staten Island. Her curatorial work includes exhibitions for
the Romare Bearden Foundation, Nathan Cummings
Foundation, and Jazz at Lincoln Center (2009–12).
Harris-Kelley, born in New York in 1962, has been
involved in the arts for over three decades. She is one of
the leaders of the Romare Bearden Foundation, which
supports the artist’s legacy. She authored “Revisiting
Romare Bearden’s Art of Improvisation,” published in
Uptown Conversation: The New Jazz Studies (2004). She
earned a BA in art from California State University, and a
MFA from the University of Michigan; and has taught art at
New York University, the Parsons School of Design Studio
Program, and Barnard College and Columbia University (a
current seminar course on Bearden).

first-century youth as his visual language. His work and
sensibilities derive from his life experiences, which he
firmly believes are the foundation to his mind’s eye, the
starting point of his vision.
Wagner avoids an overtly documentary approach, but
is committed to a kind of rigorous photographic surface.
He has a passion for visual literacy and photo sequencing,
and values the power images have to inform and enrich
one another. Individually, each photograph is a moment in
time, but together as a collection they form a narrative
guided not by linear time but by emotion.
Wagner remains rooted in photographic film, including
developing black-and-white negatives and making gelatin
silver prints in his darkroom.

Andre D. Wagner
Andre D. Wagner is an African-American artist and photographer born in Omaha, Nebraska. He is a 2010 graduate of
Buena Vista University with a BA in social work, and currently lives and works in Brooklyn.
Wagner’s photography explores and chronicles the
poetic and lyrical nuances of daily life and everyday people, with city streets, public transportation, and twenty-

Gordon Parks
Gordon Parks was one of the seminal figures of twentiethcentury photography. A humanitarian with a deep commitment to social justice, he left behind a body of work
that documents many of the most important aspects of
American culture from the early 1940s through his death
in 2006, with a focus on race relations, poverty, civil
rights, and urban life. In addition, Parks was also a celebrated composer, author, and filmmaker who interacted
with many of the most prominent people of his era, from
politicians and artists to celebrities and athletes.
Born into poverty and segregation in Kansas in 1912,
Parks was drawn to photography as a young man when he
saw images of migrant workers published in a magazine.
He taught himself how to use a camera he bought at a
pawnshop. Despite his lack of professional training, he
found employment with the Farm Security Administration
(FSA), which was then chronicling the nation’s social conditions. When the FSA closed in 1943, Parks became a
freelance photographer, and balanced work for fashion
magazines with a passion for documenting humanitarian
issues. Parks worked at LIFE magazine for two decades,
chronicling subjects related to racism and poverty, as well
as taking memorable pictures of celebrities and politicians
(including Muhammad Ali, Malcolm X, Adam Clayton
Powell Jr., and Stokely Carmichael).
Parks spent much of the last three decades of his life
expanding his style. He continued working up until his
passing, and won numerous awards, including the
National Medal of Arts in 1988, and more than fifty honorary doctorates. The core of his accomplishments remains
his photography—the scope, quality, and enduring
national significance of which is reflected throughout the
collection at The Gordon Parks Foundation.
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Marilyn Nance
The Marilyn Nance Archive contains not only photographs,
cultural software, and ephemera, but also some sculptural
pieces. Here I present to you this piece of cultural anthropology: My First Afro Pick. Purchased from an AfricanAmerican artisan (name unknown) in Mount Morris Park in
Harlem in 1968 (before it became Marcus Garvey Park, and
way before gentrification), this artifact has been in the
possession of the artist Marilyn Nance for fifty years.

Citi. Proud Partner of Harlem Postcards.
Proud Sponsor of Progress.
Postcards by Alani Bass,
Lyric R. Cabral, Ava Hassinger,
Barkley L. Hendricks, Kia Labeija,
Larry Mantello, Kori Newkirk,
Lorna Simpson, Do-Ho Suh,
and Frank Stewart

Photo Studio
by Charmaine Marie Branch

Betty Blayton-Taylor
Untitled, 1974
The Studio Museum in Harlem;
gift of anonymous donor 1975.3
Courtesy the estate of Betty
Blayton-Taylor

In summer 2017, The Studio Museum in Harlem galleries were converted into a
photography studio through the joint efforts of the curatorial and exhibitions
departments. Visitors were able to observe as staff worked collaboratively to
create high-resolution images of permanent collection works, some of which
had rarely been on view. The project, titled Photo Studio, was part of a year-long
initiative to make the collection increasingly accessible to the public.
The following works were featured during Photo Studio, and each of the artists
have unique connections to the history of the Museum and Harlem.

Betty Blayton-Taylor
The Studio Museum came into being through the efforts
of artist Betty Blayton-Taylor, who took on many roles as
an arts educator and community organizer in Harlem.
Blayton-Taylor moved to New York in 1960 after graduating from Syracuse University with a degree in fine arts,
and briefly teaching in Saint Thomas. In Harlem, she
began taking art classes with the Art Students League
with painter Charles Alston. She focused on painting and
printmaking, and created compositions such as Untitled
(1974), in which abstraction provides space for the viewer
to insert oneself into the self-reflective and meditative
aspects central to Blayton-Taylor’s practice. An excerpt
from her artist statement reads:
I am deeply interested in metaphysical principles, all
aspects of religion, mythology and the science of mind.
The act of creating, as in painting and print-making,
allows the exploration of techniques for the creation
of mood and mind set changes much as in sound
and music.
Not long after her move to New York, Blayton-Taylor
became part of the Association Community Team of
Harlem Youth Opportunities Unlimited, a program that
provided classes in art and other skills to teenagers.
Blayton-Taylor encouraged her students to travel to the
Museum of Modern Art (MoMA) to further their art education, but upon arrival they were not allowed inside the
institution. She reached out to her contacts at MoMA to
make sure the students weren’t turned away again, and
also began conversations with Frank Donnelly, a member
of the MoMA Junior Council, about the potential of creating a museum for her students in their own community.1
Thus began the initial stages of the Studio Museum.
Blayton-Taylor went on to serve as the secretary of the
Museum Board from 1965 to 1977. Her voice and insight
remain present in the curatorial and educational programming at the Museum today.
1. Susan Cahan, Mounting Frustration: The Art Museum in the Age
of Black Power (Durham: Duke University Press, 2016) 17–19.
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Xaviera Simmons
Chains, a vintage photograph, locks of hair, a bandana,
and a bearded figurine. These are a few of the objects
present in Xaviera Simmons’s Index Three, Composition
Four (2012). As a whole, the image can be read as a person
raising their skirt to reveal a collection of objects underneath. Some of the objects seem arbitrary, while others
could hold cultural or personal significance for the suggested person. There are no visible physical attributes to
make assumptions about their character, and the figure is
abstracted by the two-dimensionality of the photograph.
Index Three, Composition Four interrogates the relationship between one’s persona and the objects collected
or connected with throughout a lifetime. Simmons has
created multiple compositions of figures in similar positions, but with different compilations of objects alluding to
unknown but relatable subjects. Each person is an individual made up of multiple parts, influenced by cultures,
histories, consumerism, and more.
The Studio Museum in Harlem has two photographs by
Simmons in the permanent collection, the other being
Landscape: Two Women (2005). They were both acquired
at the end of her residency, which took place in 2011 and
2012, alongside Njideka Akunyili Crosby and Meleko
Mokgosi. Over the years, the Museum has made an effort
to obtain works by participants in the Artist-in-Residence
program, and form a collection with a strong institutional
history. The program is fundamental to the history of the
Studio Museum. Cofounder Betty Blayton-Taylor described
the initial concept of the Museum, in part, as a place that
provides studio space for artists that was lacking in
Harlem during the 1960s. Index Three, Composition Four
is a testament not only to Simmons’s multifaceted artistic
practice, but also to the program’s continuing support of
emerging artists.
Photo Studio was made possible through funding by the
Institute of Museum and Library Services

Xaviera Simmons
Index Three, Composition Four, 2012
The Studio Museum in Harlem;
Museum purchase with funds
provided by the Acquisition
Committee 2012.30.1
Courtesy David Castillo Gallery
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Elsewhere

Adrian Piper:
A Synthesis
of Intuitions,
1965–2016
March 31–July 22, 2018
Museum of Modern Art
New York, NY
moma.org

Adrian Piper: A Synthesis of Intuitions,
1965–2016 is a four-year collaboration
between the Museum of Modern Art,
the Hammer Museum, and the artist.
The exhibition is a retrospective comprised of more than 290 drawings,
paintings, photographs, videos, multimedia installations, and performances. Covering a wide range of
Piper’s artwork, the exhibition will
explore themes that she has focused
on throughout her career, including
gender, race, xenophobia, social
engagement, and self-transcendence. Piper’s provocative conceptual works have a range of inspirations, from the use of LSD to Piper
tapping into her male alter ego.

Elsewhere

Above:
Adrian Piper
Catalysis III, 1970
Photographs by Rosemary Mayer.
Collection Thomas Erben, New
York. © Adrian Piper Research
Archive Foundation Berlin
Opposite:
Adrian Piper
Self-Portrait Exaggerating My Negroid
Features, 1981
The Eileen Harris Norton
Collection. © Adrian Piper Research
Archive Foundation Berlin
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Derrick Adams:
Sanctuary
January 25–August 12, 2018
Museum of Arts and Design
New York, NY
madmuseum.org
Derrick Adams: Sanctuary was
inspired by The Negro Motorist Green
Book, a travel guide for black roadtrippers published from 1936 to 1967.
Consisting of fifty mixed-media collages, the immersive installation reimagines safe destinations for black
travelers during the era of Jim Crow
laws. Adams encountered the guides
at the Schomburg Center for
Research in Black Culture while preparing his show Patrick Kelly, The
Journey, organized by the Studio
Museum. The travel guides serve as a
modern reminder of the black
American struggle for equality, yet
evoke the image of a mid-century
black America at leisure. Questions of
mobility, leisure, and access surface
throughout the exhibition.
Derrick Adams
Beacon 2, 2018
Courtesy the Museum of Arts
and Design
Photo: Jenna Bascomc
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Rodney McMillian:
Against a Civic Death
February 1–August 26, 2018
The Contemporary Austin
Austin, TX
thecontemporaryaustin.org

Just a few blocks away from the Texas
State Capitol, Rodney McMillian:
Against a Civic Death explores symbols of power in the United States
through the recreation of neoclassical
architecture. Using buildings such as
the White House to stand in as physical representations of racial power
systems in the United States,
McMillian has bifurcated the space,
with one floor painted black and
another in white. The immersive
installation is composed of myth,
memory, and storytelling, while investigating histories, injustices, and
abuse of power in the United States.

Elsewhere

Rodney McMillian
Untitled (neighbors)
(installation view), 2017
Commissioned by The
Contemporary Austin, with funds
provided by the Suzanne Deal Booth
Art Prize. © Rodney McMillian,
courtesy the artist, Susanne
Vielmetter Los Angeles Projects,
and Maccarone, New York
Photo: Colin Doyle, courtesy
The Contemporary Austin
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Odyssey:
Jack Whitten Sculpture,
1963–2016
April 22–July 29, 2018
Baltimore Museum of Art
Baltimore, MD
artbma.org

Odyssey: Jack Whitten Sculpture,
1963–2016 is the first exhibition of the
artist’s sculpture at the Baltimore
Museum of Art. The exhibition will
include forty works—including his
“Black Monolith” series—made of a
variety of materials, including wood,
marble, copper, bone, and personal
mementos. The exhibition also
includes sculptures and objects that
inspired Whitten over the years,
including figures from Cote d’Ivoire,
Democratic Republic of the Congo,

Gabon, Guinea, Mali, Nigeria, and
Sierra Leone. (The artist chose to
make the vast majority of his sculpture privately in Greece.) Odyssey is
co-organized with The Metropolitan
Museum of Art.
Jack Whitten
Tomb of Socrates, 2009
Courtesy the artist's estate and
Hauser & Wirth
Photo: Genevieve Hanson

Jason Moran
April 26–August 26, 2018
Walker Art Center
Minneapolis, MN
walkerart.org

Jason Moran at the Walker Art Center
is the artist’s first museum show. With
a practice grounded in musical composition, Moran merges visual art
with performance art, objects, and
sound. Guided by the “set,” a jazz
term for moments when musicians
gather to improvise and create, the
exhibition will present mixed-media
installations of storied jazz venues of
eras past. In addition to these installations, the exhibition will feature a
selection of Moran’s charcoal drawings and projected media works created in collaboration with artists
including Lorna Simpson, Glenn
Ligon, Joan Jonas, and Stan Douglas.

Elsewhere

Jason Moran
STAGED: Savoy Ballroom 1, 2015
Photo: Roberto Marossi
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Charles White:
A Retrospective
June 8–September 3, 2018
Art Institute of Chicago
Chicago, IL
artic.edu
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Charles White’s powerful interpretations of black history, culture, and life
will be presented through a selection
of more than a hundred of his paintings, drawings, and prints at the Art
Institute of Chicago. White was a
prominent artist during Chicago’s
Black Renaissance of the 1930s and
1940s, and was a master draftsman.
After living and spending time in New
York and Mexico City, White eventually moved to Southern California and
fully embraced drawing and printmaking. The exhibition will reopen an
exploration of the themes he pursued
in his work, including what White
referred to as “images of dignity.”

Charles White
Harvest Talk, 1953
The Art Institute of Chicago,
restricted gift of Mr. and Mrs.
Robert S. Hartman
© The Charles White Archives Inc
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Amy Sherald
May 11–August 19, 2018
Contemporary Art Museum
St. Louis
St. Louis, MO
camstl.org

Amy Sherald, the artist who recently
made the official portrait of Michelle
Obama, has a show that will feature
portrait paintings of African
Americans whom the artist encounters throughout her day. Her subjects
are painted in gray scale and set
against color-field backdrops, and are
often adorned with modern yet nos-

talgic props and costumes. Sherald
sees her art making as capturing
depictions free from the restrictions
of our dominant historical narratives.
Amy Sherald
Varsity Girl, 2016
Courtesy the artist and Monique
Meloche Gallery, Chicago

Film Forum
Black Activism: Remember This House
by Malaika Langa

Black activism has been and remains fundamental to African-American
survival and identity, from Jubilee to Jim Crow, from the civil rights
movement to mandatory minimums and mass incarceration. In these five
films, viewers see the iterative oppression and constitutional impediments
that have, throughout history, been the official and civilian response
to black liberation. The work of black activists is a common theme in these
films, as the central narrative or in their very making.

I Am Not Your Negro (2016)
Director: Raoul Peck
Remember This House, James Baldwin’s
unfinished manuscript about the lives and
assassinations of Medgar Evers, Martin Luther
King Jr., and Malcolm X, is the primary source
material from which Raoul Peck creates this
monument to the writer and political activist.
Using Baldwin’s own words, paired with archival
footage and excerpts from American cinema,
I Am Not Your Negro contextualizes America’s
tumultuous history of race relations as a corrosive
force on the soul and future of the country.

13th (2016)
Director: Ava DuVernay
The Thirteenth Amendment, from which this film
takes its name, abolished slavery and involuntary
servitude except as punishment for a crime,
thereby creating the prison-industrial complex
through the mass incarceration of African
Americans. From “convict leasing” at the end
of the Civil War, to the war on drugs, black bodies
have been commodified to support corporations
and rural communities alike, creating
generational disruption and widespread
disenfranchisement.
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Let It Fall: Los Angeles 1982
to 1992 (2017)
Director: John Ridley
In 2018, Let It Fall seems like a prologue to the
future. In Los Angeles, the period between 1982
and 1992 culminated in Rodney King’s beating by
the LAPD, and a series of events that led to an
uprising and a city on fire. The societal unraveling
and civil unrest that Angelenos faced had, at its
foundation, a police state directed at the black
population as part of the War on Drugs.
Complicated cultural interactions and inequality
all come into play, and this documentary shows
that societal breakdown is years in the making.

The Death and Life
of Marsha P. Johnson (2017)
Director: David France
In 1992 makeshift memorials appeared scattered
along the sidewalks near the piers on New York
City’s Hudson River. They honored Marsha P.
Johnson, the African-American transgender
activist, who was pivotal in launching the
movement for transgender rights. Along with
activist Sylvia Rivera, Johnson founded Street
Transvestite Action Revolutionaries to combat
violence and advocate for transgender and queer
rights, and she was a founding member of the
Gay Liberation Front.

Stay Woke: The Black Lives
Matter Movement (2016)
Director: Laurens Grant
Trayvon Martin in Florida, Eric Garner in New York,
Michael Brown in Ferguson, Philando Castile in
Minnesota. The murders of these unarmed black
men fit an established and consistently repeating
pattern in American history of police and mob
brutality. These incidents served as the impetus
for the founding of #BlackLivesMatter. Two of the
cofounders of the movement, Alicia Garza and
Patrisse Cullors, consider how to establish its
narrative and the use of social media as a tool for
creating awareness and realizing justice.

Film Forum
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Maker’s Mixtape
“Joyride” with Sable Elyse Smith
by Nico Wheadon

Maker’s Mixtape celebrates artists whose practices animate processes foundational to the mixtape format—compilation, splicing, collage, looping, and overlay. By remixing diverse source materials and juxtaposing voices to
establish complex narratives, both recording and visual
artists have transformed popular understandings of what
it means to be a maker in the twenty-first century. Inviting
visual artists to share the songs that motivate them to create, Maker’s Mixtape draws meaningful connections
between inspiration and process.
With musical inspiration spanning the vast cultural terrain between trap and art rock, interdisciplinary artist,
writer, and educator Sable Elyse Smith bends genres even
in her sleep. An undoer of language and seeker of truth,
Smith unearths memories and traumas to produce works

that are equal parts bold and quiet, personal and universal. It comes as no surprise that her top ten songs would—
like her artwork—aim right for the deepest parts of you,
infusing your day with both meditation and exclamation.
Her visceral collages, videos, and text-based works
deploy repetition and fragmentation to dissolve understood boundaries between fiction and nonfiction, the real
and the imagined. In her own words, Smith’s practice
explores “the intersection of cinema, language—particularly the written text—and image-making: construction,
deconstruction, and abstraction.” To imagine the poetic
intersections of these distinct modes of making is to turn
up the gritty soundtrack to a joyride with
Sable Elyse Smith.
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I’m listening to music all day—in the shower, when I’m commuting, when I’m
joyriding, thinking about making work, and when I’m in the studio actually
getting to it. Constant stimuli. You know me, I dance around all the time!
—Sable Elyse Smith
A song at the top of my playlist,
in 2015 and now.
Rihanna
“Bitch Better Have
My Money”

An all-time favorite!
The Notorious B.I.G.
ft. Bone Thugs-N-Harmony
“Notorious Thugs”

Songs you’ve got to play
back-to-back—it’s crucial!
SBTRKT ft. Sampha
“Trials of the Past”
and “Hold On”

A turn-it-down-real-low-and-keepit-on-in-the-background-track.
Pink Floyd
“Any Colour You Like”

A walking song, to Denny Moe’s
Superstar Barbershop for a haircut
with June. Gotta stay fresh.
NxWorries
“Suede”

A song I listen to a LOT! Listen to it.
Funkadelic
“Maggot Brain”

A song for the whole day.
Mick Jenkins ft. BADBADNOTGOOD
“Drowning”

A GOODGOODNOTBAD song.
BADBADNOTGOOD ft. Sam Herring
“Time Moves Slow”

A mid-day-joyride-widdacappuccino-kinda-track.
Mobb Deep ft. Lil' Kim
“Quiet Storm”

A 7 pm kind of track—while I’m tryin’
to get my Top Chef on!
Dohnny Hathaway
“A Song for You”

Maker’s Mixtape
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Book Review
Black Performance on the Outskirts
of the Left: A History of the Impossible
by Malik Gaines
by Nelson George

Malik Gaines, an assistant professor of performing arts at New York University,
attempts a very compelling high-wire act with this ambitious book, which leaps
between a disparate group of black artists around the globe who pushed the
envelope in using race, sex, and political change as inspirations for their art in
the late 1960s and early 1970s.

Trying to fit pianist/singer Nina Simone, Ghanaian playwrights Efua T. Sutherland and Christina Ama Ata Aidoo,
German actor Günther Kaufmann, and Bay Area singer
(not yet disco diva) Sylvester under one broad umbrella is
a difficult task, especially because Gaines wants to slide
iconic expats such as Josephine Baker and W.E.B. DuBois
under it as well. “Decentered performances of racial and
sexual difference suggest radical political outcomes,”
Gaines writes, “but these potential outcomes are complicated by the expressive power of imagination, which in
itself exceeds the rational containment of the body into
legible, manageable, individual subject status. While such
status had been conventionally denied to the marginalized, these performances of the sixties launch what would
later be understood as a deconstructive critique of the
center around which margins have been oriented.”
In reading Gaines’s deeply researched work, I’m not
sure if he truly connected all the dots between the performers he’s chosen, but that in no way made the journey
of Black Performance any less engaging. While Simone’s
life and work has been the subject of a lot of attention the
last few years due to a gritty documentary and a terrible
feature film, the lesser-known artists Gaines focuses on
are all fascinating. Sutherland and Aidoo are female playwrights at the dawn of Ghanaian independence who,
spurred by the nation’s founding father Kwame Nkrumah,
attempted to use theater to help forge a separate national
identity at a time when the colonial legacy was still fresh,
and the idea of disconnecting from African traditions had
been hardwired into the population. The depictions of
Sutherland’s Edufa, which recast a Greek myth into African
reality, and Aidoo’s The Dilemma of a Ghost, in which an
African man brings home an African-American wife, delve
sensitively into the profound difficulties of merging divergent cultures in a highly charged political landscape. In
using a Greek tragedy to communicate a Pan-African message, Sutherland used the master’s tools to attempt to
build a new house, while Aidoo brought home the challenges of connecting the children of the diaspora
(who were still seen as slaves by many Ghanaians)
to the motherland.
Rainer Werner Fassbinder is a giant of postwar German
cinema, a transgressive artist who mixed performance

forms, working methods, and literary sources while building a troupe of performers he directed—and had sex
with—in plays, television programs, and films. One of his
key muses was the black Bavarian actor Kaufmann. They
met working on a television show, and Kaufmann became
a regular in Fassbinder’s prolific work. “Kaufmann serves a
particularly visible site of the collapsing of race, class,
gender, and sexuality into a radicalized character,” Gaines
writes. “In a series of Fassbinder’s early films and television productions, Kaufmann consistently problematizes
the representation of national identity with his German
blackness, contributing bodily to those works’ ambivalence.” The discussion of Kaufmann’s many roles in
Fassbinder’s work allows Gaines to mix film criticism, the
history of performing arts styles, and German social history in some of the book’s best writing.
Sylvester is best known to most as the gay singer
whose soaring vocals can be heard “You Make Me Feel
(Mighty Real)” and other disco classics. As such, he was a
campy symbol of disco decadence. But Gaines looks into
Sylvester’s earlier career, when he was part of a radical
drag Bay Area performing arts collective called the
Cockettes who, between 1969 and 1972, “activated an
empowering countercultural visibility through constructed
dress, speech, and physical action. These tactics allowed
the group to radically restage the notion of sexual and
gender identity in campy performances, and their life as
performance approach made everyday practices into radical anti-normative spectacles.” For example, the Cockettes
made a film called Tricia’s Wedding in 1971 to ridicule the
marriage of President Richard Nixon’s daughter, which had
been broadcast on national television. There’s a great still
in the book of Sylvester in full makeup from this satirical
film. The tension of Sylvester’s time with the Cockettes is
that his vocal ability and stage savvy were often at odds
with the group’s typically unstructured hippie ethos. As
the black star of a white artistic community, Sylvester
revealed the veiled racism just below the surface of the
self-important, white, left-of-center group. If Black
Performance on the Outskirts of the Left is not a totally
coherent argument, it is a thoughtful, creatively
designed look at complex and gifted artists at a crucial
moment in history.

Book Review
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Give Us a Poem
this is what bodies do
by Chanice Hughes-Greenberg
bend under weight
carry as well
fold into another
& another
a limb here fits into the space yours creates
the light invited in
kept close
how many miles of organs do we contain
how to measure breaths taken
a mouth’s capacity
scars stitches body hair
a fingerprint a tongue
apply pressure
deliver a palm reading
an elbow a kneecap
a memory of fracture
sometimes a vessel
a warning
tender when touched
held
praised
bathed
left
then collected contained
offered obeyed
stretched toward the light
towards the morning through the binds
in another life a constellation
in another no history of pain
a body at rest
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Texas Isaiah
My Name Is My Name I, 2016
Courtesy the artist

Give Us a Poem
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Extra Virgin
by Desiree C. Bailey
Look once: and it’s her fingers that pull you in
the absence of them, how they’ve disappeared
within her, splitting her body like reeds
at the river’s lips. Bantu Knotted American
Queen, pedestaled at the top of the canvas.
Spill of red paint, blue drip of stars
pooling the foot of the nation.

Walter Price
Extra Virgin Olive Oil, 2017
Courtesy the artist and
Karma, New York
Photo: Adam Reich

Look again: not a clit
but a book that occupies the hand
and you smile at how easy it is
to mistake one pleasure for another
membrane for membrane
twin yearnings for the flesh-spit of knowledge
for after all, to know (in the biblical sense)
is to let the sweet waters run
down down the slope,
the purple mountains.
Stare until the painting becomes a mirror
until you are sixteen again in your room
with Jimi Hendrix plastered on the wall
like a saint. You are clutching a book
blotting the ink with your sweaty palms
hoving the words into your mouth
practicing, repeating, drilling an American accent
sloughing the saltwater off your tongue
speaking yourself into disappearance.
And you would have disappeared
were it not for the pussy’s pages
how turning them lit the tunnel into
yourself, to the books that could only be read
in salt and seaweed, and the touch that made you
crave your own dark scent. What tiny stars you
are, spilling.
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MTArt
Houston Conwill’s
Open Secret at 125th Street
by Anaïs Duplan

Houston Conwill’s The Open Secret (1986) on the 4, 5, 6 line was the first public
art piece commissioned by Arts for Transit, an initiative that came out of the
Metropolitan Transit Authority’s massive overhaul of the subway system that
began in 1985. Artists such as Conwill were asked to create work that would live
in the hundreds of subway stations throughout New York.

Above / Opposite:
Houston Conwill
The Open Secret, 1986
Photos: Anaïs Duplan

Like the seven time capsules that Conwill buried at The
Studio Museum in Harlem in 1984, which carry confidential notes from Romare Bearden, Toni Morrison, and other
black cultural greats, the time capsules embedded in The
Open Secret memorialize Harlem and speak to Conwill’s
career-long interest in encapsulating, representing, and
activating black American history.
As Betye Saar wrote in the brochure for a 1976 exhibition by Conwill called JuJu, Conwill’s works contain “information transmitted thru hieroglyphics and symbols
(guardians, comings and goings, defeat or victory, life and
death), and of a history of a people embedded, recorded,
and suspended.” Similarly, The Open Secret bears news of
the shared cultural practices that underlie life in Harlem,
and transmits it to subway commuters through colorful
shapes, patterns, etchings, and raised surfaces. It transforms the mundane space of the subway platform into a
space for reflecting on the symbolism of pilgrimage.
Many people are familiar with Buddhist mandalas, a
common kind of cosmogram, but there are many other
instances of people using diagrams, geometric forms, and
text to represent the universe. Rivers, a commission for
the Schomburg Center for Research in Black Culture, is an
elaborate cosmogram created by Conwill in 1992 and dedicated to Langston Hughes and Arturo Schomburg.
Implanted in the floor, the piece contains an urn full of
Hughes’s ashes and features lines from his poem, “The
Negro Speaks of Rivers.” A famous photo of Maya Angelou
and Amiri Baraka dancing on top of Rivers at a 1991 memorial program for Hughes illustrates how important human
contact and contribution are to Conwill’s works, which
often straddle the distance between installation, spirituality, and performance art.
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During Cake Walk, filmed and performed in 1983,
Conwill and five other dancers performed atop a colorful
cosmogram that he had painted on the floor of the Just
Above Midtown gallery. The performers’ movements
recalled and were inspired by the cakewalk, a dance that
originated in the mid-nineteenth century, when black
American slaves entertained their masters by dancing
competitively with other slaves to win cakes. Mounted to
the walls surrounding the dancers were a series of triangular bronze reliefs with time capsules embedded in their
centers, much like the bronze reliefs of The Open Secret.

Like Cake Walk, The Open Secret transforms the nature
of the interactions, movements, and activities that take
place around the work. The cosmograms, time capsules,
and vibrant symbolism endemic to Conwill’s work set the
stage for a celebration of black arts and cultural history.
Instead of dancers activating the work, Conwill’s public art
piece at the 125th Street subway station is activated by
the everyday commutes of New Yorkers. The title, The
Open Secret, prompts us to think about an ongoing process that affects us all, hidden in plain sight: the making
and memorializing of black culture.

MTArt
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What Are They
Made of There?
by Nectar Knuckles

As Harlem is seen, Harlem is heard.
Through them both, Harlem is felt.
The visual culture of Harlem has
historically been complemented
and influenced by the neighborhood’s
sonic production. Intertwined with
one another, the visual art and music
of Harlem embrace the legacy of black
culture in New York and the rhythm
of black life. To be in Harlem is to
experience a connectivity—to space,
to sound, to history, to people—that
is easy to sense, but can be difficult
to capture. Harlem’s nuances of visual
and sonic elements mark it as a city
that allows African diasporic culture
to exist fluidly.
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A city’s levels of accessibility, the uniqueness of its experience, and its architecture often denote the production
of urban space. More than a physical space, though, what
makes a place pivotal is how its social space is produced.
In On the Plaza: The Politics of Public Space and Culture,
Seth M. Low describes the social production of space as
“the actual transformation of space—through peoples’
social exchanges, memories, images, and daily use of the
material setting—into scenes and actions that convey
meaning.” Harlem, as a place that has a legacy of cultivating black culture in the United States, is a neighborhood
with urban space that has been constructed in synchrony
with its social space.
For how intricately complex and sensorial Harlem is,
an unfixed medium can best capture its ever-changing
formation. Film and video—in their ability to depict,
alter, and enhance moments, while also sonically engaging them—represent mediums that manage to mirror the
fluidity of blackness that the neighborhood embodies.
Arthur Jafa’s 2016 video Love Is The Message, The Message
Is Death is an exceptional example of film’s ability to do
this. In seven and a half minutes, Jafa shows footage of
black life in America that emphasizes the joy and mastery
that is visible within and outside the black community,
which is laden with assault, grief, and fear. A clip of
Storyboard P dancing in a room, validating his exceptionCecile Emeke
The Ancestors Came (film still), 2017
Courtesy the artist

alism, transitions to one of Walter Scott being murdered.
We see Olympic medal holder Derek Redmond being
assisted by his father during the 1992 Olympics—a rare
moment of public love between two black men—and
then Dajerria Becton being slammed, flung, and dragged
onto the ground by a police officer after a pool party.
There are clips of Martin Luther King Jr. in a convertible,
IceJJfish’s rendition of “Drunk in Love,” and the sun
showing “the proper scale with which to consider black
Americans’ lives.” 1
Love Is The Message, The Message Is Death is able to capture the fluidity of blackness because it is a work of black
cinema. Cinema, in order to be black, must complicate
the stability of typical cinematic practices by altering
them to reflect black stylings—just as music has done. It
cannot be black simply because its characters, narratives,
or makers are black. As Jafa mentions in his essay “Black
Visual Intonation,” this happens when film or video
mirrors qualities of black intonation. Black music has a
tendency to “worry the note.” The concept, also called a
“blue note” in jazz and blues, is in a pitch slightly different
than it would normally be. Black cinema makes the same
slight difference in how film is produced by incorporating
these stylings.
This strain of black cinematic production is fairly new.
Charles Burnett’s Killer of Sheep (1978), Haile Gerima’s
Child of Resistance (1973), and other films that came out
of the L.A. Rebellion movement were the beginning of
the practice, and there are certainly masterpieces of the
form, but this cinema has not yet existed for as long black
What Are They Made of There?
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music has—and therefore has not become as complicated. As a medium, black cinema is finding its footing
through experimentation and play with other modes of
visual culture. One of these modes is African-American
social dance, due to its development in relation to black
people’s “acute sensitivity to vectors [sic], or spatial
arrays” that has been developed as an almost inevitable
result of, yet also despite, societal structures. 2
The incorporation of space in these films is important
because black people in America are deeply aware of how
they occupy and alter space due to how black bodies have
been objectified, othered, and attacked from the time of
the transatlantic slave trade. As a result, black people’s
social productions of space are heavily saturated with
a history of confinement, surveillance, and migration.
Thus, when Jafa is talking about black people’s sensitivity
to space, we must consider that space isn’t ever neutral.
It is always skewed to somebody’s favor. This somebody
is rarely anyone black and thus the freedoms that come
with existing in public are often lessened for those of the
African diaspora. When black people are contributing to
the social production of space, the tainted foundations of
these structures must fundamentally shift. As with film, a
black social production of space cannot simply be a place
where the homeowners, business owners, and teachers
Kahlil Joseph
Kahlil Joseph: Shadow Play
(exhibition view), 2017
Courtesy New Museum, New York
Photo: Maris Hutchinson /
EPW Studio

are black. It must carry a black intonation that mimics the
experience of those who live in it. This is something that
we see in Harlem.
Harlem’s black intonation has existed since the Great
Migration and the Harlem Renaissance. By the 1920s,
the Harlem Renaissance—a formative period of social,
cultural, and artistic production within the black community—established the neighborhood as a site where black
American cultural identity could flourish. It is where
black people’s awareness of spatial arrays mixes with the
black intonation of the development of the neighborhood. Thus Harlem is inherently intertwined with the
literature, poetry, music, visual art, and performance
produced by the people living there. It is an intersection
of various modes of expressivity and because film is a
result of a multitude of forms, it is the medium that most
intrinsically visualizes the neighborhood as a distinct
black intonation of space that allows black expressivity to
flourish.
In redressing Harlem’s entwinement with music and
visual art, Cecile Emeke’s film The Ancestors Came (2017)
and Kahlil Joseph’s film Fly Paper (2017) address the
neighborhood as a site that fosters change even as it is
changing. Each video’s engagement with sound and framing of shots emphasize the way that Harlem exists as a site
of visual aesthetics, enhanced by sounds that incorporate
spatial vectors—and all of their influences—that exist in
the black social production of space.
The Ancestors Came displays how Harlem came to be
this site by referencing its earlier years. The film cel-
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ebrates the life and work of Faith Ringgold and highlights
the influence of the artist and writer’s childhood in
Harlem. By having Ringgold herself discuss a past Harlem
with imagery of present Harlem, Emeke establishes a
distance between two times, but also gives the distance a
positive connotation. One of the primary ways she does
this is through sound.
Briefly going back to Love Is The Message, Jafa sets the
video to Kanye West’s “Ultralight Beam,” which saturates
it with isolation and space; the song mimics the reverence
of the sublime—having a distance from the brilliance
that surrounds you, while still being able to access that
space of intimate connection. Similarly, the sound in
The Ancestors Came creates a distance between past and
present, but in order to allude to an intimate connection
between them. This intimacy references all that has been
created in Harlem, and the greats it has inspired, including Ringgold herself.
In two voiceovers in the film, the first scene is coupled
with Ella Fitzgerald’s cover of Duke Ellington’s “It Don’t
Mean a Thing (If It Ain’t Got that Swing)” and the second
with Louis Armstrong’s “Mack the Knife.” Each of these
songs creates a soft nostalgia, a thread of uplift and comfort, a wholesome and rich Harlem that is
worth exploring.
Besides Ringgold, the subjects in the film are four
children. Their exploration of the neighborhood, coupled
with Ringgold’s almost wide-eyed accounts, gives Harlem
an openness associated with possibility. Early on, there
are fifteen seconds when all we see is a hand shaking a
tambourine during a walk in a park. The shot changes, but
the sound of the tambourine remains, and we see greenery in the park and then three children walking through it.
They have a conversation:
Where is she from?
Brownsville, I think.
Is that what they’re made of?
Yep.
No, she says she’s from Harlem.
What are they made of there?
There is no response to this question. The tambourine
intensifies before silence. The answer, though, can be
found in Kahlil Joseph’s Fly Paper.
As The Ancestors Came focuses on the history of
Harlem, Fly Paper is concerned with legacy. It is a film
that prioritizes Harlem’s space by depicting what it is to
be haunted by a place whose ghosts never really leave. Fly
Paper takes cues—especially its dark chiaroscuro effect—
from the photography of Roy DeCarava. DeCarava is
the first black photographer to receive the Guggenheim
Fellowship, in 1952, and is known for his photographs of
Harlem and the rest of the New York jazz scene. Some of
the photographs were used in the 1955 book, made in col-

laboration with Langston Hughes, The Sweet Flypaper of
Life. Fly Paper follows entertainer Ben Vereen as he moves
through Harlem—a film tinged with notions of death,
loss, and memory.
Though the film is literally quite dark, it has a profound way of highlighting the interior of Harlem in a
manner that is dislocated yet seamless. We see and hear
all that we expect—crowded streets, an ambulance, Kevin
Beasley’s Who’s Afraid to Listen to Red, Black and Green?
(2016) in Morningside Park—but we also see what we
may not be meant to. One scene is of Joseph’s late father,
Keven Davis, on a gurney in a hospital. Regardless of what
we should and should not see, we see it all. Coupled with
this is the experience of hearing a Funktion-One sound
system, which helps make the experience somewhat
overwhelming. The sounds in Fly Paper are extremely
heavy and intense, and were made in a collaboration
between Kelsey Lu, Flying Lotus & HEALTH, James
Williams Blades, and Parallax. This weight shifts between
being amplified by moments, such as the echoes of steps
or muffled conversations, and being lifted by direct and
intimate phone calls or quiet moments. It is sometimes
quiet, but never truly silent.
The mastery in Fly Paper lies in that it does not try to
master anything except filmmaking. There is no strong
control over Harlem, over the people walking in the
street, over Storyboard P, Lauryn Hill, or Sharifa RhodesPitts. What Joseph does is let the neighborhood speak for
itself. The way he blends film and digital footage, the personal and the staged, simply fosters a dialogue between
all of these components. Because there is so much of this
footage—the video is twenty-three minutes long—there
are many conversations to be had, but not all of them
can be finished.
Perhaps the most resounding reason that film captures
Harlem so well can be seen in Joseph’s play with splicing
and transitions to defy the rigid linearity of time, space,
and connections between people. In Fly Paper, everything
feels as though it is happening at once—a moment
that never ends.
The ceaselessness that Joseph captures in Fly Paper
encapsulates not only black intonation, but also Harlem
as a space of social production. This ceaselessness is what
Harlem is. It is also, hopefully, what will allow the neighborhood to maintain its essence, as a site where black
people and their culture can be nuanced and open.

1. Arthur Jafa and Greg Tate, “Arthur Jafa + Greg Tate in conversation: Love Is
the Message, The Message Is Death,” posted by “gavinbrown,” April 2017,
2:01:48, https://vimeo.com/209649169
2. Arthur Jafa and Tina Campt, “Love Is the Message, The Plan Is Death,”
e-flux 81 (April 2017), http://www.e-flux.com/journal/81/126451/love-is-themessage-the-plan-is-death/
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A Legacy Meets
New Beginnings
by Charmaine Marie Branch

The I, Too Arts Collective opened
the doors of Langston Hughes’s Harlem
home as a nonprofit in 2016. The young
organization is developing programming
that reflects their mission to support
underrepresented voices in the creative
arts while drawing upon Hughes’s
literary and artistic praxes. Author
and director of the collective Renee
Watson had long seen the potential
for Hughes’s former home to become
an enriching public space. The
brownstone had become a historical
landmark in 1981, but remained empty
for a numberof years before eventually
being purchased as a private home.

When the opportunity arose to lease the house, Watson
began a successful crowdfunding campaign to raise the
money required.1 On my first visit to the brownstone,
program director Kendolyn Walker walked me through
its rooms. We discussed the projects the collective is
pursuing as well as their ongoing investigations into
Hughes’s relationship with Harlem. Walker believes
Hughes was being very deliberate in buying a home in
central Harlem at 20 East 127th Street, between the
Fifth and Madison Avenues. The brownstone allowed
him to be involved in the everyday goings-on of the
neighborhood. In his autobiography The Big Sea, Hughes
describes arriving in Harlem for the first time to study at
Columbia University in 1921:
… I can never put on paper the thrill of that underground ride to Harlem… At every station I kept watching
for the sign: 135TH STREET. When I saw it, I held my
breath. I came out onto the platform with two heavy bags
and looked around. It was still early morning and people
were going to work. Hundreds of colored people!
I wanted to shake hands with them, speak to them…
I went up the steps and out into the bright
September sunlight. Harlem!2
Langston Hughes’s typewriter
on the mantel inside the
Langston Hughes House.

All Photos: Charmaine Branch

Before settling down he traveled and lived in cities
around the world, but returned to Harlem at multiple
points throughout his life. The Broadway success of
the 1947 opera-musical Street Scene, for which Hughes
wrote the lyrics, provided him with the funds to buy the
brownstone where he lived with his aunt and uncle.
The Langston Hughes House provides an enriching
context for collaboration and dialogue among visitors,
supported by its history. Hughes conducted most of his
writing on the third floor of the house 3, which is being
renovated into studio space and living quarters for an
artist residency program. The artists will reside there
and host public workshops based on their craft. The
collective also plans to renovate the garden surrounding the house, where Hughes used to work with young
people from the neighborhood. A photograph of Hughes
crouched in the garden surrounded by children hangs in
the living room.
The original piano where Hughes and his aunt Toy
Harper composed music together still stands in the
parlor, and his typewriter sits on the mantel. The parlor
provides the main programming space for the collective.
They hold community hours and poetry salons, many
of which feature emerging poets. There is a creative
conversation series that acts as a forum for artists and
writers, the Langston Hughes Creative Writing Institute
for adults, and the Young Writers Institute for teenagers.
A Legacy Meets New Beginnings
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The exterior of the
Langston Hughes House,
home to the I, Too Arts Collective.
The parlor inside the
Langston Hughes House.

Ephemera from
Langston Hughes’s life inside
the Langston Hughes House.

The collective is also working toward fostering community partnerships. In summer 2017, the collective took
part in the inaugural Uptown Triennial with an installation by visual artist Beau McCall curated
by Souleo.
In a city full of historical landmarks, Watson and
her team have found a way to purposefully activate the
Langston Hughes House. In an interview with National
Public Radio, Watson discusses the thinking behind the
collective’s programming:
We’ve been talking a lot about what it means to
embrace newness but also hold on to legacy, hold on to
culture, and not erase the actual places that we believe
are sacred spaces of the Harlem Renaissance.4
Hughes is lauded as an influential voice during the
Harlem Renaissance. Many of his poems written in the
1920s illustrate the blues and jazz played at the Cotton
Club and other iconic Harlem locations. The Harlem
Renaissance is often referred to as a golden age of black
art and culture. In many ways it has been fictionalized
and romanticized, which draws attention away from the
incredible impact of the everyday artistic collaboration
and community engagement that took place during that
time. Hughes worked in Harlem until his death in 1967,
and now the works of the I, Too Arts Collective are a testament to the ongoing creativity of Harlem that exists
beyond a mythologization of the past.
The collective’s name derives from Hughes’s poem
“I, Too” first published in 1926 in the book The Weary
Blues. It begins, “I, too, sing America,” and is written
from the perspective of a black person facing racism
and discrimination. The second half of “I, Too,” speaks
of a tomorrow in which oppressors will be forced to
recognize this person, and all black people, as citizens
worthy of sitting at the table alongside them. “Harlem,”
published in 1951 as part of the poem book Montage
for a Dream Deferred, begins with the question, “What
happens to a dream deferred?” The response is another
question, “Does it dry up like a raisin in the sun?” which
inspired the title of Lorraine Hansberry’s 1959 play A
Raisin in the Sun. The play depicts the life of a black family living in Chicago and the obstacles they face attempting to improve their quality of life. The title’s origin
links two black communities in different cities with the
shared history of the Great Migration. This relationship speaks to Hughes’s ability to connect with black
peoples’ personal and communal experiences across
geography and time.

“Harlem” remains incredibly relevant today. The
question introduced in the first line of the poem resonates with the unclear futures of young people known
as “Dreamers”, who are waiting for the government to
decide whether or not they will have a path to citizenship. Marginalized peoples’ ongoing fight to be fully
acknowledged as citizens of the United States is present
in “I, Too” and threaded throughout his poems, plays,
and life’s work.
One of the most important takeaways from my conversation with Walker is her insight into Hughes’s ability
to connect with Harlem through multiple avenues. His
multidisciplinary projects expanded continuously, and
Harlem remained a steady source of inspiration in his
creative practice. It is in that spirit that the I, Too Arts
Collective seeks to provide numerous forms of community engagement for people to explore their own
relationships with both Hughes and Harlem.
Community hours at the Langston Hughes House are
held on Tuesdays and Saturdays from 12 pm to 5 pm, and
on Thursdays from 12 pm to 7 pm. For more information
visit the I, Too Arts Collective website at
http://www.itooarts.com/.
1. Samantha Schmidt. ”A Poet’s Mission: Buy, and Preserve, Langston
Hughes’s Harlem Home,” The New York Times, September 15, 2016.
2. Langston Hughes. The Big Sea: An Autobiography (New York: Alfred A.
Knopf, 1945), 84.
3. Milton Meltzer, Langston Hughes: a biography (New York: T.Y. Crowell,
1968), xi.
4. “Langston Hughes’s Harlem Home May Get Its Own Renaissance—As an
Art Center,” National Public Radio, August 27, 2016.
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Practice in Print
Kayode Ojo
by Eric Booker

Kayode Ojo always has the camera
in mind. Despite earning a BFA
in photography at the School of Visual
Arts in 2012, the artist had never
exhibited a photograph before this year.
Rather, he uses the camera as a frame for
a private audience, in which he stages,
builds, and ultimately rehearses a “final”
sculptural arrangement by carefully
balancing found objects atop one another.
The resulting compositions, sculptures
that literally hang in the balance, exude
seduction and desire, and create moments
that might never be performed in the
same way again.
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Carl Van Vechten’s 1953 photograph
of American blues singer Joyce
Bryant wearing a dress designed
by Zelda Wynn Valdes.
Beinecke Library Collection,
courtesy the Van Vechten Trust

In line with The Studio Museum in Harlem’s commitment to new and emerging artistic voices, Practice in
Print provides a space specifically for emerging artists
to create new work. For the inaugural feature and first
issue of Studio to launch during inHarlem, I asked Ojo
to think about Harlem in the broadest sense. His use of
flashy clothing, accessories, wigs, and utilitarian objects
such as acrylic chairs and velvet sofas, made me think
of the abundance of retail outlets one finds in Harlem.
From fast-fashion chains such as H&M to smaller stores
such as Fino and the many street vendors that dot 125th
Street, Harlem’s eclectic style is continually shaped by
the aspirations of its vibrant inhabitants. Turning style
into cultural capital, Harlem designers like Dapper Dan,
who irreverently use luxury fashion logos to create
street couture, are now recognized through collaborations with fashion houses like Gucci, affirming the
subversive influence of Harlem’s self-made glamour.
Ojo’s materials unequivocally reflect our society’s
fixation on self-representation. By positioning items
in various states of being—body chains that hang off a
chair or a tassel dress that cascades down a tripod—he
creates ephemeral scenes that imply the body’s pres-

ence and personal narrative. His materials, often coupled with his titles, create a picture of a life lived through
possessions, of archetypes shaped by myriad social and
cultural forces. In an untitled sculpture from 2013, Ojo
includes Bud Light Platinum bottles, DKNY underwear
that was bleached in a pool at Le Bain, and Yaki Pony
synthetic hair. In another untitled work from the same
year, a black faux fur coat leans against a wall with a pair
of golden curtain rods as an armature. The rods stand on
the ground, crossed, and jut into the coat’s shoulders to
create an abstracted yet familiarly irreverent pose, filled
with attitude, sex appeal, and nonchalance.
Closed Audition (2017) builds upon Ojo’s recent sculptural work, and marks the first time he has used the photograph itself. Created over the course of several weeks
in his bedroom in the Lower East Side, the photographs
conceptually expand upon Ojo’s practice and build on
his physical process, in which he tries on the items he
finds before incorporating them into his sculptures.
Here the artist’s body becomes the support for faux
fur coats; blue velvet, satin, and zebra-print dresses;
sequined gowns; black wigs; and rhinestone jewelry. The
arresting images convey a precarious glamour, and like
his sculptures, they bring attention to the accessibility
of luxury and the way consumer culture affects notions
of status, beauty, and sexual desire.
Ojo looked to Carl Van Vechten, the well-known
writer and chronicler of the Harlem Renaissance, when
making this work. Van Vechten’s intimate, luxurious
color photographs of Harlem’s creative class, taken in
front of vibrant backdrops in his apartment on West 55th
Street, document the thriving cultural and intellectual
life of black America at the time. Like Ojo, Van Vechten
was an “outsider” to this neighborhood. A white DutchAmerican from Iowa, Van Vechten’s fascination with
the Harlem Renaissance eventually placed him squarely
within its creative circles, for which he garnered more
attention through his controversially titled 1926
book, Nigger Heaven.1
Luminaries such as James Baldwin, Billie Holiday,
Langston Hughes, and the lesser-known singer and
actress Joyce Bryant all sat for Van Vechten. His portrait
of Bryant, who stands in front of a gold backdrop,
embodies the particular kind of glamour, seduction, and
spontaneity reflected throughout Ojo’s Closed Audition.
Bryant looks toward the camera over her bare shoulder. Her gown, designed by legendary Harlem designer
Zelda Wynn Valdes, glitters with a luminescence that’s
reflected in her iconic hairstyle, which she colored with
silver radiator paint.2 The portrait stands as a testament
to Bryant’s creative determination and artistic ingenuity, which she carefully crafted through a bold style and
uniquely theatrical persona.
Practice in Print
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The intimate setting, evocative pose, and performative nature of this photograph brought Ojo to consider contemporary fashion photography that utilizes
lowbrow styling and mundane settings to create a “raw
visual style” emphasizing intimacy and sexual desire.
Ojo used an automatic Yashica T4, the “It” camera of the
90s and 00s. The results are highly personal and direct,
and simultaneously evoke the grittiness of Juergen
Teller’s photo shoots and the anonymous photos that
might be found at a garage sale. We are left wondering
what has happened to the artist in each scene as he contorts his body for the camera. Embodying what Tirdad
Zolghadr refers to in his essay “The Future Has a Silver
Lining” as the “counter-glamour of drag,” Ojo courts
glamour in each photograph, considering its aesthetics
and those who have access to it, through a performance
that subverts gender and desire.3
Closed Audition also calls to mind the infamous centerfold portfolio that Cindy Sherman made for Artforum
in 1981, which features the artist emulating the visual
language of photo spreads in pornographic magazines.
Controversial yet fundamentally different than fashion
photographers and adult image-makers in her position
of critique, Sherman lends an important understanding to Ojo’s new work: To critique the system from
within is a dangerous yet powerful act. Ojo reminds us
of the visual frameworks that influence our desires and
perceptions of self. His work lies in the way we perform,
the objects we use, and the images we seek to portray—a
practice that continues to push boundaries.

Following Pages:
Closed Audition: Boohoo Plus Verity
Slinky Plunge Split Maxi Dress, 2018
Closed Audition: Yvonne Force Zebra
Playa Caftan, 2018
Closed Audition: ASOS Snow Leopard
Fur Coat – Cream, 2018
Closed Audition: CR Women’s Navy
Cowl Neck Velvet Open Back Cami
Midi Bodycon Dress (Floor), 2018
Closed Audition: CR Women’s Navy
Cowl Neck Velvet Open Back Cami
Midi Bodycon Dress (Upright), 2018
Closed Audition: Boohoo Plus
Bethany Off The Shoulder Slinky Maxi
Dress, 2018
Closed Audition: PrettyGuide Women
Sexy Deep V Neck Sequin Glitter
Bodycon Stretchy Mini Party Dress
Gold XL, 2018
All courtesy the artist

1. Kelefa Sanneh, “White Mischief,” New Yorker, https://www.newyorker.com/
magazine/2014/02/17/white-mischief-2
2. “Joyce Bryant: A Star,” Joyce Bryant: The Lost Diva, 2018, https://www.
joycebryant.net/
3. Tirdad Zolghadr, “The Future Has a Silver Lining,” Frieze, https://frieze.
com/article/future-has-silver-lining
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New Folk
by Sasha Jelan

Throughout history, art has been
an innate expression of human creativity
and communication. Through the ruins
and artifacts of civilizations across
the globe—from the craftsmanship
of tribal divination tools, to the intricate
needlework of quilts made by enslaved
Africans mapping escape routes—art has
been a way to assert culture and record
the human experience. The influence
of colonial powers in the nineteenth
and twentieth centuries contributed to
the idea of art as exclusive, a commodity,
created by acquired skill, only recognized
and valued through the approval of an
institution.As a result, generations
of American artists were marginalized,
unable to join academia and, therefore,
unable to profit from the network
of an institution.
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While some African-American
artists—notably writers James
Baldwin, Langston Hughes, and
Richard Wright—became successful
by journeying abroad, where racial
tensions were lower, many others,
such as Sister Gertrude Morgan and
James VanDerZee, went unrecognized until the end of their careers,
or their lives.
Through various efforts, such as
the civil rights movement, the act
of integration, affirmative action,
and financial aid, black and brown
artists today have been afforded the
opportunity to pursue the arts academically. They also have increased
chances at institutional success
through following the traditional

route of earning a degree, gaining
gallery representation, showing in
museums, and developing a steady
collector base. While this formula
is promising, mixed-media artist
Kyle Castro and photographer and
installation artist Gogy Esparza are
among a new generation who dare
to redefine success and how it can
be attained. These emerging artists
are following in the footsteps of selftaught, outsider artists who have
been making art for centuries. Not
long ago, I sat down with them to
learn more about how they navigate
the art world.

and what kind of education did
you have?

Sasha Jelan: Tell me about your
background. Where are you from

Gogy Esparza
Protect me from myself, 2016
Courtesy the artist

New Folk

Kyle Castro: I’ve been creating my
entire life. As long as I can remember. Nobody ever told me to do it,
nobody ever really encouraged me.
It’s something that I always did and
I knew that it was something I liked.
There is a website called Deviant Art
and that’s what started me creating
as much as I did when I was younger.
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I would post things when I was
only nine. People could follow you,
it was like an early Instagram. I
stayed online heavily from 2010 to
2013, and I remember in 2012 they
released Instagram. I always used it
to joke around.
Around 2015, I started to see this
generation doing what they do and
it inspired me and made me realize
that independence in art is a thing.
I can independently represent
myself, as long as I know how to
market myself. At that time, I was
not going to graduate. I didn’t go to
school when I was supposed to go.
I would go to school and not go and
it got to the point where I was able
to graduate, but I just did not take
that opportunity. I was thinking to
myself, “What am I going to do with
my life?” I just centered myself.

We were walking through Times
Square and I told my mom, “I’m
moving here.” That’s what made me
want to get out early.
SJ: When did you realize you were
an artist and that what you were
doing is art?
KC: Around sixteen or seventeen.
I began looking at things more as
pieces, representing conceptual
ideas.
GE: In the hood it’s like sports and
music, but you don’t think you can
be an artist. I didn’t even know
what that was until I was nineteen or twenty. I was still thinking
commercial.
SJ: How did you begin to learn a
practice?

Gogy Esparza: I’m Ecuadorian,
and my family immigrated from
Ecuador in the 1980s. I was born
in Worcester, Massachusetts, a big
industrial town with a lot of factories and predominantly workingclass. We all lived in a one-bedroom
apartment in a housing project
called Plumley Village. It was like
twelve of us in that apartment—my
aunts, uncles, and cousins.
I went to a diverse school.
Everyone, for the most part, was
in the same economic bracket and
I think that bred an open mind.
Growing up Ecuadorian, you don’t
really feel American, so you adopt
customs. Inevitably, I was product
of 90s hip-hop. I was in the barbershop a whole lot, I would go there
after school. The barbershop is
like internet before the internet.
You hear everything, music, sports,
style—that was my upbringing. I
first came to New York young, I’m
talking five years old.

GE: I wanted to study fashion
design. I got into Parsons, FIT, and
Pratt but they didn’t give me any
money so I went to NYU, where
I got a large scholarship. I was downtown, and into the creative culture
downtown. I met a photographer
from the Bronx who photographed
all the quintessential New York
hip-hop culture, and I asked him if
I could assist him and he let me. He
said I should get a camera and mess
around and that’s where it started.
I also worked for the photographer Mark Borthwick. His home
was a sanctuary, he had a tepee in
the middle of the room with incense
burning. He had collages and would
be cooking for you and reciting a
poem. I’d never seen an artist. He
was so tapped into his world and
that changed me. I started taking
photography seriously, taking photography and film courses for two
semesters.

Top:
The artist Kyle Castro
Photo: Sasha Jelan

Bottom Left:
Kyle Castro
I’m a caged bird, 2017
Courtesy the artist

KC: Boredom. I slowly began to
realize that there are no rules or
constraints to what I can do. I can
be an interior designer or a rapper.
It wasn’t until I began looking into
everything that I understood it’s all
an art form. I understood versatility
is the future. There’re no more onetrick ponies.
SJ: How were you introduced to
or inspired by self-taught artists of
previous generations?
KC: Sister Gertrude and few other
artists inspire me. The first artist I learned about was Salvador
Dalí. The reason I respect him and
anybody who came after that period
is that they were really challenging the idea of art. I’m interested in
their journeys, how they came to be
and how they rewrote the rules of
art. They propelled things to where
they are today. I think that period is
so interesting as well because that’s
when art really became a commodity, and it became an ego. It’s no
longer just representing Christ and
these ideas—you’re representing
your own ideas, your own self, and
the public wants a piece of you.
GE: I studied abroad in Madrid my
junior year, I was nineteen and there
I took a Surrealism course, art history, Dadaism, and our classes took
us to museums like the Prado and
the Reina Sofia, where we learned
about Dalí, Velazquez, and Picasso.
For me, Surrealism was like hip-hop
and I identified with that. They were
very rebellious against the insttion of art that was in place. They
changed things, and when I finally
realized it I felt like I could do that,
too. I would stand in front of these
paintings for a long time and feel, “I
know I can do this.”
Bottom Right:
Kyle Castro
in the hellish realm, all I can do
is regret, 2017
Courtesy the artist
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SJ: How did you begin to collaborate
with others?
GE: I saw kids getting busy and I was
like “Yo, come have a show here!”
When I opened up the gallery, it was
very beautiful. People don’t know
how hard this is. I took out a loan,
cutting hair seven days a week, to be
here. I made amazing friendships.
I was having an open dialogue and
sharing my space.
KC: I didn’t have a place to stay, so
out of necessity I began to sell my
work outside. Washington Square
Park was the main spot I’d been hitting for those years that I was doing
that. By staying in the street I met
a lot of different people, and they
came to me with opportunity.
SJ: How do you navigate an art
world that still views you as “other”?
KC: My practice is the only place
where there are no rules. That’s the
only place I can really be myself. I
put myself there and I’m free to do
whatever I feel—it’s satisfying.
GE: The Spaniards colonized
Ecuador and so you’re force-fed
Catholicism when you’re young. As
an Ecuadorian immigrant in this
country, not only are you Catholic
and always feeling guilty, but you are
now a lesser-than, you are a worker.
You’re a working-class minority with a stigma attached to you.
Inherently, I felt docile. I felt like I
couldn’t do anything, and my heroes
were always black because I grew up
in hip-hop and in the projects with
these people, everybody at the shop
is predominantly Latino and black.
Where is the contemporary voice
for this narrative?
Kids don’t usually get to go to
NYU on a full scholarship, especially from any ghetto or hood. I
felt I had to take what I learned and
introduce a different texture to this
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conversation. We need to have that
dialogue and challenge the way we
are perceived. America is not used
to a certain narrative. I want to keep
knocking down that door.
SJ: How do you determine value?
KC: It depends on the experience
in my life that the piece pertains
to. All of my work is a reflection of
my life. If I feel like it is personal, I
would never sell it. I’ve turned down
people before because a piece is so
personal to me, so valuable. I’m my
own art collector.
SJ: What challenges have you
faced as a result of your nontraditional routes?
GE: The hierarchy of art is preset,
impenetrable. As a person of color,
who is not being a token, you have
to work extra hard. There is still a
perception of what a Latin American
artist looks like or what my work
is supposed to be like.
KC: I feel like I missed out on
my youth and allowing myself to
let loose. I always put a strain on
myself, since I was sixteen, about
where I was going to be. I did meet a
lot of different people through this
and the common interest is always
art. I’ve been able to talk to people
I’m inspired by and respect highly—
that is something I gained.

Gogy Esparza at work in his studio.
Photo: Sasha Jelan
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Hearing Harlem
by Nico Wheadon

With a vested interest in both artists
and the sociocultural conditions
that shape art, the Public Programs &
Community Engagement Department
is rearticulating its collective impact
model to center art, community,
and participation in equal measure.
Looking ahead to The Studio Museum
in Harlem’s fiftieth anniversary
— and the construction of our new,
purpose-built home on 125th Street
—we have entered into a liberal and
de-spatialized moment of self- reflection,
anchored by a desire to listen and
learn from our neighbors as we
continue to grow.

We began this transition by reflecting on our journey as
an institution. What is the Studio Museum without the
physical structure that has supported our work for most
of our history? How can a museum without walls deliver
its mission and work beyond preexisting platforms
and into a whole new realm of possibility? What does it
mean to be an institution in flux, rooted in a place that is
also undergoing a radical transformation? And how does
a museum that is building capacity for its institutional
growth remain responsive on personal and local levels?
In 2016, the Museum piloted inHarlem, a series of
public art initiatives and collaborative programs that
bring the Museum’s programs into the community
and partner institutions in dynamic ways. Large-scale
artist projects in historic Harlem parks and arts-driven
programs in public libraries have served as grounds
for innovation where, together with our partners, we
aligned institutional missions, melded audiences,
and emboldened artists to dream and work on scales
previously unimaginable. Our desire to understand the
impact of this expanded way of working served as the
basis for a newly articulated community of practice
at the Museum—the Community Advisory
Network (CAN).
Established in 2017, CAN’s primary goals are to support open and transparent dialogue among neighbors,
evaluate the depth and potential of the inHarlem pro-

gram, and provide a structured platform for local voices
to both inform and champion the Museum’s future
work. An esteemed cohort of roughly twenty local artists, residents, cultural leaders, educators, parents, program alumni, and representatives from nonprofits and
community-based organizations throughout the neighborhood, CAN has empowered the Museum to understand issues affecting Harlem more comprehensively.
In articulating the importance of this local focus, one
advisor who works through local churches asserts, “It’s
the community that drives the institution. You must
continue to inject yourselves into the community ... it’s
the community members and institutions that should
be overwhelmingly supporting who you are, now and in
your future.”
For the Studio Museum, community has always been
at the heart of how we self-identify. The art, people, and
ideas that have flourished within these walls radiate the
vibrancy and history of our birthplace; they coalesce
around a shared pride in all that has been “inspired and
influenced by black culture.” Additionally, the Museum
grows its family by incubating creative talent and
professional development on all levels, from our growing line of Artist-in-Residence alumni, to the countless
cohorts of interns, fellows, educators, and arts administrators that have gone on to impact and expand the
field. Our community is ever-growing and ever-evolving.
Hearing Harlem
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Equally important, we have found community in our
home of Harlem, which—in all its concrete realities and
mythical projections—has remained the rich well from
which the Museum draws. Despite our ongoing commitment to expanding the resources available to contemporary black art and its practitioners, it is clear that more
needs to be done to meet new audiences where they are.
CAN’s quarterly meetings serve as a unique opportunity to listen, learn, and draw inspiration from individuals and organizations already conducting amazing work
in our neighborhood. Each session is centered on a special topic or framework upon which to build group discussion, and begins with staff presentations that lay bare
select material and conceptual processes. This transparency and trust are the basis upon which CAN’s communication is built, encouraging the candid exchange of
challenges and best practices across fields, audiences,
and silos of work. As such, this network—with the distinct experiences it brings together—is uniquely poised
to enact systemic and institutional change that keeps
pace with the transformations taking place around us
every day. The cohort’s diverse expertise and commitment to making Harlem a powerful place to live and
work help shape our approach as we continue to have
conversations throughout the neighborhood.
Another advisor with a background in education
stresses the importance of a shift in professional atten-

tion during this historical moment: “For those departments that have not taken a program’s approach, that’s
essentially what they’re going to be doing during inHarlem. They’re not going to be able to do the work as it’s
been done, through the internet, Museum space, foot
traffic, or brand recognition. Everyone is going to have
to create and communicate through relationships—we
learn by listening!”
“Relationship Building” was the theme of our kick-off
meeting last August. We opened with introductions
and first-hand accounts of how we each see, experience, and understand our neighborhood. Many in the
group have called Harlem home for their entire lives,
and were proud to share fascinating stories from the
radical decade in which this institution was founded.
Celia Scott-Wickham—a founding member of CAN
and cherished member of the Museum’s Arts & Minds
program, who has sadly since passed—motivated the
group to shed poetics in discussing Harlem’s past and
future. A devout Harlem resident whose social justice
work spanned institutions such as St. Mark’s United
Methodist Church, Minisink Townhouse, the Girl
Scouts and Boy Scouts, Community Planning Board 9,
the Central Harlem Partnership, and multiple community empowerment organizations, Scott-Wickham’s life
of public service and arts advocacy continues to serve as
a beacon for our work.
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In our second meeting, the breakout groups
responded to the prompt, “How can the Museum reconsider its visibility—both on 125th Street and throughout
the neighborhood—during this exciting and transformative moment?” One group discussed how to mobilize
new audiences in the immediate areas surrounding
the Museum’s satellite programming and site-specific
exhibition spaces. Another group explored how new
marketing strategies could help raise awareness among
underserved audiences. The last group discussed ways
to make the building construction processes transparent and legible for the public.
Supported by advisors representing more than
twenty organizations and interest groups throughout
Harlem, our department is confident in its growing ability to ensure local voices are reflected in all that we do.
With more ears to the ground, we are able to support our
neighbors in their work and learn from their triumphs
and toils, while translating this knowledge to augment
the numerous ways we support artists navigating this
shared terrain.
At the midpoint of our first year together, it is clear
that there is much work to be done in our neighborhood,
on every level. With local issues ranging from gentrification and cultural displacement to illiteracy and ageism,
the group has worked hard to acknowledge, give voice
to, and share tools with those often overlooked in these

conversations. As we step out more boldly in directions not yet traveled, Public Programs & Community
Engagement values the community of people who may
not yet know that the Museum exists just as much as the
communities that do. The message resounds now more
than ever—museums must be clear in how they define,
engage, and serve their communities. And in continuing to support artists and their ideas to the best of our
ability, we, too, must come to embody an active citizen, a
neighbor and collaborator willing to work with, for, and
through our community.

All photos: Henry Murphy
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Walking inHarlem
with the Second Grade
by Jennifer Harley

The Studio Museum in Harlem has a long history of school
partnerships. These in-depth, multi-session programs are
created in collaboration between the Museum, schools,
and community organizations throughout the city. We
work with educators of all disciplines, school administrators, parents, artists, and the surrounding community—
each partnership is tailored to the specific needs of the
school or community organization and designed to build
creative experiences that connect art and artists of
African descent to school curricula, community
needs, and Harlem.
School partnerships offer young people the opportunity to engage with living artists in their classrooms and
youth-focused organizations through work with teaching
artists. By transforming classrooms into art studios, students learn about artists in our permanent collection and
are empowered to think critically and creatively about the
world around them as they create their own artwork.
These relationships with the surrounding community have
always been central to the mission of the Studio Museum
and continue to grow and deepen through inHarlem.
Thurgood Marshall Academy Lower School, located on
151st Street, is one of our longest-running school partners,

as we have worked with teachers throughout the school
for over nine years. This year, we are continuing our partnership with the school’s two first-grade and two secondgrade classrooms. With the second-grade classrooms, we
focused on one of their main units of study, “Community.”
Every class at the school is named after a Harlem landmark that the students learn about throughout the year, so
we were excited to kick off our partnership with a walking
tour of Harlem, with site visits to their classroom namesakes, Marcus Garvey Park and the National Black Theatre.

Students in the second grade at
Thurgood Marshall Academy Lower
School on a walking tour of Harlem,
New York
All photos: Jennifer Harley

Walking inHarlem
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The walking tour started at the Studio Museum with a conversation around the relationship between the words “Me,
We” featured in Glenn Ligon’s installation, Give Us a Poem,
in the Museum atrium. The students then left the Museum
and walked east on 125th Street, past construction sites
and the new Whole Foods on the corner of Malcom X
Boulevard, and then continued down 124th Street to
Marcus Garvey Park. As the sun came out, students took a
moment to reflect on community through drawing and
poetry in the park’s Richard Rodgers Amphitheater. The
walk continued to National Black Theatre, where we
learned about the history of the theater and the block, and
got to peek in on a rehearsal, before we headed back to
the Studio Museum. It was exciting to see students exploring and discovering new things in Harlem, the neighborhood where they live and attend school every day.
Students are enthusiastic to continue their partnership
this spring and to explore painting and photography as
they create their own artwork inspired by Harlem. The
classes will focus on artworks from the Studio Museum
permanent collection by Lynette Yiadom-Boakye and
Jordan Casteel. The students are looking forward to
Casteel’s visit to their classes.

Across all of our inHarlem school partnerships we are
excited to continue exploring public artworks, exhibitions
at our inHarlem partner sites, art in our permanent collection, and Harlem as we continue to collaborate with
schools and community organizations.
If you are interested in building a partnership with the Studio Museum,
please email schools@studiomuseum.org.

Walking inHarlem
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DIY
Grow Your Own Crystals
by Chloe Hayward

Taking inspiration from art, work with an adult to grow your own crystals!
Inspired by artist Michael Demps’s artwork Untitled: Dehiscent Echo (2017),
use everyday household materials to create a colorful sparkling, sculpture!
Materials

Pipe cleaner

Borax

String

Pencil

7 cups
of water

Food
coloring

Aluminum
foil

Pot

Step 1

Step 2

Step 4

Step 5

Fill a large pot with the water, and
with the help of an adult, bring it to a
gentle boil.

Take your pipe cleaner and create a
twisted coil. Attach the coil to your
string and then tie the string to your
pencil.

Add borax by the cup and stir,
continuing to add it until the water
stays cloudy.

Dip your pipe cleaner in the colored
solution a few times before setting it
down inside. Cover the solution with
foil overnight. You will have crystals
the next day!

DIY

Large glass
container/jar

Step 3

Add food coloring to the cloudy
water to give your crystals color.
Transfer the solution to a large glass
jar or container.

Michael Demps
Untitled: Dehiscent Echo
(installation view), 2017
Courtesy the artist
Photo: Adam Reich
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Above and Beyond ETW
by Angelica Calderon and Zainab Floyd

It was a cold day last fall when I visited my friend Angelica Calderon on
the campus of Rutgers University in
New Brunswick, New Jersey. The last
time Angelica and I had seen each
other was during summer 2017, at the
Expanding the Walls exhibition at The
Studio Museum in Harlem. She was
an Expanding the Walls intern for the
summer semester of the program, as
I was for the spring. I sat in on her
photography class, for a day of conceptual critiques. The students
placed their works on a white wall—
Angelica’s were a series of self-portraits that include text. This meeting
felt special because I was entering
her space, where she produces personal works that I have learned are an
ode to her late grandmother, Carmen.
While Angelica was a student in
Expanding the Walls, she often used
her family and community in the
Bronx as subjects. Her classic state-
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ment was shooting in black and
white. Our relationship has always
been nothing but laughter and
respect. I am happy and proud to see
how far she has come.
Zainab Floyd: What is life like after
Expanding the Walls?
Angelica Calderon: I am a sophomore now at Rutgers University. I am
currently studying photography at
Mason Gross School of Art, which has
been transformative for me. I am
working at a cultural center, where I
help out with creative projects alongside supervisors. Looking back to
when I was a junior in high school, I
feel more confident because of the
program and what I learned during
my time at the Studio Museum.
ZF: How has your work changed
since?

AC: My work has changed with the
addition of color, in addition to black
and white. I also use myself as the
subject, something I was really insecure about back then. I’m starting to
get into film photography, and I am
trying to invest in a medium-format
camera, hopefully. I feel more confident in my process after the advice
and love I received from the
Expanding the Walls family.
ZF: Why did you start using yourself
as a subject?
AC: I started using myself as a subject earlier this year because I wanted
to get to know myself, in order to produce better work. It is also personal
growth, as I come to better understand my capabilities as both artist
and subject. As a person of color, I
deconstruct myself, especially in the
context of what’s going on in the
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world right now. I’m trying to figure
out how my art can help social
change, starting on campus.

AC: I have a playlist, I usually listen to
Kendrick, Solange, and old hip-hop
like Nas and Wu-Tang Clan.

ZF: What was your experience like as
first an Expanding the Walls student
and then as an intern?

ZF: Which artists inspire you?

AC: The class I worked with as an
intern was the best. I was really happy
to get back to the Studio Museum
and I felt like I was in Expanding the
Walls again. The teens were really
passionate, and it was so fun to see
how excited they were on the
museum trips, how eloquently they
spoke with artists. They were the
smartest and dopest group I’ve ever
met. They achieved so naturally and
I’m happy I was there to witness it.
Being with the program was a safe
space for me. It made me happier, it
helped me grow better.
ZF: Is this an ode to your grandmother [referring to her work on the
wall]?
AC: I don’t know, I think all my works
are an ode to my grandmother.
ZF: How important is identity in your
work?
AC: What? Let me tell you something.
With the current state of this country,
and what’s coming in the next few
years, I have to figure myself out. I
have been trying to find a way to give
that representation. It’s like the things
I am noticing on campus, in terms of
division.

AC: Kendrick Lamar, LaToya Ruby
Frazier, Lorna Simpson, Carrie Mae
Weems, so many.
I came home from college for
Thanksgiving and paid a visit to
Zainab Floyd’s house in Mount
Vernon. It was my first time there, and
I loved the scenery. Her house, like
Zainab herself, is colorful and beautifully detailed. We were in her bedroom, laughing and discussing our
time with Expanding the Walls:
embarrassing and hilarious stories,
crushes, the exhibition openings. We
realized how much we had grown in
just two years. We sighed ...

AC: Who are your inspirations?
ZF: Everything Carrie Mae Weems
[laughs]. I have been collecting a lot
of work done by other artists in other
genres, such as dance. Currently
Katherine Dunham is inspiring my
work. Archival works by black female
artists. I am currently looking at the
organization Where We At: Black
Women Artists. They inspire me
immensely because they paved the
way for me. Also, they are fabulous.
AC: Has Expanding the Walls influenced your work or personal growth?

Angelica Calderon: How do you balance academics and art in college?
Zainab Floyd: This sounds sad, but I
am terrible at managing my art and
academics. The only time I create is
when I am on the train. I have a twohour ride from home to school. I try
to utilize that time to write poems
that I use in my work. The days that I
have night classes I photograph
based on my poems in the afternoon.
I am majoring in art history so I spend
most of my time analyzing, reading,
and studying.

ZF: Did you notice that before?

AC: Any piece of advice you would
give to younger, Expanding the Walls
self?

AC: I mean yeah … there is like a
white supremacist group on campus,
and the more I hear stuff like that, the
more crucial education is for me as
an Afro-Latina.

ZF: You and your work are always
changing and that is okay, baby girl!
AC: Being in an internship and working alongside a new class, how has
that shaped you?

ZF: Do you listen to music during your
process?

are extremely sharp and thoughtful,
and extremely aware of themselves in
ways that I had never considered at
that age, when I was in the program.
It was weird but exciting to hear their
questions. It was an honor to work
with them.

ZF: Those students were what I
looked forward to each week. They

ZF: The program has influenced my
work—everything I do. That was the
best time in my life. I did not even
consider myself an artist. I did not
believe in myself. When I became part
of the family, I met individuals who
were like me. Our educator also
played such an important role for us
as artists. Whenever I look back, I am
grateful. I would not be who I am
today, or have done what I have if it
were not for Expanding the Walls and
the Studio Museum family.
To see more of Calderon and Floyd’s
photography, including a special portfolio
produced during this interview, please visit
Studio online at studiomuseum.org/studiomagazine

Angelica Calderon and
Zainab Floyd spend a moment
in front of the camera
Photo: Zainab Floyd
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Building a New Home
by Ketter Weissman and Fatima Zaidi

The Studio Museum in Harlem has had a momentous year. Looking towards our
fiftieth anniversary, the Museum made incredible progress on its new building
project and Capital Campaign. In September 2017, the design for the Museum’s
new home was unveiled.

For five decades, the Museum has been a cultural anchor
on 125th Street and is eager to better serve its many audiences and communities with ambitious and meaningful
exhibitions in this state-of-the-art facility designed by Sir
David Adjaye of Adjaye Associates and Cooper Robertson.
The building will be 82,000 square feet with an iconic
sculptural facade that speaks to the Museum’s work and
invites visitors and passersby into the Museum from the
bustling sidewalk of Harlem’s main thoroughfare. An integral aspect of the design is a signature, porous hall and
lobby that will be free, welcoming, and open to the public.
Space for exhibiting and creating artworks will more than
double, allowing the Museum to share even more art from
the permanent collection and temporary exhibitions yearround. Visitor, public, and educational spaces will increase
by nearly 50 percent; and outdoor space will also double.
The Museum’s Capital Campaign goal of $175 million
has been 70 percent realized. We are thrilled by the
incredible enthusiasm we have received from our communities, including the City of New York, our lead partner.
Groundbreaking for the new building is set to begin in fall
2018—we are eager to move this journey forward!

Front and back facade views from
125th Street and 124th Street
Courtesy Adjaye Associates

Building a New Home
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Profiles in Genius
Njideka Akunyili Crosby
and Dawoud Bey
by Elizabeth Gwinn
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Artists Dawoud Bey and Njideka Akunyili Crosby are both 2017 recipients of the
prestigious MacArthur Fellowship, or “genius grant,” awarded annually to talented
individuals who have shown extraordinary originality and dedication in their
creative or intellectual pursuits. In celebration of this honor, I asked them each
about the Studio Museum, Harlem, and what the award means to them.

Elizabeth Gwinn: You both developed
strong ties to the Studio Museum
early in your careers. Dawoud, you
were an exhibiting artist and Museum
employee, and Nijdeka, you were an
artist in residence. How has the
Museum impacted your life and your
work?
Dawoud Bey: The Studio Museum is
the place where I first began to find
my community—young black artists
like myself and older black artists
who became my first inspiration and
mentors. I’ve had a close relationship
with the Studio Museum since the
early 1970s, when LeRoy Clarke and
Valerie Maynard were in residence.
I’ve gone on to form deep relationships over several decades with a
number of artists in residence, including Willie Birch, David Hammons,
Charles Burwell, Maren Hassinger,

and Kerry James Marshall. I also met
Mel Edwards, Jack Whitten, and other
artists of the generation before mine.
They became longtime friends and
mentors as well.
In 1977, I was asked to teach a photography class at the Studio Museum.
Carrie Mae Weems, now one of my
closest friends and confidants, was a
student in that class. It also provided
my first affirmation and experience of
teaching, which I have now been
doing for several decades. My first
solo exhibition, Harlem, USA, was
held at the Studio Museum in 1979.
That exhibition brought me my first
critical notice and was the beginning
of my life as an exhibiting artist—a
very significant turning point for me,
when my dreams and aspirations
became reality. In the ensuing years,
when I needed freelance work to sustain my practice, the Museum pro-
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vided that as well. You can find my
name in eight-point type in the photo
credits in some of those early
catalogues!
Quite simply put, I don’t know
what kind of a career I would have
had were it not for the Studio
Museum. As the only place at the
time where I could have exhibited my
early work, it pretty much made my
career possible by providing that initial platform.

Above:
The artist Dawoud Bey in his studio
Courtesy John D. & Catherine T.
MacArthur Foundation

Opposite:
The artist Njideka Akunyili Crosby
Courtesy John D. & Catherine T.
MacArthur Foundation
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Njideka Akunyili Crosby: I spent my
first year after graduate school (2011–
12) as an artist in residence at the
Studio Museum. That experience was
invaluable to the development of my
art practice. The program gave me
much-needed time and space to
experiment. Studio visits by mentors,
artists visiting the Museum, and fellow residents helped me figure out
how to add nuance to my work. The
support I received from the Museum
and its extended family has been critical to my progress. For that whole
year, I was able to work in the studio
practically every day. This level of
immersion is a luxury that is unheard
of for most young artists and, much
like a language immersion program, it
accelerated my developing my artistic vocabulary.
It’s hard to overstate how magical
my time at the Studio Museum was.
Within a few weeks of starting the
residency, I felt completely welcomed. Every day, I walked into the
Museum to a big smile and chatted
with Tim at the entrance desk.
Whenever I needed a break, I would
pop down to the administrative
offices. And the Museum space, with
its incredible shows, was two floors
below me when I needed an artistic
stimulus. The support did not end

after that year. My first two exhibitions in Los Angeles (at the Hammer
Museum and Art+Practice) were organized by Jamillah James, who I got to
know at the Studio Museum. A number of other shows came about
because the curators had seen my
work at my Artist-in-Residence show,
and some of the other residencies
I’ve done have been at the nomination of a Studio Museum curator.
The Studio Museum played a
prominent role in my ability to envision being an artist. Early on, seeing
works by contemporary artists of
African descent—works depicting
people of color by artists of color—
exhibited at the Museum not only
made me more ambitious in my goal
but also opened up art institutions
that previously I did not feel acknowledged by as a viewer or potential
exhibiting artist. The older artists of
the diaspora have set the pace—and
cleared the path!—for artists of my
generation. The Studio Museum has
established a legacy of promoting
work by artists of color, the momentum of which has propelled me and
others, and will continue to do so into
the future.
EG: Dawoud, you’ve said that you
were first introduced to Harlem

because of your family’s history in the
neighborhood, but what keeps you
coming back? Does your time in
Harlem inform your other work?
DB: Harlem keeps me centered.
Because it is the beginning of my
own personal narrative, I return to it
periodically as a way of remaining
rooted. The neighborhood is no longer as it was when my mother and
father lived here, but there is a place
memory that lingers; I still remember
and am inspired by its past. I believe
that the deeper meaning of a place
lies within the ways in which the present overlaps with the memory of the
past—when I am in Harlem, I’m experiencing both. This is what brought
me back in a more sustained way,
recently, to make work that visualizes
the intersection of a newly emerged
present with a physically receding
past, to use the visual poetics of photography to show how global capitalism is reshaping this community.
As the place where I first worked
out my ideas about the relationship
between place, history, narrative, and
the black subject, and the medium of
photography, Harlem always figures
somehow and somewhere in my
consciousness.
EG: Njideka, how did working in
Harlem inspire you?
NAK: Since my work is often autobiographical, I frequently model parts of
my interiors after my living spaces, so
it follows that the architecture and
light of Harlem found their way into
my work. Also, at that time, my studio
at the Museum was the largest I had
ever worked in, which encouraged
me to work at a larger scale that
offered a more immersive viewing
experience.
One of the themes of my work is
cosmopolitanism, and I truly felt it
while living in Harlem. I think the biggest contribution Harlem made to my
work isn’t something visible I can
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point out in a work and name. Rather,
my time there was very fruitful and,
frankly, I attribute a lot of that productivity to the sense of happiness and
well-being that I felt residing in
Harlem. In all the places I have lived
in the United States, Harlem is where
I felt the most comfortable. I loved
walking around such a multiethnic
place and feeling like I belonged—I
never felt like I stood out, because I
was surrounded by people
from everywhere.
It was also while living in Harlem
that, inspired by the many stores carrying President Obama portrait fabrics, I began collecting portrait fabrics from my family members. These
unique fabrics are common for celebrating special occasions in my
home country of Nigeria; they are
printed with patterns that feature
headshots of honored individuals and
are commissioned to commemorate
weddings, burials, and political campaigns. Seeing them on the streets of
Harlem gave me the idea to collage
them into my paintings.
EG: The MacArthur “genius grant” is
one of the most celebrated awards an
artist can get. How does it feel to be
recognized in this way, and what do
you think its impact has been,
or will be?
DB: Having been working for some
four decades now, to me the
MacArthur Fellowship feels like an
important affirmation of my work. It
has certainly made my already busy
life even busier! It is certainly a very
good feeling. Enough artist friends of
mine had already received this recognition, so I had hoped they might find
me eventually! But at the end of the
day, all one can do as an artist, I
believe, is to keep working, and to
strive to make work of consequence
that provokes and participates in a
meaningful conversation, both with
history and one’s own moment.

NAK: It still feels surreal. So many
people who inspire me are MacArthur
Fellows. I heard Bryan Stevenson, the
founder of Equal Justice Initiative,
speak recently and was in awe of him.
Being a MacArthur Fellow alongside
the likes of him makes me want to
work harder, and push myself to make
pieces that are even more
critically engaging.
The monetary grant that comes
with the fellowship will allow me to
strike a healthier balance between
research and production, which will
hopefully improve my paintings. For
example, I am about to start a piece
that will go up in the Brixton train station in London. Brixton, like Harlem, is
a cosmopolitan neighborhood. It is
where the first wave of Caribbean
immigrants to the United Kingdom
settled. It also has a large African
population. Thanks to the MacArthur
grant, I can afford to take time off to
travel to Brixton for a long research
trip before I begin the piece. This alleviated pressure means that I can take
more risks, experiment more, and
have more room to fail. I think this
flexibility will result in growth in my
artistic practice.
This interview has been edited and condensed
with the permission of the artists.
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Above:
Dawoud Bey
Courtesy John D. & Catherine T.
MacArthur Foundation

Opposite:
Njideka Akunyili Crosby
in her studio
Courtesy John D. & Catherine T.
MacArthur Foundation
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Gala 2017

The Studio Museum in Harlem held its annual
gala on October 30, 2017, with an evening
of dinner and dancing among artists, patrons,
and Museum friends. Director and Chief
Curator Thelma Golden was delighted to
acknowledge the visionary work of Sir David
Adjaye OBE, renowned architect and principal
of Adjaye Associates, and to have David share
words on the importance of architecture and
the visual arts. The evening featured the
presentation of the Joyce Alexander Wein
Artist Prize, which was awarded to Simone
Leigh, the twelfth artist to receive this
prestigious $50,000 cash award, thanks to the
support of George Wein. Gala 2017 raised a
record $2.4 million to directly support the
Studio Museum’s inHarlem initiatives and
signature Artist-in-Residence program.
The Studio Museum would like to express its
heartfelt thanks to the supporters listed on the
following pages.

Sir David Adjaye OBE
Photo: Scott Rudd Events
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Simone Leigh
Photo: Scott Rudd Events

2017 Joyce Alexander
Wein Artist Prize
Simone Leigh
On October 30, 2017, Simone Leigh
was awarded the twelfth annual Joyce
Alexander Wein Artist Prize at The
Studio Museum in Harlem Gala.
Established by jazz impresario, musician, and philanthropist George Wein,
in memory of his wife Joyce, a dedicated Trustee of The Studio Museum
in Harlem, the Wein Prize honors the
legacy of a woman whose life embodied a commitment to the power and
possibilities of art and culture. In
keeping with Joyce’s support for living artists, the Joyce Alexander Wein
Artist Prize recognizes and honors the
artistic achievements of an AfricanAmerican artist who demonstrates
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great innovation, promise, and creativity. Envisioned as an extension of
the Studio Museum’s mission to support experimentation and excellence
in contemporary art, the prize
includes an unrestricted monetary
award of $50,000.
Leigh’s practice is an ongoing
exploration of black female subjectivity. She creates sculpture, video, and
installation, all informed by her examination of contemporary ethnography, feminism, and performance. Her
objects often employ materials and
forms traditionally associated with
African art; her performance-influenced installations create spaces

where historical precedent and selfdetermination comingle. Through her
investigations of visual overlaps
between cultures, chronology, and
geographies, she confronts and
examines ideas of the female body,
race, beauty, and community.
Leigh’s history with the Studio
Museum spans nearly a decade, with
her work first exhibited work in 30
Seconds off an Inch (2009). She was
a participant in the Museum’s Artistin-Residence program from 2010–11.
Along with the program’s culminating
exhibition, Evidence of Accumulation
(2011), Leigh has exhibited work in
The Bearden Project (2011), Radical
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Courtney Lee-Mitchell,
Dr. Jacqueline Johnson, PhD
Lowery Stokes Sims, Mary Sabbatino
Duro Olowu, Agnes Gund*

Presence: Black Performance in
Contemporary Art (2013–14),
Palatable: Food and Contemporary
Art (2016), and Regarding
the Figure (2017).
In 2016, Leigh was selected to be
part of the Museum’s inaugural inHarlem programming. inHarlem: Simone
Leigh was comprised of A particularly
elaborate imba yokubikira, or kitchen
house, stands locked up while its owners live in disapora (2016)—three
structures reminiscent of imba yokubikira (kitchen houses) from Shonaspeaking rural areas of Zimbabwe,
inserted into the landscape of Marcus
Garvey Park. Her work has also been

Marie-Josée Kravis, Henry Kravis
Adrienne Everett, Rodney M. Miller, Sr.
Rebecca Eisenberg, Martin Eisenberg

shown nationally and internationally
at institutions including the Crystal
Bridges Museum of American Art,
Bentonville, Arkansas; Pulitzer Arts
Foundation, St. Louis; Tate Exchange,
Tate Modern, London; Hammer
Museum, Los Angeles; and New
Museum, New York.
Simone Leigh received an
Anonymous Was a Woman Award in
2016 and a John Simon Guggenheim
Memorial Foundation Fellowship in
2016. She is also the recipient of the
Louis Comfort Tiffany Foundation
Biennial Award (2013) and the LMCC
Michael Richards Award (2012). Leigh
has been awarded the 2011 Joan
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Gayle King, Dr. Amelia Ogunlesi, Nina
Whittington-Cooper
Joyce K. Haupt, Ira Haupt

Mitchell Foundation grant for sculpture, the Lower Manhattan Cultural
Council’s Workspace program, Bronx
Museum’s Artist in the Marketplace
program, the Art Matters research
grant, and the New York Foundation
for the Arts Fellowship for Sculpture.
She was a facilitator of the 2012
International Art Programme at The
Centre for Contemporary Art, Lagos,
Nigeria, and the 2014 Asiko School,
Dakar, Senegal, organized by Bisi Silva.

All photos by Julie Skarratt,
except as noted:
*Photo by Scott Rudd Events
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Bernard I. Lumpkin, Scott Rothkopf,
Miyoung Lee

Ann Tenenbaum, Ulrich Baer, Lisa Fox, Jeanne
Greenberg Rohatyn*

Ashley Shaw Scott Adjaye, Dasha Zhukova, Sir
David Adjaye OBE*

Co-Chairs Carol Sutton Lewis_Kathryn C.
Chenault_ Dr. Amelia Ogunlesi_Jacqueline L.
Bradley

George Wein, Glory Van Scott*

Crystal R. McCrary, Raymond J. McGuire

Debra L. Lee

Nyssa Lee, Chris Lee

Lisa Grain, David J. Grain
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Hank Willis Thomas, Rujeko Hockley, Racquel
Chevremont, Julie Mehretu, David Adjaye,
Thelma Golden, Mickalene Thomas, Lorna
Simpson, Glenn Ligon, Chris Ofili*

Kathryn C. Chenault, Kenneth I. Chenault

Thomas J. Lax, Leah Dickerman*

Nancy Marks, Jennifer Stockman*

Gala 2017
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Member Spotlight
Kathleen Adams
by Chanice Hughes-Greenberg

Kathleen Adams has been a Studio Society Member since 2016, but has
a long family history with The Studio Museum in Harlem. Adams is
also one of the partners behind local food favorite Angel of Harlem,
and is an active and dedicated community member.
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Level:
Studio Society
Member
Member Since:
2016

What inspired you to get involved with the
Studio Museum?
I’ve always been involved with the arts—on the performance side as a dancer studying ballet, hip-hop, modern,
jazz, and African. In terms of visual practice, I’m trained as
an architect but I don’t practice, though I’ve always loved
to paint. I’ve always loved art. Growing up in Ohio, I was
surrounded by a great community of strong AfricanAmerican leaders and movers and shakers, but really
didn’t see many artists.
My aunt Jacqueline Bradley has always been a huge
supporter of the Studio Museum. As a kid I remember
going to her brownstone in Harlem. They had amazing artwork and at that age, I didn’t understand how great these
artists are. Now, in the context of being an adult, it’s phenomenal that she was able to help inspire me.
What is your favorite part of being a Member?
I like being on the pulse of up-and-coming artists. I
remember going to Jordan Casteel’s open studio and seeing her work and seeing her grow, and then I felt as her
work was becoming more well known, I was also being
more well known as a restaurateur in the neighborhood. It
was cool to see young women like us doing things
in the community.
I feel like a lot of the time people think that artists are
not accessible, but the Museum really makes artists accessible. I don’t feel intimidated or I like I can never collect
their work one day, or get to know them. The Studio
Museum presents artists in such a way where you can talk
to them, get to know them, understand their work, and
understand their vibe, and that’s something I never really
experienced at any other institution.
How will the new building factor into the community?
I think it’s going to bring more attention to the Museum
because the architect [David Adjaye] also did the
Smithsonian Museum [National Museum of African
American History and Culture]. We’ve definitely outgrown
the space, so having a place that’s larger that can hold
more community programs will definitely serve the community in a positive way. At the same time, young people
will see the groundbreaking for the new building along
with the construction process, and every single day they’ll
walk by and say, “Oh, what is this, what’s going on?” It’s
time for a fresh face, it’s the fiftieth anniversary year!
How important is it for you to be involved in your local
community, as both a business owner and a Member
of Studio Museum?
Living in Harlem gives me the opportunity to live, work,
breathe, eat, drink, survive, and thrive in one single space.
The Studio Museum whets my artistic appetite and I fuse

that with my restaurateur lifestyle. Angel of Harlem is only
three blocks away from the Museum, and I have tourists or
Harlemites asking after they come to brunch, “What’s
going on in the community, what should I check out?” I
always recommend the Studio Museum. I think in some
ways it’s an unsung hero if you’re not involved in the art
world, and there’s so much amazing programming: family
programming, free community programming, spoken
word poets—it’s not just visual art. I feel that a great day in
Harlem is something that everyone always talks about in
terms of historic Harlem—and you can’t talk about historic
Harlem without talking about the Studio Museum.
Can you share a favorite Studio Museum related memory?
I’ve always loved the Uptown Fridays, that’s always been
my favorite. I went to college and grad school here in New
York and I always loved going to them because you saw
the most funky-dressed people dancing and interacting,
having a fun time. You’re able to explore the current exhibitions at the Museum too, it’s so fun that it’s a party and a
learning experience.
Why was it important for you to join Studio Society?
I’ve always given to the Studio Museum, ever since I’ve
had an income—when you’re younger you give what you
can give. I’m proud to be able to support the Museum at
the level that I am able to because without the support of
the community, without the support of donors, emerging
artists aren’t supported. I’m really passionate about
Harlem, I’m really passionate about supporting artists of
color in marginalized communities, and I can see directly
where my support is going. I also like meeting a diverse
group of professionals. There are lawyers in Studio
Society, there are doctors, curators, artists, restaurateurs,
teachers—it’s such a melting pot of people and we all support the same mission and the work that the Studio
Museum is doing, and that’s why I love it.
As a young person, I often don’t see many young people involved in supporting the arts. I’ve made it a mission
to try to be engaged on my social media pages because
that informs my peers about the amazing institutions that I
support and the great work they do. I think that’s the
future of philanthropy, social media–driven or peer-driven.
We are the younger generation of the Studio Museum
right now, but we’re the next level of movers and shakers,
because we’re investing in the Museum now and growing
with it and helping set the course of the future. As I evolve
as an individual, I hope to be able to give at a higher level.
It’s about the progression of support and every dollar
counts: giving $5, giving $25, just the fact that you give
is what matters.
Photo: Kirstin Boncher
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Global Council
Studio Museum Heads South
by Joshua Bell

This February, The Studio Museum in Harlem traveled to the United States debut
of Soul of a Nation: Art in the Age of Black Power at Crystal Bridges Museum of
American Art in Bentonville, Arkansas, and then to the closing weekend
of Prospect.4: The Lotus in Spite of the Swamp in New Orleans.

Lauren Haynes, formerly a curator at the Studio Museum,
is now curator of contemporary art at Crystal Bridges, and
was pivotal in bringing the exhibition to Arkansas. Soul of
a Nation features the work of sixty artists of African
descent, ranging from 1963 to 1983, and examines influences, from the civil rights and Black Power movements to
Minimalism and abstraction. Though only two works from
the Studio Museum’s permanent collection are featured in
the exhibition (Tom Lloyd’s Narokan [1965] and William T.
Williams’s, Trane [1969]), the Museum figures heavily in
the histories of many of these artists, and as such is a
major theme of the exhibition.
The selection of Crystal Bridges as a venue offers an
interesting context in which to understand the work. In
this quiet rural town—with a Confederate monument in
the town square—artists, scholars, collectors, and advocates from the American coasts and around the world
arrived in droves. Its presence in this unexpected location
has exposed the community of Bentonville and the surrounding region to political, social, and racial themes, and
works of art with little or no precedent in the
town’s history.
Thanks to the generosity of the Ford Foundation, the
Studio Museum was able to include several emerging
curators of color from across the country in our
visiting group.
Following this, the Global Council departed on its
annual trip. This year took them to the closing weekend of
Prospect.4. Every three years, the city of New Orleans is
inundated by artists from around the world who participate in a citywide triennial called Prospect. This year’s triennial was presented under the artistic leadership of

Trevor Schoonmaker, chief curator at Duke University’s
Nasher Museum of Art.
The theme, The Lotus in Spite of the Swamp, was
inspired by the beautiful lotus plant that takes root in the
fetid mud of swamps. The lotus refers to the natural location of New Orleans, a city surrounded by bayous, lakes,
and wetlands. The flower is symbolic of enlightenment,
suggesting the possibility of overcoming arduous challenges to produce something beautiful while also alluding
to the city’s unique cultural landscape as a creative force.
The triennial has featured an incredible number of artists of African descent in past iterations. This year saw the
participation of seventy-three local, national, and international artists, including Barkley L. Hendricks, Derrick
Adams, Kahlil Joseph, Kara Walker, and Xaviera Simmons.
While participating artists presented a broad range of
international perspectives, the works made and selected
seek to resonate with the city of New Orleans—aesthetically, musically, culturally, historically, and environmentally.

Opposite:
A cohort of emerging curators and
members of the Studio Museum
curatorial team experience James
Turrell's The Way of Color
presentation at Crystal Bridge
Photo: Liz Gwinn
Above:
Members of the Global Council pose
in front of Odili Donald Odita's
Forever (2011) at the New Orleans
Museum of Art

Global Council
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Recent Acquisitions
Emerging Artists, Young and Old
by Joshua Bell

Three times a year, The Studio Museum in Harlem’s Acquisition Committee
meets to consider new additions to the Museum’s permanent collection.
Established in 2001, the Committee has had an incredible influence on the
direction and growth of the collection, has acquired hundreds of works, and has
allowed the Museum to more substantially support artists of African descent—
with a particular focus on emerging artists and our artists in residence.
Historically the Committee has almost exclusively collected from Museum exhibitions. However, as we enter
into this new moment in our history, the curatorial team
has been given an opportunity to broaden the scope
of how the Committee collects. This February, the
Committee purchased two works: ephemera from Sherrill
Roland, The Jumpsuit Project, 2017; and Mavis Pusey,
Puriv, 1968. Both works are incredibly important additions
to the collection.
In 2012, while in the first year of his MFA studies at the
University of North Carolina at Greensboro, Roland
was wrongly convicted of a crime that occurred in
Washington, D.C. He was sentenced to a year in prison.
Roland was eventually exonerated, but not before serving
ten months and two weeks. Initially hesitant to discuss his
ordeal, he ultimately dealt with the trauma by creating a
performance piece about it. During the second year of
graduate school, he wore an orange jumpsuit around
campus to provoke conversations about how people
view those who have served time in prison, wrongfully
or otherwise.
The Jumpsuit Project has developed into interactive
performances in which he lays orange tape down on the
floor to approximate a prison cell and then discusses his
experience with those who step inside. The project takes
place during a rising national epidemic of mass incarceration, with a particular impact on people of color. Engaging
in the performance allows participants to discuss their
experiences with candor and intimacy that is both powerful and enlightening.
Roland’s work was exhibited in Fictions (2017–18), an
exhibition of emerging artists from across the country and
the final exhibition held in our current home. The
Museum’s acquisition includes a jumpsuit, orange duct
tape for the prison cell, and photographs documenting
two of Roland’s performances by Expanding the Walls
alumnus Alvaro Escalante (2017).
Few people have heard of Mavis Pusey. At 89 years old,
she has been widely and persistently under-recognized as
an important figure in American art, beginning in the
1960s. Although her work has been exhibited in few
exhibitions, her abstracted and nonobjective works
were pioneering at the time. Her geometric shapes were

a departure from the emphasis on figurative painting associated with many black artists the 1960s place her among
radical artists such as those in Smokehouse Associates.
Pusey also studied printmaking and worked in the Robert
Blackburn Printmaking Workshop.
Born in Jamaica in 1928, Pusey has lived and worked in
New York, London, Paris, and, ultimately, Virginia. Her time
in each place has had an influence on her work and style,
which has embodied the energy and shapes of each. The
acquisition of Puriv into our permanent collection is a
landmark moment, not only for Pusey’s career, but also for
the Museum. She holds a pivotal place in the canon of art
history, and placement in our collection is an important
step in giving her the recognition she deserves.

Opposite:
Sherrill Roland
The Jumpsuit Project: The Studio
Museum in Harlem (performance
view), 2017–18
The Studio Museum in Harlem;
Museum purchase with funds
provided by the Acquisition
Committee 2018.6
Courtesy the artist
Photo: Alvaro Esclante

Recent Acquisitions

Above:
Mavis Pusey
Puriv, c. 1968
The Studio Museum in Harlem;
Museum purchase with funds
provided by the Acquisition
Committee 2018.5
Courtesy Swann Auction Galleries +
Brock & Co
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In Memoriam
Holly Block
by Studio Editors

Photo:
Peter Serling, courtesy
the Bronx Museum
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Holly Block created a world in which art is meaningful and
accessible, and worked tirelessly to make that vision a
reality. She refused to bow to preconceived notions of
what an art museum could or should be. She made the
world a better place through the many lives she touched,
and she found her calling as a dynamic director of art
institutions, at Art in General and bookended by her leadership of the Bronx Museum in New York.
She became the director of the Bronx Museum in 1985,
and assumed the role of curator of off-site galleries. Her
intent, from the start, was to make art more accessible—
her convictions regarding the importance of diversity,
inclusiveness, and community outreach were ahead of
their time. She also was adamant about the global nature
of contemporary art, something she championed from the
beginning of her career. While at the Bronx Museum, she
established an annual “Art in the Marketplace” seminar,
which offered career guidance to emerging artists, as well
as an exhibition of their work at the museum.
Holly took the role of director of Art in General in 1988.
Over the next decade and a half she organized exhibitions
and staged work by thousands of artists from around the
world. Her remarkable vision was that art was for all, created by all. She truly believed in access to the arts, and
made it happen for countless viewers of contemporary art.
In 2006, she returned to the Bronx Museum. As a
museum director in the twenty-first century, she advocated for an institution that was simultaneously open and
rigorous, charted incredible paths through global contemporary art, and welcomed and represented local artists
and communities. Her championing of free admission in
2012 was a paradigm-shifting statement about the responsibility of arts organizations and their leaders to translate
their values into meaningful change. It also increased
annual attendance from 25,000 to 100,000 visitors. The
next year, the Bronx Museum sponsored the exhibition
representing the United States at the Venice Biennale.
Holly was a visionary curator and museum director. Her
profound impact on the field will be felt for decades to
come. Many people make broad statements about outreach, inclusivity, and access, but she put these words
into action. She provided an incredible example of an arts
professional who lived and worked with undeniable integrity and rigor, coupled with an infectious energy and generosity of spirit. The Studio Museum in Harlem recognizes
this commitment and remembers Holly’s life and work for
its integrity and excellence. She will be truly missed.
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In Memoriam
Kynaston McShine
by Thomas J. Lax

Photo:
Marc Ohrem-Leclef, courtesy
the Museum of Modern Art

When one walks through the galleries and offices of the
Museum of Modern Art (MoMA) in New York, there are
constant reminders of the daily force of Kynaston
McShine. Kynaston was a curator who spent more than
forty years at MoMA, beginning in the late 1950s. He organized some of the most important exhibitions of the second half of the twentieth century, and carved out a legendary place within the fierce, utopian art world
he would define.
On a Tuesday, I stopped by my colleague Lucy Gallun’s
office. She’s a curator in the photography department and
we talked about her upcoming Projects exhibition with
Gauri Gill, who has photographed an Adivasi community
in India’s western state of Maharashtra. In Gauri’s vivid
color images, her collaborators go about their daily lives—
sewing a blanket or selling onions—adorned with traditional animal masks made of papier mâché, which rather
than depicting gods and deities as they typically would,
here stand in for loved ones or familiar objects. For many
years, Kynaston was the supervisor for the Projects series,
which was founded in 1971 as a refuge for recently made
work and offered important opportunities for contemporary artists including Lorna Simpson (1990), Carrie Mae
Weems (1995), and Steve McQueen (1998), among many
others. In hearing Lucy’s enthusiasm to bring this work to
New York, I was reminded of Kynaston taking me out for
lunch soon after I started working at MoMA in 2014, and
him continuing to make arguments about whose work
should and shouldn’t be hanging on the museum’s walls.

By that Friday, I was keen to sneak away to the galleries
during the final days of Christophe Cherix’s, the head of
the drawings and prints department, installation for Adrian
Piper: A Synthesis of Intuitions, 1965–2016. I remember
Piper’s contribution to Kynaston’s 1970 exhibition
INFORMATION. She made a new work titled Context #7—a
visitors’ book composed of a binder filled with blank,
loose-leaf pages, in which museumgoers were requested
to respond to the materials, the museum context, or their
general state of mind. People made their internal monologues public: One visitor remarked, “Thank you for giving
me the opportunity to remain anonymous.” Others added
their comments, much as I might respond to a post on
Instagram today. Piper’s work in Kynaston’s exhibition was
not the only work that anticipated contemporary forms of
global communication technology. INFORMATION, an
international survey of work by younger artists that would
come to define the nascent conceptual art movement,
asked how artists working across the world might develop
an art language irrespective of media that could communicate broadly about the pressing questions of their time.
Summarizing the stakes of the show in his catalogue
essay, Kynaston wrote, “It may seem too inappropriate, if
not absurd, to get up in the morning, walk into a room,
and apply dabs of paint from a little tube to a square of
canvas. What can you as a young artist do that seems relevant and meaningful?”
Heading back to my desk on the opposite side of the
museum, I passed by Peter Doig’s 2004 Lapeyrouse Wall.
The painting is set in Port of Spain, Trinidad—where the
artist lived as a child and continues to work today—and
was given to the museum in honor of Kynaston, who was
born and educated on the Caribbean island. A lone figure
walks away from the viewer, flanked by a white-and-crimson wall and the open road, covering himself from the
bright sun with a spotted umbrella. Behind the wall is the
namesake of the image—the Lapeyrouse Cemetery, an
eighteenth-century burial ground. Above the horizon we
see mountains and shrubs, and an indistinct shape sending up smoke signals. Histories of great people are often
recorded as lists of accolades in obituaries or stories told
at memorials. Their impact, however, remains everywhere,
in the nearly invisible forms of care they showed to the
people and things around them.
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In Memoriam
Jack Whitten

A pioneering abstract painter, Jack Whitten thrived on
experimentation and invention. For Whitten, it was always
about experimentation and being aware of what’s going
on. For more than half a century, he pursued the possibilities of paint, material, tools, and technique. While constantly evolving his conceptual practice, Whitten
remained proudly political, committed to exploring
weighty issues and intent on lifting up the legacies of fellow African-American artists and cultural figures in his
work. A pioneering and inventive abstract painter, Whitten
died on January 20, 2018. He was seventy-eight.
“As an abstract painter I work with things that I cannot
see. We can only feel its presence. That’s why I say art runs
parallel to religion. It’s an act of faith,” Whitten said, when
Jack Whitten: Five Decades of Painting (2014–16), the first
exhibition to survey the artist’s entire career, was on view
at the Walker Art Center in Minneapolis. “All art is about
perception. My paintings teach me how to live. It forms
the structure of my world view. That’s what abstraction
does for me.”
Born in Bessemer, Alabama, Whitten enrolled as a premed student and Air Force ROTC cadet at the Tuskegee
Institute. On campus, at the George Washington Carver
Museum, he learned about the groundbreaking
scientist, who also painted. Whitten has said, “I’m convinced today that a lot of my attitudes toward painting
and making, and experimentation came from George
Washington Carver. He made his own pigments, his own
paints, from his inventions with peanuts. The obsession
with invention and discovery impressed me.”

Whitten sought to find his artistic voice as the civil
rights movement was unfolding. In 1957, he met Martin
Luther King Jr. at the Montgomery Bus Boycott. After
Tuskegee, he attended Southern University in Baton
Rouge, Louisiana, where he participated in a 1960 march
to the state capitol protesting segregation and the arrest
of students who staged local lunch counter sit-ins.
At Cooper Union in New York, for the first time, he was
the only black student in his class. Robert Blackburn, who
managed the Cooper Union print room and took an
interest in Whitten, introduced him to other black artists,
who became mentors, such as Romare Bearden. Bearden
in turn sent Whitten to see Jacob Lawrence and meet
Norman Lewis.
He graduated from Cooper Union in 1964, a period
when many young black artists struggled to determine
their purpose and balance a desire to make important,
complex work while reflecting their experiences and the
state of race in America. Given that Bearden and
Lawrence already had mastered narrative painting,
Whitten said he felt more confident eschewing figuration
and representation, and began to chart his own path in
abstraction. He kept a studio downtown, where he was
exposed to key figures in the field. In addition to Lewis, he
knew Willem de Kooning and Franz Kline. Through Al Held,
he met Mark Rothko and Barnett Newman.
Whitten carved out his own niche in postwar American
art, masterfully demonstrating with each new body of
work how abstraction can document and gesture toward
social, emotional, and political experiences. He conveyed
content through materiality.
His methods were always novel. Early on, he traded
brushes for ordinary objects and tools, pushing and pulling paint with afro combs, large-scale squeegees, and the
sharp edge of a carpenter’s plane. More recently, casting
acrylic in molds and slabs broken into fragments he called
“elemental matter,” Whitten used paint as collage,
creating dimensionality.
Cultural currency registered throughout his oeuvre,
from early memorial paintings honoring King and Malcolm
X and later tributes to jazz legends, black intellectuals, and
fellow painters in his “Black Monolith” series, to subjects
ranging from the September 11 terrorist attacks, the mass
shooting at Sandy Hook Elementary School, President
Obama, metaphysics, and digital technology.
On September 22, 2016, President Obama honored
Whitten with a National Medal of Arts. Presented at the
White House, the citation lauded “Jack Whitten for remaking the American canvas. As an abstract artist, he uses
‘casting,’ acrylic paints, and compounds to create new
surfaces and textures, challenging our perceptions of
shape and color. His powerful works of art put the
American story in a new light.”
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by Victoria L. Valentine

Jack Whitten in his studio at
36 Lispenard Street,
New York, in 1983
Photo: Peter Bellamy
© Jack Whitten, courtesy
Hauser & Wirth

In Memoriam
Peggy
Cooper Cafritz
by Studio Editors

African masks, which they were selling. These guys would
travel to Africa and bring back original art to sell, to
finance their membership and activities in SNCC. A lot of
white kids could drop out of school and go down to
Mississippi and be activists. Many black kids didn’t have
this option; they had to make the money to cover their
costs. I was drawn to the beauty and the quality of some
of these masks. I also thought that I was in some way
becoming a part of change through my collecting. That
was the serious beginning.
TG: Were you living with these artworks that you
acquired?

Photo: April Greer

Peggy Cooper Cafritz was a trailblazer in the fields of art
and education for over five decades. An amazing supporter of artists of African descent, including countless
Studio Museum alumni, she profoundly shaped the landscape of contemporary art in the United States.
Cooper Cafritz founded the Duke Ellington School of
the Arts in 1974. It evolved from a workshop she began
while still a student at George Washington University, and
went on to become one of the leading art-intensive high
schools in the country. Last year, Thelma Golden, Director
and Chief Curator of The Studio Museum in Harlem, sat
down with Cooper Cafritz to discuss her unparalleled collecting career, the legacy of Duke Ellington School of the
Arts, and the origin of her unquenchable curiosity and creativity. A true friend of the Studio Museum, we will miss
Peggy Cooper Cafritz greatly.
Thelma Golden: The Duke Ellington School of the Arts is
the Peggy Cooper Cafritz that we all know. Your reputation
around Ellington and what it meant and its founding is
worldwide. I’m curious, though—what is the seed that
started your collecting?
Peggy Cooper Cafritz: I was always acquisitional.
TG: What was the first thing you acquired?
PCC: Some members of SNCC [Student Nonviolent
Coordinating Committee] at Howard University would
have tables set up in front of Crampton Auditorium with

PCC: Oh, yes. They were immediately on the walls of
wherever I was living. I met Warren Robbins, who had
been collecting African art for years with the intention of
creating a museum. But he was selling art too. He offered
me a number of things, and sometimes I could afford
them and sometimes I could not. In the very beginning, I
still had an allowance, and my father supported me
extremely well. Then my dad passed away in November
1969. I had just been in law school a few months, and I had
to move out of my apartment by the end of the month
because I didn’t have any money to pay the next month’s
rent …
TG: You and your siblings lived through this incredibly
transformative moment where who we were, and who we
could be, changed in five-year increments.
PCC: As I look at my own family, Mario went to Middlebury
and Georgetown, and then the next children went to
mostly GW [George Washington University]—almost a
hundred percent GW. Then my son went to Harvard and
Andover. It was an expected trajectory that every generation should be better than the next, that we should be better than the last.
TG: That was our responsibility as Black people in this
country. Did you consciously set out to create a collection
of African American artists and artists of African descent?
PCC: Yes. There were several reasons. One, I always
wanted to have kids. I always had kids around me. I love
kids. I had been working with them since I was seventeen.
I thought it was so important for us to see ourselves in the
context of beauty, and things that would make us question. I always knew that—that I would surround them with
beauty and our history from the very beginning.
Excerpt from Fired Up! Ready to Go!: Finding Beauty, Demanding Equity: An
African American Life in Art. The Collections of Peggy Cooper Cafritz (New
York: Rizzoli, 2018), 254–56.
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Supporters
The Board of Trustees and Director of The Studio Museum in Harlem extend
deep gratitude to the donors who supported the Museum between July 1, 2016,
and June 30, 2017. We look forward to providing a list of our Fiscal Year 2018
donors in the Fall/Winter 2018–19 edition of Studio.
$100,000 to $499,999
Altman Foundation
Ford Foundation
The Horace W. Goldsmith
Foundation
Institute of Museum
and Library Services
The New York City Department
of Cultural Affairs
The New York State
Council on the Arts
Amelia and Bayo Ogunlesi
Stavros Niarchos Foundation
Target
William R. Kenan, Jr.
Charitable Trust
$50,000 to $99,999
Barbara Bluhm-Kaul and
Donald Kaul
Jacqueline Bradley
& Clarence Otis, Jr.
Kathryn C. Chenault
Anne E. Delaney
Mitzi and Warren Eisenberg
Katherine Farley and Jerry Speyer
Global Infrastructure Partners
Bernard I. Lumpkin and
Carmine D. Boccuzzi
Marian Goodman Gallery
Crystal McCrary and
Raymond J. McGuire
Joan Ganz Cooney &
Holly Peterson Foundation
Rockefeller Brothers Fund
Samuel I. Newhouse
Foundation Inc.
Keisha Smith-Jeremie /
News Corp
Carol Sutton Lewis &
William M. Lewis, Jr.
José L. Tavarez and Holly L. Phillips,
M.D. / Bank of America
Merrill Lynch
Ann G. Tenenbaum and
Thomas H. Lee
$25,000 to $49,999
Anonymous
American Express
AT&T
Frank and Laura Baker
Nicole A. Bernard /
Fox Audience Strategy
Bloomberg Philanthropies
Bloomingdale’s
Morgan Stanley Urban
Markets Group
Conscious Kids, Inc./
Wells Fargo Private Bank
Consolidated Edison
Company of New York
Joan S. Davidson
David Dechman and
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Michel Mercure
Doris Duke Charitable
Foundation
The New York Community
Trust Van Lier Fund
The Estée Lauder Companies Inc.
Lise Evans and Michael Evans
Gladstone Gallery
Grossman-Weir Family Fund
& John Friedman
Agnes Gund
halley k. harrisburg and
Michael Rosenfeld
Hess Foundation
Janine and J. Tomilson Hill
Holly Peterson Foundation
Miyoung Lee and Neil Simpkins
Macy’s and Bloomingdale’s
Catie and Donald Marron
Kerry James Marshall
and Cheryl Lynn Bruce
Rodney M. Miller, Sr.
Morgan Stanley
National Endowment for the Arts
The Proctor Family Gift Fund
RBC Capital Markets
Shaun Caley Regen
Starry Night Fund
Reginald Van Lee
Verizon Foundation
Viacom / BET Networks
George Wein
Wells Fargo Community
Support Campaign
David Zwirner
$10,000 to $24,999
ACME Technologies Inc.
Olaolu Aganga and
Patrick Egeonu
Douglas Baxter and
Brian Hastings
The Blackstone
Charitable Foundation
Dr. Anita Blanchard and
Martin Nesbitt
Patricia Blanchet / Bradley Family
Charitable Trust Foundation
Susan and Jonathan Bram
Drs. George Campbell and Mary
Schmidt Campbell
Valentino D. Carlotti / Goldman,
Sachs and Co.
Carolyn Foundation
CastleOak Securities, L.P. /
David R. Jones
Chapman Perelman Foundation
Pippa Cohen
The Cowles Charitable Trust
The David A. Dechman Foundation
Lisa E. Davis
Peggy Cooper Davis and
Gordon J. Davis
The Estée Lauder Companies

Charitable Foundation
Lisa Fox
Andrea Frazier
Gavin Brown’s enterprise
GCM Grosvenor /
Dasha Smith Dwin
Madeleine Grynsztejn
Joyce and Ira Haupt, II
HBO
Marcie and David Hemmelstein
The Hyde and Watson Foundation
Samuel L. Jackson
Joyce and George Wein Foundation
Kohl’s
Lambent Foundation
The Ronald and Jo Carole
Lauder Foundation
Laurie M. Tisch
Illumination Fund
Nyssa and Chris Lee
Courtney Lee-Mitchell
and Marcus Mitchell
Arthur Lewis
Loida Nicolas Lewis
Glenn Ligon
Lawrence Luhring and
Roland Augustine
Luhring Augustine Gallery
Dr. Shirley Madhère-Weil
and Michael Weil
Marcus Garvey Park Alliance
Nancy Marks
May and Samuel Rudin Family
Foundation, Inc.
Henry and Celia McGee
Museum of Contemporary Art,
Chicago and
Madeleine Grynsztejn
Daniel and Brooke Neidich
The Neil Barsky and Joan S.
Davidson Foundation
Amy and Joe Perella
RBC Foundation USA
The Reginald F. Lewis Foundation
Lynda and Stewart Resnick
The Ronald & Jo Carole
Lauder Foundation
Jack Rudin and Beth DeWoody
May and Samuel Rudin
Family Foundation
The Samuel and LaTanya R. Jackson
Foundation
Honorable Nicole Avant
and Ted Sarandos
James and Barbara H. Scott
James H. Simmons III /
Ares Management LLC
Kiki Smith
Jon Stryker
The Studio in a School Association
Laurie M. Tisch
Venable LLP
Nina and Ted Wells
Eric E. Whitaker and
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Cheryl R. Whitaker
Christopher J. Williams and
Janice Savin Williams
Xerox Foundation
Neda Young
$5,000 to $9,999
Jacqueline Adams
Beverly J. Anderson
Andrea Rosen Gallery
Ariel Investments
Sarah Arison
Angela Vallot and Jim Basker
Karyn and Charles Bendit
Ken and Kim Blacklow
Stephen and Tiffany Bowen
The Cynthia and
George Mitchell Foundation
Ralph DeLuca
Rena M. DeSisto
Susan Dickler and
Sig Van Raan
Martin Eisenberg
Estate of Mary E. Thompson
Mark S. Falcone
Wendy Fisher
John H. Friedman
Kathy Fuld
Godfrey R. Gill
Constance Green
David Alan Grier
James F. Haddon /
Madeleine L. Haddon
Martin M. Hale, Jr.
Alvin D. Hall
Joy of Giving Something, Inc.
Noel Kirnon
Gail and George Knox
Nancy L. Lane
Dorothy Lichtenstein
Dr. Michael L. Lomax
Marianne Boesky Gallery
Matthew Marks
Cheryl Mayberry McKissack
and Eric T. McKissack
Mehretu and Rankin Family
Iva and Scott M. Mills
Cheryl and Philip Milstein
Dr. Liza Murrell and
Dr. Frederick Murrell
Paula Cooper and Jack Macrae
Laura Paulson
Lisa and Richard Perry
Rattner Family Foundation
Steve Rattner and Maureen White
Janelle Reiring
Tracey G. Riese
Victoria M. Rogers
Jeanne and Nicolas Rohatyn
Silverback Investments LTD
Laurie Silverman and
Dr. Carlos Hleap
Marsha E. Simms
Jonathan B. Simon

Lisa Simonsen and
Charles N. Atkins
Robert Soros
Jerome L. and Ellen Stern
Margaret E. Stokes
Ryan Tarpley
Courtney and Scott Taylor
Fred Terrell and Jonelle Procope
John L. Thomson
Angela Vallot and James Basker
Stanley Whitney
Calvin Wingfield and Tai Wingfield
Dr. Rae Wright-Allen and
Dr. Answorth A. Allen
$1,000 to $4,999
Anonymous
Philip E. Aarons and
Dr. Shelley Fox Aarons
Merele Williams Adkins
Noreen K. Ahmad
AllianceBernstein LP
Peg Alston
Marieluise Hessel
The Audrey and Sydney Irmas
Charitable Foundation
Judy and Kenneth Bacon
Yetta Banks and Tracey Collins
Alice Bauza
Corey M. Baylor
Kevin Beasley
Judia Black / enJoie
Ronald Adams, M.D. and
Linda Bradley, M.D.
Michèle Lallemand Brazil
Isolde Brielmaier
Mara Brock Akil and Salim Akil
Keith Butler
Heather Rae Byer
Milton Carroll
March A. Cavanaugh
Chase
Faith Hampton Childs
and Harris Schrank
Teresa Clarke Ellis
Dale Cochran
Lyor Cohen
Columbia University –
Office of Government
and Community Affairs
Stuart Comer
Jocelyn Cooley
Frank and Nina Cooper / BuzzFeed
Paula Cooper
William J. Cronin and
Ann Policelli Cronin
Alison Cross
Dawn L. Davis
Elizabeth Dee
Nina del Rio
Lisa Dennison
Judith Dimon
John Patrick Driscoll/
Driscoll Family Fund
Philippe Dupont
Easton Family Fund
Eileen Harris Norton Foundation
Touria El Glaoui
Teresa Clarke and
John E. Ellis, M.D.
Darby English
Mercedes S. Evans
Sima Familant
Laurie Fitch
Umindi Francis
Ms. Eleanor Friedman
Frieze Art Fairs
Denise and Gary Gardner
Darrell S. Gay / Arent Fox
Efraim Ginsberg

Robert Gober and Donald Moffet
Valerie S. Grant
Jonathan Gray
William Gray and
Diana Romney Gray
Floyd W. Green, III
L. Camille Hackney Thornton
Jane Hait
Angela and Tony Harris
Celeste B. Hart, M.D.
Hauser & Wirth
Aaron Holiday
and Nnamdi Okike
Julie J. Holland, M.D.
Arthur J. Humphrey, Jr.
Mariane Ibrahim
Audrey Irmas
Alfredo Jaar
Jack Shainman Gallery
Sandra Jackson-Dumont
Dakis and Lietta Joannou
Angela Johnson
Johnson and Johnson
Joan Jonas
Jacqueline Jones Peace
Beryl Jones-Woodin
Vernon E. Jordan, Jr.
Elizabeth Kahane
Julianne and Titus Kaphar
Peter and Maria Kellner
Werner and Sarah Ann Kramarsky
Rashida La Lande
Heidi Lange
Jade Lau
Raymond Learsy
Debra L. Lee
Simone Leigh
Richard H. Levy and
Lorraine Gallard
Cher Lewis
Andrea J. London
Long Gallery Harlem
Sandra Lyn
Ninah Lynne
Martin Z. Margulies
Shaun Stanley and
Deirdre Stanley Massiah
David Maupin
Ginger McKnight-Chavers and
Kevin G. Chavers
Richard and Ronay Menschel
Laura Michalchyshyn
Gregory R. Miller and
Michael Wiener
Patricia Miller Zollar and
Alfred Zollar
Milton and Sally Avery Arts
Foundation
Mitchell-Innes & Nash, Inc./
Courtney Blair
Joseph Mizzi / Sciame
Construction Co.
Jason Moran and Alicia Hall Moran
Margaret Morton
Khalil Gibran Muhammad
Ruthard C. Murphy II and
Anderson Gama
Edward Tyler Nahem
Mr. and Mrs. Jacqueline and
Kevin Nickelberry
Jack O’Kelley III
Erin and Paul Pariser
The Philippe and Deborah
Dauman Foundation
Karen C. Phillips
Kenneth A. Powell
Kim Powell
Tracy Reese
Kelli Richardson Lawson
The Robert Mapplethorpe

Foundation
Deborah Roberts and Al Roker
Caralene M. Robinson
Tamara Harris Robinson
David Rockefeller
Rockefeller Philanthropy Advisors
Sotheby’s
Mary Sabbatino
Salon 94/Jeanne Rohatyn
The San Francisco Foundation/
Eleanor Friedman Fund and
Eleanor Friedman
Ann Schaffer
Nicole Seligman
Dr. Anjanette Ferris Senatus
Nina Shaw
Cindy Sherman
V. Joy Simmons, M.D.
Lorna Simpson
Marva A. Smalls
Smart Set, Inc.
Keisha Smith-Jeremie
Deirdre Stanley-Massiah
and Shaun Massiah
Monica M. Stevenson
Do Ho Suh
Kathleen M. Tait
Lindsay and Matthew Taylor
Franklin A. Thomas
and Kate R. Whitney
Brenda and Larry Thompson
Troy Thornton
Times Square Alliance
Lynne Toye
United Way of New York City
Rima Vargas-Vetter
The Vernon E. Jordan, Jr. Family
Charitable Fund
Nari Ward
Adam and Lorraine Weinberg
David and Candace
Weir Foundation
Jack and Mary Whitten
Gregory R. Miller and Michael Wiener
Dawanna Williams
Rodney Williams
Courtney Willis Blair /
Mitchell-Innes and Nash
Windels Marx Lane & Mittendorf, LLP
Betsy Witten
Terry Woodard
Eric Woods and Marianne Kotubetey
Candace Worth
Deborah C. Wright
Tina R. Wynn
Zubatkin Owner Representation
$500 to $999
Anonymous
Ashley Alston
Ganya Alvarado
Dorria Ball
Sheridan Bartlett
Jean Belton
Betsy Berne
Shaun D. Biggers, M.D. and
Kenneth Alleyne, M.D.
Holly Block
Esi Eggleston Bracey
Patricia Brim
Caplan Family Foundation
Constance R. Caplan and
Jonathan Caplan
Jonathan Caplan and
Angus Cook
Charlita Cardwell
Amy Chaiklin
Charles E. Culpeper Foundation
Midwin Charles, Esq. and
Jean-Claude Gruffat

Supporters

Aisha Christian
CNY Arts Inc.
Lisa Coar
Anne Collier
Mr. and Mrs. Donald Cornwell
Susan C. Courtemanche
Wendy Cromwell
Kianga Daverington
Elizabeth Davis
Brickson E. Diamond
Whitney W. Donhauser
Austin R. Dove and
Sydney Kamlager-Dove
Drs. Keith Downing and
Gabrielle Page-Wilson
Nordia Edwards
Michele and Harry Elan
Diana and Frederick Elghanayan
Dr. Erika Faust
D. Mercedes Franklin
Vincent and Shelly Dunn Fremont
Charles Gaines
Judith A. Garson
Klemens Gasser
DeNora Getachew
Paul F. Goode
Deborah L. Gould, M.D.
Herman Gray
Jean-Claude Gruffat
Catherine Gund
Tiffany M. Hall
Susan A. Harris
Carla Hermann
Leslie M. Hewitt
Janet and Paul Hobby
Rujeko Hockley and
Hank Willis Thomas
Barbara T. Hoffman
Debby Hymowitz
Rosemarie Y. Ingleton, M.D.
Xylor Jane
Roxanne John
Kellie Jones and
Guthrie Ramsey
Samuel Levi Jones
Glenn Kaino
Dawn Kelly
Irene Kim
Emily-Jane Kirwan
Bryan K. Langston
Frances Levine
Dominique Levy and
Dorothy Berwin
Andwele Lewis
Jeanine Liburd
Erika F. Liles and Kevin Liles
LaJwanne Louis
Alison Mandelker-Burnett
Curt Marcus
Mariane Ibrahim Gallery
Suzanne McClelland
Honor McGee
Annette Mitchell Scott
John Morning
Tyler Murphy
Dr. Alondra Nelson
Edris Nichols
Ingrid Nyeboe
Leticia Parquer
Monique Péan
Verdun Perry
Deborah Phelps
Nicole C. Polletta
Marquita and Knut Eckert
Bettina Prentice
Cari Robinson
Scott Rothkopf
Frances Savage
Stanley and Kay Schlozman
Mrs. Jean Shafiroff
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Tara Spiegel
Linda Spradley Dunn
Don and Isabel Stewart
Resorts World Casino
Lowery Stokes Sims
Tau Omega Chapter Alpha
Kappa Alpha Sorority, Inc.
Tau Omega Charitable Trust Fund
Connie Rogers Tilton
Nicola Vassell
Marlies Verhoeven
Sofia Wacksman
Jeanette Sarkisian Wagner
Wendy Washington
Jane Rappeport
Allison Whiting
Sylvia Wolf
$499 and below
Anonymous
Cynthia D. Adams
Mynique Adams
Ashley Shaw Scott Adjaye
Oghenevwede Agboro-Jimoh
Salman Ahsan
Nii-Ama Akuete
Drew Albinson
Vince Aletti
Shannon Ali
Lila Allen
Juanita Alleyne
Steven W. Altman
Michele Micaela Amateau
AmazonSmile
Elisabeth Ames
Mirsini Amidon
Barbara Andalcio
Paola Antonelli and Larry Carty
Tochi Anueyiagu
Sheba Anyanwu
Fermin Aquino
Arcus Foundation
Jimmy Arnold
Mark Aronson
Lyle A. Harris
Henrietta Audu
Anna R. Austin
Melisa Firelei Baez
Joan Bailey
Ruby Bailey
Dr. Kit Basquin
Baj Lowry Battle
Kristen Becker
Carolyn Bell
Richard Bell
Carrol Belloni
Yvonne Benn
Monica and Ian Berry
Monica Bertran
Dawoud Bey
Willie Birch
Sandra C. Blakney
Susan Block
Riva Blumenfeld
Stasi Bobo-Ligon
Heather B. Bryant
Mahen and Luca Bonetti
Ms. Sarah Booth
Charmaine Branch
Lavonnie Brinkley
Ruthe Brinkley
Broadbridge Matching Gift Program/
Deborah Phelps
Juanita Brown
Kate Browne
Michael Burke
Jenelle Burns
Vinie Burrows
Stephanie Butler
Sarah Buttrey

116

Ferne V. Cadogan
Susan Cahan
Melissa B. Caldwell
Mr. Brian Callahan
Kate Calleri
Maria M. Campos-Pons
Jennifer Carruthers
Ms. Andrea Cerbie
Simone Charles
Cheryl Chisholm
Randi Chisholm
Isioma Chukwuani
Sonya Clark
Marcie N. Cleary
Nancy L. Clipper
Margo Cohen Ristorucci
Harriette A. Cole and
George Chinsee
Dr. and Mrs. Floyd Coleman
Juliet Coleman
Ms. Cathy Coleman
Adrian Relu Coman
Nicole Corcoran
William Cordova
Irma Coster-Lynch
Barry A. Cozier
Felicia N. Crabtree
Elizabeth Dang and David Crane
Garnesha Crawford
Sophie Crichton Stuart
and Lex Fenwick
Una Kariim Cross
Jessica Cruz
Kari Dahlgren
Norma Jean Darden and
Joshua Givens
Mr. André Daughtry
Judith and Ronald Davenport, Sr.
Tyrone M. Davenport
Linda Davila
Elizabeth A. Davis
Emanel R. Davis
Mr. Rupert Davis
Sandra L. Davoll
Joe Dawson
Carl A. De Brito
Valerie Deas
Chris Del Gatto
Mary Dennison
Susan C. Dessel
Ellen Devens
Derrick Diggs
Karole Dill Barkley and
Eric J. Barkley
Ms. Tasha Dougé
Ms. Beth T. Douglas
Sheryl H. Douglas
Thelma and David Driskell
Joanne Dugan
Wendi Allmon Duplessis
Madeleine Duverne
Ms. JoAnn Ebanks
EBSCO Industries/Maryland
Institute College of Art
Maurice Ecung
Abby Ehrlich
Peter Eleey
Valentino and Ingrid Ellis
Danielle Englebardt
Lucia Engstrom Davidson
Susan Epstein
Charlotte Erb
Monica F. Eulitz
Tabetha Ewing
Nadia Fattah
Harris Faulkner
Callie Feingold
Diane and George Fellows
Lex Fenwick and
Sophia Crichton Stuart

Alex Fialho
Ms. Lola Flash
Nicole R. Fleetwood
and Benton Greene
Leslie A. Fleuranges
Sienna Fontaine
Kamilah Foreman
Tara Foster
James E. Frazier
Vicky L. Free
Alissa Friedman
Ifeona Fulani
Marilyn Gailliard
Stephon Garland
Constance Garris
Heidi Garson
Katie Gass
Olivia Gauthier
Ms. Carmen J. Gay
Albert Gentry
Frank Gimpaya
Sirje Helder Gold and
Michael O. Gold
Carol and Arthur Goldberg
Elyse Goldberg
Harriet Goldberg
Caren Golden and
Peter Horzberg
Amy Goldrich
Jacqueline Goldsby
Merrill Goldstein
Elizabeth Gollnick
Anna Gonick
Wendy Goodman
Jennifer Gorman
Keren Gottesman
Robert and Theresa Goudie
Theresa Graham
Leonard Green
Francis Greenburger
Hilary Y. Greene
Marion T. Greenup
Constance Grey
Kara Griffith
Valerie Griffith
Genesis Grullon
Robert and Patricia Gwinn
Ms. Jamie Denburg Habie
Mable Haddock
Linda Haite
Phillip Hales
Shannon J. Hales
Arana J. Hankin
Gwen Hankin
Peter Alan Harper
Diedra Harris-Kelley
Kimberley Hatchett
Ms. Lauren Haynes
William Henderson
Zachary Hendrickson
Eleanora Herman
Ms. Lydia Marie Hicks
Kristen Hill
Linda Hill
Redwood Hill
Zahara Hill
Markus Hoffmann
Olivia Hooker
Leah Horowitz
Dana Howell
Sharise Huckaby
Lisa Hunt
IBM Corporation
IBM Corporation Matching
Grants Program
Samira Ibrahim
Kerry F. Inman
Naomi Jackson
Gail Jacobs
F. James Jr.
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Emma Jamison
Jewish Communal Fund/
Ann Temkin
Alexis Johnson
Herman Johnson
Patricia V. Johnson
Vincent G. Johnson
Leonade Jones
Star Jones
Robert M. Jordan
Xeerxeema Jordan
Margaret K. Jorde
Adam Kane
John R. Keene
Mary Jean Keller
Lauren Kelley
Eileen Kelly
Linda J. Kelly
Sarah Khan
Ms. Margery King
Karen Knauff
Malika Knight
Ms. Autumn Knight
Tracey Knuckles
Joan Krevlin
Antoinette Lamb
Troy Lambert
Deborah Larrison
Mercedes Laurencin
Devon Lawrence
Thomas J. Lax
Perla Lebron
Danielle Lee
Mary Leer
The Honorable and
Mrs. Pierre Leval
Tom Levine
Judith Lewis
Shirley Lewis
Susan Lewis
Robert and Celia Liss
Ms. Benilde Little
Adrienne Lopez
Hannah Lovejoy
Joyce Lowinson, M.D.
LVMH, Inc. / Nisa Ojalvo
Laura Mahler
Ms. Susanna Margolis
Shereen Margolis
Kelly Marshall
Diana Martinez
Maryland Institute College of Art
Daniel Mason
Crissette Maxwell
Allison McCants
Tamara McCaw
Jeffery McCullough
Sheila McDaniel
Lisa Rose A. McGowan
Terrance McKnight
Martha McLanahan
Shannon McLean
Don McMahon
Selima McMillan
Rodney McMillian
Sean McQueen
Kynaston McShine
Jennifer R. McZier
Mr. and Ms. Derek A. Medina
Frank Mercado
Ms. Olivia M. Merchant
Richard Millington
Lauren Mitchell
Mr. Siddhartha Mitter
Vanessa Mobley
Vance Moore
Britt L. Morgan-Saks
Ozier Muhammad
Lawrence T. Murphy
Christa Myers

Ms. Anna Nathanson
Mr. Yuriko Nelson
Earl Newsome
Edris Nichols
John R. Nichols
Soraya A. Nickens
Moira Nicolson
Cady Noland
Leslie Norville
Nneka Norville
Lynn Nottage
Natacha Nsabimana
Xiomara Nunez
Lorraine O’Grady
Nisa Ojalvo
Rose Olurunke Ojo
Chika Okeke-Agulu
Maureen O’Leary
Akisa Omulepu
Esther Orudiakumo
Shawn Outler
Georgia M. Pangle
Annie-B Parson
Jane Penn
Jesse and Doris Penn
Brian Bosworth and
Hilary Pennington
Sheila Pepe and Kemar Wynter
Valeria Elisa Petrini
Stephanie Phelps
Karen A. Phillips
Joe Pichirallo
Valerie Piraino
James J. Podanowski
Ms. Fannie Porter
Richard Powell
Mary L. Price
Mr. Mark Price
Yvonne Puffer
Farrah Rahaman
Laura Raicovich
Erika Ranee
Erica Reed
Marjory Reid
Marsha Reid
Jonathan Rendell
Sandra L. Richards /
Morgan Stanley
Bill and Georgia Ringle
Shirley A. Rivers
Herb Roberts
Jacqueline A. Roberts
Amy B. Robinson and
Lewis J. Robinson, Jr.
Corane Robinson
Jorge Luis Rodriguez
Verdery Roosevelt
Nada Rowand
Sally Roy and Peter Nelson
Guillermina Ruiz Grane
Fernando Ruíz Lorenzo
Tajh Rust
Alison Saar
Sindy Sagastume
Teresa Sampson
AnnMarie Sandy
Joseph S. Scanlan
Barbara Z. and
Richard S. Schiffrin
Caroline Schmidt
Stephanie Schwartz
Emma Scott
Nicole Sealey
Tyra A Seals
Carole Seborovski
linda seidel
Vivian Senghore
Steven Sergiovanni
Andrea Shapiro Davis
Phyllis Shelton

Suzanne and Charles Shorter
Emily Shoyer
Demetrios and Maria Siatos
Aissatou Sidime
Abby Jo Sigal
Lisa Sigal
Candace Silva
Ellis Simani
Simons Foundation
Christina Singletary
Barrett Sinowitz
Jacqueline Sischy
Kenyatta Skyles
Alexandria Smith
Cauleen Smith
Olevia Smith
Shinique A. Smith
Sybylla Smith
Rachel Snitzer
Marlynn Snyder
Thomas Soares
Peter Sokaris
Ms. Julia C. Speed
Lauren Spilman
Sinclair Spratley
Dr. Melita T. Stancil
Erana Stennett
Maisha Stephens-Teacher
Bill Steward
Madlyn Stokely
Albert Strachan
Martha A. Sullivan
MAHFUZ SULTAN
Nzingha Talton
Anisa Tavangar
Kelly Taxter
Beverly Taylor
Ann Temkin and
Wayne Hendrickson
Abraham Thomas
Alexandra Thomas
Carla and Cleophus Thomas Jr.
Charles Thomas
Cordy Thomas
Sonia A. Thompson
Marcella Tillett
Mary Tooley Parker
Bernice L. Townsend
Mr. Jason Tran
Ambika Trasi
Ms. Eugenie Tsai
Roger C Tucker III
Adejoke Tugbiyele
Jacqueline Tuggle
Lauren Turner
Carnita Tyler
Judy Vann
Jeffrey and Kimberly Veber
Cristina Velez
Geneva Viralam
Carlos Visintine
Shiro Wachira
Andrew Wallace
Ms. Beverly Walton
Stephen Washington
Fiona Waterstreet
Rehema Watson
Erin Weaver
Ms. Courtney Webb
Mr. Donald Cogsville and Mrs. Nadja
Webb Cogsville
Jasmine Weber
Paula Webster
Margaret N. Weitzmann
Marc Wells
Donald White and
Etta Spencer
Ericka White
Emil K. Wilbekin
Sandra Wilde

Tiffany Wilder
Barry Williams
Dorothy Ann Williams
Jhanay Williams
Mr. and Mrs. E. Thomas Williams
Tshay Williams
Marisa Williamson
Jeanne Willis
Julius Wilson
Judith and Michael Winston
Ken Wissoker
Lauren Wittels
Lesley Wolff
Ms. Judith Starr Wolff
James T. Woodley
Lindsey Woods
Carlyn Worthy
Yukiko Yamagata
Octavio Zaya
In-Kind
Artforum
Chase
la Fleur d’Harlem
Mandarin Oriental, New York
Duro Olowu
The Red Maple Leaf
School of Visual Arts
Gifts in Memoriam
Below are the names of those
who gave to The Studio Museum
in Harlem in memory of their
loved ones between July 1, 2016,
and June 30, 2017. We are deeply
grateful to the friends and family
members who directed this
support to the Museum.
Gifts in Memoriam
of Lea K. Green
Shannon Ali
Jean Belton
Michèle Lallemand Brazil
William J. Cronin and
Ann Policelli Cronin
Kianga Daverington
Amy Goldrich
Wendy Goodman
Keren Gottesman
Constance Green
Robert and Patricia Gwinn
Emma Jamison
Beryl Jones-Woodin
Linda J. Kelly
Jennifer R. McZier
Verdun Perry
Karen A. Phillips
Jonathan Rendell
Smart Set, Inc.
Allison Whiting

John H. Friedman
Godfrey R. Gill
Martin M. Hale, Jr.
Alvin D. Hall
Noel Kirnon
Nancy L. Lane
Miyoung Lee
Bernard I. Lumpkin
Rodney M. Miller, Sr.
Iva and Scott M. Mills
Ruthard C. Murphy II
Amelia and Bayo Ogunlesi
Holly Phillips, M.D. and José Tavarez
Tracey Riese
Jonathan B. Simon
Jerome L. and Ellen Stern
Betsy Witten
Global Council
Anonymous
Jacqueline Adams
Olaolu Aganga and Patrick Egeonu
Beverly J. Anderson
Ralph DeLuca
Mark S. Falcone
Marcie and David Hemmelstein
Arthur Lewis
Dr. Shirley Madhère-Weil
and Michael Weil
Cheryl Mayberry McKissack
and Eric T. McKissack
Courtney Lee-Mitchell
and Marcus Mitchell
Dr. Liza Murrell and
Dr. Frederick Murrell
Garrett A.H. Price III
Victoria M. Rogers
Margaret E. Stokes
Ryan Tarpley
Courtney and Scott Taylor
John L. Thomson
Nina and Ted Wells

Patron Groups
The Museum thanks the members
of its Acquisition Committee,
whose leadership and generosity
support the growth of the
Museum’s permanent collection,
and the Global Council, which
recognizes those individuals who
make unrestricted gifts of $5,000
and above.
Acquisition Committee
Corey M. Baylor
Karyn Bendit
Patricia Blanchet
Pippa Cohen
Joan S. Davidson
Martin Eisenberg

Supporters
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Members
The Museum’s Membership Program has played an important role in the
institution’s growth for nearly fifty years. Thank you to all of the following
individuals whose dues helped support our ambitious schedule of exhibitions
and public programs from July 2016 through June 2017. We are also grateful to the
more than 200 IDNYC Members for their incredible and enthusiastic response
to this program. We look forward to providing a list of our Fiscal Year 2018
Members in the Fall/Winter 2018–19 edition of Studio.
SPECIAL MEMBERSHIPS
Studio Society
Kathleen Adams
Drs. Ama and Andrew Alexis
Roland J. Augustine
Jonathan Caplan and Angus Cook
Jillian Colbert
Kimberly Drew
Lucia Engstrom Davidson
Valerie S. Grant
Herman Gray
Marla Guess
Joe Hall and Kisha Cameron
Bishop R.W. Harris and Novella Harris
Celeste B. Hart, M.D.
Joyce and Ira Haupt, II
Sarah and Derek Irby
Larry and Tina Jones
Sandy Kaul
Ayofemi Kirby
Lucy J. Lang
Raymond Learsy
Andwele Lewis
Jacqueline Lewis
Lewis P. Long
Lawrence R. Luhring
Matthew Marks
David Maupin
Ronald and Ophelia Person
Imani Radney
Sylvia Rhone
LeShawn Richardson
Ryan Tarpley
Tiana Webb Evans and Guka Evans
Katherine Wilson-Milne
Calvin Wingfield and Tai Wingfield
GENERAL MEMBERSHIP
Donor
Beverly J. Anderson
Loreen Arbus
Tracy L. Austin
Dorria Ball
Dawoud Bey
Daniel Black
Ursula Burns
Ashley Carr
Paula Cooper and Jack Macrae
DéLana Dameron-John
Anne E. Delaney
Susan Delvalle
Kathleen A. Dill
Bruce Dobozin
Philippe Dupont
Mia Enell and Nicolas Fries
Dr. Patricia A. Fraser, M.D.
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Jan and Steven Golann
Julia Gruen
Joshua Guild and Carla Shedd
Elsie P. Hall
Ira and Carole Hall
Tom Healy
David Hornik
Sandra Jackson-Dumont
The Keith Haring Foundation
Steven Kirkpatrick
Alan J. Kluger and
Judge Amy N. Dean
Brian Leftwich
Jane Lombard
Robert L. Marcus
Kerry James Marshall
and Cheryl Lynn Bruce
Anthony Meier
Andrea Miller
Joseph Mizzi
Jason Moran and Alicia Hall Moran
Maryanne Mott
Edward Tyler Nahem
Daniel and Brooke Neidich
Marquita and Knut Eckert
CCH Pounder
Donville and Rashaan Reid
Margaret Russell
Mary Sabbatino
Lacary Sharpe
Marsha E. Simms
Marlynn Snyder
Bontia and Kevin Stewart
Marjorie and Louis Susman
Robert N. Totton
Jessica Traynor
Ellie and David B. Tweedy
Thea Westreich Wagner
and Ethan Wagner
Mr. and Mrs. E. Thomas Williams
Alona C. and Louis E. Wilson
Betty Wilson
Douglas Zywiczynski
Associate
Rodney and Daryl R. Alexander
Tamara Bechara
Charles Beye
Robert D. Bielecki
Randolph C. Cain
Elaine Carter
Lynda. D. Curtis
Dudley and Michael Del Balso
Sally Dill
Jack and Rebecca Drake
Thelma and David Driskell
Elaine G. Drummond
Ruth Fine

Louis Gagliano
Ira Goldberg
Wendy Goodman
Lynda Greig
Maxine Griffith
Robert and Patricia Gwinn
Shannon J. Hales
Stefan Handl
Charlene Hardy
Grace Braithwaite and
William A. Harper
Reginald D. Harris
Marilyn Holifield
Katy A. Homans
Charla Jones
Patricia S. Jones
Cathy M. Kaplan
Phyllis L. Kossoff
Kimberly P. and Roderick E. Lane
Valerie D. Lewis and Otis McGee
Maureen Mahon
Joel Mallin
Stephanie Miller
Eileen Harris Norton
Katrina Parris Pinn and Mark Pinn
Amy and Joseph Perella
Vanessa Y. Perez, Ph.D.
Jane Ratcliffe and Jack Coakley
Bill and Georgia Ringle
Francesca Schwartz
Ronald Scott
John Silberman
Patterson Sims and Katy Homans
Joel Snyder
Susan Talley
William Terry
Sheryl and Roger Tucker
Edith Van Slyck and
James R. Hammond
Jeanette Sarkisian Wagner
Erin Weaver
Gwen and Arnold Webb
Patrick Williams
Drs. Greta Clarke Wims
and Warner Wims
Seana and Roger Wood
Supporter
Anonymous
Cynthia D. Adams
Sheneekra Adams
Vernona Adams
Sonja and Ashok Ahuja
Alia Alam
Barbara Andalcio
Jennifer Arceneaux
Richard Armstrong
Ronald Aubert
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Victor Barall
Karole Dill Barkley
and Eric J. Barkley
Arlene Bascom
Gloria Batiste-Roberts
Linda Bermas
Betsy Berne
Juliette Bethea
Rebecca Bien and David Poll
Rosemary Blake
Sandra C. Blakney
Caroll Bogert
Sydne Bolden
Bill and Suesue Bounds
Edith Boyd
Kenneth Bradford
Donna Brent
Sheila Bridges
Isolde Brielmaier
Paul Broches
Wilma Bucci and Bernard Maskit
Edward Blake Byrne
Deborah Cates
Faith Hampton Childs
and Harris Schrank
Steve Christ
Marcie N. Cleary
Patricia G. Coates
Mr. and Mrs. Peter J. Cohen
Ronald and Linda Daitz
Shannon Danzy
Tyrone M. Davenport
Allison S. Davis
Carl F. Davis
Charles Davis
Indra Davis
Meredith Fife Day
Carl A. De Brito
Kay Deaux and Sam Glucksberg
Ellyn and Saul Dennison
Aissatou Diagne
Eric Diefenbach
Tyler Drake and Paola Mathe
Brinille Ellis
Jennifer Evans
Toni G. Fay
Barbara G. Fleischman
Vilma E. France
Patricia Freeman
Lady Jane Freidson
Amy Gold
Sirje Helder Gold
and Michael O. Gold
Caren Golden and Peter Horzberg
Jacqueline Goldsby
Constance Green
Barry A. Greene
Sarah Haga

Sanjeanetta Harris
Susan A. Harris
Olivia C. Hector
Shearin O. Higgs
Gladstone E. Hinds
Janet and Paul Hobby
Alfonso Holloman
Langoon Holloway
John O. and Claudia L. Hopkins
Edgar Howard
Karen Hughes
Diane Jacobsen
Barbara Johnson
Lynda M. Johnson
Marjorie Johnson
Suzanne Johnson, Esq.
Benjamin F. Jones
Kellie Jones and Guthrie Ramsey
Hilary and Lewis Josephs
David Karp
Mitchell Karp
Dr. Dominique Kelly
Wayne H. Kelton
Jerome Kretchmer
Carin Kuoni
Nancy Latimer
Jeffrey A. Leib
Joyce Lowinson, M.D.
Karen Lumpkin
Delores E. Mack
Harriette and
Edgar Mandeville
Hyatt Mannix
Curt Marcus
Daisy W. Martin
Maria Martinez
Sheila Ann Mason-Gonzalez
Laurence Mathews
and Brian Saliman
Mark Maynard
Vanessa McKnight
Rhonda J. McLean
Jeanne-Marie A. Miller
Cerisa Mitchell
Gaffar Mohamed
Angeline Monroe-Mayo
Justin Garrett Moore
Jessica Morgan
Phoebe Morris
K.C. Morrison
Anna Nathanson
Robert Newman
Earl Newsome
Christopher Oates
Jonathan W. Parker
Nathaniel Parker Willis
and Aidan Messina
David and Nancy Payne
Sandra M. Payne
Susan Penzner
Gary Pirner and Dario Timotic
Hugh Raffles
Cynthia M. Reed
Steven Reed
Cheryl R. Riley and Courtney Sloane
Mary E. Riley
Sande Robinson
Francisco and Hope Rodriguez
Robert G. Rollerson
Deborah Ross
Carol and Aaron B. Russell
Tala Russell
Diane Sanchez
Barbara Z. and Richard S. Schiffrin
Joyce Pomeroy Schwartz
Elza Rohan Sharpe
LeAnn Shelton
Cynthia Shipley
Kenneth Sills
Laura Skoler

Cheryl R. Riley and
Courtney Sloane
Audrey Smaltz and Gail Marquis
Howard J. Smith
Judith W. Smith
Clara R. Stanton
Jemiho Stark
Anne Stills
Cynthia Stivers
Randolph D. Sturrup
Larry Earl Taylor
Magda Teter and Shawn Hill
Carla and Cleophus Thomas Jr.
Kate R. Whitney and
Franklin A. Thomas
Randy Thomas
Dario Timotic
Anthony Todman
Opal Tometi
Albertha S. Toppins
Felicia Tsividis
Alia Uduhiri
Josef Vascovitz
Sametta Vick
Margo and Anthony Viscusi
Darren Walker and David Beitzel
George B. Walker
Charles and Cheryl Ward
Greg and Jodi Warren
Edna Watson
Jane Weldon
Landon Westbrook
McDonald C. White
Darryl S. Williams
Gilbert S. Williams, Jr.
Jacqueline Williams
Bobbie Willis
Hugh A. Wilson
Mabel O. Wilson
Marlisa Wise
Susan I. Wright
Family/Partner
Lance and James Abbey-Magee
Tarrie Alexis and Julius Butler
Nevah Assang
Rina Banerjee
Angela M. Banks
Jane Berentson
Daniel Berry
Angela E. Gumbs
Grace Braithwaite
George Calderaro
Katiria Calderon
Robert Cambi
Maria M. Campos-Pons
Tamara L. Carter
Nia Chambers and Paula Steele
Camille and Luther Clark
Hannah and John Coleman
Adrian Relu Coman
Lauren Connolly and Sam Spratt
Ken Cooper and Charmian Place
Lisa Corrin and Peter Erickson
Rio Cortez-Francis
Helen and William Covington
Susan Cowell
Elizabeth Dang and
David Crane
Stephen G. Crane
Sophie Crichton Stuart
Danielle Cumbo
Donald Cumming
Kevin R. Curry and Abdou Seye
David Dawes
Elizabeth Dee
Bunny and Jeff Dell
Danielle Dimston
Ryan Drake-Lee
Dr. Frederick Dunn

Marcella Durand and
Richard O’Russa
Peter Erickson
Tabetha Ewing
David Fletcher
Kathie Foley-Meyer
Darrell and Helen Forbes Fields
Sean Frankino and Robert Friedrich
Justine Franklin
Vincent and Shelly Dunn Fremont
Tim Garner
Drew Gilmore
Kristen B. Glen
Charlynn and Warren Goins
Carol and Arthur Goldberg
Susan Goodman and Rod Lubeznik
Michelle Green and Robert Stulberg
Wardyll Green
Margaret Davis-Grimes
and Henry A. Grimes
Jorge Guttlein
Olive Hayes
D’Shai Hendricks
Andrew Hume
John Hunter
Claudia Joan Hurst
Kimberly Indresano
Emalohi Iruobe and Olajide Bello
Sonja Jackson
Wendel Johnston
Allan Jones
Denise Jones and Dennis Jordan
Robert M. Jordan
David Joselit
Mara Kearney-Loving
Charles Kim
Carmen Kovens
Kima M. Kraimer
Amy B. Kuhn and Stuart L. Rosow
Antoinette Lamb
David Land
James D. Lax, M.D.
Joshua Leach and John Thomspon
Rosalyn Lee and Beverly Tillery
The Honorable and Mrs. Pierre Leval
Jerome M. Lewine
Dawn Lille
Margaret Liu Clinton
Daniel S. Loeb and
Margaret Munzer Loeb
Rod Lubeznik
Elizabeth Lucas
Kilolo Luckett
Shola Lynch
Robert Manley
Mari Matsuda
Tulis McCall
Odette M. McNeil
Sean McQueen
Bill Miles
John L. Moore
Michael and Michele Moorman
Luis Mora and Bruce Tilley
Paul Morgan-Riley
Myra Patterson-Cox
Barbara and Stephen Pearlman
Jesse and Doris Penn
Gloria C. Phares and Richard Dannay
Jerry Pinkney
Morgan Powell
Peter S. Reed
Leslie Reese
Sara Rex
Kathleen Ruen and
E.J. McAdams
Tomya Ryans
Paula Sanchez
Alexandra Santana
Frances Savage
Anna and Wolfgang E. G. Saxon

Members

Ann Shaffer
Anne and Melvin Siegel
Ruby Singleton
Barrett Sinowitz
Kyle Smith
Sallie A. Smith
Vernon Smith
Sam Smithyman
Denise and Langdon Soares
Diane W. Sunshine
Salim I. Talib
Nikki Terry
Quincy Theodore and Zana Woods
Margaret Thomas
Dr. Brenda Aiken Thompson
and Kenneth Thompson
Mary Valverde
Kim Van Atta
Desiree Verdejo
Clara C. Villarosa
Emily Waelder and Caitlin Shann
Landon H. Wickham
Kim Williams
Solomon and Gloria Williams
Deborah Willis
Evan Willner
Terry A. Winters
Jack Zulack
Individual
Jeanette Adams
Angela Adusah
Rana Al-Hallaq
Deborah W. Allen
Justin Allen
Sister Khuumba Ama
Liz Amez
Keith D. Amparado
D. Faye Anderson
Valerie Anderson
Felicia Appenteng
Mary Ellen Arrington
George Arterberry
Hilary Asare
Dr. Kenneth Ashley
Michael D. Atkins
Grace H. Ayanru, M.D.
Jacqueline A. Bailey
Ajamu Baker
Hilary M. Ballon
Veronica Banks
Dr. Juliet Barker
Marisa Beard
Thomas Beard
Anne Beckman
Marian Begley
Carrol Belloni
Stacey Billups
Keith Bishop
Yolande Black
Cynthia Blanchard
Radha Blank
Shaun Blayton
Stephen Blum
Dr. Nicholas Boscamp
Retha Boston
Charles M. Boyce
Eleanor Boynton
Charles Bradford
Angela Brown
Cedric Brown
David S. Brown
Shanté Brown
Sidney J. Brown
Gavin Browning
Laura D. Brown-Sands
Klaus Burgel
Cathleen Campbell
Carolyn Carter
Orlandarette M. Carter
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Amy Chaiklin
Vera Cheek
Roseanne Clark-White
Nancy L. Clipper
Emma Conyer
Ellen Copeland
Vivian Cox
Felicia N. Crabtree
Laura Cronin
Carol A. Cross
Claudette Cutlar-Day
Jean Dana
Christopher Davis
Paralee Day
Chantal deFelice
Robynn Delin
William Deluca
Monique DeMory
Edward Dew
Wanda Diaw
Delores C. Dixon
Louise S. Dockery
Robin Douthitt
Yvonne M. Durant
Laura Einstein
Mariana Elder
Nadine Felton
Caitlin Fitzgerald
Fred Flores
Walton Ford
Eve France
Cassandra and Dwayne Francis
Shade Freeland
Saundra Freeman
Waldo A. Fuller
Chrislan Fuller Manuel
Rhoda Gardnier
Victor Gathers
The Getty Research Institute
Michael C. Gillespie
Jennifer Gorman
Jo-Ann Graham
Martina Grahamn
September Gray
Patricia Grayson
Marguerite D. Greene
Marion T. Greenup
Elizabeth Gregg
Constance Grey
Janice Guy
George Haddad
Karyn A. Hairston
Howard Hall
Kim F. Hall
L. Priscilla Hall
Susie W. Hampton
Letitia E. Harris
Diedra Harris-Kelley
David C. Hart
Scott Helmes
Evelyn M. Henderson
S. Henderson
Franklin E. Hennessy
Herbert Henry
Janet Henry
Edward D. Holder
Frank Holton
Shirley Hood
Maria Huff
Anne Hulley and David Hulley
Nene Humphrey
Lisa Hunt
Kerry F. Inman
Ryan Inouye
Lisa Ivorian-Jones
Peter Jablin
John W. Jackson
Naomi Jackson
Casey Blue James
Erica Moiah James
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The Honorable Debra A. James
John R. Jefferson
Christopher Jiles, Jr.
Amanda E. Johnson
DéVon Johnson
Charles L. Jones
Grace A. Jones
Hettie Jones
Beth Kantrowitz
Regina M. King
Eva Kobus-Webb
Cynthia Langston
Lara Lauchheimer
Brad Learmonth
Marie LeDoux
Claudia S. Lee
Mary Ann Lee
Rudean Leinaeng
Dale Lewis
Eunice Lewis-Broome
Carrie Lowery
David Lucas
David Lusenhop
Sabah Mabek
Daniel Mason
Carmen and Herbert B. Matthew
Cynthia S. May
Cheryl McCampbell
Gloria McFarland
Julie L. McGee
Mark McIntosh
Christine McKay
Shakina McKibben
George McKinley Martin
Jason McNary
Mary B. McRae
Kynaston McShine
Jennifer R. McZier
Cornelia Medley
Arlene Mehlman
David Mellins
Lila Miller
Dr. Herman Milligan
Alice Momm
Prof. Wayne Moreland
Joan Morgan
Tyler Murphy
Denise M. Murrell
Linda Myles
Nancy Natale
Jeanne Nedd
Antonia Neel
John R. Nichols
Adrianna Norwood
Chanda M. Nunez
Shimite Obialo
Mary Alice O’Connor-Cooper
Betty Odabashian
Monica Parham
Bernadette Parker
Emily Parker
Keon Parsons
Gordon Payne
Patricia Peju Griffin
Denise A. Penn
Sheila Pepe
Olivia E. and Paul Bruce Perkins
Paul Pfeiffer
Candace Pinn
Walter Price
Lee Pridgen
Lucius Priester, Jr.
Princeton University
Library Periodicals
Abigail Pucker
David Raleche
Marlene Reiss
Valerie A. Rhodes
Caralene M. Robinson
Corane Robinson

Richard Rodriguez
Sheila Ronning
Tim Roseburough
Nada Rowand
Kimberlie Saint Louis
Toby L. Sanders
Cynthia Saunders-Perry
Dr. Jacqueline Ann Sawyer
Jason Schafer
Ingrid L. Schaffner
Joann Scott
Ellen Shaffer
Christopher Shaw
Crystal Shipp
Stefanie Siegel
Johnie Simmons
Jane Small
Sippio Small
Oskar Smith
Tumi Soyinka
Bruce Spencer
Nathaniel Stacy
Les Stern
Kenya Stevens
Carol Stokes
Andre Sulbers
Ernesta V. Sweeney
Reginald Sylvester II
Mark Taff
Catherine Tafur
Anthony Tait
Dorothy A. Taylor
Emily Terry
Anita Thacher
Jerry Thomas, Jr.
Alvetta Thompasionas
Dolores Thompson
Lloyd E. Thompson
Gerald W. Timberlake
Akili Tommasino
Tim Tompkins
Mary Tooley Parker
Lynne Toye
Kristine Tran
John D. Treadwell
Adejoke Tugbiyele
Bernice J. Turner
Betty Turner
Pilar Vahey
Ronnit Vasserman
Louis Von Rippon
Kevin Walz
Wendy Washington
Bridget Welch
Eva Welch
Joy Wellington
Francine Wernham
Doris D. White
Roger E. White
Rev. Malika Lee Whitney
Glen Williams
James D. Williams
Margaret D. Williams
Nicole Williams
Niki Willis
Anne Wilson
Barbara M. Wilson
Samuel Wilson, Jr.
Liliana Wolking
Cherise-Aste M. Wykoff
Toni Wynn
Kemar Wynter
Nicola Zimmer
Nadia Zonis
Senior
Anonymous
Beverly C. Abisogun
Kojo Ade
Beth Alberty

Studio Spring/Summer 2018

Sandra Allen-Lesibu
Emma Amos
Ann B. Armistead
Jimmy Arnold
Anna R. Austin
Nancy B. Austin
Wanda Baker-Smith
Lillian M. Bartok
Dolores H. Bedford
Carolyn Bell
Barbara Biber Brous
Regina Black-Middleton
Joseph Blenman
Barbara Boggs
Elizabeth T. Bolden
Jane Clement Bond
Roscoe Born
Bertha Brandon
Lavonnie Brinkley
Ava Brown
Laura Brown
Beverly F. Bryer-McLean
Jean Bunce
Vinie Burrows
Darcel L. Caesar
Tanya D. Caesar-Waller
Diana Cagle
Flossie Canada
Houstonia Clymer
Milton Collins
Joyce Conoly-Simmons
Brent Crayton
Robert Oba Cullins
Bev Daniels-Greenberg
Joan Davidson
Sandra L. Davoll
Emilie de Brigard
Diane D. Dean
Veronica F. DeLuze
D. DePrator
Joan Deroko
Susan C. Dessel
G. Lucas-deVeaux
Andrew Diggs
Gwen Dixon
Betty Donerson
J.A. Durades
Elaine H. Ellsberry
Gertrude F. Erwin
George D. Everette
Lucille Eversley
Jacqueline Farmer
Charles A. Forma
James E. Frazier
Suzanne Frye
Marilyn Gailliard
Theresa Garrison Warren
Robert Gibbons
Pearl Gill
Frank Gimpaya
Kathleen E. Goodin
Jennifer Goosechilde
Teta Gorgovi
Joan Greenfield
Phyllis W. Haber
Kim Hamilton
Deborah L. Harley
Radiah Harper
Sandra Harper
Dr. Genevieve Harris
Wendi Higginbotham
Dr. Liz Holifield
Charlotte L. Horton
James Herbert Howell
Larry Hughes
Nancy Hill
Jon Hutton
Adrienne Ingrum
Faith R. Jacobs
Al-lyce Eloise James

Joan James
Sharon Jarvis
Wilma Jeff
Olga C. Jenkins
Elizabeth Johnson
Patricia Johnson
Robert O. Johnson
Brenda F. Jones
William Jones
Ronald June
Lois M. Kahan
Ernece B. Kelly
Kaija Korpijaakko
Susan Kreitzman
Sue Kreitzmer
Beth M. Lawrence
Sandra Lee
Mary Leer
Nicole Levin
Shirley Lewis
Lynn Lieberman
Janice Livingston
Eleanor Lowe
Leslie A. Lowery
Barbara Luke
Susan E. Madigan
Carolyn Maitland
Jonnie C. Marshall
Shirley McCain
Neita McLean
Elspeth Meyer
Carl Miller
Daphna H. Mitchell
James Morton
Michael Myers, M.D.
Reginald Nelson
Eileen Newman
Lutrell R. Nickelson
Dr. Ademola Olugebefola
Benjamin W. O’Nealos
Paul O’Neil
Nell Painter
Michele Patterson
Robert Perree
Karen A. Phillips
Christola Phoenix
Giselle King Porter
Andrea Ramsey
Calvin Alexander Ramsey
Jacqueline K. Randolph
Margaret A. Robbins
Stuart Roberts
Virginia Robinson
Evelyn Rodriguez
Miriam Rosen
Madge Rosenberg
Leslie Rupert
Lawrence H. Rushing
Lois Safian
Bobby Savinis
Judith Schneider
Harvey Schulman
Gloria J. Scott
Vernon Sears
Gwendolyn A. Simmons
Edwin Smith
Amy L. Snyder
Thomas Southern
Arcilla Stahl
Madlyn Stokely
Marian Swerdlow
Laura E. Tandy
Julian and Jacqueline Taub
Beverly Taylor
Sandra Teepen
Noreen Tomassi
Karen Towles
Inez B. Vanable
Thomas Warren
Eric K. Washington

Sylvia Waters
David Weaver
Paula Webster
Hadassah Weiner
Michael Wernham
Carol White
Dyana Williams
Jeanne Willis
Fredericka Woodford
Gerri Woods
Harold Woods
Ruth C. Wright
Elizabeth Young
Student
Laura Amerson
Jeanelle Augustin
Wendy Barrales
Mark Gant
Uraline S. Hager
Allison Janae Hamilton
Afaf Ibraheem
Horace Johnson
Stephanie Kabore
Eric Knowles
Riham Majeed
Martin Moor
Kofi Norsah
Yoichiro Okumura
Akisa Omulepu
Moruna Sheppard
Barbara Stennett
Chloe Helene Tims
Nakami Tongrit-Green
Peter Tresnan
Catherine Wilmer
Corporate Membership
American Express
Bloomberg Philanthropies
Consolidated Edison Company
of New York
Pfizer Inc.
Target
Time Warner, Inc.
The Yale Club of New York City
The Studio Museum in Harlem
makes every effort to ensure the
accuracy of its list of Members. If
your name is not listed as you prefer
or if you believe that your name has
been omitted, please let us know by
contacting the Development Office
at 212.864.4500 x221 or
membership@studiomuseum.org.

Members
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Yes! I want to be
a Member of
The Studio Museum
in Harlem.
Mr.

Ms.

Mrs.

Other

1 Year
Renewal
Gift

Name of membership holder

MEMBERSHIP
Benefactor $1000
Donor $500

Name of additional Member (Family/Partner level members and above)

Associate $250
Supporter $125
Family/Partner $75
Individual $50

Address

Student $25*
Senior $25*
City

State

Zip

STUDIO SOCIETY
Steering Committee $2500

Work Phone

Studio Society $1500

Home Phone

*(Student/Senior Membership will not be
processed without a copy of a valid ID)
Email Address
I have enclosed my check
(make check payable to

Please do not make my name, address and other information
available to third-party providers.

The Studio Museum in Harlem)

Please list as Anonymous.
Please Charge my

American Express

MasterCard

Visa

MAIL TO
Expiration Date

The Studio Museum in Harlem
144 W. 125th St.
New York, NY 10027

Signature
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JOIN ONLINE
studiomuseum.org/join--give

Members

(tear here)

Credit Card #				

Membership
Information

Individual $50
(Fully tax-deductible)
— Personalized membership card demonstrating
your commitment to our mission
— One-year subscription to the full-color
Studio Magazine mailed to your home
— Two tickets to select inHarlem programs
— Advance notice of inHarlem programs
— 10% discount on all Studio Museum Store
purchases
— 15% discount on exhibition catalogues
published by the Studio Museum
— Free admission or discount tickets to all Studio
Museum education and public programs
— Special Studio Museum Member’s discounts at
select Harlem businesses
Family/Partner $75
(Fully tax-deductible)
— All of the preceding benefits for two adults at
the same address and children under eighteen
years of age

Join today!
Becoming a Member
has never been easier.

Supporter $125
(Fully tax-deductible)
— All the preceding benefits, plus:
— Member privileges of the North American
Reciprocal Museum Program allowing free or
member admission and discounts at over 700
museums in the United States
— Member-only programming at arts and cultural
spaces throughout New York City
Associate $250
($220 tax-deductible)
— All the preceding benefits plus:
— One complimentary Studio Museum
exhibition catalogue
— 15% discount on all Studio Museum Store
purchases
— Annual recognition in Studio Magazine
Donor $500
($450 tax-deductible)
— All the preceding benefits, plus:
— Invitations to behind-the-scene tours and talks
with art connoisseurs and curators

Benefactor $1000
($950 tax-deductible)
— All the preceding benefits, plus:
— Invitation to the Spring Luncheon
(ticketed event)
— Reserved seating at the annual Lea K. Green
Artist Talk
Studio Society
Individual$1500
Steering Committee $2500
— Studio Society is comprised of an
extraordinary group of individuals who are
dedicated to supporting black art and culture.
Studio Society members engage with leading
artists of African descent and other members,
while enjoying a full calendar of events.
Members of the Steering Committee play a
leadership role in service to growing support
of the Museum.
For additional information, please contact the
Studio Museum’s Development Department at
212.864.4500 x221

Photo: Scott Rudd Events
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Visitor Information
Our galleries are temporarily closed as we prepare for the construction
of our new museum—from the ground up!
In the meantime, our programming is happening throughout the
neighborhood through our inHarlem initiative. Check out studiomuseum.org
for event and exhibition information, and to learn more about our offsite
programming in Harlem.
You can still visit us at 144 West 125th Street to shop in the Museum Store
and get more information.
Check studiomuseum.org for the latest updates.
Follow us on social media!
studiomuseum

General Info
T 212.864.4500
F 212.864.4800
Media Contact
212.864.4500 x213
pr@studiomuseum.org
Public Programs Info
212.864.4500 x282
publicprograms@studiomuseum.org
Membership Info
212.864.4500 x221
membership@studiomuseum.org
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Studio
is now
online

studiomuseum.org

The Studio Museum in Harlem
144 West 125th Street
New York, NY 10027

