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SPONSOR’S 
FOREWORD

The Fellows o f C ontem porary A rt (FDCA) take  great p leasure in 
co llabo ra ting  w ith  The S tud io  M useum  in H arlem  to  p resen t 
Kori Newkirk: 1937-2007. This is FOCA's f irs t opportun ity  to  begin 
an exh ib ition  ou ts ide  Californ ia, and th e re fo re  represents  a 
s ign ifican t enhancem ent o f our m ission. In th irty -five  exhib itions 
over th ir ty - tw o  years, FDCA has been in s tru m e n ta l in s u p p o rt
ing and d o cu m e n tin g  th e  work o f em erg ing  and m id -ca re e r 
Californ ia a rtis ts . E leanor Antin , W allace Berm an, Vija C elm ins 
and George S tone have each been p resented  in pas t FCCA 
sponsored  exh ib itions . FOCA has presen ted  a w ide va rie ty  o f 
o the r exh ib itions  by cura to rs  as diverse as Ju lia  Brown, Howard 
Fox, Henry Hopkins and Ralph Rugoff. A m ong our pa rtne rs  in 
th is  endeavor have been th e  Los A nge les  C ounty M useum  o f 
Art, M useum  o f C ontem porary  A rt Los Angeles, San Francisco 
M useum  o f Modern A rt and H am m er M useum  a t the  University 
o f Californ ia, Los A ngeles.

The p resen t c o llabo ra tion  is espec ia lly  s ig n ific a n t to  FCCA as 
a Los A nge les-based  in s titu tio n  because, to  quo te  The lm a 
Golden, “ Los A nge les  fu n c tio n s  as th e  in c iting  in c id e n t in his 
[N ew kirk ’s] work. As an in fo rm ed  outs ider, h is a r t p ra c tice  is 
inspired by the  o ften  con fus ing , d istanced , frac tu red  ex istence  
th a t so de fines  life in a new city. He to ld  m e he d idn ’t  know who 
he was in L.A.: hero or villa in, savior or m enace, hyperpresent or 
invisible.” The catalogue accom panying th is  exhib ition is the  firs t 
m ajor publication devoted to  Newkirk's work and greatly enhances 
FOCA’s m iss ion  to  d o c u m e n t an a rtis t's  w ork a t c rit ica l po in ts  
in his or her career.

I w ould  f irs t like to  th a n k  th e  cu ra to r o f th is  exh ib ition , The lm a 
Golden, fo r  her th o u g h tfu l and in s ig h tfu l co n s id e ra tio n  o f 
Newkirk's place in th e  c u rre n t d iscourse  on co n te m p o ra ry  art. 
I w ould  like to  th a n k  Newkirk h im s e lf fo r  h is c o o pe ra tion  and 
fo r  h is ongo ing  s u p p o rt o f FOCA's m iss ion .

I would like to  thank the  Board o f The Studio M useum  in Harlem 
and Lowery Stokes Sims, fo rm e r A d junct Curator fo r the  Perm a
nen t C ollection. C hris tine  Kim, A ssoc ia te  Curator, and Lauren 
Haynes, C uratoria l A ss is tan t, were inva luab le  in m aking  th is  a 
sm o o th -ru n n in g  team .

Num erous Fellows helped bring th is  exhib ition to  fru ition, Thanks 
go to  past Chair o f Long Range Exhibition Planning Peggy Lewak

and her com m ittee  mem bers, and to  FGCA Im m ediate Past Chair 
Rubin Turner. S tacen Berg and Karl Erickson, FDCA D irectors, 
gave us long hours, co n s ta n t gu idance and m uch-needed  sup
port, Thanks to  th e  energy and e n th u s ia sm  o f all th o se  lis ted 
above; it has been an e ffo rtle ss  p leasure to  serve as exh ib ition  
lia ison  fo r  Kori Newkirk: 1937-2007.

FOCA is unique in th a t m o s t o f th e  s u p p o rt we give is derived 
fro m  our m em bers ' dues. It is only th rough  our m em bers ' sup 
p o rt th a t we are able to  bring e xh ib itio n s  such  as th is  to  life. 
Very specia l a pp rec ia tion  and thanks  go to  th e  m em bers  of 
th e  Fellows o f C on tem pora ry  Art.

G e o ff T u c k /  FOCA Chair (20B7-08) 
www.focala.org

http://www.focala.org
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S ep tem be r 17, 2007

Kori Newkirk: 1997 -3007  is a su rvey tra c in g  th e  p a s t ten  
years o f your s tud io  p ra c tice  and deve lopm en t. So le t's  s ta r t 
in the  s tud io , Do you th in k  a b o u t w ork you 've m ade in th e  pas t 
when you ’re m aking  new w ork?

I keep a lo t o f d ocum en ta tion  o f pas t work u p o n  the  studio 
walls. So I look a t it  and re fe rence  it occas iona lly . S om e tim e s  
I try  to  recall w ha t I was th ink ing  a b o u t and look a t how I solved 
ce rta in  prob lem s, and occa s io n a lly  th is  he lps m e solve a c u r
ren t prob lem , A lo t o f t im e s  I'm ju s t  rem em bering  how I go t 
fro m  the re  to  the re  to  here.

So how did you ge t fro m  the re  to  here? A nd describe  to  
me w ha t "he re ’’ is now. W here are you r ig h t now  as an a r tis t?

R ight now, I fee l like I'm  in a to ta l s ta te  o f tra n s itio n  and 
it's  really exciting . I have th is  o p p o rtu n ity  to  look back over m y 
shou lde r a t th e  p a s t decade, w h ich  I haven 't rea lly  le t m y s e lf 
do before. B ut I'm also looking ahead. W hat's  n e x t is ten  m illion  
tim e s  m ore exc iting  to  me. I can now expand upon all o f th is  
I see in fro n t o f me, T h is  is like th e  edge o f th e  d iv ing board. I 
have c lim bed  up the  ladder and m oved o u t to  th e  edge o f the  
d iv ing board, and in fro n t o f m e is th is  m u ch  la rge r expanse 
th a n  I th in k  I was able to  see in th e  p a s t decade. I’m ready to  
take  a p lunge.

W hat m ade you becom e an a rtis t?

I h ones tly  had no cho ice . I c o u ld n ’t  do a ny th ing  e lse. I 
can ’t  do anyth ing  else. I th in k  I w ou ld  have ju s t  s till been a t 

I hom e doing no th ing  i f  I d id n 't do th is . It was a ca lling  and it's  
I been fra u g h t w ith  fru s tra tio n  and jo y  and pain and a lo t o f 

hard work, b u t i t ’s been a b so lu te ly  w onde rfu l. I’m  a lw ays su r
prised a t w ha t I am  able to  convey, and I fee l really  lucky  to  be 
able to  do th is.

I rem em ber the  firs t work o f yours I saw. It was tow ards the 
end o f m y t im e  as a c u ra to r a t th e  W h itney  M useum , a fte r  a 
coup le  o f peop le  to ld  m e I shou ld  see yo u r work. You se n t me 
a package and the  work I rem em ber m o s t was Channel 9  (1999). 
I was in trigued by the  range o f your p ractice , b u t pa rticu la rly  by 
th a t im age. I w en t back to  C hanne l 9  w hen I began th ink ing  
a b o u t th e  show  th a t becam e Freesty le  (2001). I realized th a t it 
in trigued and unnerved m e because I d id n 't have a vocabu la ry  
to  describe it. The vocabu la ry  I had becom e so flu e n t in during 
th e  la te  1980s and 90s  som ehow  d ism an tled  around th a t par
t ic u la r  im age and th e n  your p ra c tice  generally. So w here did 
you beg in?  W h a t w as th e  beg inn ing  o f th e  concep tua l jou rney  
in to  yo u r work?

The e a rlie s t w ork in th e  e xh ib itio n  is M o d ifie d  C adillac  
[P ro to typ e  # 3 ]  fro m  1997 .1 s ta rte d  p lay ing w ith  pom ade  near 
th e  end o f g radua te  schoo l. One m orn ing  I happened to  open 
up th e  m ed ic ine  ca b in e t and unscrew  a ja r  o f it  th a t I'd brought 
back fro m  England m any  years before. The sm e ll was p a rtic u 
la rly  s trong  and resonan t, so I'm  s tand ing  the re  look ing  in the  
m irror, th in k in g  I'll p u t a lit t le  in m y hair. S udden ly  th e  sm ell 
ju s t  to o k  aver. I im m e d ia te ly  s ta rte d  th in k in g  a b o u t m y s is te r 
ge tting  her hair done every Saturday m orning w ith the  ho t com b 
in th e  k itchen, and m e laying on th e  flo o r  w a tch ing  S oul Train 
w ith  m y b ro the r in cen tra l New York. I though t, "Wow, th a t sm ell 
is a u to m a tic a lly  b ring ing  back all th e s e  m em ories ." There 's 
g o t to  be som e  way to  p u t th a t o u t in th e  work, to  share th a t, 
I'm n o t th e  on ly  one w ho 's  go ing to  have th a t v isce ra l kind o f 
response, because I know  th a t I’m  no t th e  only one w ho ’s ever 
sm e lled  and experienced  th a t.

And th e y 're  m ade  w ith  yo u r hands.

Yes, th e y  are m ade  w ith  m y hands, sm eared  on th e  wall, 
and w ith  som e  to o ls  s o m e tim e s . They 're  n o t m e a n t to  e x is t 
perm anently . Prior to  th a t, I was a lw ays rea lly  in te res ted  in the  
m a te ria lity  o f th ings , I p layed around w ith  soap a lo t as an un
de rg raduate , try in g  to  build  th in g s  w ith  c lea r g lycerin  soap to  
lig h t up. T h is  was a fte r  an exchange  I d id in England. I saw  all
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th e  ea rlie s t Rachel W hite read works and all th e se  o the r pieces 
th a t d ea lt w ith  lig h t and te x t  and d iffe re n t m a te ria ls , and was 
ju s t blown away. I ju s t realized th a t m y rea lity  is abou t m essing 
w ith  th in g s , p u ttin g  m y hands in th in g s  and see ing  w h a t hap
pens. And th e  idea d e te rm ine s  th e  m a te ria l; th e  idea com es  
f irs t  and te lls  m e how  it  w a n ts  to  be expressed . Th is  is w h a t 
happened w ith  C adillac. I th o u g h t, "How can I ta lk  abou t th is? " 
There was th e  one m ade  fro m  hair, and th e n  I p rogressed  to  
pom ade, and th e n  to  th e  idea o f landscapes  and beads and 
braids. It tends  to  go in th a t w ay The work te lls  m e how it  w ants 
to  be expressed.

W here do th e  im ages  com e  fro m ?  The one you m ade fo r 
Freesty le  was o f a he licop te r.

I like th a t th o s e  k inds o f w ork e x is t on ly  fo r  th e  tim e  th a t 
they 're  up, and then  th e y ’re gone forever. If you m iss  them , you 
m iss  them , and th a t ’s m aybe how I fee l abou t m yself, in a way. 
M aybe th e y 're  ab o u t m o r ta lity  and m aybe th e y 're  a b o u t m y 
m o th e r a lways te llin g  m e th a t she ’d be ta lk ing  to  m e and then  
she’d tu rn  around and I’d be gone. I look a t th e m  th a t way, th a t 
th e y ’re ju s t there  and then  they 're  gone. I don ’t  th in k  everyth ing 
needs to  be a round forever. I give you th e  sm e ll and th e  m a 
te r ia l and th e  im age, you g e t it  and th e n  it 's  gone. So it 's  a lo t 
a b o u t m em ory.

Many a rtis ts  have one way in w h ich  th e y  work. You work in 
m a n y  d iffe re n t m edia , b u t it  seem s th e re ’s no way to  d iscuss  
your p ractice  w ith o u t acknow ledg ing the  invention and innova
tion  o f y o u rtw o -d im e n s io n a l beaded scu lp tu ra l c u rta ins . Can 
you ta lk  ab o u t how th e se  works deve loped?

They began a lso in 1997.1 was in Skowhegan, Maine, righ t 
a fte r  g radua te  schoo l. I sp e n t n ine weeks in th e  woods, n o t 
knowing w ha t I was going to  do. I'd b rough t a bunch o f d iffe ren t 
m a te ria ls  -  w ith o u t any p a rtic u la r  v is ion. I ju s t  th o u g h t I’d go 
o u t the re  and see w h a t happened, For som e  reason, I b rough t 
a long a few  packages o f braids. I was in m y stud io , n o t m aking 
m u ch  w ork and g e ttin g  in to  a lo t o f tro u b le  fo r  th a t. T h a t was

th e  year th a t Venus W illia m s  broke th ro u g h  to  th e  U.S. Open 
fin a ls  fo r  the  f irs t tim e . I had never really been a te n n is  fan, but 
I rem em bered  w a tch ing  and being fa sc in a te d  by a s to ry  abou t 
Venus and Serena on 6 0  M inu tes  m any  years before, I was 
read ing all th e se  a rtic le s  a b o u t Venus, b u t m o s t o f th e m  were 
a b o u t her hair, beads and bra ids, and how  o th e r p layers were 
w orried th a t a bead m ig h t fa ll on th e  c o u rt and th e y ’d s tep  on 
it  and break an ankle. Her b lackness, s ig n ifie d  by her ha ir and 
its  p rob lem s, was th e  f irs t  and m o s t v is ib le  th in g  th a t th e y  
ta lked  about.

I th o u g h t it  was in te res ting , and th e n  I looked over and there  
were som e braids. I im m e d ia te ly  th o u g h t ab o u t S tevie W onder 
in the  1970s, And th e re ’s an episode o f The Facts  o f  L ife  where 
Tootie  has fake b ra ids  and she 's a m odel. My m ind  w e n t to  
seven th  grade, w hen we were b rie fly  liv ing in Jacksonv ille , 
Florida, in the  1970s. I rem em bered  see ing g irls  and boys w ith 
bra ids and w anting  to  have bra ids as well. I also th o u g h t o f the  
beaded c u rta in s  th a t hung in m y re la tive s ’ a p a rtm e n ts  here in 
th e  city, and to  th e  boys w ith  lit t le  conch  she lls  w a lk ing  up and 
down 125 th  S tree t. A ll o f th a t  fla sh e d  th ro u g h  m y m ind  and I 
v isua lized  som e s o rt o f im age on th e  back o f som eone ’s head 
m ade w ith  beads and braids. I w en t to  th e  local W a l-M art and 
fo u n d  som e  beads and ju ry -r ig g e d  a s o rt o f a rm a tu re . I s trung  
som e  beads on it. They were all w h ite  and b lue and opaque 
and I th o u g h t I w ould  m ake c louds, b u t it  ju s t  d id n 't work. I 
th o u g h t it looked too  Native A m erican, a lm o s t too  e thn ic  in a 
way th a t I fe lt I cou ldn ’t t a lk  about. I d idn 't necessarily  have per
m iss ion  to  go in th a t d irection, so I s topped and p u t it  away fo r 
a few  years. Then I had m y f irs t  show  [M id n ig h t S on  [1999] a t 
R osam und Felsen Gallery in Los A nge les  [S anta  Monica]), It 
popped in to  m y m ind  again th a t m aybe it was tim e  to  figu re  
o u t th a t idea, and fro m  th a t  cam e  Ju b ile e  [1999],

W h a t e x a c tly  is Ju b ile e  an im age o f?  A nd how  did you 
m ove fro m  th e  e thn ic , fo lksy  c ra ft th a t you d id n 't w a n t to  the  
hyper-v isua l a b s tra c tio n  com b ined  w ith  fig u ra tio n  th a t de 
fin e s  th a t  work?

It is b a s ica lly  an im age  o f a wall o f fire , w h ich  goes w ith 
th e  e a rlie s t w orks -  C hanne l 9, C hanne l 77 [1999] and o the r
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w orks fro m  th a t t im e  -  th a t  were a b o u t m y response to  living 
in Los Angeles.

How long had you been in L.A. a t th a t  po in t?

i had been in sou the rn  C a lifo rn ia  s ince  1995, b u t in L.A. 
p roper s ince  1997.

W here were you when the  1992 L.A. upris ings  happened?

I was ac tua lly  in England in a liquo r s to re  and I heard it on 
th e  radio, I was am azed, b u t no t surp rised . I knew  th a t  s o m e 
th in g  like th a t w ould  p robab ly  happen. I had never been to  L.A., 
bu t I fu lly  understood the  idea o f som eth ing  like th a t happening. 
Culturally, though, m y friends were n o t able to  com prehend the  
idea o f a c ivil up ris ing  in th a t  way.

So th e n  you g o t to  Los A nge les, and th e s e  works were 
y ou r response  to  being the re?

They were m y response to  being in Los A nge les and w ha t 
I fe lt was m y place in it. I was also teach ing  high school in South 
Central a t the  tim e . I had conversations w ith  m y s tuden ts  abou t 
w ha t they  called them se lves, w ha t I ca lled m yse lf and how they 
fe lt  ab o u t th e ir  re p re se n ta tio n  in L.A. It w as ve ry  convo lu ted . 
They tended  to  see th e m se lve s  as s u sp e c t on te lev is ion  news 
and th a t was s o m e th in g  I cou ld  re la te  to  even th o u g h  I hadn ’t  
been the re  th a t long. B ut I'm  a b lack m an in the  United S ta tes 
and m y rep resen ta tion  is tied  to  th a t. From  th a t cam e  Jub ilee, 
th e  f i r s t  a tte m p t a t a beaded c u rta in . It a c tu a lly  looks ra the r 
pop, bu t th a t s o rt o f  ju s t  happened.

Can you exp la in  th e  t it le ?

Well, fire  is so rt o f universal. It’s a beau tifu l and dangerous

a t th e  sam e tim e . In a way i t ’s very c e le b ra to ry  and th a t ’s how 
I saw  w h a t happened. It rep resen ts  a typ e  o f rage and anger 
and all th e  fru s tra tio n s  th a t caused and led up to  th a t uprising. 
It also represents the  idea th a t L.A. is always burning -  literally, 
figu ra tive ly  and in so m any  d iffe re n t ways. There 's also a book, 
The F ires o f  Ju b ile e  by S tephen B. Oates, th a t  is ab o u t Nat 
Turner’s slave rebellion. I kind o f to o k  th e  t it le  fro m  th a t, w h ich 
is also in te res ting  because the re  is som e fa m ily  h is to ry  around 
th a t. I w anted  to  ta lk  a b o u t th e  jo y  and s o rt o f w o n d e rfu ln e ss  
o f fire , as well as th e  danger. It's  ve ry m ixed  I th ink .

How did th e  c u rta in s  deve lop a f te r th a t  t im e ?

A fte r  J u b ile e  and Nowhere  (1999), I p u t th e  c u rta ins  away 
fo r  a year and a h a lf o r tw o  years. There was no reason to  make 
th e m . S om e th in g  to ld  m e I needed to  be free  o f th e  cu rta ins, 
There was a lo t o f o the r work I needed to  ge t ou t o f m y system . 
W hen I had th e  f irs t o p p o rtu n ity  to  have m y w ork shown a t The 
P roject, I th o u g h t m aybe  it  was t im e  to  m ake a c u rta in  again.
I m ade  th ree , b u t I rea lized a t th a t t im e  th a t th e  th e m e s  fro m  
th e  f irs t  show  were no longer re levan t o r in te re s tin g  to  m e in 
th e  sam e way. I w an ted  to  speak a b o u t so m e th in g  else, iden 
tity, so rt of, This tu rned  in to the  narra tive-based landscape, and 
fro m  th a t p o in t on I exp lo red  th a t p a rt o f m y history.

I'm very in trigued by the  landscapes, w hich seem  to  focus 
on houses, s tru c tu re s  and th e  landscape  th a t  ad jo ins  th e m . 
More recently, th e  im ages  m ove in to  th e  poo l and involve 
water. Tell m e a b o u t bo th  th e s e  k inds o f s u b u rb a n /p a s to ra l/ 
s till life  im ages. W ha t insp ired  th e m ?  Are th e ir  re fe rences  real 
o r im ag ined?

They are all inspired by the  rea lity  o f grow ing up in centra l 
New York, in a p lace th a t looks like m any o f th o se  im ages, w ith 
green trees , cow s and th e s e  weird se m i-su b u rb a n  spaces. 
T hey ’re insp ired  by th e  idea o f iso la tio n  and its  beau ty  and 
s trangeness . In cen tra l New York, th e  houses and landscape 
actua lly  look like tha t, bu t I don ’t  w ant the  im ages to  be identified  
w ith  cen tra l New York alone. T hey 're  everyw here and nowhere,
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So it's  like a u tob iog raphy  w ritte n  in landscapes.

In try in g  to  co m b in e  bo th  s ides  o f m y upbring ing  -  th e  
urban side o f H arlem  and th e  Bronx, w h ich  was th e  w eekends 
and the  sum m ers, and th e  coun try  side o f sm a ll tow ns upstate, 
w h ich  was during th e  schoo l years -  I have m o s tly  based th e  
works on landscapes  in cen tra l New York because  I fe lt  th a t 
th e  m a te ria ls  were urban enough. W ith  a few  excep tions , the  
m a te ria ls  are th e  c ity  and th e  im age ry  is th e  country.

Do you th in k  o f th e  c u rta in s  as p a in tin g s  or scu lp tu re s  
or ne ither?

I deal w ith  th e  fo rm a l language o f pa in ting , even th o u g h  
I s o m e tim e s  c o n s id e r th e m  s c u lp tu re s  and s o m e tim e s  con - 
s id e rth e m  pa in tings . I p re fe r to  th in k  o f th e m  scu lp tu ra lly , bu t 
the re  is d e fin ite ly  a s trong  p a in te rly  q u a lity  to  th e m ,

W hen did you a c tu a lly  w ork in pa in t?

A long, long tim e  ago, m os tly  as an undergrad. B ut i fo ugh t 
it a t th a t t im e  too. I’ve always considered m yse lf a non -pa in ting  
pa in te r who s o m e tim e s  m akes p a in tings , b u t w ith  ab so lu te ly  
no paint.

W ha t kind o f p a in tin g s  did you m ake?

I m ade very concep tua l, s lig h tly  a b s tra c t pa in tings .

Were th e y  good?

I th in k  th e y  were p re tty  darn good. People to ld  m e th e y  
were p re tty  darn good.
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And w hy did you s top  m ak ing  th e m ?  N ot a t a ll?

I was surrounded  by people do ing te n th -g e n e ra tio n  A b 
s tra c t E xpress ion ism , and it  ju s t  drove m e up the  wall. The 
ro m a n tic  no tion  o f w h a t it  w as to  be a p a in te r was being flung  
back and fo r th  a round m e. I found  it  abhorren t.

Going back to  th e  c u rta in s  -  how do you m ake th e m ?  Do 
you s ta r t w ith  p repa ra to ry  d raw ings?

No, M ost o f th e  t im e  I take, find  or approp ria te  an im age, 
or I ju s t  run a round w ith  a cam era . Once I f in d  th e  im age, or 
w hen th e  im age te lls  m e th a t it  needs to  be a c u rta in , I run it 
th ro u g h  th e  c o m p u te r briefly. There 's  no ed iting  a t th a t point, 
no c o m p u te r tr icks . I ju s t  resize it  to  th e  s ize o f th e  p o ten tia l 
curta in. I create a transparency, which I then  p ro ject onto a large 
p iece o f paper, and I m ake a ca rtoon  fro m  th a t -  a very, very 
loose line draw ing. A t th a t po in t, I p u t th e  a lu m in u m  w ith  th e  
braids strung right in fro n t o f the  paper, and then  I s ta rt beading 
fro m  th e  b o tto m . W hen I re fe rence  th e  p ic tu re , i t ’s n o t a lways 
exact, so th ings  can change. It ’s a very labor-in tens ive  process,

You also w ork in o th e r m ed ia  and I'd like to  ta lk  abou t 
som e o f the  o the r bod ies o f work you ’ve crea ted . There ’s a lo t 
o f work invo lv ing  baske tba ll. W hile  i t ’s easy fo r  m e to  read 
th e s e  th ro u g h  th e  s im p le  tro p e s  o f b lack  m ascu lin ity , how do 
you see th is  body o f w ork?

T h a t's  w h a t i t  does in a way -  you ’re r igh t. Beyond all o f 
th a t, I’m  ta ll b lack m an, and n a tu ra lly  it  has a lw ays been as 
sum ed  th a t baske tba ll is m y spo rt. I t ’s not.

Are you a fan?

I’m n o t a fan.

Not at all. Basketball seem s to  have been th ru s t upon me. 
It m ig h t hearken back to  th e  idea o f th e  ro m a n tic  no tion  o f a 
p a in te r -  s o m e th in g  I need to  ra lly  aga ins t. In m y m ind, i t ’s 
m ore like a p ro tes t aga ins t the  idea th a t I should do som eth ing  
because  o f th e  way I look.

W hat are they  about?  Tell m e abou t Bum per, a photograph 
fro m  2001.

B um per is the  dual photograph o f tw o  balls on the  basket
ball court. It’s abou t th e  lone liness o f the  sport, or w ha t I see as 
the  loneliness o f m y place in the  sport, based on the  assum ption 
th a t I shou ld  p lay ing th is , b u t am  th e  w o rs t a t it.

And Closely Guarded  (2 0 0 0 -0 1 ) . . .  ?

Yes, th e  never-ending gam e, You score som e po in ts  -  the  
ball tra ve ls  th ro u g h  th e  n e t and com es  o u t th e  o th e r end, so 
you ’ve lo s t w h a t you ga ined. You can never rea lly  w in. There's 
a w ho le  cu rre n t in m y m ind  a b o u t sc ience  and c lon ing . I feel 
th a t th e  m o le cu la r s tru c tu re  o f every fib e r o f m y being m akes 
m e look like th is , and leads to  th e  a s su m p tio n  th a t I shou ld  
like baske tba ll, The m en in th e  s tre e t o u ts ide  o f m y build ing, 
th e  hom e less  m en, a lw ays asked m e if  I saw  th e  gam e the  
n ig h t before, J u s t w a lk ing  down th e  s tre e t I g e t asked s o m e 
th in g  a b o u t baske tba ll, and it  seem s to  shock  people  th a t I 
don ’t  like it.

So, in som e  w ays th e s e  w orks are a reac tion  to  your 
am b iva lence  tow a rd  w h a t you are supposed  to  own.

Very m uch  so. I d id n 't w an t to  m ake w ork th a t was 
s la m m in g  basketba ll. I w anted  to  m ake th is  work, w h ich  spoke
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abou t m y am b iva lence  and des ire  n o t to  p iay baske tba ll. I'm 
no t a p a rt o f it, bu t i t ’s assum ed  th a t I am , and th a t 's  w hy one 
o f th e  f irs t  works in th a t  series  was A ssum p tion  (2000). T ha t 
t i t le  gives it all away.

I love encountering  works th a t I don 't understand. In try ing 
to  understand  your work, I see th a t  yo u r pa th  as an a r tis t is 
a lw ays a b o u t breaking away fro m  w h a t f i ts  . . .

N ot consc ious ly.

There's a language you own, bu t you ’re also looking ahead. 
I was in trigued  by th e  show  in 2 0 0 3  a t The P ro ject, o f w h a t I 
a lw ays re fe r to  as th e  "w h ite  w ork" (which obv ious ly  has m u l
tip le  conno ta tions): th e  shark, th e  snow, th e  w h ite  ligh t. I’m 
very cu rious  to  know how you see th o s e  works.

I'm very cu rious  too, p a rtia lly  because  I don ’t  know. Once

again, I ju s t had to  do it. I fe lt  th a t I d idn 't w an t to  make curta ins  
a t th a t m om ent. There were o th e r th ings  I needed to  ta lk  about.

And H ayw ood  (2002) is a pho tog raph  o f you..,?

Yes, it 's  m e naked In th e  snow.

It was taken in 2001 or 2002  in W ashington state. I was in Seattle 
working on a p ro ject a t th e  Henry A rt Gallery and I cam e across  
a pho tograph by Sarah Lucas in th e  True Collection where she ’s 
open ing  a beer and th e  fo a m  is in her face . I was ju s t  b low n 
away. O ut o f all o f th e  w ork in th e  co llec tion , w hy did I respond 
to tha t?  I fe lt th a t I needed to  get ou t and do som ething. I wanted 
to  roll a round in the  snow  and take  m y c lo thes  off. I do n 't know 
why. The c u ra to r and o th e r c o lle c to rs  m ade  it  happen. The 
n e x t th in g  I knew, I was deep in th e  w oods w ith  no idea where 
it was go ing to  lead or w h a t i t  w as abou t. I ju s t  fe lt  th a t it  was 
really Im p o rta n t fo r  m e to  be in th e  snow. I then  began th inking  
a b o u t w h a t it  m eans  fo r  m e to  be in th e  snow  and how I fe lt  
a b o u t g row ing  up in a p lace w here it  really, rea lly  snows,
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W ho? B lack people?

Yes, as b lack  peop le  we need to  p ro te c t ou rse lves  fro m  
the  snow -  there 's  th is  s tereotype th a t snow  is ju s t no t "na tu ra l’’ 
fo r  us. Yes, we had to  deal w ith  it, b u t i t ’s n o t supposed  to  be 
na tu ra l because  w e’re A frican , So, p u t a h a t on, p roper boo ts  
and all o f th is  s tu ff. I loved th e  snow, b u t it  w as s till som e th in g  
q u ite  fo re ign  and it  d id n ’t  fee l na tu ra l fo r  m e to  be in It.

How did th e  w orks evolve to  inc lude  a shark?

It’s a really tough body o f work fo r m e to  ta lk  about because 
I s till don ’t  qu ite  have it  all down. I t ’s a lo t a b o u t m y fa th e r and 
th e  th in g s  th a t he said. I t ’s a lso a b o u t predators, invasion and 
danger, I th in k  a b o u t i t  as tw o  w h ite  dangers  -  th e  snow  and 
th e  g re a t w h ite  shark -  and how  th e y  re la te .

W ith  a th ird  unnam ed  w h ite  danger?

Yes, unnam ed, b u t th e  f i r s t  tw o  are w h ite  th in g s  th a t  can 
kill m e as I am .

W hat's  s ta rtling  a b o u t H ayw ood  is see ing you r b lack body. 
Are the re  som e changes in the  way you look in th e  w h iteness?

B u t th e  snow  is a lso invis ib le ,

It is.

I t ’s inv is ib le , b u t i t ’s a lso r ig h t there .

so "throwback,” People stopped ta lk ing  abou t "w h iteness” in the  
1990s. H ayw ood  ta ke s  us th ro u g h  an in trig u in g  th read  in your 
w o r k - th e  im ages o f your own body, I have always been amazed 
by th e  c a n d o r im m e d ia cy  and in t im a c y  o f th o s e  im ages. B ut 
I’m also am azed, in som e cases, by the  ou trageousness, which 
is born o f equal pa rts  a r tis tic  passion and very  hea lthy  n a rc is 
s ism . Talk a b o u t you as you r sub ject.

I t ’s a lways easy to  p u t m y s e lf o u t there , and it  has taken 
a long tim e  fo r m e to  becom e c o m fo rta b le  w ith  m yse lf. I th in k  
th e  p h o tog raphs  are a lit t le  ab o u t th a t and a lit t le  a b o u t me 
as a s u b jec t. It s ta rte d  back in 1993, th e  f i r s t  t im e  I was able 
to  ta ke  m y c lo th e s  o f f  in m y work.

W ha t w ork w as th a t?

It was a w ork m ade  w ith  L ite -B rite , m y f i r s t  s e lf-p o r tra it 
us ing  photography. I to o k  m y c lo th e s  off, p layed around w ith  
th e  L ite -B rite  and ta lked  ab o u t ch ildhood  m em ories , d ream s 
o f th e  fu tu re  and desire. From  th a t  po in t, I fe l t  c o m fo rta b le  
enough to  see m y s e lf in th a t  way. Every so o ften , I w an t to  ta lk  
a b o u t race, and I rea lized th a t th e  only w ay to  do th a t  was to  
p lace m y body in th e  work.

W h a t are you ta lk in g  a b o u t when you use yo u r body?

My place in the  world -  whatever th a t m eans and wherever 
th a t is. My place in soc ie ty  as a b lack man. I tend  n o t to  w an t to  
be iden tified  as an ind iv idua l in the  pho tog raph ic  se lf-po rtra its . 
I fee l th e re  are la rge r issues  th a n  m e being addressed, even 
if  I was n o t able to  id e n tify  th e m . Th is  m ig h t com e  fro m  th in k 
ing abou t Lorna S im pson's  work -  it isn 't necessarily  abou t the  
individual, It speaks to  m uch larger archetypes. It’s about a black 
body th a t’s anonym ous in a way. I don 't know if  m y work is about 
the  anonym ous  m a le  body; it's  m ore ab o u t th e  sym bo lic  body.

Invisible bu t very present. W ha t I loved abou t it  is th a t it  is Is th is  body o f w ork a b o u t desire, yo u r own sense o f it?
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It’s abou t desire in so m any ways -  m y desire to  be v isib le 
and ye t inv is ib le, B u t I’m  all a b o u t se lf-love , w h ich  to o k  a long 
tim e  to  realize. It ju s t  expressed its e lf in th is  way. I th in k  I'm  
kind o f cute, I guess, and I like m y body and th in k  I’m in to u ch  
w ith  it, I used to  be an a th le te , a super a th le te , and I th in k  th a t 
has s o m e th in g  to  do w ith  it  as well.

W ha t m akes you th e n  p u t y o u rs e lf in you r w ork?

I have no cho ice . T ha t's  th e  only way I know  to  ge t w h a t I 
w an t across. My idea o f s e lf and id e n tity  goes back to  th e  1993 
W hitney Biennial, w h ich  was one o f th e  m o s t im p o rta n t shows

o f m y career. Deborah Kass once  to ld  m e w hen I was m aking  
those  pa in tings th a t som eone will always make abs tract or con
c ep tua l p a in tin g s  b e tte r  th a n  m ine . People w ill be doing th a t 
forever, and when I s ta rt m aking work about myself, then I’ll make 
som eth ing  th a t no one can do better. No one can m ake a be tte r 
Kori Newkirk a b o u t Kori Newkirk than  Kori Newkirk. So w ith  th a t 
I was a lm o s t given perm ission . A big w e igh t had been lifted  off, 
and fro m  th a t  p o in t I’ve been ab le  to  p u t m y s e lf in m y work.

T h a t's  in te res ting , because one o f th e  te rrib le  legacies o f 
id e n tity  p o lit ic s  and w ork th a t  investiga ted  it fro m  th e  1980s 
and 90s  was th a t th a t w ork was a b o u t id e n tity  in a large way, 
b u t o fte n  g o t u n de rs tood  in a sm a ll way, E veryth ing  w as m is 
unde rs tood  as a u tob iog raph ica l.
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But you seem  to  have been able to  understand the  p rob lem s o f 
the  read ings o f id e n tity  p o litics . You m ake w ork a b o u t race or 
you make work abou t gender, bu t you are also always speaking 
abou t yourse lf. A t th e  sam e tim e , th e  language around your 
a u tob iog raph ica l w ork fu n c t io n s  on bo th  m acro  and m ic ro  
levels -  big and sm a ll issues.

To me, th e re ’s so m e th in g  im p o r ta n t a b o u t you r work th a t 's  
in fo rm ed  by Los A ngeles, b u t I know  th a t you are a m b iva le n t 
abou t th a t, being a New Yorker.

I was ju s t having an a rgum ent abou t th a t las t night, saying 
th a t I ju s t  live in L.A, I'm  n o t o f there .

I know  you fee l th a t way, b u t the re  is s o m e th in g  a b o u t 
your p ra c tice  th a t is in fo rm e d  by th e  deep roo ts  o f L.A. 
C onceptua l art. I see It in you r work, b u t a lso I see it  in your 
unders tand ing  o f th e  city. As you re m e m b e r fro m  th e  f irs t  
t im e  I cam e to  see you the re , I was am azed by th e  way th a t 
p o s t-u p ris in g  L.A. in fo rm ed  th e  w ork o f a lo t o f people. Som e 
had had a generic  sense  o f loca l a r t scene, b u t th e n  a fte r  the  
upris ing  gained a new sense o f th e  urban com p lex ity , My f irs t  
way in to  th a t was th rough  th e  w ork o f Daniel Joseph  M artinez, 
w h ich  led m e th ro u g h  a tra je c to ry  o f th e  d iffe re n t ve rs ions  o f 
Los A ngeles, th e  p ra c tice s  in fo rm e d  by th e m  and th e  way 
th o se  p rac tices  in te rac ted . I re m e m b e r d is tin c tly  co m in g  to  
see you fo r  the  f i r s t  tim e . The New Yorker th a t  I am  th in ks  o f 
Los A nge les  th ro u g h  its  s te re o typ e  -  th e  love ly  sunny W est 
Side. I cam e in and I ren ted  a car. You kep t saying, "I'll com e 
and m e e t you in th e  parking lo t,” and I said, "I’m  fro m  New 
York, I w ork in Harlem ," And you said, "No, I’ll com e  and m ee t 
you in th e  parking lot." W hen we g o t to  th e  s tre e t it looked like 
a m ovie  s e t o f skid row.

It is skid row.

I t ’s like th e  deep, dark underbe lly  o f th e  city, w h ich  was 
one layer you ex is ted  in. The second layer w as w hen you were 
a high schoo l a r t te a c h e r in S outh  Central, deep ly  invested  in

yo u r s tu d e n ts . B u t because  o f y o u r s tu d e n ts , you had a deep 
sense o f th e  p o pu la r cu ltu re  the re . You cou ld  ta lk  a b o u t Los 
A nge les  and m ore im p o r ta n t ly  you began show ing  th is  work 
the re . In th a t c o n te x t, th e  s u b lim e  na tu re  o f you r w ork is, I 
th ink , in som e  w ays a Los A nge les  phenom enon .

I th in k  I f ig h t th a t th o u g h t m enta lly . Maybe I ju s t  re s is t 
to o  m uch  all th e se  th in g s  th a t  seem  so ingra ined  in m y p ra c 
tice . I a lw ays w a n t to  go a g a in s t it; I a lw ays f ig h t m yse lf. A m  I 
a Los A nge les  a r tis t?  Co I w a n t to  be a Los A nge les  a r tis t?  
I love Los A nge les. I’m the re , b u t I’m  fro m  New York.

So i t ’s a b o u t a “vo id  o f s ilence ,” w h ich  is a lso th e  t it le  o f 
one o f you r L.A. works.

I t ’s rea lly  a b o u t luck and ly ing. I t ’s a b o u t th e  idea o f 
som eone  c ross ing  th e ir  f in g e rs  fo r  luck, b u t you a lso cross  
th e m  when yo u ’re lying.

Tell m e abou t som e o f the  a rtis ts  whose work has inspired, 
in fo rm e d  or in s tig a te d  a s p e c ts  o f y ou r p rac tice .

My w ork is in fo rm e d  by th e  se n s ib ilit ie s  o f Fred W ilson, 
Glenn L igon, Carrie Mae W eem s, Gary S im m ons , A drian  Piper, 
David H am m ons, Kerry Jam es  Marshall, Daniel J. M artinez, Pat 
W ard -W illiam s and Eva Hesse. I’m  a lso  in flu e n ce d  by J a m e s  
M cNeill W h is tle r la ndscapes  and J.M.W. Turner. B u t th a t  lis t 
changes  everyday. I deal w ith  co n cre te  issues b u t m y m edia 
are flu id , so m y in flu e n ce s  s h ift  w ith  th e  flu id ity  o f th e  m edia,

Those seem  to  be in flu e n ce s  th a t you ’ve been able to  
look a t and u n de rs tand  and rede fine  in you r own vo ice. W hen 
I th in k  a b o u t th o s e  a r tis ts  and your p rac tice , the re  are c lea r 
re la tionsh ips . T he re ’s a rich  d ia logue.

Yes, And also, incredibly, I used to  be a s taunch M inim alist,
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W hen? Before or a fte r  you were an a b s tra c t pa in te r?  W ha t did it  fee l like to  m ake it?

A lit t le  b it before, a lit t le  b it a fte r  and s till to  th is  day. 
I th in k  th e re  are som e really  im p o r ta n t a sp e c ts  o f M in im a lism , 
w hich are re flec ted  in th e  d is tilla tio n  o f m y work, There ’s a de
ta c h m e n t I have responded to, and it  is s till ins ide  o f m e. I try  
to be incred ib ly detached from  the  work, m uch  to  m y d e trim en t 
m enta lly  and em otionally. S om etim es, when I have to  ta lk  about 
it, it seem s so d iff ic u lt, because I have crea ted  a language to  
describe  th e se  th in g s  in m y m ind.

Well, in som e  ways, th e  language you ’ve c rea ted  is the  
work itse lf. T h a t’s you r language. T h a t's  th e  vocabu la ry , th e  
work. The question  is w he the r you can describe it, b u t it seem s 
the voca b u la ry  is there , How do you inco rpo ra te  th e  m e d iu m  
o f v ideo in to  you r p ra c tice ?  Tell m e a b o u t w h a t v ideo m eans 
to you now.

I've a lways th o u g h t a b o u t video, bu t the re  was no reason 
For m e to  w ork in th a t m ed ium . I don ’t  in ve s tig a te  a m a te ria l 
until i t ’s righ t, un til s o m e th in g  says to  me, "I need to  be m ade 
n th is  m a te ria l.” The on ly  way to  ta lk  a b o u t th e  th in g s  th a t 
were going th ro u g h  m y m ind  w as th ro u g h  th e  m ov ing  im age. 
At th a t t im e  I fo u n d  m y s e lf th in k in g  a b o u t how  I can fin a lly  
show m y fa ce  and m y id e n tity  as Kori, as com pa red  w ith  the  
ahotographs and th e  o th e r im ages  o f m e in w h ich  no th in g  is 
Hear. F ina lly  m y v isage is in focus, b u t in an o th e rw o rld ly  way, 
n m y m ind, th a t 's  w h a t I am.

W h a t’s B ixe l (2005) abou t?

A liens. Well, th e  idea o f a lien -ness . It's  a c u lm in a tio n  o f 
:he cu rta in s  and all o f th e  w ork before, th e  loca tion , b lue sky, 
js tra n g e m e n t. It's really  a b o u t priv ilege and fa ilu re  and tra n s - 
o rm a tio n . I’ve a lw ays had a fa s c in a tio n  w ith  th e  co lo r s ilve r 
and w ha t it s ignifies, hence the  g litte r pouring ou t o f m y m outh, 
w an ted  th a t idea o u t the re  in th e  world.

It w as to ta lly  libe ra ting  and ex tre m e ly  scary. I'm  no t 
n o rm a lly  w orried  a b o u t th e  c rit ic a l response, b u t I j u s t . . .  I 
to o k  th e  cam era  and was all by m yse lf, no tr icks, I t ’s all abou t 
th e  p u rity  o f th e  m ed ium . I ju s t  s e t th e  cam era  up and did 
w h a t I w anted  to  do. A nd w h a t I had to  do. W ha t I th o u g h t I 
needed to  do. T h a t w as a c tu a lly  rea lly  libe ra ting . I w as able to  
p lay again and bring in all th e s e  o th e r th in g s  th a t were going 
th rough  m y m ind  and did n o t lend th e m se lv e s  to  cu rta ins , 
p h o tog raphy  o r scu lp tu re .

And you're w ork ing  on a new v ideo fo r  th is  exh ib ition .

I am , a s o rt o f  s h o rt tra ns itiona ry , tra n s itio n a l v ideo.

W h a t is it  abou t?

Well, th e  w ork is m ov ing  away fro m  th e  c o u n try  and the  
suburbs.

W here is it  go ing?

It's  co m in g  back to  th e  city.

W hich c ity?

The idea o f th e  city, so in som e  w ay th e re ’s a m ig ra tion . 
The m ig ra tio n  now is m ov ing  s low ly  back  fro m  th e  suburbs  to  
th e  o th e r side, back to  th e  city.

W hy?





The w ork is te llin g  m e to . In th e  sam e  way th a t th e  
J e ffe rs o n s  m oved on up, I'm  m ov ing  on back to  th e  idea o f 
th e  city.

You’re an a r t is t because  you fe lt  th e re  was n o th ing  else 
you cou ld  do. You m ake w ork th a t ’s a b o u t you r h is to ry  as it 
re la tes  to  th e  urban e n v iro n m e n t th e  rural e n v iro n m e n t and 
you as you know  y o u rs e lf and are unde rs tood  by socie ty. You 
m ake it  in a va rie ty  o f m ed ia  and you ’ve m en tioned  th a t you're 
in a p rocess o f tra n s itio n . You're m oving  forw ard. It seem s like 
you ’ve a lready m oved around a lot, W here u lt im a te ly  do you 
w an t to  land, a rtis tic a lly  and in te lle c tu a lly ?
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[fig . 1] • Fluey Copeland I • C utlass Suprem e • 1987 • Im age courtesy  Fluey Copeland 048

i. Several friends andMsftesgues have lent the ir time, though ts  a W w o rrls to  rfsis assay. Thanks f© Hannan 
Feldm an, Ki-anga Ford. B itiiana  K D b ie r K fjs ta-A  T hom pson  and  the  e riito rs  a t The S tud io  M useum  in 
Fiansro tor the ir incisive com m ents  on previous vers ions o f. th is  rex t i have also benefited  from  conver
sations-with S la te  Bradford and Darby Engsisn as well as fro m  th e  research assistance a t MeFssa. Daniels 
sx No<thwestEfii University. Penelope S antana a tT he P ra jec t. m y fa the r Huey C cpeland I anrf, o f onurse. 
Kori Newkirk



Th is  is an essay a b o u t Kori Newkirk, h is a r t and th e  s teps both 
take  tow a rd  d is id e n tify in g  w ith  th e  p resum ed co o rd in a te s  o f 
A frica n -A m e rica n  m a le  sub jec tiv ity . It is a m o d e s t a tte m p t to  
m ap o u t th e  c rit ic a l po s tu re s  th a t N ew kirk ’s varied body o f 
w ork enab les and to  co n s id e r how he has re fash ioned  d o m i
nan t cu ltu ra l m ode ls  fo r  h im s e lf and his v iew ers over the  past 
dozen years. Given th e  a rtis t 's  c o m p le x  re la tio n sh ip  to  iden 
t i ty  po litics , the  c a lcu la ted  o p a c ity  o f h is s igna tu re  p ieces and 
m y own in te re s t in such  pos itions , th is  is a reasonable  ta le  fo r 
m e to  te ll, I w a n t to  begin, however, w ith  a su b je c t even c lose r 
to  hom e.

My fa th e r  was obsessed w ith  O ldsm ob ile  C u tlass  S uprem es. 
Maybe he loved th e m  because th e y  seem ed like the  m o s t s ty l
ish carriage a s e lf-re sp e c tin g  b lack fa th e r cou ld  s till ju s t ify  as 
a fa m ily  car, m aybe he s im p ly  had a ta s te  fo r  th e ir  shark-like  
con tou rs , or m aybe th e y  seem ed  like ju s t  co m p e n sa tio n  fo r  
days sp e n t m a nag ing  th e  flo o r  o f an a u to m o tiv e  p la n t in a 
w h ite  m idw es te rn  tow n . W ha teve r its  roots, th e  a ttra c tio n  was 
s trong, i f  in no way unique. A lthough  m y m o th e r w as generally 
c o n te n t to  drive w ha teve r h a tc h b a c k  was p u t in her path , she 
too  was "touched,'1 and to g e th e r m y parents purchased a series 
o f C u tlasses  beg inn ing  in th e  early 1980s.

The f irs t  one I can re m e m b e r w as b lack w ith  th in , e legan t red 
s tripes running along e ither side. I’m  no t certa in  o f th is  cru iser’s 
eventua l fa te , th o u g h  I im ag ine  it  w en t th e  way o f the  n e x t tw o 
S uprem es  th a t ro lled up ou r driveway. The second was lig h t 
b lue w ith  a dark b lue hard top . To m e as a ch ild , it  seem ed 
im poss ib ly  long, and the  only th in g  m ore s trik ing  th a n  its  p res
ence  was its  sudden d isappearance  one S atu rday m orn ing , 
Th ieves were b lam ed  and th e  po lice  d u tifu lly  did th e ir  work, 
B ut in th e  case  o f ou r th ird  C u tlass  -  a s ilky  gray veh ic le  th a t 
began to  sm oke  one Ju ly  a fte rn o on  -  th e  c u lp rit w ould be 
m ore d if f ic u lt  to  pin down.

I w as eleven a t th e  tim e , m aybe tw elve, and we were all 
c o m fo rta b ly  s itu a te d  in th e  ca r -  fa ther, m other, s is te r and 
m e -  en rou te  to  v is it re la tives  in A rkansas. Soon a fte r  th e



(fig. 2) • Kori Newkirk • I Come from  a Long Line o f Cadillacs • 1995
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(fig. 3)* Kori Newkirk • H igher S tandard  (Red Bone Cadillac) • 1998 052



053



E INFORMATION /  LEFT TO- RIGHT (fig. 4) • Kori Newkirk • Un titled  (Cadillac) • 1996 
(fig. 5] ♦ Kori Newkirk • F lee t #1 • 1999

054

2  My words Hs/e are m eant to  echo tho s tvu f h ip-hop  a rtis t R akim  or. m ore  accurate ly, w ith  c r itic  Paul 
Ginoy's use o f them  in 'h is essay If s  a Family? Affair." 1 he germane nuota  reads “ I am  excited, for-example. 
by  Rakim's repeated siangestiorf th a t  tra in  r where you're from , it 's  where you're a t ’ I t  g rants a p rio rity  to 
trie  present, em phasizing a v iew o f iden tify  a s an ongoing p foeess u f  se !t-rnak;ng a t  a t im e  when m yths 
o r  orig ins hold so tfiucih appeal "' G ilroy's essay o ffe rs  a rnovm q c ritique  o f  the  patriarchs! fam ily: as the 
g round  o f sn iidantY  a m ong b lack sub jects , wh ich speaks productfve ly to  The deve lopm ent o f Newkirk's 
practice  and my apprganh to if See Bay! Gilroy "it 's  a Family Affair." in Black. Pdputw -G hltu iii: A -P tt ih c t  
by  M iche le  W sll&cs; ad. K ina d e n t [Seattle-: Bay Press. 1S92). 311.

3  Newk.ik as redacted in A lice  fha rspn . "D raw ing a  -Stead 0n.A1fc.KDii Newkirk Raises Consciousnes; 
- and His Prices." K arisa& Q iiy  S ta r. May 0 6 .2 0 0 2 .

sm o lde ring  began, m y fa th e r  pu lled over on to  th e  shou lde r o f 
th e  in te rs ta te , In th e  five  m in u te s  th a t e lapsed a fte r  his fe e t 
h it th e  pavem ent, he opened th e  hood, fa iled  to  ex tingu ish  the  
eng ine and ca lm ly  hus tled  us a hundred yards down th e  h igh 
way, where, as ton ished , we w a tched  as th e  C u tlass  b u rs t in to  
fla m e s . The n e x t t im e  we saw it  was a t th e  in s u re r’s o ffice . 
Propped up on a tow  tru ck  and backed by a ve rdan t landscape, 
th e  th in g  looked like an ashen wreck, a ca rto o n ish  she ll o f its  
fo rm e r self, y e t m y fa th e r 's  a lleg iance  to  th e  m ake w ould  end 
on ly  w hen a des ign  overhau l rendered th e  new m ode ls  a lto 
g e th e r un recogn izab le  (fig. 1),

In re co un ting  th is  story, I like to  im ag ine  th a t Kori, m ore  th a n  
a lm o s t anyone else, knows where I’m co m in g  fro m  and ge ts  
w here I’m at, n o t ju s t  because our b lackness  and gayness 
and m id d le -c la s s  a n g s t led us to  ana logous  pa thw ays o u t o f 
suburb ia  and Into th e  a r t world, b u t because he to o  is s till t r y 
ing to  m ake sense o f w h a t it  m eans to  com e  fro m  a c lan o f 
a u to m o tiv e  obsess ives, Kori is descended  fro m  a long line o f 
Cadillacs, m en and w om en who take  after, have taken  up w ith 
or have been taken  over by th a t ico n ic  A m e rica n  brand. This, 
a t least, Is w h a t th e  t it le  o f one o f h is e a rlie s t w orks s tra ig h t

forw ard ly  declares. Executed in 1995 and m easuring 4  by 3 feet, 
I C om e fro m  a Long L ine o f  C ad illacs  is an e n c a u s tic  on wood 
panel th a t represents the  a rtis t's  fo rebears w ith  m u te ly  colored 
s ilh o u e tte s : u p rig h t cars fo r  liv ing re la tives, ove rtu rned  ones 
fo r  th e  deceased (fig. 2). In its  d ia g ra m m a tic  tid in e ss , th is  
work eschews nam es, dates and genders, re ta in ing  the  conce it 
o f th e  fa m ily  tre e  w hile  e ffe c tiv e ly  abandon ing  its  log ic; here, 
a ffin ity , no t filia tion , is th e  nam e o f th e  gam e. C ouples are few  
and fa r between, roo ts  are easily  con fused  w ith  branches and, 
ra th e r th a n  flow ing  fro m  to p  to  b o tto m  in unbroken lines o f 
descen t, th is  genea logy seem s  to  m ove in severa l d irec tions  
a t once, em bedd ing  th e  C ad illac nam e w ith in  Newkirk b lood 
in fo rm s  as em p tie d  o u t as m y fa th e r 's  fin a l C utlass.

These days Kori does n o t drive a Caddy -  th e y  no longer su it 
his taste , perhaps they  never did -  bu t th e  reference resonates 
s u ff ic ie n tly  w ith in  th e  cu ltu re  a t large and in th e  a rtis t's  im a g 
in a tion  to  o c cu r w ith  som e  regu la rity  in h is early  w ork o f the  
la te  1990s. Newkirk p ro filed  th e  veh ic le 's  o u tline  w ith  red L ite- 
B rites and s ilver ge la tin  p rin ts  (fig. 3), m u ltip lied  and d ispersed 
it  in fra g ra n t b lack  pom ade  on s hee ts  o f w h ite  paper (fig. 4), 
and even spraw led  th e  C ad illac logo ac ross  a ga lle ry  wall, its



m eta llic  cursive s tenc iled  in f lu f fy  b lack ha ir (fig, 5), These cars 
are funky, no doubt, b u t th e ir  fa c tu re  takes  a d is ta n ce  fro m  
the  p im p e d -o u t rides th a t popu la te  b la x p lo ita tion  c lass ics  like 
The M ack  or crop up in MTV to u rs  o f rap s ta rs ' cribs. Instead, 
these  a rtw orks  fu n c tio n  as spu rs  to  m e m o ry  fo r  a genera tion  
o f m others, fa thers, s isters and bro thers who found them se lves  
on the  run from  the  b lack wreck and w ondering w ha t to  do w ith 
th e  ashes fa llin g  on th e ir  skin.

Newkirk’s a rt ho lds ou t a series o f responses to  th is  quandary, 
se izing on th e  c e n tra lity  o f im a g ina tive  s e lf- fa s h io n in g  to  the  
h is torica l production o f b lack identity. In his practice , especia lly  
in th e  pony bead c u rta in s  fo r  w h ich  he rem a ins  b e s t known, 
the  ve rnacu la r s ty le s  and m a te ria ls  o f th e  p o s t-c iv il righ ts  
inhe ritance  are tim e  and again unm oo red  fro m  th e  fig u re s  
th e y  adorned, ed ited  to  g e n e ra litie s  and tw eaked  in sca le  to  
s tunn ing  e ffec t, Legacy  (1999) is a case  in point: in it, po lyu re 
thane  afro picks, each p recise ly  th e  h e ig h t o f th e  a rtis t's  body, 
fo rm  a c irc le  th a t s im u lta n e o u s ly  reads as an o u ts ized  crow n 
and a d is c o m fit in g  enc losu re  (fig. 6].> In th u s  r iff in g  on the  
cu ltu ra l n a tio n a lis t ha irs ty ling  too l o f cho ice, Newkirk p u ffs  up, 
parod ies and pays hom age to  th e  a m b itio n s  o f b lack pride,

reg is te ring  th e  lim its  o f th a t e th o s  as well as its  subse q u e n t 
c o m m o d if ic a tio n  (fig, 7).

O ff o f the  s tree t and into th e  gallery: th is  is a w e ll-trodden  road 
w ith in  the  anna ls  o f m odern  a rt th a t hand ily  takes  us fro m  one 
end o f th e  tw e n tie th  ce n tu ry  to  th e  other, fro m  Dada Ducham p 
to  B ro the r B asqu ia t, Like h is p recu rsors ', N ew kirk ’s tu rn  to  
everyday o b je c ts  p lays to  th e  a rt w orld ’s p red ilection  fo r  urban 
g r it as shock ing  m u se u m  display. B u t ju s t  as im po rtan tly , h is 
cho ices  re fle c t on the  pecu lia r bond between b lack bodies and 
th e  o th e r sh iny th in g s  w ith  w h ich  th e y  have been c o n fla ted  
and exchanged. T h a t s to rie d  re la tion , so th e  p s yc h ia tr is ts  te ll 
us, is one m arked by love, loss and every kind o f d isa ffe c tio n , 
A cco rd ing  to  W illiam  H. Grier and Price M. Cobbs, th e  au tho rs  
o f th e  1968 c lass ic  B lack  Rage, “fo r  b lack people  th e  ab ility  to  
d ivorce  o n e s e lf e m o tio n a lly  fro m  an o b je c t is necessa ry  fo r 
surv iva l.’’ : Yet in th e  fa ce  o f d is possess ion  and dire c irc u m 
s tance , co lo red  fo lks  go on e m brac ing  w ha teve r o b je c ts  th e y  
can, e ith e r carried  on th e  body o r serv ing  as its  s tunn ing  c o n 
veyance: C addies and go ld  cha ins, p icks and pom ade, beads 
and baske tba lls , even fake  flo s s  (fig. 8). T h is  is th e  s tu f f  o f 
se lfhood  and so lace  in th e  W est, and on th is  score, it  is w orth





(fig. 6) • Kori Newkirk • Legacy • 1399 
(fig. 7) • Kori Newkirk • Legacies • 1999



(fig. 12) • Kori Newkirk • B lack Top • 2 00 2 058





(fig. 8] • Kori Newkirk • S tudy fo r H ip-Hop fro m  Home (Faking th a t Floss) • 2001 
Im age courtesy  Kori Newkirk

060

reca lling  th e  w ords  o f c rit ic  Kobena Mercer, who w rote , “ the  
question  o f s ty le  can be seen as a m ed ium  fo r  expressing the  
asp ira tio n s  o f b lack  people  h is to r ic a lly  exc luded fro m  access 
to  o ffic ia l socia l in s titu tio n s  o f rep resenta tion  and leg itim a tion  
in urban, industria lized  soc ie ties  o f th e  c a p ita lis t F irs t World."

As M ercer in tim a tes , th is  is very m uch  a m odern narrative, bu t 
w h ile  th e  rom ance  is Kori's, th e  s u b stance  is not. The a rtis t -  
h im s e lf w e ll-rep resen ted  and o ff ic ia lly  san c tio n e d  -  w illing ly  
concedes the  point; while he has lived in dow ntown Los Angeles 
fo r  over a decade and even ta u g h t a t an inne r-c ity  h igh school, 
back in th e  day he had o th e r q u e s tio n s  to  answ er "I always 
knew th a t Black was beautifu l in the  60s and powerful in the  70s, 
b u t grow ing  up in cen tra l New York S ta te  in th e  80s  and 90s, I 
d idn ’t  know w ha t B lack was supposed to  be fo r  m e.": In these 
lines, race com es  across  as a h is to r ic a lly  c o n tin g e n t s ig n ifie r 
capab le  o f q u a lify in g  experiences c o n s tru c te d  a t a rem ove 
fro m  th e  c ity  and in th e  a fte rm a th  o f haiis a im ed a t rede fin ing  
A frica n -A m e rica n  iden tity . B u t race in w h a t te rm s ?  To hear 
Newkirk te ll it, b lackness  is up fo r  grabs, ready to  be m ade up 
and tu rned  out, b u t he is all too  aware th a t th e  m ean ing  o f the  
b lack im age produced by spectac le  can be as constra in ing  as 
it  is ub iqu itous .

We needn 't look fa r  fo r  proof. In 1999 th e  a rtis t execu ted  a pair 
o f s e lf-p o rtra its ; C hanne l 9, a pho tog raph , and C hanne l 11, 
a n o th e r e n c a u s tic  on wood (figs, 9-10). In each ins tance , the  
face  o f th e  s u b je c t or, rather, th e  suspect, is d is to rte d  beyond 
recogn ition , as i f  to  lite ra lize  and so reveal how rea lity  te le 
v is ion  p rog ram s such  as LAPD: L ife  on th e  B ea t and COPS 
render “ th e  b lack m a le " a dark m enace  w ho is a lways a lready 
culpable,^ Taken toge the r, N ewkirk ’s w ords and works evince 
an a tt itu d e  tow ard  th e  v isua l p red ica tion  o f b lackness fa m ilia r 
to  s tu d e n ts  o f co n te m p o ra ry  art; in add ing  h is  tw o  ce n ts  to  
th e  g rea t ca ta logue  o f Negro life, he can a ffo rd  to  skip th e  
so liloqu ies  and th e  su ffe rin g , th e  tr iu m p h  and th e  tragedy, to  
head s tra ig h t fo r  an iron ic  invers ion  o f th o s e  m y th ica l 
a ttr ib u te s  figu red  as e n d e m ic  to  th e  b lack m a le  body, 
p a rtic u la r ly  h is own.

For an a r tis t w ho cam e  o f age in th e  era o f A ir Jo rdan, w ha t 
b e tte r  lo c a tio n  to  e n a c t such  invers ion  th a n  th e  baske tba ll 
c o u rt?  If you ’ve m e t Kori, s id led  up to  Legacy, o r seen h im
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12  indeed, severs! b lack m ale  p ractitioners roughly o f Newkirk's generation, such a s Hank W ife  Thom as 
and Dave McKenzie, have m ade  use  o f  M ichael Jo rdan  as icon in  the ir a rt See Hank W illis1 Thorn as. 
"S w a s h : Looking B lack a t Niks, Moses, and Jo rdan in  the  '80s," (m as te r's  thes is , C a lifo rn ia  College o f 
th e  A rts, 2004); and Glenn Ligon. “ Save McKenzie," A rtk iru m .  S ep tem ber 2 00 5 .2 81
1 3  See Newkirk 's c o m m e n ts  in  Ruieko Hockley, "Kori Newkirk," Stad ia . Fa il-W inter 2 0 0 6 -0 7  25. 
14: A passing re ference to  The Rage o f  a  Privileged Class, w h ich  a tte m p ts  to  explore  the  "excruc ia ting  
pam " o f A m erica 's  success fu l b iack m idd le  class.. Elds Cp.se, The Rage o f  a  P rivileged C lass  (New York: 
HarperCollins Publishers, 1993] I.
13  i t ip  m y h a t Here to  Glenn L igon, “B lack L ight- David H am m ons and th e  Poe tics o f  Em ptiness." 

■Artfotum. S ep tem ber 2 0 0 4 .8 4 2 -4 3 , p a rticu la rly  th e  opening g am b it in  w h ich  the  a r t is t d escribes h is 
re la tionsh ip  to  th a t "Crazy Nigger." his uncle  Tossy, to  begin charting  the  discursive and a ffective  space 
occup ied  by several con tem pora ry  A fr ica n  A m erican  a rtis ts .
1 6  C u ra to r E lizabeth A. Brown m akes an 'ana logous p o in t in E lizabe th  A, Brown. Kan N e w k irk T o  See I t  
A ll (exh ib ition  b rochure) (Seattle ' H enry A rt Gallery, 200.3).

in P a tte r  (2001), you know  he's a b o u t 6 fe e t 2: n o t S haquille  
O’N eal-ta ll, b u t ta ll enough and lithe  enough and b lack  enough 
to  be pegged as a bailer, despite the  fa c t th a t his sp o rt o f choice 
grow ing up was c o m p e tit ive  figu re  ska ting  (fig. 11).u  Even now, 
the  gam e clings to  h im  like so m uch o ther residue, m ateria l th a t 
he recoups in works such as B lack Top (2002), A ssum p tion -F u ll 
C ourt (2002) and Pool (2001), a trio  as cons is ten t in th e ir  shared 
ta rg e t as th e y  are p rom iscuous in th e ir  ta c tics . In B lack Top, the  
a r t is t ’s shorn hair, p a tie n tly  g lued to  paper, d iag ram s a cou rt; 
the  body’s ca s t-o ffs  construc t an im age o f the  place from  which 
i t  is a b s e n t (fig. 12). In k je t p rin ts  o f b a ske tba lls  are linked by 
cha ins  o f ac ry lic  p a in t in A ss u m p tio n -F u ll C ourt, w itt ily  rep li
c a tin g  th e  s tru c tu re  o f a DNA seguence  w h ile  d ispe lling  any 
a s su m p tio n s  a b o u t th e  a r t is t ’s in h e re n t a th le tic  g if ts  (fig. 13). 
Last b u t no t least, Pool p resents the  ob jec ts  o f the  gam e sliced 
in to  s e c tio n s  like so m any  oranges, th e n  p laced  in a nea t c ir
cu la r a rrangem en t, a ges tu re  th a t is a lm o s t as p rec ious  as it 
is aggress ive (fig. 14).

P recious and aggressive. J u s t w h a t k ind o f m oves do th e se  
works m ake? And w ha t really  is th e  a r tis t's  gam e?  Is he going 
“g h e tto ” to  ge t over? i d on ’t  th in k  so. The tone  o f N ew kirk ’s 
p ra c tice  hard ly  sm acks  o f “ th e  rage o f a p riv ileged  c lass .” : ; 
It feels, rather, like a fu n n y  kind o f loving o therw ise, som eth ing  
akin to  th a t m ix tu re  o f anx ie ty  and a d m ira tion  you m ig h t have 
fo r  your "c razy ” a u n t w ho pre fe rs  her c ig a re tte s  m e n th o la te d  
and her p a n ts  s tre tchy, th e  s o rt o f fig u re  ripe fo r  in s titu t io n 
a liza tion , be it  in th e  m adhouse  or th e  m u s e u m .:: As in the  
C adillac p ieces, in his p lays on baske tba ll, Newkirk s tages  his 
own alienation fro m  an a rchetypa l s ite  associa ted  w ith  A frican - 
A m erican  men, reg is te ring  his in te re s t in and d is ta n ce  fro m  
th o s e  m odes o f re p re se n ta tio n  -  fa m ily  trees , b lu e p rin ts  and 
g ene tic  codes -  th a t w ould  p resum e to  lo ca te  h is p o s ition  in 
th e  w orld  be fo re  he has arrived w ith in  i t :,

In recasting  racial f ic t io n s  in s ty les  m ore b e fitt in g  his tas te , he 
engages in w ha t cu ltura l th e o ris t Jose Munoz ca lls  “the  process 
o f d is iden tifica tion ," w h ich  " , . .  scram b les  and re cons truc ts  the  
encoded m essage  o f a cu ltu ra l te x t in a fa sh io n  th a t bo th  ex
poses th e  encoded m essage ’s un iversa liz ing and exclus ionary 
m a ch in a tio n s  and recru its  its  w ork ings to  a c co u n t for, include, 
and em pow er m in o rity  id e n titie s  and id e n tific a tio n s . Thus, 
d is id e n tif ic a tio n  is a s tep  fu r th e r  th a n  crack ing  open th e  code

1 7  Jose  Esteban Mufioz. ilis lde n tifica tia n s : Q u e e is o fV o la r a nd  &e"PerfprmanceoF'Pblit'ics[M\nft%a0t$i&  
University o f  M innesota Press. 1993). 31 N a t only does M unoz's .book .brilliantly theorize  dis identifica tion, 
i t  a lso  exangines a fam ily  o f  Ebftural p ractitioners whose work m igh t be usefully com pared w ith  Newkirk's. 
O f p a rticu la r in te res t are  the  essays tre a tin g  .Jean M ichel la sc ju ia t. Isaac Ju lien. Vagina! Creche Davis 
and "the  re co ns tru c ted  id en tity  po litics " o f  Felix Gonzalez-Torres [Munoz. 164)
IS  Newkirk m akes th is  c la im  in  'Peter Goddard. "Beads Speak o f S uburban Dream s and Delusions," 
for on to  S tar. January  8 9 ,2 0 0 5 . 
i 3  Munoz. 12
2 0  Here I redac t Newkirk 's C om m en ts  from  h is  conversa tion  w ith  m e o n  A pril 20 .2007 . In m y use.o f 
the  term  ''w orldm aking," I aga in  fo llow  M unoz's lead. (Murtaz. 195- 200)
2 1  My language here is  borrow ed fro m  Ju d ith  Butler. “C ritica lly  Queer" in  B od ies That M atter: On th e  
.D iscursive L im its  o f  Sex [New York: R outiedge. 1993), 229, 231.

o f th e  m a jo rity ; it  p roceeds to  use th is  code as raw m ate ria l 
fo r  rep resen ting  a d isem pow ered  p o lit ic s  or p o s itio n a lity  th a t 
has been rendered u n th inkab le  by th e  d o m in a n t c u ltu re ."n

Pool, I would argue, offers one possible ou tcom e o f th is  process. 
In cu tting  and then  d ispersing basketballs, Newkirk d isrupts  one 
m e tric  by w hich th e  b lack m ale is m easured, and w ith  his pun
ning t it le  beg ins to  s u g g e s t o th e r arenas in w h ich  th a t s u b je c t 
m ig h t be im agined, even if  s till p h a n ta sm a tica lly  connected  to  
the  court, A lthough he hates basketball, Kori can ’t  le t it go. a Dr, 
as M unoz p u ts  it  in psych o a n a ly tic  te rm s , “ like a m e la n ch o lic  
sub ject holding on to  a los t object, a d is identify ing sub ject works 
to  hold o n to  th is  ob ject and invest it w ith new life.” For Newkirk, 
as fo r  so m any queers o f co lo r who have fe lt  th e m se lve s  alien 
and inv is ib le  w ith in  th e  A m erican  cu ltu ra l landscape, the  fig u 
ration o f unth inkable pos itions th rough fam ilia r m eans becom es 
n o t on ly  a m ode o f surv iva l, b u t a m e thod  o f w orldm aking ,:

A lthough he rarely po in ts  up his sexua lity  in his practice, several 
o f N ew kirk ’s baske tba ll w o rk s - in  p a rtic u la r  hoop p ieces such 
as N e t Gains  (2000), H uddle  (2002) and S u g g e tt (2002) -  are 
fa b u lo us ly  queer, w h ich  is to  say th a t th e y  de fo rm  and m is a p 
propriate the  game, “spawning a d iffe ren t o rder o f v a lu e s " :a n d  
begging th e  question o f gay v is ib ility  w ith in  the  overdeterm ined 
arena o f b lack m a le  a th le tic is m . In C lose ly  G uarded  (2001), fo r 
exam ple , a w h ite  c o tto n  n e t has been traded  fo r  long s trands  
o f fa lse  ha ir covered w ith  s ilve r beads, th e  w ho le  ensem ble  
ta p e rin g  to  a narrow  open ing  be fo re  cascad ing  to  th e  flo o r 
(fig. 15). The a rtis t has s iphoned energy fro m  th e  co u rt in favor 
o f th e  g a lle ry ’s h ie ra tic  cooi, d isp lac ing  v isua l a tte n tio n  fro m  
th e  m o ve m e n t o f sw ea ting  b lack bod ies to  s ta tic  sh im m ering  
baske ts  and im bu ing  a tire d  ''m a sc u lin e ” fig u re  w ith  fresh ly  
" fe m in ize d ” m ean ing . You m ig h t call it  "subversive;” I would say 
it 's  fie rce .

T ransfo rm ed  fro m  a fu n c tio n a l to  a queered ob jec t, C lose ly  
Guarded  s ign ifie s  wildly, ca lling  up ha irne ts  and cha in  m ail and 
jo c k s tra p s  and je lly f is h  o f th e  m o s t g lam orous  and unna tu ra l 
orders. B ut th is  work and its  fe llows refer m o s t pointedly, I think, 
to  David H am m ons 's  o v e r-th e -to p  baske tba ll goals, produced 
in and around New York in th e  m id -1980s . H yperbo lica lly  ta ll, 
deco rous ly  pa tte rned  w ith  b o ttle  caps and razor-sharp  in th e ir 
c ritique  o f th e  gam e ’s v iab ility  as a way ou t o f b lack dere liction,



0B3 (fig. 9) • Kori Newkirk • Channel 9 • 1999 
(fig, 10) • Kori Newkirk • C hannel 11 *1999
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(fig. 11) • Kori Newkirk • P atte r [detail) • 2001 0B4





(fig. 13) ■ Kori Newkirk • A ssum ption  - Full C ourt • 2002
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Kori Newkirk ■ A ssum ption  (PG) • 2001
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(fig. 14) • Kori Newkirk • Pool • 2001
(fig. 15) • Kori Newkirk • C losely Guarded • 2000-2001
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(fig. 16) • Kori Newkirk • Jub ilee  (detail) • 1999





/L E F T  TO RIGHT (fig. 27) • Kori Newkirk • Solon 6:12 (detail) • 2000  
(fig. 18) • Kori Newkirk • H u ff • 2001 
Kori Newkirk • Cry Baby (deta il] • 2001
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th e se  works s e t th e  s tanda rd  th a t N ewkirk looks tow ard. 
Indeed, his a ff in ity  w ith  H am m ons  and a w ho le  h o s t o f m ore 
es tab lished  b lack m a le  p ra c titio n e rs  is unm is takab le , p a rtic u 
la rly  in th e  case o f Glenn Ligon, w hose  a r t p lum bs  th e  v isua l 
c o n s tru c tio n  o f b lack m a s c u lin ity  th ro u g h  re flex ive  ite ra tio n s  
o f a "s e lf"  th a t d if fe re n tia lly  opens on to  th e  soc ia l and spec- 
ta to r ia l fie lds.

A ll th ree  o f th e se  b ro the rs  know  how to  m ake a p ic tu re . They 
do so by le tting  th e ir  m a te ria ls  -  w h e the r paint, body or wax -  
accede both  to  th e ir  in te rna l log ic  and to  th e  w e igh t o f history, 
an econom y o f m eans th a t im brica tes  "b lack  cu ltu re" and con
ceptua l s tra tagem , Note how Ligon traced Ralph Ellison's words 
onto  panels o f bodily d im ensions, C onsider one o f th e  p rin ts  in 
w h ich  H am m ons fo rced  his face  in to  th e  co n to u rs  o f a spade 
to  en a c t phys ica lly  th e  co n s tric tio n  o f racia l s te reo types. Now 
p ic tu re  th e se  works a longs ide  C hanne l 77. Together th e y  c o m 
prise  a su ite  o f im p ro v isa tio n s  on th e  fa c ts  o f b lackness so 
fa m o u s ly  noted  by p h ilo so p h e r Fran tz  Fanon m ore  th a n  f i f ty  
years ago: "I cam e in to  th e  w orld im bued  w ith  th e  w ill to  find  a 
m ean ing  in th ings , m y s p irit filled  w ith  th e  desire to  a tta in  to  
th e  source o f th e  world, and then  I found  th a t I was an ob jec t in

th e  m id s t o f o the r ob jec ts .” . Like th e ir  n o t-s o -d is ta n t relation, 
th e se  a rtis ts  p lay on th e  d issonance  engendered  when b lack 
m en lite ra lly  or m e ta p h o rica lly  run up a ga ins t th e  sites, tropes 
and v isual techn iques  th a t give racial phan tasm s th e ir g round
ing in th e  real.

B u t how  do we ge t a t th e  h is to rica l s p e c if ic ity  o f N ewkirk ’s 
ta c t ic s ?  W h a t does h is a r t s u g g e s t a b o u t how  rac ia lized  re f
erence operates now? Is it  enough to  call h is work ''p os t-b lack ” 
and leave it  a t th a t?  Coined by L igon in co n ju n c tio n  w ith  cu ra 
to r  The lm a  Golden, th a t  te rm  was m e a n t to  enca p su la te  the  
ou tlo o k  o f a rtis ts , such  as Newkirk, Dave M cKenzie and Mark 
Bradford, who were included in the  2001 S tudio M useum  exh ib i
tion Freesty le  and "who were a d am an t abou t no t being labeled 
as 'b lack ' a rtis ts , though  th e ir  work was steeped, in fa c t deeply 
in te res ted , in rede fin ing  com p lex  no tions  o f  b lackness.". The 
a tt itu d e  described  here c e rta in ly  speaks to  Kori's s ta te m e n ts  
in in te rv iew s  and a rtic les , and it a lso o ffe rs  an opening onto  
h is app roach  to  th e  d is a rt ic u la tio n  o f race.

A r t is t  and c rit ic  K ianga Ford ta k e s  us one s tep  fu rthe r, To her 
m ind, w h a t is new a b o u t N ew kirk ’s p ra c tice  and th a t o f his
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2 7  KTarigaFcrrfl. "MaTt?-fS p f Race: MgUlitm, M a ts 'is ! anri Pps-i.-i6eni.itY,’ (paper M iua iv 'SsroF id  A w u s l 
Chnf@f8ttue.Qf the CsJteqe A rt  A ssocia tion, S s ^ tm  Febn.3*y Hi, 8i'ifl-*l
2£S Newkirk, quoted in  an ins igh tfu l afts.de by M alik Baines w hs fe  a iong «-i;h r-a ttjs  es?-ay. h as  d irected 
m y th ink ing  in th is  paragraph See Msi-k Gairtes. “Yaung. G ifteri suri C ontused  eou* C m stg ing  A rtis ts  
Talk Ppriti.es/' X-Trs f-si! 1090.13-14. in th a t  a rtic le  Newkirk unaeriines the  jrnpuuaRee o f the a a jitic iio d " 
a rt o f  the  Bat'y 1 93 lis  fn r  ui? ow n pi Bctice, both  in  te rm s  i f f ’w h a t ne n iig h t freshly  artic- iiar® si-ifl what 
etiiJidi.ptacsltils/ he'h'e'SWrffj a pps t1 idgnrartan a rt wer’d, On th is  s c tira  a isc she B ru le  Hamiey. "Ksn. Mfiwkirk" 
A r f fu w m .  February 38110. 184

$ 4  N ew kirkdasc/ihed  h is irn a ge  choices m a n  em a ii to  n .r ;a n  A u g u s t"<22. 3007  D jith e s ig m fc .s n r-e o f 
ifhS W liid ff lS ^ is te rc  !®r h is a r t .  s@r;- i 'e ts r  Gcjddard-,1 Beads. Speak o f  Suburban □ream s and P.giysiai'is," 
Tom ato  S tar Ja nu ary  tS .  2HDS a nd  R ashel r«qg}fc, C e tca  Series: Kori N & n k M  Isxhih-itio i'th faehurB i 
jSsn Diego M useum  o f  C on tem pu ia ry  A.rr SflQfjJ
TO C uratoi illu k o m i :e?:ar;m ponds to  JuU  -: - i  k fish  p vv:::• toe  c o io r r*eMea w oho rd Clyrfctrd Stiii 
end lia rn u rt Newman." Sets O-ufceim hos->:r::.-«: Saee cm Bow:> Nevvwu. Pcyn <.r.n •V - .v * ib - rh ib 'f io n  

Johnson  Coun ty- E ornrhu fifty  Ediiagfe GaHsiy o f  A ft, 20.118)
IS I  Newkim 's co in i'r ien ts  on h is praie:ct:ve re la tionsh ip  to  th e  s ires he p ic tu res  ia h  be fbuiTd in O lukeini 
I fe s a n m i,' Ease on Down Nevykuk R oad" m Kan N ewkirk  (exh ib ition  b rochure ] (ilv& tland  Paik; -Jshhson 
C o 'u iify iSs 'rh rtlu i'iity  Coiisge S aiiery o f  A ir. 0 00 2 ]

peers is th a t w h ile  p revious s trands  o f a r tis tic  p ro d uction  also 
e m phas ize  th e  m a te ria l s ig n ifie rs  asso c ia te d  w ith  b lackness, 
in the  w ork o f th e  younger set, th o s e  s ig n ifie rs  are no longer 
pressed f irs t  and fo re m o s t in to  d e co n s tru c tive  serv ice, bu t 
are p rim arily  a c cum u la ted  fo r  p ic to ria l gain w ith o u t ever pos it- 
ing a racia lized sub ject. Of course, such a d is tin c tio n  does no t 
c u t c lean ly  a long te m p o ra l or gene ra tiona l lines, b u t i t  does 
h ig h lig h t a postu re  tow a rd  b lackness, w h ich  w h ile  e v iden t in 
pas t a r tis tic  d iscourses, com es  h u rtlin g  to  th e  fo re  in th e  p re 
sent. As m y fa th e r m ig h t say, it 's  all a b o u t th e  con to u rs ; as 
Kori h im s e lf w ill te ll you, ''[t]he  f irs t th in g  is th e  aes the tics ," 
and as his work m akes m an ifest, th a t a e s th e tic  en ta ils  ne ithe r 
a repud ia tion  o f id e n tity  p o lit ic s  nor a s im p le  re tu rn  to  earlie r 
canons o f beauty. I would contend, rather, th a t Newkirk doubly 
d is iden tifies  -  on one hand fro m  th e  conven tions  o f M odern ist 
painting and on the  o ther from  the  co n stitu tive  vecto rs  o f black 
v is ib ility  -  to  s tring to g e th e r p ic tu res  o f the  world as i f  rem ade 
fro m  m em ory.

Jub ilee  (1999), th e  a r t is t ’s very f irs t cu rta in , is one such  p ic ture  
(fig. IB). A b rillian tly  hued 8 - fo o t square, th e  w ork is com posed  
o f bra ided s trands  o f s y n th e tic  ha ir th readed  th ro u g h  p la s tic

pony beads and hung fro m  an a lu m in u m  fra m e . The m edia  
a tte n tion  focused  on te n n is  s ta rs  Venus and Serena W illiam s's  
beaded bra ids insp ired  N ew kirk ’s c h o ice  o f m a te ria ls , and a 
m e lange  o f m em ories  and photographs, inc lud ing  ones o f Los 
A nge les  a fla m e  during  th e  1992 upris ing , p rovided the  basis 
o f an im age. Like th e  C olor Field p a in tin g s  to  w h ich  it bears 
m ore than  a passing resem blance , th is  work dep ic ts  no bodies 
-  no c rouch ing  Rodney King, no ang ry  r io te rs  -  b u t its  v irtua l 
a b s tra c tio n  is as m u ch  a b o u t o p tica l tra n s ce n d e n c e  as i t  is 
a b o u t b lack  eschato logy. A m ong  th e  m ore  th a n  s ix ty  cu r
ta in s  N ewkirk has execu ted  to  date, Ju b ile e  is excep tiona l fo r 
its  to p ica l and iden tifiab le  referent. Yet it  shares w ith  the  others 
a haunting figura l em ptiness  and a ''b lack1' m ateria lity, the  better 
w ith  w h ich  to  unde rm ine  fixed  ideas o f th e  A frica n -A m e rica n  
su b je c t’s "proper'' p lace and allow both the  a rtis t and the  viewer 
to  p lo t th e m se lv e s  im a g in a tiv e ly  in th e  lo c a tio n s  p ic tu red , as 
be long ing  am ong  th e  trees , a long th e  skyline, in th e  c ity  or in 
the  suburbs  (fig. 17-19).

To m any eyes, th e  hom es nestled ju s t over the  fence in Younger 
(2004) do, in fa c t, a p p e a rw e lc o m in g  (fig. 20), The im age its e lf 
is qua in t, bu t th e  in te re s t o f th e  w ork derives fro m  its  m assive
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075 (fig. 19) • Kori Newkirk • Bam  Bam  • 2 00 3

scale and its  ab ility  to  lure us closer, n o t to  seek o u t tra c e s  o f 
the  a r t is t ’s hand, b u t to  in s p e c t m ore  c lose ly  th e  cu rta in 's  
p ixe la ted fa c tu re  and to  assess its  c a p a c ity  fo r  breath, m ove 
m e n t and b lackness. The t it le  is key. “Y ounger” is th e  nam e o f 
th e  w o rk in g -c la ss  A fr ica n -A m e rica n  fa m ily  im m o rta liz e d  in 
Lorra ine H ansberry 's  1959 p lay A Raisin in  the  Sun. S et in a 
c ram ped a p a rtm e n t in C h icago ’s sou th  side, th e  d ram a takes  
place a fte r  th e  dea th  o f Mr. Younger and p rin c ipa lly  revolves 
around th e  te n s io n  betw een h is w idow, Mam a, and th e ir  son 
W alte r Lee, who have c o n flic tin g  ideas a b o u t w h a t to  do w ith  
th e  $10,000 insu rance  payout. U ltim a te ly  th e  fa m ily  dec ides 
to  proceed w ith  M am a’s in itia l d ream , so d esp ite  th e  expense 
and the  veiled th rea ts, the  Youngers prepare to  m ove in to w hite  
suburban C lybourne Park.

For Newkirk, th a t neighborhood m ig h t have been his own and in 
conce iv ing the  cu rta in  he reca lled Flansberry’s cast: “ I th o u g h t 
o f m yse lf as the  son in the  fam ily, or m aybe th e  son o f the  son, 
and m aybe th is  is th e  house th e y  m oved in to .” More th a n  a 
fa n c ifu l p ro jection , th e  a r t is t ’s a c c o u n t o f Younger a lte rs  th e  
va lence o f th e  work, uncovering the  invis ib le p resence o f b lack 
su b je c ts  and th e  re a lities  o f seg rega tion  w ith in  a s eem ing ly  
innocuous scene, For all its  d ive rgen t rep resen ta tiona l m odes 
and sw ings in m ood  and em phas is , N ewkirk 's p ra c tice  c o n 
s is ten tly  explores th e  coo rd ina tes  o f life lived b lack by working 
w ith and aga inst the  grain o f A frican-A m erican popular iconicity. 
"Universally,” he te lls  us, “ I am  engaged w ith the idea o f the  black 
body, in all th e se  d iffe re n t p e rm u ta tio n s  and s itu a tio n s  -  and 
no t necessarily  ‘th e  b lack m a le  body,' b u t th e  idea o f th e  body 
as fac t, n o t as spectacle ." . To th is  we m ig h t add, th e  body as 
produced by spectacle , caugh t in the  grip o f stereotype, m oved 
by queer no tions  and awash in rep resen ta tions  o f itse lf: these  
are Newkirk's fa c ts  o f b lackness. Yet his Fanon is less the  m an 
who fee ls  "sealed in to  [a] c rush ing  o b je c th o o d ” and m ore th e  
s p ir it who c o n tin u e s  to  "a tta in  to  th e  sou rce  o f th e  world."

W hen I in te rv iew ed Kori in h is s tu d io  several m o n th s  ago, he 
was a t work on a curta in . The beading w en t s low ly  bu t our con 
ve rsa tion  flow ed  easily, so m u ch  so th a t I neg lec ted  to  check 
m y parking m eter. W hen I reached th e  s tree t, it  becam e c lea r 
th a t m y ren ta l ca r -  a n o n -d e sc rip t w h ite  bubb ly  th in g  -  had 
been tow ed by the  city. Kori cam e to  m y rescue and th e  curta in  
is now com ple te . W hile the  events o f th a t a fte rnoon  will do u b t

less fade  in tim e , th e  w ork s till c o n n e c ts  us, a s ite  th a t opens 
on to  re co llec tio n s  to  w h ich  we bo th  m ig h t lay c la im . K inship is 
where you fin d  it  and th e  a rt o f Kori Newkirk show s us how we 
m ig h t rem ake our re la tio n s  in th e  w orld one o b je c t a t a tim e .



(fig. 20) • Kori Newkirk • Younger • 2004
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How does one im agine the  black body, specifica lly  the  unclothed 
b lack m a le  body in a rt?  I posed th a t ques tion  to  C onceptua l 
a rtis t Kori Newkirk one a fternoon in April 2007, and he considered 
answ ering it in m u ltip le  ways, fro m  genera liz ing  th e  question  
w ith  co llective  ideas abou t th e  b lack m a le  body to  ind iv idua liz 
ing it w ith his own body. In his work, he says, he fram es his ideas 
abou t th a t su b je c t by docum en ting  his own body th rough  tim e. 
By cons tru c tin g  a narra tive  in s till and m oving im ages, Newkirk 
uses th e  genre o f s e lf-p o rtra itu re  to  d o c u m e n t and "im ag ine" 
the  unc lo thed  body. He fee ls  th a t the  unc lo thed  body is centra l 
to  his work because "c lo th e s  m ark th e  body and lock it  in to 
tim e .” ? In a re cen t in te rv iew  in the  pages o f S tud io , he said:

Universally, I am  engaged w ith  the  idea o f th e  b lack body, in all 
th e se  d iffe re n t p e rm u ta tio n s  and s itu a tio n s  -  and no t neces
sarily the  "b lack m ale body," bu t the idea o f the  body as fact, no t 
as spectac le  .... So m y work, in all its  various m an ifes ta tions , is 
m aybe linked by th is  desire to  ta lk  a b o u t th e  b lack body in a 
way th a t  h asn 't been addressed, in p laces th a t haven 't been 
addressed. It ’s a d ire c t response to  the  u rban iza tion  o f the 
black body, th e  reduction  o f th e  spaces w here b lack bod ies are 
seen to  ex ist. It's  a way to  see m y s e lf in th e  a rt w orld and the  
la rger world.

Th is  te n -y e a r re trospec tive  is bo th  re flex ive and illus tra tive , 
hum orous and ironic, sensual and spellb inding. Indeed, it delin
eates and obstructs  the  notion o f tw en tie th -cen tu ry  abstraction. 
Newkirk expands upon a h is to rica l and cu ltu ra l chrono logy th a t 
is fu ll o f both  fa c ts  and lore. In works such  as Testing the  W ind  
(2004], Newkirk o ffe rs  th e  viewer the  notion o f conjuring. These 
la rge -sca le  co lo r pho tog raphs  com e  c o m p le te  w ith  sensory 
experiences th a t em body ta s te , to u c h  and sound, There are 
e lem ents in th is  com position  th a t evoke the  genre o f portraiture. 
However, the  fragm en ted  im ages th a t m ake up the  photograph 
evoke a sense o f m ys te ry  or secrecy. Notably, Lorna S im pson ’s, 
H yp o th e tica l?  (1992) bears a s trong  resem b lance  to  N ewkirk ’s 
work in th e  fram ing  o f lips. The shape o f the  lips are the  centra l 
focus, and th e  p la ce m e n t o f th e  im ages o ffe rs  th e  v iew er an 
opportun ity  to  free assoc ia te  w ith  Testing the  Wind. S im ilarities  
between the  works o f Newkirk and S impson include perform ative 
aspects and the unlocking o f mysteries. A rt h istorian and curator 
Kellie Jones w rites o f S im pson, "She is fa sc ina ted  by m e thods 
o f pe rfo rm ance : how a c to rs  build  charac te rs , th e ir  a b ility  to
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sw itch  between personae fro m  m o m e n t to  m om ent." Newkirk 
is bo th  th e  a c to r and d ire c to r in Testing the  Wind. We are con 
fron ted  w ith  both  th e  beau ty  o f h is lips and the  p o ss ib ilitie s  o f 
fa te. How does one " te s t the  w ind"? Newkirk’s ou ts tre tched  arm 
and fin g e r gesture  tow ard  th e  clouds, inv iting  the  v ie w e rto  jo in  
h im  in th is  im ag ina ry  jo u rn e y  o f chance. In Par (2004), a figu re  
lies on green grass, w earing  a w h ite  s h irt and b lu e -s trip e d  tie. 
The face  is obscured, as i f  he is covering his eyes fro m  the  sun 
or deep in thought, Newkirk’s Par can be seen through the worlds 
o f g o lf and h igh finance . The m ean ing  o f “p a r” ranges fro m  a 
num ber o f s trokes in g o lf to  te rm s  th a t can be used to  describe 
his s ty le  o f dress -  success fu l, cool, pe rfec t; up to  par. B ut his 
gesture m ay a llude to  a question: Is he up to  par? Over the  past 
ten  years, I have w itnessed  N ew kirk ’s w ork evolve fro m  works 
th a t c ritique  A m erican  cu ltu re  to  works th a t expand on th a t 
critique and m ove from  h u m o rto  pathos, His work is both sm art 
and w itty. The cha llenge fo r  th e  v iew er is to  m ove a long w ith  
h im  as he exp lo res  diverse ways in w h ich  to  c rea te  his art. His 
use o f pho tog raphy  is n o t re s tric te d  to  the  no tion  o f "fine  a rt" 
photography, To be sure, he is n o t a conven tiona l p h o tog ra 
pher. Rather, he is an a r tis t th a t sees pho tog raphy as a too l to  
express his ideas, in th e  sam e way he uses beads fro m  hair 
sa lons to  visualize a painting. I suggest th a t he uses the  cam era 
in the  sam e way th a t Romare Bearden used collage. In m y view, 
Newkirk's v isua l m essages  are varied.

Inspired by photography, pa in ting , v ideo, f i lm  noir, pop cu ltu re  
and po litica l art, Newkirk is secure in h is own a rtis tic  vision. As 
Bearden asserts, "P ractica lly  all the  great a rtis ts  have accepted 
th e  in fluence  o f o thers. B ut the  d iffe rence  lies in th e  fa c t th a t 
the  a rtis t w ith  v is ion  sees his m ateria l, chooses, changes, and 
by in tegrating w ha t he has learned by his own experience, fina lly  
m o lds  s o m e th ing  d is tin c tly  personal.’’ : T h is  is evidenced in 
Newkirk's vast and diverse oeuvre, in to w hich he has in tegrated 
ch ildhood  m em ories , o bse rva tions  from  life  and p a rtic ip a tio n  
in con tem pora ry  a rt p ractices. Land and landscapes are clearly 
m easured te rra in  in his crea tive  p rocess in both  his video work 
and photographs. Th is is the  nature o f Newkirk's poetic  images. 
He is o ften  th e  observer and the  pa rtic ipan t. W hat he observes 
a t the  m o m e n t d ic ta te s  h is cho ice  o f cam era, fro m  a large 
fo rm a t, to  a m ed ium  fo rm a t, to  a fa s t p o in t-a n d -sh o o t, to  a 
handheld  d ig ita l or a p la s tic  Holga -  in his words, "w ha teve r 
is ava ilab le .”





0B3



Kori Newkirk • B ixei • 2005



□85

Newkirk grew up in a house surrounded by pho tog raphs. His 
fa th e r was a serious  a m a te u r in te res ted  in d o cu m e n ta ry  p ho 
tog raphy  and used to  te ll " ta le s " a b o u t how he and a n o the r 
photographer, strapped back-to -back, took  photographs during 
the  s u m m e r rio ts  o f th e  1960s -  "where one would  a c tua lly  
watch each o ther's  back so they  could shoo t bu rned -ou t stores 
and bu ild ings." The surv iv ing  pho tog raphs  and s to ries  helped 
to  shape Newkirk's understand ing  o f th e  im m e d ia cy  o f p h o to 
graphy, O ther in fluences inc lude Gordon Parks's icon ic  im ages, 
such as Ella Watson posed in fron t o f the  Am erican flag w ith mop 
and broom  in A m erican  G oth ic  (1942), and Pat Ward W illia m s ’s 
use o f appropriation and archival investigation, especia lly  in the  
oversized, con fron ta tiona l im age exh ib ited in the  1993 W hitney 
Biennial, W hat You Look in ' A t?  (1992). Newkirk s tud ied  w ith  
W illiam s a t University  o f C aliforn ia a t Irvine in th e  1990s. Other 
con tem porary  in fluences include Carrie Mae W eem s's “ K itchen 
Table Series” (1990). T h a t series "requ ires a lo t o f work. She’s 
no t giving it  a ll to  us. The v iew er m u s t be w illing  to  w ork to  un 
derstand  w ha t is going on in th e  work," Newkirk says, "T h a t is 
w ha t I w an t fro m  m y v iewers and m y im ages." And th e  p h o to 
graphs o f both Glenn Ligon and Lyle A shton Harris helped shape 
his reading o f th e  b lack m a le  body.

A rguab ly  the  orig ina l H arlem  p o rtra it photographer, Jam es  
VanOerZee crea ted  m o rtu a ry  po rtra its  th a t a lso fa sc in a te d  
Newkirk, who fin d s  th e  no tion  o f d o cu m e n tin g  m em oria ls  in 
pho tographs both  b e a u tifu l and awkward. The idea o f fune ra l 
pho tographs resonate  fo r  him . The presence and absence o f 
the  b lack m ale  body is a th e m e  th ro u g h o u t h is work. The ta ll, 
partia lly nude figure in Bixel (2005) is both disarm ing and beguil
ing. The dream like, o u t-o f-fo cu s  figu re  s tands in his underwear 
in an open fie ld . The rich green o f th e  grass enhances the  
m ys te ry  o f th e  im age. W here is he com ing  fro m ?  W here is he 
headed? Bixel also inc ludes video s tills, w h ich have a ghostlike  
qua lity  re m in isce n t o f VanOerZee's m o rtu a ry  po rtra its , o f a 
headless body peeping th rough  b lades o f grass.

It is c lear when v iew ing th is  body o f work th a t Newkirk is in f lu 
enced by the  narra tive  in pho tog raphy  -  im age w ith  te x t. He 
o ften  enhances a v isua l p lane by us ing s trands  o f p las tic  
beads to  create an im age. W ith in  the  hanging beads, he fram es 
stree tscapes and houses. The beaded works becom e dialogues 
between the  v isua l record and th e  m e ta p h o ric  experience  o f

com m un ity . He re -im ages  pho tog raphs  on to  s trands o f beads 
to  c rea te  an a rt o b je c t-m e d ita t iv e  and idea lized s tud ies . His 
unders tand ing  o f language is p rovoca tive  and revealing o f his 
sense o f humor. By w riting  w ith  neon, he illum ina tes  words and 
phrases s tored in our co llective  m em ories. We recall them  from  
our g randparen ts  and parents, as well as fro m  "s tre e t culture." 
He jo k in g ly  describes  h im s e lf as a “sponge,” no ting  th a t he 
"reads lo t o f books, speaks o fte n  a b o u t his own id e n tity  and 
re fle c ts  on how th e  ind iv idua l erases and obscures.” Newkirk 
says th a t th e  fig u re s  in the  works "are n o t necessarily  m e ” and 
"n o t th e  ind iv idua lized  b lack m a leness" -  he is representing 
n o t one b u t “every-one."
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In th e  la s t scene  o f J im  J a rm u sc h 's  2 0 0 3  fi lm  C offee  and  
C ig a re tte s , ag ing W arhol su p e rs ta r Taylor Mead (s im u lta n e 
ous ly  p lay ing h im s e lf and a f ic t io n a l m a in te n a n ce  m an on 
break) asks his s im ila r ly  aged c o u n te rp a rt w h e th e r he has 
ever heard G ustav M ah le r's  song “ Ich b in der W elt abhanden 
gekom m en." Mead beg ins  to  rhapsod ize  w o rld -w ea rily  abou t 
th e  song 's  su b lim e  be a u ty  as it  s o ft ly  and s trange ly  p lays in 
th e  im a g ina ry  break room  th e y  occupy, and c o m m e n ts  on 
how he too  fee ls  dead and rem oved fro m  th e  world, I t ’s an 
ach ing ly  p o ig n a n t scene, one th a t draws on th e  pas t (Mahler's 
song was w ritte n  in 1301-02) w h ile  cap tu rin g  an u tte r ly  co n 
te m p o ra ry  sense o f m a la ise  and a liena tion . Kori N ew kirk ’s 
re cen t s cu lp tu ra l and p h o to g ra p h ic  w ork o ffe rs  a s im ila rly  
e x is te n tia l s e n tim e n t o f d isco n n e c te d n e ss , th o u g h  in a m ore 
ob lique  y e t obv ious ly  phys ica lly  p resen t m anner. Th is  sense 
o f unease and d is c o n te n t is m u ltifa c e te d , and em bod ies  a 
general w e ltsch m e rz  e v iden t in th e  work o f m any  o f his peers, 
while  re flec ting  th e  A rtis t 's  perpetua l role a socia l ou ts ide r and 
suggesting , i f  on ly  ta n g e n tia lly  a t tim e s , an a cu te ly  fe lt  es
tra n g e m e n t as an A fr ica n -A m e rica n  a rtis t. Th is  is n o t to  say 
th a t Newkirk's w ork luxu ria tes  in an ind u lg e n t m e lancho lia , fo r 
h is o b je c ts  and im ages  possess an exq u is ite ly  and im m e d i
a te ly  v isua l and ta c t ile  appeal, and rigo rous ly  and ac tive ly  
engage th e  v iew er in d yn a m ic  s p a tia l te rm s . It is th is  te n s io n  
be tw een h is w ork 's  e voca tion  o f-  long ing  and despa ir and its 
a e s th e tic a lly  in v iting  q u a lit ie s  th a t m ake it  so p ro found ly  
a ffe c tin g , co m p e llin g  and e ffec tive ,

Newkirk occup ies an in trigu ing place am ong s im ila rly  em ergent 
a rtis ts  o f his generation, having d is tingu ished h im s e lf w ith  work 
th a t recons iders  C onceptua l and p os t-C oncep tua l a rt p ra c tic 
es fro m  an in te n se ly  persona l and e m o tio n a l perspective . He 
was in it ia lly  recogn ized  as one o f a n u m b e r o f young A fr ica n - 
A m e rica n  a rtis ts  w ork ing in a m a nne r dubbed "post-b lack ," in 
th e  sense th a t h is w ork and th e  w ork o f o thers, inc lud ing  Ju lie  
M ehretu, A dam  P end le ton  and Eric Wesley, m oved beyond 
s u rfa ce  issues  o f race to  exp lo re  m ore genera lly  c o n te m p o 
rary c o n te n t or a r tis tic -p ro c e s s -o rie n te d  issues. Th is position , 
w h ile  libe ra ting  in ce rta in  respects , has led these  a rtis ts  in to a 
com p lica ted  area o f a es the tic  iden tity  po litics  in w hich aspects 
o f race are a lw ays a lready im p lied  or inev itab ly  read in to  th e ir  
work, no m a tte r  how  in s is te n tly  i t  d e p a rts  fro m  th e  sub ject. 
T h is  co n d itio n  o f "p la ce le s s n e ss ” w ith in  th e  cu rre n t a rt world
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th u s  o ffe rs  g rea te r p o ss ib ilitie s  fo r  ind iv idua l recogn ition  while 
m ak ing  th e  c rit ic a l re ce p tio n  o f th e  w ork th a t  m uch  m ore 
cha lleng ing  and d iff ic u lt, fu r th e r  undersco ring  th e  sense o f 
e s tra n g e m e n t im p lic it  in Newkirk 's work.

This s ta te  o f d isp lacem ent is evident in Helix [2006], a sculpture 
o f a fire  escape  execu ted  in c le a r p lex ig lass  and d e c o n te x tu - 
alized from  its  expected se tting  o f the  fro n t or back o f an urban 
bu ild ing  by being suspended w ith in  the  space o f a gallery. The 
work is an exam p le  o f how N ewkirk re co n fig u re s  inan im a te  
o b je c ts  to  s ig n ify  m ore  "h u m a n " s ta te s  o f m ind  and being. 
The fire  escape is necessarily  a s turdy and fo rm idab le  s tructure  
given its  p rac tica l, life -s a v in g  purpose. It is a lso a ssoc ia ted  
w ith  such  d ispa ra te  cu ltu ra l phenom ena  as c in e m a tic  chase 
scenes and its  “urban ro m a n tic ” fu n c tio n  as a s ite  fo r  c o n te m 
p la tion  and re fle c tio n  th a t p rovides  a way to  see and be pa rt 
o f th e  "world" w hile  m a in ta in in g  a consc ious  d is ta n ce  fro m  it. 
Newkirk’s version seem s a lm o s t e therea lly  weightless, hovering 
im probab ly  in m ida ir and s till o ffe ring  the  s tru c tu ra l p roperties 
o f th e  o b je c t -  its  d iagona lly  un fo ld ing  series  o f s ta irs  and 
land ings  -  i f  n o t th e  m a te ria l s ta b ility  it  dem ands, M arooned 
in the  m idd le  o f the  ga lle ry space, rendered fu n c tio n a lly  neuter 
and separa ted  fro m  its  h o s t bu ild ing , H elix  po ignantly, i f  ab 
stractly , cap tu res  th e  irony o f urban lone liness  -  how one can 
fee l so iso la ted  and a lone w ith in  th e  ac tive  and dense ly  pop
u la ted  e n v iro n m e n t o f th e  A m e rica n  city.

A no less th e a tr ica l d e m o n s tra tio n  o f N ew kirk ’s exp lo ra tion  o f 
d isconnec tedness  fro m  th e  world is e ffec ted  by an ins ta lla tion  
o f a group o f works, m ade  in 2 0 0 2  and 2 0 0 3  and in c o rp o ra t
ing scu lp tu re s  and pho tog raphs, th a t  c o m b in e s  such  w ild ly  
d is tin c t phenom ena  as ic ic les, snow  ,,. and sharks. One large 
fib e rg la s s  shark [W in S low  [2003 ]), to  be precise, is s e t a d r ift 
in a snow y rea lm  (a flo o r covered in p las tic  shavings) th a t also 
fe a tu res  an enca u s tic  wall in lay o f sharks fo rm ing  a snow flake 
p a tte rn  (Tully [2003 ]) and snow flakes  and ic ic le s  rendered in 
neon (B elvue G ardens  [2 0 0 3 ] and M aybury  [2003 ]). A lso  fe a 
tu red  in the  ins ta lla tion  is a haun ting ly  blurred im age [Haywood  
[2 0 0 2 -0 3 ])  o f a b lack m an (the a rtis t) nude in fro n t o f a snow - 
covered fo re s t landscape. T h is  im p robab le  pa iring  o f tro p ica l 
and a rc tic  phenom ena  shares an im m e d ia te  a ssoc ia tion  w ith 
th e  p o te n tia l fo r  harm  or dange r -  one m ore  im m e d ia te  and 
th e  o th e r based on ex tended exposure -  and fo r  an a e s the tic
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a p p rec ia tion  o f th e ir  m ore  "su b lim e " qua litie s . Newkirk taps  
in to  th e  ro m a n tic  se n s ib ility  assoc ia ted  w ith  early n ine teen th - 
ce n tu ry  pa in te rs , p o e ts  and m u s ic ia n s  th a t  revolved around 
fa s c in a tio n  w ith  fo rc e s  o f na tu re  th a t  were bo th  ta n ta liz in g ly  
b e a u tifu l ye t capab le  o f harm  and d e s tru c tio n . The fig u re  o f 
th e  shark in p a rtic u la r has a rich  ico n o g ra p h ic  history, fro m  
J o h n  S ing le ton  Copley's W atson and  the  S hark  (1778), to  per
haps its  m o s t ce lebra ted  (and no to rious) p resence in th e  1975 
H ollywood b lo c kb u s te r Jaw s, to  D am ien H irs t’s s igna tu re  
s cu lp -tu re  The P hys ica l Im p o s s ib ility  o f  D eath  in the  M ind  o f  
S om eone Liv ing  (1991) in w hich a 1 4 -foo t t ig e r shark is encased 
in a fo rm a ld e h y d e -fille d  v itr ine . N ewkirk 's sha rk  possesses 
none o f the  m a levo len t th re a t o f the  fish  in th e  pa in ting  or the  
film , nor does it  exude th e  pa radoxica l c ross  o f sp e c ta cu la r 
presence and m u te  en tropy  o f H irs t’s, Instead, its  p la ce m e n t 
on th e  flo o r  and fa b r ic a tio n  fro m  a co ld ly  in d u s tria l m a te ria l 
g ives it  an in e rt pa thos, m ak ing  it  seem  all th e  m ore  lo s t and 
d isp ro p o rtio n a te  w ith  its  e nv ironm en t. A s trange  s ym p a th y  
subsequen tly  deve lops betw een th e  tw o  g la ring ly  iso la ted  f ig 
ures in th e  in s ta lla tio n  -  th e  n o t-s o -g re a t w h ite  sha rk  on the  
flo o r and the  so lita ry  b lack m an wandering in the  snowy woods.

The la tte r  figu re  p res ides over th e  in s ta lla tio n  as a shadow y 
and m ys te rio u s  presence, som ehow  a lte rn a te ly  exud ing, like 
th e  shark, bo th  an o m inous  power and an aw kward vu lne rab il
ity. D e libera te ly  o u t o f focus , th e  im age  su g g e s ts  th e  kind o f 
b lurriness c h a ra c te ris tic  o f th e  fu rtive  a tte m p ts  to  photograph 
such elusive paranorm al fo lklore phenom ena as B ig foot (a large, 
p rim itive  hum ano id  figu re  said to  roam  th e  fo re s ts  o f N orth 
A m erica ) o r th e  Loch Ness M onster. T h is  m u rk iness  p e rfe c tly  
undersco res  th e  am b iva lence  and eq u ivo ca tio n  a t th e  he a rt 
o f N ewkirk 's overa ll in s ta lla t io n  o f th e se  va rious  ob jec ts , A 
snow flake  and suspended ic ic les  rendered in neon sug g e s t 
s o m e th in g  fro s ty  and frig id , y e t th e ir  m a te ria l is s o m e th ing  
h o t to  th e  to u ch . The a r t is t ’s th o u g h ts  on th e  shark  and the  
co ld -w e a th e r a sp e c ts  o f th e  w orks s igna l bo th  a deep sense 
o f dread and a c o m p lic a te d  sense o f id e n tific a tio n :
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W hile  th e  shark is id e n tifie d  as a sou rce  o f p o te n tia l grievous 
bod ily  harm , its  own m o rta lity  is s im u ltaneous ly  a lluded to, ju s t 
as th e  figu re  a lone in the  w oods is shown naked and the re fo re  
im m inen tly  vulnerable to  fros tb ite . The obvious th ird  w hite th ing 
capable  o f killing Newkirk -  people -  is le f t uns ta ted  ye t is s ig 
n ified  perhaps by th e  snow  and th e  shark. However, th e  sense 
o f un ce rta in ty  in fo rm ing  all o f the  figu res  on v iew  -  particu larly  
th e  se e m in g ly  e m p a th ic  re la tionsh ip  o f th e  b lack fig u re  and 
th e  sha rk  -  p ro m p ts  c o n s id e ra tio n  o f th e  c o n flic tin g  dynam ics  
o f e s tra n g e m e n t and id e n tif ic a tio n  th a t charge th is  com p lex  
g roup ing  o f works.

Three pho tog raphs  fro m  2004, Flank, Juke  and Par, are m uch 
m ore  ob lique in th e ir  p resen ta tions  o f th e  figu re  in nature. The 
f i r s t  is, like H ayw ood , in te n tio n a lly  hazy and blurred, dep ic ting  
a b lack m a le  lying prone in th e  grass o f w h a t appears to  be a 
park. S ho t fro m  ground level a t so m e th in g  o f a d is tance , the  
im age  has th e  q u a lity  o f s u rve illance  or fo re n s ic  foo tage , as if  
th e  p h o to g ra p h e r in tended  to  m a in ta in  a ca u tio u s  d is tance  
fro m  th e  sub jec t, (M iche lange lo  A n to n io n i's  c la ss ic  1966 film  
B low -U p  com es  im m e d ia te ly  to  m ind , as, to  a lesse r exten t, 
does A lfred  H itc h c o ck ’s 1955 fi lm  The Trouble w ith  H a rry ] The 
vantage po in t is too  d is tan t fo r the  viewer to  ascerta in  the  s ta tus 
o f th e  figu re  adequate ly, and w h e th e r he is resting , wounded, 
unconsc ious  or even dead, The t it le  o f th e  w ork o ffe rs  little  as
s is ta n ce  either, on ly  in d ica tin g  w h a t is m ore o r less leg ib le  in 
th e  photograph : th a t we are p rim a rily  presented  w ith  a v iew  o f 
the figure 's r igh t flank. Nature is indicated here no t as the cause 
o f a poss ib ly  negative  e ffe c t, b u t as th e  s ite  where som eth ing  
m u s t have transpired, suggesting th a t the  po ten tia l fo r  vio lence 
and tragedy  in fo rm s even th e  qu ie te s t and m o s t buco lic  s itu a 
tio n . F lank  also evokes th e  va rious  c u ltu ra l a s so c ia tio n s  w ith  
“ fa lling ,’' fro m  c o m e d ic  p ra tfa lls , to  th e  m ore se rious  b ib lica l 
“ fa ll"  fro m  grace o f A dam  and Eve, to  th e  various  la rge r and 
sm a lle r "fa lls" and co llapses th ro u g h o u t h is to ry  (not to  m ention 
the  Conceptua lly  oriented work o f a rtis ts  such as Bas Jan Ader, 
Martin Kersels and Peter Land), Open to  m u ltip le  in terpretations, 
N ewkirk's pho tog raph  provides m ore qu e s tio n s  th a n  answers, 
p rom p ting  th e  v iew er to  de te rm ine  bo th  th e  c ircu m s ta n ce s  by 
w hich th is  fa llen  figu re  cam e to  be, as well as his u ltim a te  fate,

Juke, also blurred, p resents  th e  sam e personage, seem ing ly  in 
a s ta te  o f repose. The ang le  in th is  p ic tu re  is less “ d ram atic ,"
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th u s  lend ing  th e  scene a warm er, a lm o s t ro m a n tic  se n s ib ility  
(som ething akin to  the  "so ft-fo cu s ” style o f 1970s porn, perhaps], 
Here, too, the  tit le  o ffe rs  only an oblique, i f  c om p le te ly  d icho to - 
m ous, exp lana tion  a t b e s t -  " ju ke ” c o n n o tin g  a qu ick  m o tio n  
m ean t to  deceive or fake. This non sequ itu r d is trac ts  the  viewer 
from  a m ore facile , litera l understand ing  o f th e  im age, p ro m p t
ing an apprecia tion o f its  su b tle r de ta ils  -  the  s lig h t c on to rtion  
o f the  body, perhaps, as an ind ica tion  o f tens ion  and d iscon ten t 
in an o the rw ise  b liss fu l scene.

Par, desp ite  its  g rea te r v isua l c la rity  and p re se n ta tio n  o f a 
m ore recogn izab le  figu re , is no less in scru tab le . D ep ic ting  a 
b lack m an (Newkirk, once again] ly ing fa c e -u p  in th e  grass 
and obscuring  h is fa ce  or shad ing  h is eyes fro m  th e  g lare o f 
the  sun w ith  his le f t arm , th is  work, like Flank, s tages  an event 
th a t requires th e  v iew er to  p lay a m ore  ac tive  role in "read ing ” 
th e  s itu a tio n . Perhaps th e  m o s t s tr ik in g  in it ia l de ta il is the  
figu re ’s a ttire  (vaguely percep tib le  in Flank  and Juke], co m p ris 
ing a crisp  w h ite  dress s h ir t and a bus in e ss -like  s tr iped  tie , 
th a t im m e d ia te ly  es tab lish  h im  in th e  soc ia l s tra ta . The e xa c t 
m ean ing  and in te n t o f h is ges tu re  is unclear, and is poss ib ly  
on ly  in tended  fo r th e  s itu a tio n  o f th e  pho tog raph  its e lf by c re 
a ting  a para lle l betw een th e  p o s itio n  o f th e  arm  and th a t  o f 
his o th e r arm , w h ich  is b e n t in a s im ila r  fa sh io n  beh ind  his 
back. T h is  ba lance in h is phys ica l pos tu re  m ay  be th e  key to  
s till ano the r in itia lly  perp lexing title . Taken together, Flank, Juke  
and Par, are a tr io  o f pe rfo rm a tive  stud ies, p rom p ting  co m p a ri
sons w ith such Conceptual pho tograph ic  exp lo ra tions  o f bodily 
gestures and language as Bruce Naum an's H enry Moore Bound  
to  Fail (1967-70) or S e lf-P o rtra it as a Founta in  (1966-1967/1970). 
Individually, however, th e  works p resen t e n ig m a tic  narra tive  
fra g m e n ts , all w ith  d iffe re n t levels o f th e a tr ic a l in te n s ity  and 
a ffe c t, rang ing fro m  Flank's  d ra m a tic  van tage  p o in t and d is 
tu rb ing  im p lica tio n s  to  Par's m ore neutra l m a tte r-o f- fa c tn e s s , 
All do share the  presenta tion o f a so lita ry  figure  in nature whose 
re la tionsh ip  to  his e n v iro n m e n t seem s la rge ly  u n d e te rm ined  
and unreso lved -  m uch  in keep ing w ith  th e  u n d e rcu rre n t o f 
lone liness  and iso la tio n  th a t in fo rm s  m u ch  o f Newkirk 's work,

The tre a tm e n t o f phenom ena and s itua tions  re lating to  basket
ball represents Newkirk’s m o s t d ire c t and e m pha tic  expression 
o f fee ling  soc ia lly  d isconnec ted  o r m isunderstood . He grew up 
in m os tly  w hite  co m m u n itie s , and his co lo r and h e igh t created

th e  im m e d ia te  im p ress ion , based on racia l s te reo types, th a t 
he had a "na tu ra l” ap titude  fo r and inc lina tion  tow ard th e  sport. 
Newkirk, however, is ne ithe r good a t nor in terested in basketball, 
y e t its  ro le in h is personal h is to ry  and its  co n tinued  p o pu la rity  
in A m erican  cu lture  m ake it a com pe lling  sub jec t fo r him  all the  
sam e. The pho tog raph  P a tte r  (2001), fo r  exam ple , d e p ic ts  a 
young b lack  m an dressed in a baske tba ll u n ifo rm  and s itt in g  
a lone on e m p ty  g y m n a s iu m  b leachers  w ith  his fa ce  tu rned  
as ide in a ges tu re  o f fa tig u e  or d isgust. The t i tu la r  re fe rence  
to  a s o rt o f glib, in fo rm a l fo rm  o f speech  s uggests  th a t  the  
work refers to  w ha t one m ig h t im ag ine  to  have been the  hurtfu l 
c o m m e n ts  endured by Newkirk, d irectly  or indirectly, as a resu lt 
o f his fa ilu re  to  m e e t exp e c ta tio n s  o f baske tba ll-p lay ing  prow 
ess, and evokes th e  m ore  general m a la ise  o f soc ia l exclus ion  
or ostracism . Pool (2001) is a scu lp tura l work com pris ing a circle 
o f ba ske tb a lls  d e fla te d  to  fo rm  sm a ll dom es, m ak ing  a v irtue  
o f th e ir  dep le ted  s ta te  and fu r th e r  ind ica ting  th e  a r t is t ’s c o m 
p lic a te d  fe e lin g s  a b o u t th e  spo rt. A n o th e r s cu lp tu ra l work, 
C lose ly  G uarded  (2000-01), s im ila r ly  tra n s fo rm s  an o b jec t 
fro m  th e  c o n te x t o f baske tba ll by p lac ing  tw o m e ta l hoops 
s ide by s ide on a wall and rep lac ing  th e  s h o rt c lo th  ne t th a t 
ty p ic a lly  hangs fro m  th e m  (in tended  to  guide and s low  th e  
ball on its  descen t) w ith  bra ided ha ir ex tens ions. The w ork is 
bo th  an in trig u in g  re c la m a tio n  o f th e  o b je c ts  in te rm s  o f th e ir  
''b la c k n e ss ” -- rep lac ing  th e  w h ite  n e t w ith  b lack ha ir -  and 
a n o the r gestu re  a im ed to  render baske tba ll phenom ena  fu n c - 
tio n le ss  (save, o f course, fo r th e ir  pure ly a e s th e tic  properties.) 
Finally, B u m p e r  (2001) is a p h o to g ra p h ic  d ip tych  show ing  tw o 
baske tba lls  p laced on co u rts  -  one a t th e  "top  o f the  key” (the 
area behind the  free th ro w  line b u t inside or n e a rth e  free throw  
circle) and one s ligh tly  c loser to  the  free th row  line -  seem ing ly 
and s o m e w h a t sad ly  fu n c tio n in g  as hum an  su rroga tes . The 
pa iring  seem s a t f i r s t  qu izz ica l, as bo th  are id e n tica l im ages, 
ye t c loser and m ore focused percep tion  reveals a c lever fo rm a l 
'’g a m e ’’ in w h ich  th e  arc o f th e  h a lf-c o u rt c irc le  in one p ic tu re  
is picked up by the  th re e -p o in t line in the  o the r p ic ture . As w ith 
his o the r baske tba ll-re la ted  works, Newkirk fo rces  an a lienating 
gam e fro m  h is yo u th  to  serve h is own a e s th e tic  ends as a 
m a tu re  a rtis t, negative ly  to u ch in g  upon his personal and e m o 
tiona l re la tionsh ip  to  th e  gam e while crea ting  a m ore "pos itive ” 
e xp lo ra tion  o f a b s tra c t v isua l s tru c tu re s  and dynam ics.

Newkirk ’s s igna tu re  works are the  c u rta ins  th a t he m akes from
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pony beads and bra ided ha ir to  fo rm  e ith e r a b s tra c t shapes, 
s ilh o u e tte s  o f c ityscapes  or im ages  o f suburban  or rural envi
ronm en ts . S uccess fu l n o t on ly  in c rea ting  a p ic to r ia l e ffe c t 
w ith in  a scu lp tu ra l s itua tion , th e  cu rta in  works are rem arkab le  
also fo r th e ir  m oody evoca tion  o f unpopu la ted , e m p ty  spaces 
th rough the  use o f a very physical, body-oriented m ateria l, thus  
e ffe c tin g  a cu rious  te n s io n  betw een corpo rea l p resence and 
absence. They d ire c tly  a llude  to  th e  ja rrin g  cu ltu ra l ju x ta p o s i
tion  the  a rtis t experienced as a youth  between th e  ve rdan t and 
largely Caucasian ne ighborhoods in upsta te  New York w here he 
grew up and th e  m ore in tense ly  urban and A frica n -A m e rica n - 
dom ina ted  su rround ings  o f h is ex tended  fam ily . These works 
also suggest the  beaded -cu rta in  in te rio r design ite m s  popu la r 
when Newkirk was a child. Rather than  providing a s tructu re  th a t 
defines a space while rem ain ing easily perm eable, however, his 
c u rta in s  e ith e r hang im p e n e tra b ly  on the  wall or, o f late, are 
suspended fro m  th e  ce iling  to  fo rm  a re c ta n g u la r space  in to  
which the  viewer is im p lic itly  denied access. The scenes d ep ic t
ed in th e  m ore p ic to r ia lly  driven c u rta in s  rare ly p re se n t a fu ll 
v iew  o f a given landscape, b u t ins tead  fo c u s  in a m ore  fra g 
m e n ta ry  way on th e  to p s  o f trees , te le p h on e  po les  or houses 
-  in essence, all o f th e  ty p ic a lly  overlooked phenom ena  th a t 
none the less  rem a in  im m e d ia te ly  and a ffe c tin g ly  fa m ilia r  to  
anyone who has spen t any t im e  in the  suburbs. Newkirk's w illfu l 
exclus ion  o f scenes th a t provide a m ore es tab lished  sense o f 
place, and his em phasis on im ages devoid o f a hum an elem ent, 
once again d e m o n s tra te  how  a so m e w h a t m e la n c h o lic  to n e  
o f socia l e s tra n g e m e n t and genera l d is a ffe c te d n e ss  w ith  th e  
world pervades a lm o s t every a sp e c t o f his oeuvre -  a tone  
th a t becom es exaggera ted  by h is w orks ' seductive  ta c t i l i ty  
and v isua l beauty.

It is perhaps co m p le te ly  unsu rp ris ing  th a t Newkirk was p ro m 
inen tly  fea tu red  in th e  U ncerta in  S ta te s  o f  A m e rica  e xh ib ition  
th a t opened a t A strup  Fearnley M useum  o f M odern A rt in Oslo 
in 2005  and has been m ak ing  s to p s  a t various  venues around 
the  globe. One cou ld  eas ily  describe  th e  se n s ib ility  w ith  w h ich  
he works as an "unce rta in  s ta te ” and one th a t has m uch  to  do 
w ith his pos ition  as a b lack a r tis t living and working in A m erica  
a t the  dawn o f th e  th ird  m illenn ium . D isenchanted, like m any in 
the  country, w ith  a c u rre n t a d m in is tra tio n  th a t seem s no th ing  
if  n o t cyn ica l (a s e n tim e n t he d ire c tly  exp resses in h is 2 0 0 2  
scu lp tu re  Take W hat You Can, fe a tu r in g  th e  w ords  o f th e  t it le

execu ted  in w h ite  neon], he jo in s  m any  o f his co n te m p o ra rie s  
in represen ting  th e  world in a s tr ik ing ly  b eau tifu l fash ion  laced 
w ith  a sense o f fa tigued  a liena tion . Echoing th e  sad ly  po ignant 
re fra ins  o f bo th  th e  M ahler song c ited  a t th e  beg inn ing  o f th is  
te x t and th e  m ore re cen t c in e m a tic  m o m e n t o f J im  Ja rm usch  
and Taylor Mead, Newkirk com es  to  an uneasy peace w ith  the  
w o rld ’s s h o rtc o m in g s  by de lv ing fu r th e r  in to  th e  so lace  o f h is 
o b je c ts  and im ages  and encou rag ing  us to  do th e  sam e,
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P lastic  pony beads, m ic ro  braids, a lu m inu m  
96 x 96 in.
C o llec tion  o f Dean V alentine

P lastic  pony beads, a r tif ic ia l ha ir 
69 x 83  in.
C o llec tion  o f Eileen Harris N orton, S an ta  M onica

P lastic  pony beads, a r tif ic ia l hair, m e ta l 
96 x 48  in.
C o llec tion  o f The S tud io  M useum  in Harlem ; pu rchase  w ith  
fu n d s  provided by th e  A cq u is itio n  C o m m itte e , 03.3.1

P lastic  pony beads, m ic ro  bra ids, p lex ig lass  
48  x 48  in,
C o llec tion  o f John  H. Friedm an

P lastic  pony beads, a r tif ic ia l hair, m e ta l b racke ts  
91 x 60 in.
C o llec tion  o f th e  a r t is t

P lastic  pony beads, a r tif ic ia l hair, hardware 
7 2 x 7 2  in.
C o llec tion  o f N inah and M ichael Lynne

P lastic  pony beads, a r tif ic ia l hair 
4 5  x 45  in.
C o llec tion  o f M arcia and Leonard E ite lberg

P lastic  pony beads, m ic ro  bra ids, a lu m inu m  
93 x 48  in.
C o llec tion  o f Bryan L ip inski, Dallas

N ickel-plated basketball hoops, a rtific ia l hair, p lastic  pony beads 
120 x 48  x 24 in.
C o llec tion  o f Lois Plehn

Color p h o to co p ie s  and ac ry lic  on paper 
43  x 29 in. fram ed
C ourtesy  th e  a r t is t and The P ro ject, New York

Color p h o to co p ie s  and ac ry lic  on paper 
29 x 43  in. fra m e d  
C o llec tion  o f David A lan Grier

Color p h o to co p ie s  and ac ry lic  on paper 
29 x 43  in. fram ed  
C o llec tion  o f David A lan Grier

Two Ink je t p h o tog raphs  m o un ted  on p lex ig lass  and s in tra  
3D x 30  in. each
C o llec tion  o f The S tud io  M useum  in Harlem ; pu rchase  w ith  
fu n d s  p rovided by th e  A cq u is itio n  C o m m itte e , 01,22.

Neon, ed, o f 10 
2 4 x  22 in,
C ourtesy  th e  a r t is t and The P ro ject, New York

A cry lic , rubber, enam el 
24 x 12 x 4  in.
C ourtesy  th e  a r t is t and The P ro ject, New York

Neon, ed. o f 5 
33 x 24 x 24  in.
C ourtesy  th e  a r t is t and The P ro ject, New York

Wax and p ig m e n t 
D im ens ions  variab le
C ourtesy  th e  a r t is t and The P roject, New York

B aske tba ll hoops, bra ids, beads, enam el 
24 x 19 x 175 in.
C ourtesy  Dennis Scholl

Neon, ed. o f 5 +1 AP 
48  x 60  in.
C ourtesy  th e  a r t is t and The P roject, New York

C -p rin t m o un ted  on p lex ig lass  
40  x 50  in.
C o llec tion  o f E ileen Harris N orton, Santa  M onica



Lam bda p rin t m o un ted  on s in tra  w ith  p lex ig lass  fro n t 
48  x 64  in.
C ourtesy th e  a r t is t and The P roject, New York

C -p rin t m o u n te d  on P lexig las, fra m e d  
30  x 40  in.
C ourtesy  th e  a r t is t and The P roject, New York

Color pho tog raph  m o u n te d  on s in tra  w ith  p lex ig lass  fac ing , 
ed. o f 3 + 2 APs 
5 x 7 In.
C ourtesy the  a r t is t and The P roject, New York

Color pho tog raph  m o u n te d  on s in tra  w ith  p lex ig lass  fac ing , 
ed. o f 3 + 2 APs 
2 4 x  32 in.
C ourtesy th e  a r tis t and The P ro ject, New York

Color pho tog raph  m o u n te d  on s in tra  w ith  p lex ig lass  fac ing , 
ed, o f 3+1 AP 
40  x 7 in.
C ourtesy th e  a r t is t and The P ro ject, New York

Color pho tog raph  m o u n te d  on s in tra  w ith  p lex ig lass  fac ing , 
ed. o f 3+1 AP 
40  x 7 in.
C ourtesy th e  a r tis t and The P ro ject, New York

Color pho tog raph  m o u n te d  on s in tra  w ith  p lex ig lass  fac ing , 
ed. o f 3+1 AP
40  x 7 in.
C ourtesy th e  a r t is t and The P roject, New York

E ncaus tic  on w ood panels, fram ed  
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s lave ry  fo r  th e  gene ra tion  o f p o s t-M in im a l A fr ica n -A m e rica n  
p ra c titio n e rs  who em erged in th e  la te  1980s.

□ o m in ic  M olon is th e  Pam ela A lpe r A ss o c ia te  C ura to r a t the  
M useum  o f C on tem po ra ry  A rt (MCA) in Chicago, w here he has 
o rgan ized e xh ib itio n s  such  as S ym p a th y  fo r  th e  Devil: A r t  and  
Rock a nd  Roll S ince 13B7 (2007), and cura ted  m a jo r exh ib itions 
the work o f W olfgang T illm ans (2006), Paul P fe iffer (2003), Gillian 
W earing (2002) and Sharon Lockha rt (2001). He has also o rga
nized so lo  p ro je c ts  w ith  E ija -L iisa  A h tila  (1999), S teve M c
Queen (1996), P ip ilo tti R ist (1996) and Ja ck  Pierson (1995), and 
is cu rre n tly  o rgan iz ing  e x h ib itio n s  o f Daria M artin  and L iam  
Gillick, M olon has c o n tr ib u te d  to  n um erous  p u b lica tions , in 
c lud ing  A rt Review, V itam in  D: New  P erspectives  on Drawing, 
A rt on  Paper and C o n te m p o ra ry  M agazine, and has lec tu red  
and m od e ra te d  pane ls  in te rna tiona lly .

Deborah W illis  is Chair o f th e  P ho tog raphy & Im ag ing  D epart
m e n t a t th e  T isch  S choo l o f th e  A rts  a t New York U n ivers ity  
and has an a ff ilia te d  a p p o in tm e n t w ith  th e  A fr ica n s  S tud ies  
Program  a t th e  C ollege o f A rts  and S ciences. She was a 2 005  
G uggenhe im  Fellow  and F le tche r Fellow, and a 2 0 0 0  M acAr- 
th u r  Fellow, as well as th e  1996 re c ip ien t o f an A nonym ous  
W as a W om an Award. She has pursued a diverse p ro fess iona l 
ca ree r as an a r t photographer, one o f th e  na tion 's  lead ing  h is 
to r ia n s  o f A fr ica n -A m e rica n  p h o tog raphy  and a c u ra to r o f 
A fr ica n -A m e rica n  cu ltu re . E xh ib itions  o f her w ork inc lude  A 
Sense o f  P lace  (2005) a t th e  Frick Fine A rts  L ib ra ry  a t th e  Uni
ve rs ity  o f P ittsbu rgh ; R egard ing B ea u ty  (2003) a t U n ivers ity  o f 
W iscons in ; E m brac ing  E atonville  (2 0 0 3 -4 ) a t L ig h t W orks in 
Syracuse, New York; and H airS ta ries  (2 0 0 3 -0 4 ) a t th e  S c o tts 
dale C o n te m p o ra ry  A rt M useum  in A rizona. Her cu ra ted  e xh i
b itio n s  inc lude  E ngu lfed  by  K atrina: P ho tog raphs B efore  and  
A fte r  th e  S to rm  (2006) fo r  th e  N a than C u m m in g s  Foundation  
in New York and Im ag in ing  Fam ilies: Im ages  and  Voices and  
R e fle c tion s  in B lack  (1995) a t th e  S m ith so n ia n  In s titu tio n  in 
W ash ing ton , DC.
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Dewey E. A nderson 
J u d ith  and A lex A ngerm an  
M ichelle A ngerm an  
Barbara and Charles A rledge 
Leisa and David A us tin

S hirley M artin  Bacher
B ea trix  and Gardy Barker
Pat Barkley
Ann and Dlin B a rre tt
M ichael and J u d y  Bauer
G eo ffrey  C. B eaum on t
Toni and S teve  B erlinger
Lanie Bernhard
Diane and Kendall B ishop
Suzanne and David Booth
Paul and M axine Brooks
L inda B row nridge and Edward M uivaney
Gay and E rnest B ryan t
B ente  and Gerald E. Buck
J oA nn  and Ron B u s u ttil

Susan and John  Caldwell 
Maureen and R obert C arlson 
Mary and Gus Chabre 
B r it t  and Don Chadw ick
C h a rlo tte  A, C ham berla in  and Paul A. W iese lm ann 
Sara Muller and Dennis C h e rn o ff 
M ary Leigh C herry and Tony de los Reyes 
K itty  C hester
Ellie B la n k fo rt and P eter C lo th ie r 
P at and Ira Cohen 
B arbara Cohn 
Karen R. C onstine 
Francine and Herb Cooper 
Diane and M ichael Cornwell 
Zoe and Don Cosgrove

Beryl Cowley 
Louise Danelian 
K im berly  Davis
M arina F o rs tm ann  Day and Paul J. L ivadary
Hem -Young and D om in ic  de Fazio
Jon  and Laurie Deer
S tephen P. O eitsch
L inda D ickason
Laura Donnelley

Lucille  Epste in

Suzanne Felsen and Kevin Swanson 
Joanne and Beau France 
M errill R. Francis 
J u d y  and K en tF rew ing  
Lisa and J e rry  Friedm an

M arilyn G antm an
R ichard and Eileen Garson
Eve S tee le  and P eter Gelles
Beverly and Bruce G ladstone
Sirje and M ichael Gold
D oro thy  Goldeen
Hom eira  and A rno ld  G oldste in
Donna G ottlieb
LouA nne Greenwald
P at and Gene Hancock
M ary E lizabeth  and Al H ausra th
C lin ton H. Hodges
Niki H o rw itch  and S tephen Berg
R oberta  Baily H untley
Sally and Bill H u rt

G loria and Sonny K am m  
S tephen A, Kanter 
Tobe and Greg Karns
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Nancy and Bernie K a ttle r 
M argery and M aurice Katz 
Suzanne and Ric Kayne 
Teri Kennady 
Je rem y Kidd 
Barbara and V ic to r  Klein 
Charlene and S anford  K ornblum  
Hannah and Russel Kully

Daniel Lara and Carlyn A gu ila r 
Larry  Layne and Sheelagh Boyd 
□awn H o ffm a n  Lee and Harlan Lee 
Ellen and David Lee 
Gadi and Miri Leshem  
S hirley and Philip Levine 
Lydia and Chuck Levy 
Peggy and Bernard Lewak 
B ertram  and Raquel L e w itt 
Penny and Jay  Lusche

Linda P. Maggard
Ann and T hom as M artin
David M ather and Pam B lacher
B arbara Maxwell
Laurie and T hom as M cC arthy
A m anda and Jam es  M cIntyre
V icki and John  Micha, MB
Carolyn and Charles □. M iller
Donna and C lin t Mills
Cindy M iscikow ski and Doug Ring
Joy  and J e rry  Monkarsh
Kay M ortenson and R. ''K e lly ” Kelly
Garna Muller
Ann and Bob Myers

Lois and R ichard N eiter 
Sandra N ichols 
M ary Nord 
Peter N orton

Sarah and Bill Odenkirk 
Cath ie and Oavid P artridge 
Leonard Pate 
Jeanne P atte rson  
Gordanna and S tephen P erlo f 
Phil and Agnes P eters 
R.L. and David A. P eters 
Tom Peters
Bruce Picano and Joseph M orsm an 
Reese Polesky 
A im ee P orte r

Gina Russ P osa lski and Irving Posalski 
Dallas Price-Van Breda and Bob Van Breda

Dr. S tan and L o n e tte  S. R appoport 
Joan B. Rehnborg 
□avid R ichards and G eo ffrey  Tuck 
Ellie Riley 
Lois Rosen
R ichard and Karen Rosenberg

Barbara and A rm in  S a d o ff 
Jud ie  S am pson and R ichard Crane 
Helene and R obert S ch a c te r 
K ath leen  S chae fe r 
M arcia and Dick S chu lm an 
Joanna and Ryan S c o tt 
Je n n ife r  and A n to n  S ege rs trom  
M arjorie  and David Sievers 
Gary and Gilena S im ons 
Carole S lavin 
Pam  S m ith
Kris S o m m e ra n d  R ichard S tevenson 
Penny and Ted S onnensche in  
Laurie S m its  S taude

B etina  Tasende
Laney and T h o m a s  T echentin
Joce lyn  Tetel
Sue Tsao
E linor and Rubin Turner

□onna V accarino  
Carolyn and Bob Volk

Fern and Leon W allace
Ju lie  and S c o tt W ard
Sheila and Bill W asserm an
A ilene and O.J. W atson
K athy W a tt
Bob W eekley
Gloria W erner
Linda and Tod W hite
Mili Ju lia  W ild
Jene M. W itte
Lynn and Larry  W olf
Laura -Lee  and R obert W oods

Sandee Young
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The con ce p t o f the  Fellows o f C on tem pora ry  A rt (FOCA), as 
developed by its  found ing  m e m b e rs  in 1975, is unique. M em 
bersh ip  dues are used to  in it ia te  and s p onso r e xh ib itio n s  fo r  
em erg ing and m id -ca ree r California a rtis ts , publish ou ts tand ing  
p ro fessiona l ca ta lo g u e s  and o th e r d o cu m e n ts , encourage a 
broad range o f exh ib ition  s ites  and provide s tim u la tin g  educa
tiona l experiences fo r th e  m em bers, The in te n t is to  co llaborate 
w ith  th e  a rt c o m m u n ity  a t large and nu rtu re  th e  express ion  o f 
c rea tive  freedom .

Kori N ew kirk: 79 9 7 -2 0 0 7
T he lm a  Golden. C ura to r
The S tud io  M useum  in Flarlem
N ovem ber14 , 2 007 -M arch  9, 2 008

FO C AFellow ships: V in ce n t Fecteau, Evan H o llow ay  
M on ica  M a jo li
A rm o ry  C ente r fo r  th e  A rts , Pasadena 
S ep te m b e r 24 -  D ecem ber 2, 2 0 0 6

Thing
J a m e s  Elaine.
A im ee Chano 
and
C hris topher Miles. C urators  
H am m er M useum , Los A nge les  
February 6 -  June  5, 2 0 0 5

Topograph ies
Karen Moss. C ura to r 
San F rancisco  A rt In s titu te  
March 19 -  May 8, 2 0 0 4

George S tone : P ro b a b ilit ie s  -  A M idca ree r S urvey
Noel Korten. C ura to r
B arnsda ll M un ic ipa l A r t  Gallery, Los A nge les  
S ep te m b e r 9 -  N ovem ber16 , 2 003

LIST

W hiteness, A W ayward C o n s tru c tio n
Tvler S ta llings . C ura to r
Laguna A rt M useum , Laguna Beach
M arch IB  -  Ju ly  6, 2 003

On W anting to  Grow H orns: The L itt le  Theater o f  Tom K nechte l
A nne Avers, C urator
Ben M altz  Gallery, O tis College o f A rt and Design, Los Angeles 
N ovem ber 9, 2 0 0 2  -  February 15, 2 0 0 3

M ich a e l B rew ster: See H ear N o w -  A S on ic  D raw ing  a nd  Five  
A c o u s tic  S cu lp tu re s
Irene Tsatsos. C ura to r
Los A nge les  C o n tem po ra ry  E xh ib itions
February 16 -  A pril 20, 2 0 0 2

F lig h t P a tte rns
Connie Butler, C ura to r
The G effen C o n tem po ra ry  a t M useum  o f C o n tem po ra ry  Art, 
Los A nge les
N ovem ber12 , 2 0 0 0  -  February 11, 2001

B ruce  a nd  N o rm a n  Y onem oto : M em ory, M atter, and  
M odern  R om ance
Karin Hioa. C ura to r
Japanese  A m e rica n  N ationa l M useum , Los A nge les  
J a n u a ry  23 -  Ju ly  4 ,1 9 9 9
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E leanor A n tin
Howard N. Fox. C ura to r
Los A nge les C ounty  M useum  o f A rt
May 23 -  A ug u s t 23 ,1399

A cce ss  A ll A reas
Japanese  A m erican  C u ltu ra l & C o m m u n ity  Center,
Los Angeles
June 6 -  Ju ly  26 ,1998

Scene o f  the  C rim e
Ralph Ruooff. C urator
UCLA a t th e  A rm and  H am m er M useum  o f A rt and C ultura l 
Center, Los A nge les 
Ju ly  22 -  O ctober 5 ,1997

L lyn Fou lkes: B etw een a R ock a nd  a H ard P lace
Marilu Knode, C urator
Laguna A rt M useum , Laguna Beach
O ctober 27,1 9 95 -Janua ry  21,1996

P la n e /S tru c tu re
David Panel. C urator
Otis Gallery, Otis College o f A rt and Design, Los A nge les  
S e p te m b e rlO  -  N ovem ber 5 ,1 9 9 4

Kim  A be les : E ncyc loped ia  Persona,
A F ifteen -Y ear S urvey
Karen Moss, C urator
Santa M onica M useum  o f A rt
S ep tem be r 23 -  D ecem ber 6 ,1993

P roof: Los A nge les  A r t  and  the  P hotograph , 1960-1980
Charles D esm arais. C urator 
Laguna A rt M useum , Laguna Beach 
O ctober 31 ,1992 -Janua ry  17,1993

Fac ing  the  F in ish : S om e R e ce n t C a lifo rn ia  A rt
R obert Rilev 
and
John  Caldwell, C ura to rs
San F rancisco  M useum  o f M odern A rt
S e p te m b e r2 0  -  D e c e m b e r ! 1991

R o land  R eiss: A S eventeen-Y ear S urvey
B e tty  Ann Brown, C ura to r
Los A nge les  M un ic ipa l A rt Gallery
N o v e m b e r1 9 ,1991 -  J a n u a ry  19,1992

L ita  A lb u q u e rq u e : R e fle c tio n s
Henrv Hopkins, C ura to r 
S anta  M onica M useum  o f A rt 
J a n u a ry  19 -  A pril 1 ,199D

The P asadena A rm o ry  S how  1989
lo B l Korten, Buratat
A rm o ry  C enter fo r  th e  A rts , Pasadena
N ovem ber 2 ,1 9 8 9  -  J a n u a ry  31,1990

J u d  F ine
Ronald Dnorato , C ura to r
La Jo lla  M useum  o f C o n tem po ra ry  A rt
A u g u s t1 9  -  O ctober 2 ,1 9 8 8

V aria tions  III: E m erg ing  A r t is ts  in  S ou the rn  C a lifo rn ia
M elinda W ortz. C ura to r
Los A nge les  C o n tem pora ry  E xh ib itions
A pril 2 2 -M a y  31,1987

P erp e tu a l M o tion
B etty  Turnbull, C u ra to r 
S anta  Barbara M useum  o f A rt 
N ovem ber17 ,1987 -  J a n u a ry  24 ,1988
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W illiam  B rice
A nn G oldste in. C ura to r
M useum  o f C on tem po ra ry  A rt, Los A nge les
S e p te m b e r l -  O c to b e rlS , 198B

Paul Wonner: A bstract Realist
George N eubert, C u ra to r
San F rancisco  M useum  o f M odern A rt
O ctober 1 -  N ovem ber 22,1981

S unsh ine a nd  Shadow : R ecen t P a in ting  in  S ou the rn  C a lifo rn ia
Susan Larsen. C ura to r
F isher Gallery, U n ivers ity  o f S ou thern  C alifo rn ia ,
Los Angeles
J a n u a ry1 5  -  February 23 ,1 9 8 5

Jam es Turrell
Ju lia  Brown, C urator
M useum  o f C on tem pora ry  A rt, Los A nge les 
N o ve m b er1 3 ,1985 -  February 9 ,1986

Martha Alf Retrospective
Jos ine  lanco -S ta rre ls . C ura to r 
Los A nge les M un ic ipa l A rt Gallery 
M arch 6 -A p r i l 1 ,1984

Variations II: Seven Los Angeles Painters
C onstance  M allinson, C ura to r
Gallery a t the  Plaza, Security  Pacific  N ational Bank, Los Angeles 
May 8 -  June  3 0 ,1 9 8 3

Changing Trends: Content and Style -  Twelve Southern 
California Painters
R obert S m ith . C urator 
Laguna Beach M useum  o f A rt 
N o ve m b e r1 8 ,1982 -  J a n u a ry  3 ,1 9 8 3

Craig Kauffm an Comprehensive Survey 1957-1980
R obert McDonald. C ura to r
La Jo lla  M useum  o f C on tem pora ry  A rt
March 14 -  May 3,1981

Variations: Five Los Angeles Painters
B ruce H iles 
and
Donald Brewer, C ura to rs
U n ivers ity  A rt Galleries, U n ivers ity  o f S ou thern  C aliforn ia, 
Los A nge les
O ctober 20  -  N ovem ber 2 3 ,1 9 8 0

Vija Celmins: A Survey Exhibition
B e ttv  Turnbull. C ura to r
N ew po rt H arbor A rt M useum , N ew po rt Beach 
D e ce m b e rlS , 1979 -  February 3 ,1 9 8 0

W allace Berman Retrospective
Hal G licksm an, C ura to r
O tis Gallery, O tis College o f A r t  and Design,
Los A nge les
O ctober 24 -  N ovem ber 25,1978

Unstretched Surfaces/Surfaces Libres
Je a n -L u c  B ordeaux.
Je a n -F ra n co is  de C anchy 
and
A lfred  P acquem en t. C ura to rs
Los A nge les  In s titu te  o f C o n tem po ra ry  A rt
N ovem ber 5 -  D e c e m b e r1 6 ,1977

Ed Moses Drawings 1958-1976
Joseph  M asheck. C ura to r
F rederick S. W ig h t A rt Gallery, U n ivers ity  o f Californ ia, 
Los A nge les
Ju ly  13 -  A u g u s t1 5 ,1976
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R aym ond J. McGuire, C hairm an 
Carol S u tton  Lewis, V ice C hairperson 
R eginald Van Lee, T reasurer 
A nne B. Ehrenkranz, S ecre ta ry

Gayle Perkins A tk ins  
J a cq u e lin e  L. B rad ley 
K athryn C. C henau lt 
Gordon J. Davis 
Reginald E. Davis 
Susan Fa les-H ill 
Dr. H enry Lou is  Gates Jr.
Sandra Grym es 
Joyce  K. H aupt 
A rth u r J. H um phrey Jr.
George L. Knox 
N ancy L. Lane 
Dr. M ichae l L. Lom ax 
Tracy M a itland  
Rodney M, M ille r 
E ileen Harris  N orton  
Dr. A m e lia  D gunlesi 
Corine P ettey 
David A. Ross 
Charles A. S ho rte r Jr.
A nn Tenenbaum  
John  T. T hom pson  
M ichael W ins ton

Hon. Kate D. Levin, Ex-Offico, C om m iss ioner o f Cultural A ffa irs, 
C ity  o f New York

Karen A. Phillips, E x-O ffic io , R epresen ta tive  fo r  Hon. M ichael 
B loom berg, Mayor, C ity  o f New York
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Niger Akoni, S ecu rity  O ffice r 
Shannon Ali, V is ito r and S ecu rity  S erv ices M anager 
Anaya Armstead, S ecurity  O ffice r 
Ayhan Aydinalp, M useum  S tore Sales A ssoc ia te  
Tim otheus Ballard, A ctin g  B u ild ing S uperv iso r 
Marc Bernier, Head P repara to r 
Naomi Beckwith, A ss o c ia te  C ura to r 
Kalia Brooks, Public P rogram s C oord ina to r 
Robert K. Brown, M em bersh ip  A s s o c ia te /A s so c ia te  

D atabase A d m in is tra to r  
Kenneth Bryant, S ecu rity  O ffice r
Romi Crawford, C ura to r and D irec to r o f M useum  E duca tion  

and Public P rogram s 
Carmelo Cruz, Finance M anager 
Leevancleef Duplessis, C ustod ian  
Ali Evans, Public R e la tions  M anager and E ditor 
Jam ie Glover, M useum  S tore M anager 
Thelm a Golden, D irec to r and C h ie f C urator 
Nola Grant, S ecu rity  S uperv iso r 
Lea K. Green, D irec to r o f Specia l P ro jects  
Elizabeth Gwinn, E xecutive  A s s is ta n t to  the  D irecto r 
Lauren Haynes, C uratoria l A s s is ta n t 
Tiffany Hu, Public R e la tions C oord ina to r 
Leslie Hewitt, A rtis t- in -R e s id e n ce  2 0 0 7 -0 8  
Fitzroy Jam es, S ecu rity  O ffice r 
Paul Jam es, S ecu rity  O ffice r
□ennell Jones, H um an R esou rces /E xecu tive  A s s is ta n t
Christine Y. Kim, A sso c ia te  C ura to r
Carol Martin, E ducation  and Public  P rogram s A s s is ta n t
Rebecca Matalon, E ducation  and Public  P rogram s A s s is ta n t
Sheila McDaniel, Deputy D irector, A dm in is tra tio n  and F inance
Jonathan McLean, C ustod ian
Nisette Oyola, M useum  S tore  S ales A sso c ia te
Terry Parker, S ecu rity  S uperv isor
Jane Penn, A ssocia te  Deve lopm ent Director, Ins titu tiona l
Giving
Reynold RiBoul, S ecu rity  O ffice r
Lisa Ann Richardson, S ecu rity  O ffice r
Tanea Richardson, A rtis t- in -R e s id e n ce  2 0 0 7 -0 8
Norris Robinson, S ecu rity  O ffice r
Josefina Rojas, S ecu rity  O ffice r
Khalid Sabree, Fire S a fe ty  D irec to r
□eirdre Scott, D irec to r o f Technology

Shanta Scott, S chool and Fam ily  P rogram s C oord ina to r 
Leonard Smalls, S ecu rity  and D eputy  Fire S a fe ty  O ffice r 
Jovan C. Speller, D eve lopm en t A s s is ta n t 
Vivienne Valentine, Manager, G rants and C orporate  R ela tions 
Ronisha Washington, S ecu rity  O ffice r 
Russell Watson, Expand ing  th e  W a lls /Y ou th  P rogram s 

C oord ina to r 
Teddy Webb, S ecu rity  O ffice r 
Michael W illiams, S ec u rity  O ffice r 
Ayeshah Wiltshire, M anager o f M useum  E duca tion  and 

Public P rogram s 
J. Saya Woolfalk, A rtis t- in -R e s id e n ce  2 0 0 7 -0 8  
Susan Wright, Specia l Events M anager 
Trisha Young, S ecu rity  O ffice r






