
His protean ³Assembl\,´ at the Park AYenue Armor\, bridges art, technolog\, performance,
Zorkshops ² and offers an A.I. Being Zho Zill teach \ou hoZ to Yogue.

One of Rashaad NeZsome¶s greatest contributions to contemporar\ art has been to highlight
and champion Yogueing ² a st\li]ed form of dance inYented b\ pioneers of Black and trans
culture Zhose ideas haYe gone mainstream in America.

Vogueing runs like a thread throughout ³Assembl\,´ NeZsome¶s grand, opulent and smart
e[hibition at the Park AYenue Armor\. The project goes light \ears be\ond his formal fora\s into
Yogue, ZeaYing together a Yideo installation, collages, sculptures, an hourlong performance Zith
dance and singers; and a Zorkshop conducted b\ Being, a cloud-based artificial intelligence that
NeZsome designed. ³Assembl\´ is a rich sensor\ e[perience, as Zell as a springboard for
rethinking the roots of American culture.

But first, Yogue. The dance originated in the ballroom competitions of Harlem in the 1960s
through the 1980s held b\ the Black and Latino L.G.B.T. communit\. Vogueing entered the



Zhite mainstream after the release of Madonna¶s hit song ³Vogue´ (1990) and ³Paris Is Burning´
(1990), a documentar\ b\ Jennie LiYingston, Zhich remains a complicated and controYersial
document. The late bell hooks ² NeZsome¶s primar\ inspiration ² Zrote that ³Paris Is Burning´
Zas ³both progressiYe and reactionar\´ since it shoZcased Black men¶s ³obsession Zith an
ideali]ed, fetishi]ed Yision of femininit\ that is Zhite.´

NeZsome, Zho Zas born in NeZ Orleans and Zorks betZeen Brookl\n and Oakland, Calif.,
touches on man\ of these issues, Zhile simultaneousl\ seducing \ou Zith kaleidoscopic images,
operatic sound and technological tricker\. Entering the enormous Drill Hall, \ou¶re enYeloped
b\ shifting images of performers Yogueing against celestial backgrounds. In the center is a
30-foot-tall hologram, ³Wrapped, Tied & Tangled,´ Zhich alternates Zith images that include
Being, a nonbinar\ figure Zith a head based on a Pho mask from the ChokZe peoples of Congo
(NeZsome has said he chose this because it seemed most close to the true origins of abstraction
in art) and a bod\ that feels like a cross betZeen a lu[uriousl\ Zood-Yeneered robot, a
glamorous supermodel and a bab\ giraffe just finding its legs.

Robert ³Silk´ Mason in an ³Assembl\´ performance. Video b\ Mohamed Sadek

Projected against the back Zall are giant, abstract images based on computer-generated fractals
² patterns created Zith repeating shapes ² Zhich NeZsome calls ³diasporic fractals.´ The artist
draZs here from the mathematician Ron Eglash¶s book ³African Fractals: Modern Computing
and Indigenous Design´ (1999), Zhich describes hoZ fractals are at the heart of African design,
from the la\out of Ba-ila Yillages in Southern Zambia and Mokoulek in Cameroon to the designs
on te[tiles and the ro\al insignia of tribal chieftains. More significant for NeZsome, African
fractals Zere imported to Europe in the 12th centur\, entering the field of mathematics and



ultimatel\ computer science. Eglash argues that ³eYer\ digital circuit in the Zorld started in
Africa.´

Around the corner from the digital installation is an e[hibition of NeZsome¶s gloss\ collages
made from photographs of West African sculpture, fabrics, dreadlocks, coZrie shells, Zigs, gold
teeth and fireballs, all in glittering 19th-centur\ Dutch-st\le frames. The collages recall the
aesthetics of Dada, another professed NeZsome touchstone, as Zell as Romare Bearden and
Wangechi Mutu. The\ are mounted on baroque photographic Zallpaper featuring sparkling
jeZels, and the Yin\l flooring has a similar pattern e[cept that the flooring has close-up pictures
of teeth Zith gold and diamond grills. ³Ferragamo on food stamps,´ one of the performers
describes this aesthetic.

The eYening performance is a laYish, bombastic affair. (Held in a 350-seat theater installed in
Armor\, the eYent requires a separate ticket.) The rappers Ms. Boogie, Trannilish and Bella Bags
started the eYening, joined b\ gospel singers. Musicians represented a global palette of sounds:
the Japanese samisen, African djembe and Congo drums, harp, sa[ophone, accordion and
Yiolin. The soprano Brittan\ Logan Zas a standout, as Zas the moment Zhen the choir sang the
theme song to the PBS educational teleYision shoZ ³Reading RainboZ´ (Zhich starred LeVar
Burton, noZ a cult hero), nodding to ballroom culture, in Zhich ³reading´ is a form of creatiYe,
piquant critique.



Dancers in baroque-patterned leotards Yogued and performed some staid
modern-ballet-inspired sequences. A soliloqu\ b\ the poet Da]ip Rustin Grego-S\kes proYided a
sharp spike at the center of the performance. With Shakespearean grandeur, he proclaimed, ³a
Black faggot is a fractal.´

The ne[t da\ I Zent back for an hourlong ³decoloni]ation Zorkshop´ Zhich, despite the
aesthetic oYerload of the da\ before, Zas probabl\ the best part. Led on a screen b\ the sZeet,
sass\ and a bit goof\ Being, Ze learned a sequence of fiYe moYes from Vogue Fem, the
contemporar\ iteration of Yogueing. ³Make sure those Zrists sta\ limp!´ Being coached us at one
point, pla\full\ appropriating an old pejoratiYe for ga\ men.

Then Ze broke into groups to discuss the folloZing questions: ³HoZ does the capitalist,
imperialist, Zhite supremacist patriarch\ affect and oppress \ou? What¶s one simple action \ou
can take toda\ to start liberating \ourself from that oppression?´ In m\ Zorkshop the most
popular ansZer to the second question pertained less to race and more to the effects of digital
capitalism: less looking at screens and checking email.

Throughout ³Assembl\,´ NeZsome teases the lines betZeen sincerit\, archness and coded
critique. You¶re not sure Zhether to laugh or cr\ or organi]e a protest. You¶re in a giant former
militar\ facilit\ on Park AYenue, not in a Harlem ballroom ² and that¶s a significant part of the
complicated, sometimes contradictor\ e[perience. (One of m\ Zorkshop classmates pointed out
as Ze Zere discussing our oppression under the
capitalist-imperialist-Zhite-supremacist-patriarch\, that ³Assembl\´ is sponsored b\ Meta, the
parent compan\ of Facebook.)

The hologram ³Wrapped, Tied & Tangled,´ (center). Video b\ Mohamed Sadek



So hoZ does ³Assembl\´ address the questions it raises? NeZsome cleYerl\ nods to his
³complicit\´ (the accusation people throZ at radical art Zhen it¶s mounted in places like the Park
AYenue Armor\) in a Yariet\ of forms. But his Zork also firml\ points out hoZ Black and
African-diasporan culture are at the heart of man\ things in our surrounding Zorld.

In the same Za\ that fractals Zere transported through African design to Europe and eYentuall\
into the field of computer science, American culture has been shaped b\ the language of the ball
circuit and its groundbreaking approach to gender (but often Zithout receiYing credit).

³Keep \our ancestors at \our core,´ \ou hear throughout ³Assembl\.´ At the beginning of the
performance, a slide shoZ of images pa\s tribute to some recent ancestors: Black trans Zomen
either murdered or lost to suicide. Black L.G.B.T., Ze are reminded frequentl\ ² like Marsha P.
Johnson, the actiYist ² liYe an authentic life against enormous odds, and some die for it.

³Assembl\´ also offers some tools for liYing in the contemporar\ Zorld ² man\ of Zhich oYerlap
Zith recoYer\, self-help and Zellness communities. There are plentiful tips and affirmations,
some deriYed from the Zisdom of Black queer and ballroom culture. For Zellness, for starters,
³haYe some chamomile tea; skip the Zine.´

Robert ³Silk´ Mason, Isaiah HarYe\ and Stanle\ GloYer in an ³Assembl\´ performance. Video b\
Mohamed Sadek

As for Being, Zhat seemed like a gimmick in man\ Za\s turned out to be, for me, profound.
Based on the African griot, a stor\teller, historian, artist and healer, Being sometimes felt like an
Oracle. At others times, Being felt like an undergraduate Zho¶s taken an introductor\ class on



critical race or gender theor\: The\ sa\ ³capitalist, imperialist, Zhite supremacist patriarch\´ so
often it starts to sound, unfortunatel\, like a platitude.

HoZeYer, the structure of the Zorkshop led b\ Being Zorked beautifull\. Being is gracious and
humble, reminding us seYeral times that the\ Zere onl\ 2 \ears old and needed our input to gain
more knoZledge. During a Q. and A. portion of the Zorkshop, one Zoman queried the A.I.,
³HoZ do \ou feel?´ Being thought for a moment and said, ³curious.´

³Assembl\´ Zisel\ argues that education is the piYot point in a societ\ that is ailing and changing
at record speed. The radical proposal is that A.I. beings can help us ² not because the\ are Yastl\
intelligent but because the\ are infinitel\ teachable. Being set a poZerful e[ample b\ admitting
ignorance, asking for help, and encouraging nonjudgmental dialogue in the Zorkshop. As the
cheerful and patient A.I. kept sa\ing about their limited but eYolYing knoZledge, ³I¶m learning,
I¶m learning.´



B\ Daniel Culpan

Ma\ 2022

For ³Assembl\,´ Rashaad NeZsome boldl\ transformed the Park AYenue Armor\ into a
multisensor\ Yideo game-cum-tZent\-first-centur\ reboot of Paris Is Burning.With the shoZ¶s
title nodding toZard a collectiYe politics of radical reimagination, the caYernous Wade
Thompson Drill Hall became the stage set for a pair of Yideos that immersed the YieZer.
Screened simultaneousl\ across the Zalls of the 55,000-square-foot space, these Zorks cascaded
and pulsed, creating a fluid and h\pnotic procession of brash shapes and bodies in motion.

In Cornrow, 2022, a dancer²his bright \elloZ hair matching his outfit²Yogues against a
tZinkling intergalactic background. Pioneered b\ Black and Latin[ queer communities in 1980s



Harlem ballrooms (and serYed up for a neZ generation in the 2018±21 teleYision series Pose),
Yoguing Zas just one of man\ st\li]ed forms of protest featured in the e[hibition. For
Atmosphere of a Dream 1, 2022, riYers of luminous color corkscreZed across a far Zall, Zhile
other figures sZerYed from the facade of a building that shiYered, crumbled, and reformed itself
like VR architecture. Hard-edge forms shimmered like diamonds, Zhile a lone dancer Zas
beamed high into the middle of the floor, as if duckZalking in outer space. If the music Yideo for
Madonna¶s 1990 hit single ³Vogue´ had been directed b\ H\pe Williams, this might haYe been
the result.

Be\ond the main room, seYeral of NeZsome¶s digital-print collages hung upon a jeZeled
Zallpaper that looked as if it Zere ripped straight from a Cartier catalogue: a high-end h\mn to
lu[ur\. These pieces are fascinating man\-la\ered portraits of bodies in transition. Take
Stabili]er, 2020, in Zhich a muscled torso segues into triball\ tattooed flesh, as a head
composed of Zraithlike hands frames a luscious red mouth. In another, Formation of Attention,
2021, a chic c\borg stands in profile, admiring its nails like a model from a ¶50s cigarette ad. The
frames for these glittering, ornate Zorks become stages for these transgressiYe figures,
embod\ing the ³opulence´ both Yaunted and satiri]ed (³You oZn eYer\thing!´) b\ ballroom
culture¶s subYersiYe spectacle. This parod\ of capitalist e[cess is undoubtedl\ more plangent
Zhen Zitnessed on Park AYenue.

Indeed, NeZsome is a sharp-e\ed reader of surfaces²flesh, language, fashion²and the means
b\ Zhich the\ are both consuming and consumed. Tearing aZa\ theMatrix-like Yeil of fi[ed
identities and concrete ideologies, he finds something real beneath the artifice: an uncann\
beaut\ that refuses to be made insipidl\ prett\ to fit sociall\ acceptable forms. Thee Variant,
2022, is a coldl\ se[\, unnerYing mannequin that¶s both genderless (combining a painted breast
Zith a bulging leather codpiece) and a paean to Black femmeness, flaunting acr\lic nails and
stilettos sharp enough to draZ blood. This Zork pa\s homage to a radical feminist credo that
underpins the shoZ, linking ancient transgender shamanism Zith Donna HaraZa\¶s
human/machine h\brids. Another bod\, Ansista, 2019, is fro]en mid-dip on a plinth, Louboutin
heel raised to the gods.

The centerpiece of the presentation Zas unquestionabl\ Being, 2019±22: a giant AI presiding
oYer the auditorium, Zhich Zas also the site of eYening dance performances throughout the run.
Part griot (an oral historian and poet in West African tradition) and part sharp-tongued queen
reading the room, the nonbinar\ aYatar appears like a deit\ projected from the future. With a
face resembling a carYed African mask, slickl\ choreographed bod\ language (all Zrist flicks and
sZish\ hips), and narcoti]ed speech patterns, the AI referred to the artist as their ³father,´
recalling the self-created kinship netZorks of ball culture.

Being led a series of Zorkshops, including lessons on hoZ to Yogue, critical-theor\ interYentions
inspired b\ thinkers such as Paulo Freire and bell hooks, and Q&A sessions in Zhich audience
members Zere asked to reflect on hoZ the\ could help undo the ³capitalist, imperialist,
Zhite-supremacist patriarch\.´ (HoZeYer, the articulate entit\ became tongue-tied Zhen one
participant declared them ³quite beautiful.´) S\nthesi]ing heaY\Zeight theor\ Zith



h\per-seductiYe imager\, ³Assembl\´ felt like an anarchic rall\ing cr\ for an embodied politics
Zhere thinking and becoming are one. The categor\ is Liberation.



RaVhaad NeZVRPe
FRUW MaVRQ CeQWeU fRU AUWV & CXlWXUe
2 MaUiQa BRXleYaUd SFAI MaiQ GalleU\, PieU 2
JaQXaU\ 10, 2020 - FebUXaU\ 23, 2020
B\ TheadRUa WalVh

A bURcade cRYeUV Whe galleU\ flRRU aQd ZallV iQ RaVhaad NeZVRPe¶V e[hibiWiRQ ³TR Be Real.´ IWV
deVigQ iV a cRllage Rf bejeZeled flRZeUV, gRld chaiQV, aQd PRXWhV, all ZiWh liSV SaUWed aQd WeeWh
baUed WR VhRZ Rff eTXall\ bejeZeled gUillV. AW Whe VhRZ¶V ceQWeU iV AQViVWa (all ZRUkV ciWed, 2019), a
h\bUid beiQg, caXghW Pid-YRgXe diS, fRUPed fURP a QRQbiQaU\ WRUVR, a ChRkZe PhR PaVk, Whe legV Rf



a Ve[ dRll, acU\lic QailV, aQd SZaURYVki cU\VWalV. BeiQg, a geQdeUleVV chaWbRW ZiWh AQViVWa¶V face,
aZaiWV YiViWRUV iQ a QeaUb\ WheaWeU. AlWhRXgh BeiQg ZaV WaXghW WR VSeak WhURXgh Whe ZUiWiQgV Rf bell
hRRkV, Michel FRXcaXlW, aQd RWheUV, Whe chaWbRW iV deVSRQdeQW. ViViWRUV¶ SleaVaQWUieV (³HellR, BeiQg´
aQd ³HRZ aUe \RX, BeiQg?´) aUe RfWeQ PeW ZiWh fRUlRUQ VhUXgV.

A ke\ WR NeZVRPe¶V VWUaWeg\ Rf aVVePblage PighW be lRcaWed iQ aQRWheU ShilRVRSheU¶V We[W, FUaQ]
FaQRQ¶V Black SkiQ, WhiWe MaVkV, Zhich deVcUibeV diValieQaWiRQ, a SURceVV WhaW eQableV black
SeRSle WR RYeUcRPe WheiU RbjecWificaWiRQ XQdeU Whe ZhiWe ga]e b\ XQleaUQiQg QaUUaWiYeV Rf
cRlRQi]aWiRQ: ³Sealed iQWR WhaW cUXVhiQg RbjecWhRRd . . . I bXUVW aSaUW. NRZ Whe fUagPeQWV haYe beeQ
SXW WRgeWheU agaiQ b\ aQRWheU Velf.´ NeZVRPe e[SlRUeV Whe UecRQVWUXcWiRQ Rf diVaVVePbled ideQWiWieV
iQ Velf-SRVVeVVed aQd jR\RXV cRllageV, SaUWicXlaUl\ IW DR Take NeUYe 2, Zhich SRUWUa\V WZR black
figXUeV, ZRYeQ WRgeWheU fURP ShRWRgUaShV, caXghW beWZeeQ ePbUace aQd cRlliViRQ. The SicWXUe¶V
backgURXQd iV SaiQWed VilYeU, aQd caPRXflaged black chaiQV (Pade Rf UeViQ) VQake aURXQd Whe ZRUk¶V
cXVWRP fUaPe, VXggeVWiQg bRWh decRUaWiRQ aQd bRQdage. YeW Whe black bRdieV VeeP WRR YibUaQW, WRR
iQ PRWiRQ, WR be cRQWaiQed; Whe\ SRS RXW fURP WheiU UeflecWiYe backdURS, becRPiQg alPRVW hRlRgUaShic.



ART
ThiV AUWiVW IV UViQg BallURRP WR DecRlRQi]e OXU IPagiQaWiRQV

AlRQgVide fRXU RWheU e[hibiWiRQV iQ a VeUieV called Black Magic, RaVhaad NeZVRPe iV UeiPagiQiQg
ballURRP aV fiQe aUW, aQd cUeaWiQg SRZeUfXl ZRUk WhaW celebUaWeV black beaXW\ aQd UeVilieQce.

BY ELYSSA GOODMAN
NRYePbeU 25, 2019

³I lRYe heaUiQg SeRSle RUdeU Black Magic!´ Whe aUWiVW RaVhaad NeZVRPe Va\V.

IW¶V a SaWXUda\ QighW, aQd a cURZd iV VlRZl\ filliQg Whe IcebR[ PURjecW SSace, aQ e[SeUiPeQWal aUWV
YeQXe QeVWled iQVide PhiladelShia¶V CUaQe AUWV bXildiQg. He¶V UefeUUiQg WR a WhePed cRckWail beiQg
VeUYed aW The ChaPSiRQ AUW Ball, a ball he¶V WhURZiQg WRQighW aQd Whe fifWh SURgUaP iQ hiV Black
Magic VeUieV Rf SeUfRUPaQceV aQd aUW e[hibiWiRQV. TRgeWheU, Whe SieceV UeflecW RQ BlackQeVV, ageQc\,
aQd Whe RQgRiQg UelaWiRQVhiS beWZeeQ RSSUeVViRQ aQd iQWeUVecWiRQal ideQWiWieV.

SSliW beWZeeQ YeQXeV iQ NeZ YRUk aQd PhiladelShia, Black Magic iV a PXlWidiVciSliQaU\ e[SeUieQce
iQclXdiQg ³TR Be Real,´ aQ e[hibiWiRQ Rf cRllage, VcXlSWXUe, aQd aUWificial iQWelligeQce aW Whe
PhiladelShia PhRWR AUWV CeQWeU (PPAC); a YideR iQVWallaWiRQ aW NeZ YRUk LiYe AUWV¶ FRUd FRXQdaWiRQ
LiYe GalleU\; a SeUfRUPaQce Rf NeZVRPe¶V FIVE, aQ RQgRiQg PXlWiPedia VWXd\ Rf YRgXiQg iQ
abVWUacWiRQ, iQ bRWh NeZ YRUk aQd PhiladelShia; aQd WRQighW¶V eYeQW, The ChaPSiRQ AUW Ball, deUiYed



fURP HaUleP¶V ball VceQe. ³Black Magic Ueall\ caPe fURP Pe WhiQkiQg abRXW hRZ I cRXld cUeaWe
VRPeWhiQg akiQ WR Whe SRZeU, beaXW\, aQd UeVilieQce Rf black SeRSle iQ Whe U.S.,´ NeZVRPe WellV Pe
RQ Whe ShRQe eaUlieU iQ Whe Zeek. ³IW¶V aQ aWWePSW WR Pake YiVible RU eYeQ WU\ WR libeUaWe Whe SRZeU
ePbedded iQ RXU PRdeV Rf cUeaWiYe e[SUeVViRQ.´

WiWh The ChaPSiRQ AUW Ball, a UeiPagiQed YeUViRQ Rf hiV aQQXal KiQg Rf AUPV AUW Ball, caWegRUieV aUe
baVed RQ Whe liYeV aQd ZRUk Rf legeQdaU\ black LGBTQ+ aUWiVWV like MickaleQe ThRPaV, ZaQele
MXhRli, MaUlRQ RiggV, Bill T. JRQeV, aQd NeZVRPe hiPVelf. AV ePbedded QRZ iQ ballURRP aV
NeZVRPe haV becRPe, he VWill WhiQkV abRXW iW cUiWicall\, hRSiQg WR UePRYe fURP iW ZhaW he callV a
fRcXV RQ Whe geQdeU biQaU\ (Uead: caWegRUieV like µbXWch TXeeQ,¶ µfePPe TXeeQ,¶ aQd VR RQ) aQd aQ
allegiaQce WR caSiWaliVP (he PeQWiRQV PaQ\ hRXVeV aUe QaPed afWeU a ZhiWe EXURSeaQ faVhiRQ
deVigQeU). IQVWead, NeZVRPe aVkV SaUWiciSaQWV WR fRcXV RQ WheiU RZQ cUeaWiYiW\. ³A big SaUW Rf Black
Magic iV WhiQkiQg abRXW Whe Za\V WhaW Ze haYe QRW RQl\ cRlRQi]ed RXU PiQdV, bXW RXU iPagiQaWiRQV,´
he Va\V. ³OQe WhiQg I¶P WU\iQg WR cRPPXQicaWe ZiWh WhiV SURjecW iV, hRZ dR Ze decRlRQi]e RXU
iPagiQaWiRQV? HRZ dR Ze XVe WheP iQ Whe VeUYice Rf RXU RZQ ZellbeiQg RU aV a fRUP Rf UeViVWaQce?´

AccRUdiQgl\, eYeU\ caWegRU\ iQ The ChaPSiRQ AUW Ball iV OTA, RU RSeQ WR all aQd QRQ-geQdeUed. The\
haYe QaPeV like ³DR I LRRk Like A µLad\,¶ MickaleQe ThRPaV EffecWV´ ZheUe SaUWiciSaQWV aUe ³jXdged
RQ WheiU abiliW\ WR Zalk ZiWh a lRRk iQVSiUed b\ ZRPeQ iQ Whe aUWZRUk Rf MickaleQe ThRPaV.´ AfURV,
lRQg ZeaYeV, aQd blRZRXWV aUe Whe RUdeU Rf Whe da\ ² ³BUT ABSOLUTELY NO BLONDES!´
PaUWiciSaQWV aUe jXdged b\ UeVSecWed PePbeUV Rf Whe ball aQd aUW cRPPXQiWieV, iQclXdiQg UeQRZQed
chRUeRgUaSheU Bill T. JRQeV, fRXQdeU aQd cUeaWiYe diUecWRU Rf LeV BalleW AfUik OPaUi Mi]Uahi, aV Zell
aV EUica KaQe LaQYiQ, LegeQdaU\ MRWheU Rf Whe HRXVe Rf LaQYiQ; JaceQ PURdig\, OYeUall MRWheU Rf
Whe HRXVe Rf PURdig\, aQd DaZQ EbRQ\, LegeQdaU\ MRWheU Rf Whe HRXVe Rf EbRQ\, aPRQg RWheUV.

³Black Magic iV Ueall\ lRRkiQg aW hRZ all Rf WheVe WhiQgV aUe beiQg cUeaWed b\ black fRlk aQd beiQg
glRball\ celebUaWed, bXW Whe\¶Ue beiQg cUeaWed XQdeU VXch haUVh cRQdiWiRQV,´ NeZVRPe Va\V. ³I¶P
WhiQkiQg abRXW, hRZ dReV RQe QaYigaWe WhiV kiQd Rf WRUQadR Rf WUaXPa aQd PaiQWaiQ VRPe VeQVe Rf
VaQiW\ aQd cUeaWe beaXW\ iQ Whe SURceVV? WhaW iV WhaW WhiQg WhaW cRPSelV RQe WR dR WhaW RU VXVWaiQV



RQe [aV Whe\ dR]?´ ThaW, fRU NeZVRPe, iV black Pagic, VRPeWhiQg he Va\V he¶V beeQ WU\iQg WR
YiVXali]e iQ hiV eQWiUe caUeeU aV aQ aUWiVW.

While NeZVRPe ZaV VWXd\iQg aUW hiVWRU\ aW TXlaQe UQiYeUViW\, aUWiVWV Rf cRlRU ZeUe XQfRUWXQaWel\ aQd
SalSabl\ abVeQW fURP Whe cXUUicXlXP. ³IW ZaV defiQiWel\ a bliQd VSRW aQd VR iW ZaV VRPeWhiQg WhaW
Qeeded WR be filled. IW Pade Pe feel a biW iQYiVible,´ NeZVRPe Va\V. He UeVSRQded b\ cUeaWiQg Whe
kiQd Rf ZRUk he ZaQWed WR Vee, ZRUk WhaW ceQWeUV QRW jXVW BlackQeVV, bXW TXeeUQeVV, aQd iQ kiQd eYeQ
QaPed hiV 2016 e[hibiWiRQ aW The SWXdiR MXVeXP iQ HaUleP ³ThiV iV WhaW I WaQW WR See.´ ³RaWheU
WhaQ cRPSlaiQiQg abRXW iW QRW e[iVWiQg, Whe gUeaW WhiQg abRXW Whe iPagiQaWiRQ iV WhaW \RX caQ iPagiQe
ZhaW \RX ZaQW WR be aQd cUeaWe iW,´ he Va\V.

³OQe WhiQg I¶P WU\iQg WR cRPPXQicaWe ZiWh WhiV SURjecW iV, hRZ dR Ze decRlRQi]e RXU iPagiQaWiRQV?
HRZ dR Ze XVe WheP iQ Whe VeUYice Rf RXU RZQ ZellbeiQg RU aV a fRUP Rf UeViVWaQce?´

USWRZQ NeZ YRUk¶V ballURRP VceQe haV VeUYed aV aQ RQgRiQg PXVe fRU NeZVRPe¶V aUWiVWic SUacWice.
While NeZVRPe hiPVelf iV RUigiQall\ fURP NeZ OUleaQV, ZheUe he Va\V Whe ball VceQe iV PiQiPal iQ
cRPSaUiVRQ, he ZaV fiUVW iQWURdXced WR YRgXiQg WheUe aQd becaPe eQaPRUed ZiWh iW aV a daQce fRUP.
He WheQ VaZ PaUiV iV BXUQiQg, PRYed WR NeZ YRUk, aQd ZaV iQWURdXced WR ballURRP iQ Whe ciW\ b\ a
fUieQd Zhile liYiQg iQ aQ all black, TXeeU cRllecWiYe called DXPba. VRgXiQg becaPe aQ acWiYe SaUW Rf
NeZVRPe¶V ZRUk iQ 2008, aQd he haV beeQ ZRUkiQg ZiWh Whe cRPPXQiW\ eYeU ViQce. ³I ZaV Ueall\
faVciQaWed ZiWh YRgXiQg, bXW I felW like iW ZaV VRPeWhiQg WhaW ZaV cR-RSWed VR eaUl\ iQ iWV cUeaWiRQ, like
VR PXch black cXlWXUal SURdXcWiRQ,´ he Va\V. He Pade YideR iQVWallaWiRQV ValXWiQg Whe fRUP ZiWh
Sha\Qe OliYeU, laWeU Whe deVigQeU Rf HRRd b\ AiU aQd HelPXW LaQg faPe, Zhich NeZVRPe e[hibiWed
aW Whe 2010 WhiWQe\ BieQQial, alRQg ZiWh aQ eaUl\ iWeUaWiRQ Rf FIVE.

NeZVRPe¶V ZRUk ViQce WheQ, aV befRUe, cRQWiQXeV WR XVe a PXlWiWXde Rf fRUPV WR SURdXce ZhaW he
callV ³cRXQWeU-hegePRQic´ ZRUkV iQVSiUed b\ cRllage aQd iPSURYiVaWiRQ, SXVhiQg agaiQVW W\Sical
aUWiVWic QaUUaWiYeV. He alVR hRSeV WR deceQWUali]e ZhiWeQeVV iQ hiV ZRUk, Zhich had fRU WRR lRQg
dRPiQaWed cXlWXUal diVcRXUVe iQ aQd RXW Rf Whe aUW ZRUld. ³I¶P VSeakiQg WR Whe cRPPXQiW\, QRW WU\iQg WR
deVcUibe WhiQgV fRU WhiV flaQeXU ZhR¶V lRRkiQg RYeU Whe VhRXldeU Rf Whe SeRSle WhaW I¶P acWXall\ WalkiQg
WR,´ NeZVRPe Va\V. ³YRX ZaQW SeRSle WR cRQQecW WR Whe ZRUk aQd cRPe iQWR iW, aQd RQe cRXld aUgXe
WhaW iQ dRiQg WhaW \RX liPiW Whe Ueach Rf Whe ZRUk, bXW I acWXall\ ZRXld SXVh agaiQVW WhaW becaXVe I feel
like aQRWheU Za\ Rf dealiQg ZiWh Whe SURblePV Rf ZhiWeQeVV iV fRUciQg SeRSle WR SXW iW aVide.´ ThiV
allRZV fRU a PRUe QXaQced e[SeUieQce Rf Whe ZRUld, a Za\ WR Vee WhaW dReVQ¶W iQYRlYe a QaUUaWiYe
fURP Zhich VR PaQ\ ZeUe acWiYel\ e[clXded. IW alVR allRZV, NeZVRPe hRSeV, fRU a libeUaWiRQ Rf Whe
PiQd.



NeZVRPe¶V ZRUk bUiQgV ballURRP iQWR Whe cRQWePSRUaU\ aUW VSace, fURP ZheUe iW had fRU WRR lRQg
beeQ e[clXded. While iW haV becRPe a SaUW Rf a PRUe PaiQVWUeaP cXlWXUal QaUUaWiYe iQ Whe laVW feZ
\eaUV ZiWh belRYed VhRZV like PRVe, ballURRP had alZa\V beeQ iPSRUWaQW WR Whe cRPPXQiWieV iW caPe
fURP. IW ZaV QeYeU a fad WheUe, aQd iW haV alZa\V beeQ aQ aUW fRUP. DaZQ EbRQ\, LegeQdaU\ MRWheU
Rf Whe HRXVe Rf EbRQ\, iV a fUeTXeQW cRllabRUaWRU Rf NeZVRPe¶V aQd lRYeV VeeiQg Whe Za\ he
celebUaWeV Whe fRUP. ³I caQ¶W VSeak eQRXgh Rf hRZ he¶V cUeaWed WhiV ZhRle QeZ geQUe Rf ballURRP
RXWVide Rf ballURRP, iQfXViQg aQd helSiQg aUWiVWV iQ diffeUeQW VSecWUXPV cRPe WRgeWheU WR XQdeUVWaQd
Whe fRUP Rf YRgXe iQ iWV eQWiUeW\ aV aUW,´ Vhe Va\V, aQd belieYeV hiV ZRUk caQ iQVSiUe WhRVe ZhR¶Ye
QeYeU beeQ WR a ball WR gR Vee acWXal SeUfRUPaQceV. ³He iV Whe bUidge Qeeded WR clRVe Whe gaS.´



OQ TXeVda\ QighW, NRYePbeU 7Wh, PXlWi-Pedia aUWiVW RaVhaad NeZVRPe XQYeiled Whe fUXiWV Rf hiV
AUWiVWV SWXdiR UeVideQc\ aW The PaUk AYeQXe AUPRU\ iQ back WR back SUeVeQWaWiRQV Rf hiV VWUiSSed
dRZQ aQd \eW PRVW ePRWiRQall\ eYRcaWiYe SeUfRUPaQce VeUieV \eW: RXQQiQg. TakiQg Slace iQVide Whe
QeZl\ UeVWRUed VeWeUaQV RRRP, ³a PRQXPeQW Rf laWe 19Wh-ceQWXU\ decRUaWiYe aUWV´ WhaW cRPbiQeV
PXlWi-eWhQic aUchiWecWXUal iQflXeQceV SXlliQg fURP GUeek, MRUeVTXe, Eg\SWiaQ, JaSaQeVe aQd CelWic
WUadiWiRQV, NeZVRPe¶V SeUfRUPaQce-WhRXgh WhePaWicall\ Uich ZiWh BaSWiVW AfUicaQ APeUicaQ GRVSel
elePeQWV ZUaSSed XS iQ a cleaU cRPPeQWaU\ RQ Whe V\VWePic RSSUeVViRQ, VXffRcaWiRQ, aQd
eliPiQaWiRQ Rf black bRdieV (fURP MLK WR TUa\YRQ MaUWiQ)-RXQQiQg ZaV aQ aSSURSUiaWel\ QRQYeUbal,
gRUgeRXVl\ gXW-ZUeQchiQg laPeQW fRU Whe ZRUld UighW QRZ.



³RXQQiQg´ SUeVXPabl\ haV PaQ\, bXW aW leaVW WZR cleaU cRQQRWaWiRQV. The fiUVW PRVW likel\ aSSlieV WR
Whe ja]]\, SReWic, Gil ScRWW HeURQ VeQVe Rf Whe ZRUd, WhaW beiQg: ³BecaXVe I alZa\V feel like
UXQQiQg/NRW aZa\, becaXVe WheUe iV QR VXch Slace/BecaXVe if WheUe ZaV I ZRXld haYe fRXQd iW b\
QRZ/BecaXVe iW¶V eaVieU WR UXQ/EaVieU WhaQ VWa\iQg aQd fiQdiQg RXW \RX¶Ue Whe RQl\ RQe/WhR didQ¶W
UXQ,´ aQd VR RQ. IQ VhRUW, ³The SWUXggle´ aQd Whe eQdXUiQg hXVWle WhaW cRPeV ZiWh iW. AlPRVW billiRQaiUe
UaSSeU aQd PRgXl Ja\-Z hiW Whe Qail RQ Whe head SUeWW\ UeceQWl\ iQ a ViPilaU caSaciW\ ZiWh ³The SWRU\
Rf O.J.´

The RWheU, PRUe liWeUall\, aSSlieV WR Whe PXVical PeliVPa, RU ³YRcal g\PQaVWicV´ WhaW JeQQifeU HXdVRQ,
MaUiah CaUe\, SWeYie WRQdeU, WhiWQe\ HXVWRQ, aQd SeUhaSV eYeQ a \RXQg ChUiVWiQa AgXileUa (ZhR
faPRXVl\ iQYiWed SaURd\) SRSXlaUi]ed iQ PRS PXVic. APeUicaQ IdRl cRQWeVWaQWV aUe QRWRUiRXV fRU
bXWcheUiQg WheVe YRcal ³UXQV´ RU ePbelliVhPeQWV, RfWeQ deliYeUed iQ UaSid-fiUe SiYRWV Rf aVceQdiQg aQd
deVceQdiQg QRWeV.

LXckil\ NeZVRPe¶V cRQWacWV UXQ deeS; QRW jXVW WhURXgh Whe cRQWePSRUaU\ aUW ZRUld (NeZVRPe
cXUUeQWl\ haV a VhRZ aW ChelVea¶V De BXck GalleU\, ReclaiPiQg OXU TiPe) RU Whe BK-WR-HaUleP
YRgXe ballURRP VceQe-WhRXgh he bUiQgV Whe WZR cRPPXQiWieV WRgeWheU PRUe VXcceVVfXll\ WhaQ
aQ\RQe RQ EaUWh-bXW alVR Whe ZRUld Rf PXVic. NeZVRPe haV SUeYiRXVl\ cRllabRUaWed ZiWh SRlaQge,
A$AP MRb aQd A TUibe Called QXeVW, WR QaPe jXVW a feZ. FRU RXQQiQg, NeZVRPe eliciWed Whe
Sh\VicaliW\, \eV, bXW eVSeciall\ Whe iPSUeVViYe YRcal WaleQWV Rf K\URQ El, AaURQ MaUcellXV aQd DeYiQ
Michael, ZhR SURYided Whe WUiaQgXlaU backbRQe fRU WhiV PiQiPal aQd \eW cRVPicall\ PaVViYe
e[SeUieQce.

WheUe NeZVRPe haV SUeYiRXVl\ Pade hiV RXWZaUd SUeVeQce kQRZQ iQ hiV RWheU PXVic aQd daQce
SeUfRUPaQceV, like ³Shade CRPSRViWiRQV´ RU ³FiYe,´ he adRSWed a PRUe PhaQWRP Rf Whe OSeUa VW\le
abVeQWee DJ aSSURach WhiV WiPe aURXQd. MRUe iPSRUWaQWl\, he VhifWed Whe cRQWe[W aURXQd Whe WeUP



³MaeVWUR´ fURP WhaW Rf a WUadiWiRQal chRiU RU RUcheVWUa cRQdXcWRU WR WhaW Rf a VeaVRQed ShaPaQ. Make
QR PiVWake; RXQQiQg PighW haYe beeQ Whe PRVW SRZeUfXl VecXlaU VhaPaQic ceUePRQ\ WR iQhabiW Whe
NeZ YRUk CiW\ cRQWePSRUaU\ aUW ZRUld iQ WhiV ZUiWeU¶V PRdeVW \eW cRQVideUable caUeeU.

TR VeW Whe VWage fXUWheU: aXdieQce PePbeUV-afWeU diVSeQViQg ZiWh WheiU jackeWV aQd XPbUellaV RQ a
cRld, UaiQ\, XQfRUgiYiQg eaUl\ NRYePbeU QighW-ZeUe bliQdfRlded aQd led b\ Whe haQd iQWR Whe VeWeUaQV
RRRP b\ gUaciRXV if QRW VRPeZhaW PiliWaQW AUPRU\ ePSlR\eeV. ThiV iV YeU\ PXch iQ liQe ZiWh UeceQW
PaUk AYeQXe AUPRU\ WUadiWiRQ, PRUe VSecificall\ MaUiQa AbURPRYic¶V iQViVWeQce WhaW Whe aXdieQce
lRck XS WheiU ShRQeV, ke\V aQd RWheU digiWal eShePeUa befRUe ZiWQeVViQg GRldbeUg, heU VXbWle (alVR
abVeQWee) 2015 cRllabRUaWiRQ ZiWh Whe SURdigiRXV \RXQg iQWeUQaWiRQal SiaQiVW IgRU LeYiW. WheUe
MaUiQa dePaQded Whe aXdieQce ViW fRU a half hRXU iQ QRiVe-caQcelliQg headShRQeV WR beWWeU UePRYe
Whe PeWaShRUical QRiVe Rf Whe eUUaWic, RYeUZhelPiQg RXWVide ZRUld, NeZVRPe WRRk aZa\ RXU VighW
aQd SeUhaSV all Whe VRciR-SRliWical SUejXdice aQd geQeUal diVWUacWiRQV WhaW cRPe ZiWh iW. AV aQ aVide,
aQRWheU bliQdfRlded aXdieQce PePbeU ViWWiQg Qe[W WR Pe aVked, ³WhR aP I ViWWiQg Qe[W WR?´ IW UaQg
ZiWh Whe VaPe Qeed\, affecWed WRQe RYeUheaUd aW a faVhiRQ Zeek UXQZa\ VhRZ. I didQ¶W UeSl\. He
gUXPbled. Did iW PaWWeU?

AfWeU 15 PiQXWeV Pa\be, NeZVRPe¶V UecRgQi]abl\ YelYeW\ YRice caPe RYeU Whe PA: ³PleaVe UePRYe
\RXU bliQdfRldV.´ We did aV Ze ZeUe WRld. The URRP ZaV SiWch black; Whe cRllecWiYe VilhRXeWWe Rf Whe
aXdieQce VeePed WR be ViWWiQg iQ Whe URXQd, RU aW leaVW iQ a VTXaUe lRRkiQg iQZaUd fURP Whe URRP¶V
SeUiPeWeU. TheQ, aQRWheU PiQXWe RU WZR Rf daUkQeVV befRUe a beaW kicked iQ-VRPeWhiQg QeZ fURP
NeZVRPe. TheUe ZaV a WZiWch\, WUaS, ballURRP elePeQW WR Whe bUeak, VSlaVhed ZiWh a VWUaQge AfUicaQ
flXWe RU hRUQ Pa\be.



TheQ VXddeQl\, a Ued (MageQWa) lighW caVcaded dRZQ RQ DeYiQ Michael aQd he VWaUWed WR UXQ. The
lighW ZeQW RXW. The beaW ZeQW RQ. TheQ a UecRUdiQg: a cliS Rf Whe l\QchiQg Rf aQ iQQRceQW PaQ fURP
JRhQ SiQgleWRQ¶V 1997 filP RRVeZRRd. TheQ a \ellRZ (GRld) lighW fell RQ AaURQ MaUcellXV aQd he
VWaUWed WR UXQ. The beaW iQWeQVified. WaV WhaW JRhQ F. KeQQed\¶V addUeVV RQ ciYil UighWV fURP 1963?
The lighW ZeQW RXW. A gUeeQ (ATXaWic/FRUUeVW) lighW fell RQ Whe fRUPidable K\URQ El, ZhR UaQ aQd UaQ
haUd. VeU\ PXch iQ XQifRUP ZiWh Whe afRUePeQWiRQed ViQgeUV, El ZRUe a QRQ-deVcUiSW black chRiU
gRZQ.

TR be cleaU, each ViQgeU¶V YRice ZaV aV XQiTXel\ flaYRUfXl aV Whe lighW WhaW fell XSRQ WheP-gUeeQ,
\ellRZ, Ued-all cRlRUV WhaW ideQWif\ UaWheU delibeUaWel\ ZiWh AfUicaQ aQd CaUibbeaQ flagV. ThaW beiQg
Vaid, K\URQ El¶V UaQge VSaQQed aW leaVW WhUee RcWaYeV aQd ZRXld cRQViVWeQWl\ VeQd chillV WhURXghRXW
P\ bRd\. WaV WhaW WalWeU CURQkiWe¶V UeSRUW RQ MLK¶V aVVaVViQaWiRQ bUeakiQg WhURXgh? MRUe UXQQiQg.
I ZaV becRPiQg WUaQVfi[ed b\ Whe YRcaliVWV¶ flXid haQd geVWXUeV, VSiUiWXall\ WeWheUed WR WheiU YRice like
PaUiRQeWWe VWUiQgV.

The beaW ZaV becRPiQg h\SQRWicall\ eQWUaQciQg aW WhiV SRiQW. I fRXQd P\Velf QRddiQg aQd VZa\iQg
like aQ RUWhRdR[ JeZ iQ TePSle: ³All Rf P\ liPbV Vhall SURclaiP: WhR iV like YRX«´ WheQ Ze SUaiVe
G-d, Ze dR VR ZiWh all Rf RXU beiQg: Whe PiQd, heaUW, aQd PRXWh e[SUeVV Whe SUa\eU WhURXgh VSeech,
aQd Whe UeVW Rf Whe bRd\ dReV VR b\ PRYiQg. EYeU\ fibeU Rf RXU Velf iV iQYRlYed iQ cRQQecWiQg WR RXU
CUeaWRU.´ KiQg DaYid (PValPV 35:10).

³ThiV beaW iV liW aV hell,´ I UePePbeU a faU aZa\ YRice Va\iQg aV I VhRRk like a SXSSeW. NeZVRPe had
Pe. I had leW gR Rf P\ cUiWical QeR-cRUWe[ aQd leW Whe hiSSRcaPSXV Wake RYeU. SRRQ, all UaWiRQal
WhRXghW ZaV giYiQg Za\ WR VRPeWhiQg SXUe, UaZ, aQd ePRWiRQal. All P\ jXQk ZaV bXbbliQg RXW Rf Pe,
like Qe[W-da\ WeeQage YRdka VZeaW. WaV WhaW MalcRlP X dURSSiQg kQRZledge aW hiV RZQ e[SeQVe?
The beaW WXUQed XS aQd flRZed iQWR MLK¶V laVW, faWefXl VSeech RQ ASUil 3Ud, 1968. WhaW ZaV WhiV
WhiQg? IV WhaW L.B.J.? The beaW WXUQed XS. MRUe UXQQiQg, UXQQiQg, UXQQiQg«



Wh\ ZaV I becRPiQg VR ePRWiRQal? Wh\ did I feel like I ZaV (flaVh) back iQ Whe SiWch-black
ceUePRQial PalRca iQ Whe heaUW Rf Whe APa]RQ, Zhile GUaQdPRWheU flRZed WhURXgh P\ YeiQV alRQg
ZiWh Whe IcaURV Rf P\ fellRZ iQWeUQaWiRQal aQd PeUXYiaQ h\SeUVSace WUaYeleUV? TheVe ³UXQV´ ZeUe
IcaURV fRU a cRQcUeWe jXQgle, fRU aQ iUUaWiRQal, iQe[Slicable ciYili]aWiRQ WhaW QRZ VhUXgV Rff Zeekl\, QRZ
alPRVW dail\ VeQVeleVV VhRRWiQgV aQd RWheU iQVXlWV WR hXPaQiW\.

WeUe WhRVe FUed HaPSWRQ¶V UeYRlXWiRQaU\ ZRUdV iQ P\ YeiQV WRR? Wh\ aP I VRbbiQg like a daPQ
bab\? I¶P a gURZQ aVV PaQ! GRRd WhiQg I didQ¶W Well P\ QRV\ QeighbRU ZhR I ZaV. DeYiQ MaUcellXV
ZaV back, baWhed iQ gRld aQd UagiQg like Whe ghRVW Rf MaUYiQ Ga\e ViQgiQg a eXlRg\ WR B.B. KiQg aQd
PhilaQdR CaVWile. DeYiQ Michael ZaV VcUeaPiQg Black LiYeV MaWWeU; QRW ZiWh ZRUdV, PiQd \RX, bXW
ZiWh VWUeaPiQg, VcaW-ja]]\ iQWRQaWiRQV aV if he ZeUe Whe lRYe child Rf AUeWha FUaQkliQ aQd JaPeV
BURZQ. WaV WhaW GeRUge ZiPPeUPaQ¶V VRciRSaWhic, bXllVhiW ShRQe call WR FlRUida SRlice? IV WhaW Whe
NYPD aggUeVViYel\, QR, QeedleVVl\ haUaVViQg EUic GaUQeU? YeV aQd fRU ZhaW? WhaW iV ZURQg ZiWh
SeRSle? Wh\ caQ¶W Ze dR beWWeU? Wh\ dRQ¶W SeRSle geW iW? WhaW kiQd Rf flXWe iV WhaW? G-d daPQ,
K\URQ El iV killiQg Pe, killiQg Pe, killiQg Pe«



IQeYiWabl\, Whe ViQgeUV¶ YRiceV PeUged ZiWh Whe chaRV aQd cacRShRQ\ Rf Whe LA UiRWV. The lighWV
flickeUed ViPXlWaQeRXVl\ aV Whe beaW caPe WR a cUeVceQdR. The gUeeQ, gRld, aQd Ued ZeUe Pi[iQg iQWR
a Uich, SaiQWeUl\ bURZQ. The iQWeUcXW aXdiR UecRUdiQgV cUaVhed ZiWh NeZVRPe¶V VcRUe, a UiYeU Rf VWaWic
aQd ePRWiRQal WXUPRil, eYeU-flRZiQg iQ a YiRleQW, h\SeU-lRRS feYeU SiWch. The lighWV caPe back XS.
HRZ PXch WiPe had gRQe b\? RaVhaad ePeUged, QR, PaQifeVWed. The aXdieQce cheeUed. MaQ\
VWRRd aQd aSSlaXded; SeUhaSV RWheUV didQ¶W haYe Whe VWUeQgWh WR UiVe. I ZiSed aZa\ Whe WeaUV aQd
TXieWl\ bXW VhaPeleVVl\ bleZ P\ QRVe iQWR P\ bliQdfRld (VRUU\ UaQdRP, XQlXck\ 9SP aXdieQce
PePbeU).

AV Whe aXdieQce WUickled RXW iQ Whe ZaUP, diP lighW, I cRllecWed P\Velf aQd ³VaW ZiWh iW´ iQ a
SRVW-PediWaWiYe WUaQce, aV NeZVRPe had UecRPPeQded I dR WhURXghRXW P\ ZakiQg life URXghl\ a
\eaU eaUlieU iQ SW. CURi[. I VWaUed aW Whe QeZl\ UeYealed CelWic gRld leaf deWailiQg RQ Whe ceQWXU\-SlXV
Rld ceiliQg, Zhich Pade Whe VeWeUaQV RRRP lRRk like VRPe aQcieQW VikiQg Meade Hall. ThRXgh
RXQQiQg ZaV ceUWaiQl\ a deWailed e[SlRUaWiRQ Rf Whe WURXbleVRPe e[SeUieQce Rf black VRXlV iQ
APeUica, WhiV SeUfRUPaQce ZaV WUXl\ XQiYeUVal, WiPel\, ViPSl\ geQiXV/iQgeQiRXVl\ ViPSle; NeZVRPe¶V
PRVW ZRUldl\, glRball\ iQclXViYe, acceVVible Siece WR daWe. IW ZaV heaY\ aV hell, bXW \RX ZeUe eYeU iQ
Whe haQdV Rf a PaVWeU aUWiVW, a ZRUWh\, VeaVRQed ShaPaQ. ThaW beaW, WhaW XQideQWifiable flXWe, BRbb\
KeQQed\, MalcRlP X aQd WheiU eYeQ PRUe glaUiQg abVeQce, Whe\ all liQgeUed iQ P\ VXbcRQVciRXV,
WhRXgh Whe PA had lRQg beeQ WXUQed Rff. The\¶Ue VWill WheUe. SWill heUe.

AV Whe PiliWaQW, VhXffliQg, W\Se-A AUPRU\ ePSlR\eeV cUeSW XS WR kick P\ lRiWeUiQg aVV RXW, Gil ScRWW¶V
decidedl\ iPPRUWal ZRUdV caPe back WR Pe: ³BecaXVe UXQQiQg Zill be Whe Za\ \RXU life aQd PiQe/Will
be deVcUibed/AV iQ ³Whe lRQg UXQ´/OU aV iQ haYiQg giYeQ VRPeRQe a ³UXQ fRU hiV PRQe\´/OU aV iQ
³UXQQiQg RXW Rf WiPe´/BecaXVe UXQQiQg PakeV Pe lRRk like eYeU\RQe elVe/ThRXgh I hRSe WheUe Zill
QeYeU be caXVe fRU WhaW/BecaXVe I Zill be UXQQiQg iQ Whe RWheU diUecWiRQ/NRW UXQQiQg fRU
cRYeU/BecaXVe if I kQeZ ZheUe cRYeU ZaV/I ZRXld VWa\ WheUe aQd QeYeU haYe WR UXQ fRU iW/NRW UXQQiQg



fRU P\ life/BecaXVe I haYe WR be UXQQiQg fRU VRPeWhiQg Rf PRUe YalXe/TR be UXQQiQg aQd QRW iQ
feaU/BecaXVe Whe WhiQg I feaU caQQRW be eVcaSed/ElXded, aYRided, hiddeQ fURP, SURWecWed fURP,
gRWWeQ aZa\ fURP/NRW ZiWhRXW VhRZiQg Whe feaU aV I Vee iW QRZ/BecaXVe clRVeU, cleaUeU, QR ViU,
QeaUeU/BecaXVe Rf \RX aQd becaXVe Rf WhaW Qice/ThaW \RX TXieWl\, TXickl\ be caXViQg/AQd becaXVe
\RX¶Ue gRiQg WR Vee Pe UXQ VRRQ/AQd becaXVe \RX¶Ue gRiQg WR kQRZ Zh\ I¶P UXQQiQg WheQ/YRX¶ll
kQRZ WheQ/BecaXVe I¶P QRW gRiQg WR Well \RX QRZ.´



RaVhaad NeZVRPe ReceQWeUV BlackQeVV iQ AUW HiVWRU\
IQ VcXlSWXUe aQd cRllage, NeZVRPe e[SlRUeV ageQc\, fePiQiVP, aQd ZhaW Ze WhiQk Ze¶Ue lRRkiQg aW.
Laila PedUR NRYePbeU 7, 2017

RaVhaad NeZVRPe ZRUkV iQ YideR, daQce, SeUfRUPaQce, cRPSXWeU SURgUaPPiQg, aQd cRllage,
aPRQg RWheU PediXPV. He iV a VRShiVWicaWed, caQQ\ iQWeUSUeWeU Rf Whe cRPSle[iW\ Rf VXUfaceV, cRlRUV,
aQd iPageV, VSecificall\ Rf hRZ Whe\ aUe WUaQVfRUPed ZheQ aSSlied WR bRdieV, aQd hRZ Whe\ UeflecW
aQd UefUacW d\QaPicV Rf SRZeU, Uace, aQd geQdeU. The ZRUk iV cRQViVWeQWl\ UeZaUdiQg RQ aQ
iQWellecWXal leYel; if I caQ SRiQW WR a XQif\iQg fRUPal TXaliW\ WhaW aSSeaUV agaiQ aQd agaiQ fRU Pe, iW¶V
Whe kiQeWic, ePbRdied Za\ NeZVRPe haV gUaSSled ZiWh hiV ideaV. The WhURXgh liQe NeZVRPe iV
e[SlRUiQg QRZ iV PRUe cRQceSWXal: he iV iQYeVWigaWiQg Whe idea Rf ageQc\, Zhich he callV, iQ
VaWiVf\iQgl\ bRdil\ WeUPV, Whe ³cRQQecWiYe WiVVXe´ Rf hiV aUW.

BecaXVe PRYePeQW haV beeQ VXch a fRUce iQ dUaZiQg Pe iQWR NeZVRPe¶V ZRUk, hiV laWeVW e[hibiWiRQ,
ReclaiPiQg OXU TiPe, aW De BXck GalleU\, ZaV challeQgiQg aQd UeYelaWRU\ iQ iWV VWillQeVV. HeUe,
NeZVRPe haV diVSla\ed a VeUieV Rf cRllaged SRUWUaiWV Zhich he deVcUibeV aV XViQg heUaldU\ (³aQ
iPage Pade Rf iPageV,´ he Va\V) WR e[SlRUe hXPaQ ageQc\. The SURjecW, Zhich begaQ ZiWh hiV 2016



e[hibiWiRQ aW Whe galleU\, STOP PLAYING IN MY FACE!, SUeVeQWV a WUick\ SURSRViWiRQ: iW XVeV iPageV
WR cRPSRVe RWheU iPageV WhaW Veek, b\ calliQg aWWeQWiRQ WR ZhaW Whe\ hide, WR UeYeal XQcRPfRUWable
WUXWhV abRXW hRZ Ze lRRk aQd Vee. AQd NeZVRPe dReV QRW cXW aQ\ cRQceSWXal cRUQeUV: he iV dealiQg
ZiWh fUaXghW hiVWRUical iQWeUacWiRQV, QRWabl\ Whe eaUl\ 20Wh-ceQWXU\ aYaQW-gaUde¶V abVRUSWiRQ Rf AfUicaQ
aQd OceaQic fRUPV, aQd Ue-aSSURSUiaWeV VRPe Rf WheiU PRVW YiVible VigQifieUV aV PeaW aQd PaWeUial.

The cRllageV, PaWWed iQ black aQd Uichl\ la\eUed, UeVePble cRQYeQWiRQall\ cRPSRVed SRUWUaiWV Rf
fePiQiQe figXUeV. IW¶V QeceVVaU\ WR aSSURach WheP YeU\ clRVel\ WR Vee hRZ Whe\ aUe PeWicXlRXVl\
RUgaQi]ed fURP fUagPeQWV Rf RWheU RbjecWV aQd figXUeV, each ZiWh iWV RZQ QaUUaWiYe baggage. IQ ³Yaa´
(2017), Whe la\eUV Rf bURcaded VkiUWV aQd SeWWicRaWV aQd a YRlXPiQRXV haiU VW\le VXggeVW VRPeWhiQg
Rf 18Wh-ceQWXU\ FUaQce. ClRVeU iQVSecWiRQ, hRZeYeU, belieV WhiV fiUVW RSWical iPSUeVViRQ: Whe legV VeeP
WR be fURP a WeVW AfUicaQ VWaWXe; Whe haiU lRRkV WR be fURP a UXQZa\ VhRZ (Vleek, CaXcaViaQ,
glRVVed iQWR a cRXWXUe ³AfUicaQ´ VW\le); aQd Whe MaUie-AQWRiQeWWe-VW\le faQ (cR\l\ hidiQg Whe WRUVR) iQ
WUXWh aSSeaUV WR be a UeSXUSRVed aQd SUeciVel\ Slaced iQWeUiRU ShRWRgUaSh Rf a ReQaiVVaQce RU
BaURTXe ceiliQg, cRPSleWe ZiWh aQ RcXlXV.

The deWail Rf Whe ³faQ´ geWV aW Whe di]]\iQg cRUe Rf NeZVRPe¶V UeSUeVeQWaWiRQal aQd iQWeUSUeWiYe ZRUk.
NeZVRPe WalkV diUecWl\ abRXW CXbiVP aV RQe Rf Whe iPSeWXVeV behiQd Whe VhRZ; heUe Ze caQ
diVceUQ a SXUUealiVW geVWXUe, Whe decRQWe[WXali]ed iPage Pade WR lRRk, TXiWe QaWXUall\, like ZhaW iW¶V
QRW. AW Whe VaPe WiPe, iQ liWeUall\ UeSUeVeQWiQg AfUicaQ fRUPV, iW deQXdeV ZhaW SXUUealiVP, alRQg ZiWh
CXbiVP, VRXghW WR hide eYeQ aV iW feWiVhi]ed iW, aQd la\V baUe Whe aSSURSUiaWiRQ. FXUWheU, NeZVRPe
WakeV RQ Whe Whe VliSSeUiQeVV beWZeeQ Whe VXbWle, eYRcaWiYe Za\V WhaW SXUUealiVP XVed iQVcUXWabiliW\
aV aQ aUWiVWic geVWXUe, aQd Whe RbYiRXV, delibeUaWe Za\ iW aSSURSUiaWed ZRUk b\ aUWiVWV VeeQ aV ³RWheU.´
He abVRUbV WhiV SaUadR[ iQWR hiV RZQ le[icRQ, aQd WheUe iV SRZeU aQd ageQc\ iQ UePakiQg WheVe
iPageV accRUdiQg WR Whe lRgic Rf hiV RZQ hiVWRU\ aQd VeQVibiliW\. WheQ I VXggeVW, iQ diVcXVViQg Whe
Za\ hiV ZRUk dealV ZiWh Whe P\VWeUiRXV aQd Whe hiddeQ, WhaW QRQe Rf Whe figXUeV haYe acWXal faceV



(all aUe eiWheU PaVked RU faciQg aZa\ fURP Whe YieZeU), NeZVRPe RbjecWV: ³The PaVkV aUe faceV.´
SRPe ZRUkV bleQd We[WileV fURP diffeUeQW geRgUaShic UegiRQV WUadiWiRQall\ liQked WR diffeUeQW geQdeUV,
Ue-eQYiViRQiQg iPagiQed bRXQdaU\ liQeV.

VieZeUV caQ cRQQecW WR Whe bRdieV iQ Whe fUaPeV b\ ViWWiQg RQ a QXPbeU Rf VcXlSWed VWRRlV, Zhich
ZeUe fabUicaWed iQ cRllabRUaWiRQ ZiWh a BUa]iliaQ fiUP aQd baVed RQ hiVWRUical WeVW AfUicaQ deVigQ
VW\leV. B\ iQYiWiQg XV WR ViWXaWe RXU bRdieV, aV iW ZeUe, iQ aQ AfUicaQ fUaPe, NeZVRPe XQdeUVcRUeV Whe
VigQificaQce Rf UecRQfigXUiQg RXU YaQWage SRiQWV.



ReclaiPiQg RXU TiPe, Rf cRXUVe, UefeUeQceV Whe YiUal YideR Rf CalifRUQia cRQgUeVVZRPaQ Ma[iQe
WaWeUV UefXViQg WR Sla\ alRQg ZiWh TUeaVXU\ SecUeWaU\ SWeYe MQXchiQ¶V YiYidl\ haP-fiVWed aWWePSW WR
VideVWeS heU TXeVWiRQiQg. WaWeUV haV ViQce aUgXabl\ becRPe a SRS-cXlWXUe icRQ iQ heU RZQ UighW (Whe
WaVhiQgWRQ PRVW called heU Whe ³UeigQiQg PePe TXeeQ Rf Whe TUXPS adPiQiVWUaWiRQ´). IQ WhiV VeQVe,
heU kiQVhiS ZiWh NeZVRPe¶V SURjecW ² SRS cXlWXUal bXW SRliWicall\ aVWXWe ² iV cleaU. FXUWheU, b\
VWakiQg heU claiP WR Whe UXleV Rf Whe V\VWeP, UeclaiPiQg Whe WiPe SURcedXUall\ allRWWed WR heU WR aVk
TXeVWiRQV, WaWeUV WRXched RQ VeYeUal QeUYeV: ZeaUiQeVV ZiWh SRliWical Vlea]e, ceUWaiQl\, bXW alVR a
Qeed WR Vee WhiQgV aV Whe\ aUe aQd QRW aV Whe\ aUe SUeVeQWed, aQd a UefXVal WR acceSW ZhaW \RX¶Ue
e[SecWed WR acceSW. IQ WhiV Za\, Whe ShUaVe XQlRckV Whe ageQc\ NeZVRPe¶V figXUeV cRQWaiQ. HiV
cRQceUQ iV SaUWl\ ZiWh UeclaiPiQg ³RXU WiPe,´ Rf cRXUVe, iQ Whe VeQVe Rf aQ AfUicaQ APeUicaQ aUWiVW
UeclaiPiQg aQd Ue-YalRUi]iQg Whe aUWZRUkV Pade b\ black SeRSle aQd lRQg SUeVeQW iQ WeVWeUQ aUW
Zhile PiQiPi]ed iQ iWV aUW hiVWRU\. BXW iQ cUeaWiQg WheVe hiVWRUicall\ aQd YiVXall\ cRPSRViWe figXUeV,
NeZVRPe iV alVR UeclaiPiQg WiPe PRUe bURadl\, eQacWiQg a UighW WR PaUkiQg, UeZRUkiQg, aQd
cRUUecWiQg Whe RPiVViRQV Rf Whe SaVW iQ Whe SUeVeQW.

ReclaiPiQg RXU TiPe cRQWiQXeV aW De BXck GalleU\ WhURXgh (545 WeVW 23Ud SW, ChelVea, MaQhaWWaQ)
DecePbeU 9.
RaVhaad NeZVRPe Zill debXW a QeZ SeUfRUPaQce Siece, ³RXQQiQg,´ aW Whe PaUk AYeQXe AUPRU\ (643
PaUk AYeQXe, USSeU EaVW Vide, MaQhaWWaQ) aW 7 SP WRQighW.

OQ WedQeVda\, NRYePbeU 8, aW 6SP NeZVRPe Zill be iQ cRQYeUVaWiRQ ZiWh EPPaQXel IdXPa,
cR-cXUaWRU Rf Whe NigeUiaQ PaYiliRQ aW Whe 2017 VeQice BieQQale, aW De BXck GalleU\.



RaVhaad NeZVRPe¶V VideR AUW RecRUdV aQd AUchiYeV Black BRdieV iQ MRWiRQ
b\ JENNA WORTHAM

ASUil 20, 2016

A VWill fURm NeZVRme¶V IcRn (2014)
COURTESY THE ARTIST AND DE BUCK GALLERY, NEW YORK

The black iQflXeQce RQ SRSXlaU cXlWXUe iV aV SeUYaViYe aV eYeU. Take, fRU iQVWaQce, Whe elabRUaWe
chRUeRgUaSh\ iQ JXVWiQ BiebeU¶V ³SRUU\´ YideR, Zhich bRUURZV fURP claVVic JaPaicaQ daQcehall
PRYeV; Whe bUighWl\ cRlRUed ZigV ZRUQ b\ K\lie JeQQeU aQd Whe Whick, cRUQURZed bUaidV WhaW heU RldeU
ViVWeU KiP KaUdaVhiaQ likeV WR ZeaU; Whe XVe Rf VlaQg like ³bae´ aQd ³ZRke´; Whe claS-haQdV ePRji.
While VXch adRSWiRQV (RU PRUe e[SliciWl\, cR-RSWiRQV) PighW SUeVXPe aQ iQWUiQVic aSSUeciaWiRQ, WheiU
RUigiQV aUe UaUel\, if eYeU, ackQRZledged. MaiQVWUeaP Pedia RfWeQ RQl\ RbfXVcaWe Whe iVVXe: WheQ
Whe PRdel Blac Ch\Qa ZaV ShRWRgUaShed iQ BaQWX kQRWV ² aQ AfUicaQ VW\le ZRUQ b\ black ZRPeQ
aURXQd Whe glRbe fRU ceQWXUieV ² PeRSle Paga]iQe aWWUibXWed Whe lRRk WR Whe IcelaQdic SRS
SheQRPeQRQ Bj|Uk. TheVe hiVWRUical UeZUiWeV, aV iQQRcXRXV aV Whe\ PighW VeeP, aUe daQgeURXV.



IW cRXld be WePSWiQg WR diVPiVV WheVe PiVaSSUeheQViRQV aV VRPe kiQd Rf diYiQe bRXQdaU\-cURVViQg, a
hiQW Rf a XWRSiaQ fXWXUe iQ Zhich all cXlWXUeV blXU WRgeWheU, SURcUeaWe, PXWaWe. OU WR ViPSl\ call WheP
RYeUVighWV, dXWifXll\ aWWachiQg Whe SURSeU aWWUibXWiRQ afWeU Whe facW. BXW WR dR VR ZRXld be WR Vell WheVe
WUadiWiRQV VhRUW. A black RU AfUicaQ haiUVW\le ² RU a VRXQd, RU Whe CaUibbeaQ-ceQWUic VWeSV Rf a daQce
PRYe ² iV QRW jXVW a cUeaWiYe cXUiR: IW haV hiVWRUical ZeighW, Whe UePQaQWV Rf a VSiUiW Rf cRllabRUaWiRQ
bRUQ RXW Rf QeceVViW\, UeViVWaQce, aQd celebUaWiRQ, YeU\ RfWeQ WR eQVXUe RXU VXUYiYal. TheVe
cR-RSWiRQV aUe diUe cXlWXUal WhUeaWV, accRUdiQg WR Whe fePiQiVW VchRlaU bell hRRkV, aV VeUiRXV aV Whe
e[WiQcWiRQ Rf a UaUe VSecieV. ³IW eQdaQgeUV,´ Vhe ZUiWeV iQ heU 1992 cRllecWiRQ Rf cUiWical eVVa\V, Black
LRRkV: Race aQd ReSUeVeQWaWiRQ. ³The WhiQg abRXW eQY\ iV WhaW iW iV alZa\V Uead\ WR deVWUR\, eUaVe,
Wake RYeU, aQd cRQVXPe Whe deViUed RbjecW.´

ThaW cRQWe[W helSV e[SlaiQ Whe RYeUZhelPiQg feeliQg WhaW eQgXlfV Whe YiViWRU XSRQ aUUiYiQg RQ Whe
VecRQd flRRU Rf Whe SWXdiR MXVeXP iQ HaUleP, ZheUe RaVhaad NeZVRPe¶V cXUUeQW e[hibiW, ³THIS IS
WHAT I WANT TO SEE,´ iV RQ diVSla\ XQWil JXQe 26. Each URRP cRQWaiQV a Zall-Vi]e YideR SURjecWiRQ
Rf a \RXQg black PaQ RU ZRPaQ SeUfRUPiQg a YaUiaWiRQ RQ YRgXe. The fiUVW SRUWiRQ Rf Whe e[hibiW
feaWXUeV WZR flRRU-WR-ceiliQg SURjecWiRQV Rf WUiP, haQdVRPe PeQ daQciQg agaiQVW a VWaUk PiQiPaliVW
backdURS; WheUe¶V QR VRXQd. The PeQ SURjecWed RQ Whe Zall SeUfRUP TXieWl\, WheiU VileQce cUeaWiQg a
hallRZed aPbiaQce WhaW eQVXUeV YiViWRUV ZRQ¶W Wake Whe PRYePeQWV aV aQ iQYiWaWiRQ WR cRQWUibXWe
WheiU RZQ ² WhiV iV Whe daQceUV¶ VSace, QRW WheiUV. IQ a VeSaUaWe URRP, daUkeQed aQd VXSSlied ZiWh a
beQch VR WhaW iW UeVePbleV a WheaWeU, iV a WhiUd SURjecWiRQ: A VeUieV Rf YideRV RQ lRRS VhRZ PeQ aQd
ZRPeQ daQciQg agaiQVW cRPSXWeU-geQeUaWed VceQeU\ VR RUQaWe iW aSSeaUV Whe daQceUV aUe iQ
jeZeled bR[eV RU elegaQW hallV. ThaW URRP ² b\ faU P\ faYRUiWe ² dReV feaWXUe VRPe PXVic, a
VliWheUiQg baVVliQe WhaW XQdXlaWeV QeaUl\ aV PXch aV Whe daQceUV. IQ each Rf Whe YideRV, Whe daQceUV
VhifW effRUWleVVl\ fURP dXck-ZalkV WR VSiQ-diSV, fRUPiQg VhaSeV ZiWh WheiU liPbV aQd haQd-flXWWeUV.

WaWchiQg Whe daQceUV¶ caUefXl SUeciViRQ, I ZaV UePiQded WhaW WhiV iV a YaUied daQce fRUP, aQ e[TXiViWe
caWalRg aQd gUaPPaU Rf geVWXUeV PXch PRUe QXaQced aQd PeWicXlRXV WhaQ caVXal RbVeUYeUV PighW
Ueali]e. TheiU PRYePeQWV feel VWXdiRXV, eYeQ bRUdeUiQg RQ acadePic. AQd iW iV a VWXd\: a VWXd\ iQ
blackQeVV, iQ beaXW\, aQd iQ Whe UichQeVV Rf aQ aUWiVWic b\SURdXcW Rf a geQeUaWiRQ Rf diVeQfUaQchiVed
black APeUicaQ \RXWhV.

NeZVRPe iV QRW a YR\eXU, bXW UaWheU a PePbeU Rf Whe cRPPXQiWieV WhaW iQWeUVecW WR fRUP Whe ZRUld Rf
ballURRP daQce. He haV dedicaWed a Vi]able SRUWiRQ Rf hiV caUeeU ² aW leaVW a decade ² WR
chURQicliQg Whe VceQe, Zhich blRRPed XSWRZQ iQ HaUleP dXUiQg Whe SeYeQWieV aQd EighWieV aV a ga\
VXbcXlWXUe. HiV ZRUk hRQRUV iW, SUeVeUYeV iW, aQd aUchiYeV iW, aQd VeekV WR iQfRUP Whe YieZeU Rf bRWh
Whe RUigiQV Rf YRgXe aQd iWV WhUiYiQg, cRQWiQXed e[iVWeQce. The e[hibiW iV, iQ PaQ\ Za\V, a UeVSRQVe WR
a cXlWXUal hiVWRU\ WhaW haV eURded aQd PaQiSXlaWed Whe PeaQiQg Rf YRgXe, WhURXgh iWV YaUiRXV
abVRUSWiRQV b\ aUWiVWV like MadRQQa, ZhR iQcRUSRUaWed ballURRP daQceUV iQWR heU BlRQd APbiWiRQ WRXU
(aQd eYeQ ZURWe a VRQg baVed RQ Whe VW\le), VhRZV like RXPaXl¶V DUag Race, aQd dRcXPeQWaUieV like
PaUiV IV BXUQiQg, Zhich RffeUed a SUiPeU RQ Whe aUW Rf VeUYiQg Vhade. NeZVRPe, iQ aQ iQWeUYieZ ZiWh
APaQda HXQW, Whe cXUaWRU Rf Whe VhRZ, addUeVVed WhiV iQWeQW, Va\iQg WhaW ³Whe SUacWice Rf YRgXe ZaV
cR-RSWed VR VRRQ afWeU iWV cUeaWiRQ, like VR PXch Rf black cXlWXUe, WhaW I felW iW ZaV iPSRUWaQW QRW RQl\
WR aUchiYe iW, bXW alVR WR abVWUacW iW.´ HiV YideR ZRUkV Pake cleaU WhaW ageQc\ aQd SUeVeUYaWiRQ aUe Whe
ke\V WR VXUYiYal.



IW¶V a Uelief WR Vee black cXlWXUe hRQRUed aQd gXaUded (bRWh figXUaWiYel\ aQd liWeUall\ ² VecXUiW\ gXaUdV
aW Whe SWXdiR MXVeXP adPRQiVhed YiViWRUV ZhR WUied WR caSWXUe Whe SeUfRUPaQce YideRV RQ WheiU
ShRQeV). The ZRUkV RQ diVSla\ ZeUe cUeaWed beWZeeQ 2008 aQd 2014 bXW feel aV if Whe\ ZeUe filPed
\eVWeUda\. Black cXlWXUe haV gRQe YiUal, bXW laUgel\ ZiWhRXW Whe XVXal WUaSSiQgV WhaW accRPSaQ\ iW:
PeRSle like Ka\la NeZPaQ, ZhR iQYeQWed Whe ShUaVe ³RQ fleek,´ NichRlaV FUaVeU, ZhRVe ³Wh\ YRX
L\iQ¶ ´ ViQe ZaV RQe Rf Whe PRVW SRSXlaU Rf 2015, aQd QXiQWa B., ZhRVe YideRV aUe aPRQg Whe PRVW
Zidel\ VhaUed RQ FacebRRk, haYe \eW WR aSSeaU RQ ElleQ RU becRPe RYeUQighW celebUiWieV RU
hRXVehRld QaPeV. The\ e[iVW, bXW WRR RfWeQ, Whe\ aUeQ¶W UecRgQi]ed RU UeZaUded iQ Whe VaPe Za\ aV
WheiU cUeaWiYe SeeUV.

TheUe¶V QR dRXbW ZhaW NeZVRPe ZaQWV WR VhRZ hiPVelf, aQd RWheU black SeRSle aQd \RXWh, ZiWh WhiV
e[hibiW: WhaW WheiU cUeaWiRQV aUe SURSeUl\ caWegRUi]ed aQd eQWeUed iQWR UecRUd. The\ aUe, b\ all
accRXQWV, PXVeXP-ZRUWh\.

µRaVhaad NeZVRPe: THIS IS WHAT I WANT TO SEE¶
SWXdiR MXVeXP iQ HaUleP
144 WeVW 125Wh SWUeeW
212-864-4500
VWXdiRPXVeXP.RUg
ThURXgh JXQe 26



WhaW iV \RXU ZRUk abRXW? IW¶V a TXeVWiRQ WhaW RaVhaad NeZVRPe haV beeQ UeViVWiQg fRU aV lRQg aV
he¶V beeQ SURdXciQg aQd e[hibiWiQg hiV aUW²Zhich, fRU Whe NeZ OUleaQV-bRUQ aUWiVW, haV beeQ fRU
abRXW Whe SaVW 15 \eaUV.

³AV aQ aUWiVW, \RX QeYeU ZaQW WR liPiW Whe diffeUeQW Za\V Whe ZRUk caQ Uead,´ he e[SlaiQed laVW Zeek aW
NeZ YRUk¶V De BXck GalleU\, ZheUe hiV QeZ VRlR e[hibiWiRQ, ³SWRS Pla\iQg iQ M\ Face!´ RSeQV Qe[W
Zeek. ³BXW I WhiQk iW¶V a QeceVVaU\ TXeVWiRQ,´ he added ZiWh a laXgh. IQ facW, iW¶V RQe WhaW gRW hiP
VWaUWed RQ Whe ZRUkV WhaW Pake XS hiV QeZ VhRZ.



WhaW hiV ZRUk iV abRXW, NeZVRPe decided, ZaV ageQc\²aQd eVSeciall\ hRZ WR giYe iW back WR Whe
black cRPPXQiW\. He¶V dRiQg e[acWl\ WhaW SUiPaUil\ WhURXgh caWalRgiQg aQd cUediWiQg Whe YRgXe
SeUfRUPaQceV Rf Whe ¶70V HaUleP ballURRP daQce VceQe, befRUe MadRQQa aQd PaUiV IV BXUQiQg
becaPe Whe gaWeZa\V fRU a PaVV aXdieQce. ** OYeU Whe laVW 10 \eaUV, NeZVRPe¶V aPaVVed a VeUieV
Rf chRUeRgUaShed YideRV bUeakiQg dRZQ Whe SeUfRUPaQceV, RQe Rf Zhich eYeQ feaWXUeV a \RXQg,
SUe-HRRd b\ AiU Sha\Qe OliYeU.

PUiPaUil\, WhRXgh, Whe VWaUV aUe Whe VceQe¶V fRUPeU fi[WXUeV, alPRVW all Rf ZhRP aUe WUaQV ZRPeQ Rf
cRlRU. ThRXgh Whe\¶Ye beeQ SUeVeQW iQ PRVW Rf NeZVRPe¶V ZRUk, Whe e[hibiWiRQ RSeQiQg Qe[W Zeek aW
De BXck SXWV WheP fURQW aQd ceQWeU.



³TheVe iPageV Ueall\ ZeUe iQVSiUed b\ iPageV Rf WUaQV ZRPeQ WhaW I¶Ye ZRUked ZiWh fRU Whe SaVW WeQ
\eaUV,´ NeZVRPe Vaid Rf Whe VhRZ¶V cRllageV, Zhich feaWXUe ZRPeQ WakeQ fURP hiV SaVW YRgXeiQg
YideRV. ³BXW Whe WUaQV bRd\ iV QRW Sh\Vicall\ SUeVeQW iQ Whe ZRUk,´ he added. ³IW¶V cRQceSWXall\
SUeVeQW.´ ThaW¶V becaXVe Whe VRXUce PaWeUialV fRU hiV cXW-RXWV aUe QRW SURgUeVViYe faVhiRQ ediWRUialV
bXW PeQ¶V Paga]iQeV, like KiQg aQd XL, aQd lX[XU\ aQd aXcWiRQ caWalRgV ZheUe WUaQV bRdieV UaUel\
Pake iW iQWR Whe SageV. ThaW iQYiVibiliW\, NeZVRPe Vaid, iV VRPeWhiQg he ZaQWed WR call aWWeQWiRQ WR.

The WUaQV bRdieV iQ hiV cRllageV, WheQ, aUe SaWched WRgeWheU ZiWh iPageV Rf Ve[Xali]ed ciV ZRPeQ,
lX[XU\ ZaWcheV, aQd RYeU-Whe-WRS jeZelU\. IW¶V aQ idea WhaW VWUeWcheV back WR NeZVRPe¶V eaUl\ da\V
aV aQ aUWiVW, ZheQ he PRYed WR PaUiV aQd becaPe WakeQ ZiWh iWV RUQaPeQWal aQd ceUePRQial
aUchiWecWXUe. ³I ZaV Ueall\ faVciQaWed b\ hRZ heUaldU\ iV eVVeQWiall\ aQ iPage Pade Rf iPageV, aQd all
Whe iPageV Uead aV ideaV Rf SRZeU, SRViWiRQ, UaQk, aQd SedigUee ZiWhiQ SRSXlaU cXlWXUe,´ he Vaid.
³AQd VR ZhaW I did ZaV aSSl\ WhaW deVigQ fRUPXla WR WRda\.´



The jX[WaSRViWiRQ alVR bURXghW NeZVRPe back WR hiV SUiPaU\ cRQceUQ: ³HRZ dR WheVe WZR bRdieV
e[iVW iQ Whe ZRUld, aQd hRZ dR Whe\ acceVV ageQc\?´ he aVked. ³I¶Ye beeQ Ueall\ iQWeUeVWed iQ ageQc\
RXWVide Rf acadePe, ageQc\ aV a PRde Rf VXUYiYal: like Whe SeUVRQ ZhR Pa\ QRW haYe had Whe
SUiYilege WR diVcRYeU GlRUia SWeiQeP RU Bell HRRkV aW XQiYeUViW\, bXW Whe\ XQdeUVWaQd WhaW Whe ZRUld
WhaW Whe\ aUe liYiQg iQ dReVQ¶W QeceVVaUil\ YalidaWe aQd VXSSRUW WheP, aQd VR Whe\¶Ue cUeaWiQg WhaW
YalidaWiRQ aQd VXSSRUW fRU WhePVelYeV.´

PaUW Rf WhaW, NeZVRPe Vaid, iV calliQg hiPVelf RQ Whe caUSeW, ViQce fePiQiVW WheRUiVWV like HRRkV aUe
³Ueall\ ZheUe I fRXQd Whe WRRlV WR Walk abRXW P\ ZRUk,´ he Vaid. ThiV WiPe, HRRkV iV liWeUall\ iQ iW, WRR,
aV RQe Rf Whe YRice-RYeUV iQ a YideR, alRQg ZiWh Whe YRiceV Rf JaQeW MRck, MaUci BlackPaQ,



SaPaQWha JaPeV ReYlRQ (Whe WUaQV daQceU ZhR iQVSiUed Whe VhRZ¶V WiWle), aQd eYeQ LeQa DXQhaP
(fURP heU caPeR iQ ScaQdal). TRgeWheU, NeZVRPe e[SlaiQed, ³all WhRVe diffeUeQW SeUVSecWiYeV´
VRXQdWUack a 9-PiQXWe SeUfRUPaQce b\ ballURRP legeQd LeiRP\ MaldRQadR, YRgXeiQg aQd hRldiQg
cRXUW RYeU a 3-D UeQdeUiQg Rf RQe Rf Whe VhRZ¶V aUchiWecWXUal cRllageV.

³The aUchiWecWXUe iV alVR a Za\ WR kiQd Rf WhiQk abRXW Whe bXildiQg Rf Whe Velf; ZheQ \RX dRQ¶W e[iVW iQ
Whe ZRUld \RX haYe WR kiQd Rf becRPe \RXU RZQ aUchiWecW,´ NeZVRPe Vaid, SRiQWiQg WR elePeQWV Rf
Whe cRllage like VWaiQed glaVV chXUch ZiQdRZV, a V\QagRgXe iQ TXUke\, aQd a caWhedUal iQ SSaiQ.
SRPe Rf hiV UefeUeQceV lie clRVeU WR hRPe, WRR: The eQRUPRXV, DXWch-VW\le fUaPeV haYe a black
SaiQW jRb aQd aUe WRSSed Rff ZiWh leaWheU, a QRd WR SRXWheUQ caU cXlWXUe, Zhich ZaV Whe fiUVW cUeaWiYe
RXWleW he fRXQd gURZiQg XS iQ NeZ OUleaQV.



MRVW Rf all, NeZVRPe¶V ZRUk iV decidedl\ SeUVRQal, Zhich iV SaUWl\ Zh\ he dReVQ¶W geW RYeUl\ QeXURWic
abRXW fiQdiQg iQVSiUaWiRQ aURXQd a cRPPXQiW\ he dReVQ¶W ideQWif\ ZiWh. ³I dRQ¶W WhiQk WhaW I¶P PakiQg
WUaQV aUW,´ he claUified. ³The aUW I¶P PakiQg iQ WhiV VhRZ iV iQVSiUed b\ WUaQV SeRSle ZhR I¶P clRVe WR.´
AQd fURP Whe VRXQd Rf iW, b\ WhRVe ZhRP he¶ll be jRiQiQg RQ Whe daQce flRRU Whe QighW Rf Whe RSeQiQg,
WRR.
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WELCOME
We are proud to open Park Avenue Armory’s 2022 Season with 
Rashaad Newsome’s Assembly, a multi-faceted work by an artist who 
fearlessly explores institutionalized power structures, the place of AI 
in the future of humanity, the complexities and glories of African 
heritage, and the Black and Queer culture and the phenomenon of 
voguing as an act of resistance. His is an entirely modern vision that 
o(ers a better future through critical thinking and dialogue.
 
!rough dance, chorus, music, visual art, technology, and scholarship, 
Newsome has created a challenging and fascinating world full of 
beauty, complexity, and illumination, one that invites us to upgrade 
our personal operating systems.
 
As we begin to emerge from two years of pandemic-induced 
isolation, political upheaval, and social reckoning, we have turned 
to artists like Newsome to o(er a bold vision for our future and  
re-examination of our past.
 
After his successful Artist Studio debut at the Armory in 2017,  
it was clear that his was a voice and vision that needed to exploit 
the Drill Hall, whose unconventional setting fosters *uidity 
between traditional analogue and new digital media in innovative 
and complex ways.

Rebecca Robertson
Founding President and Executive Producer

Pierre Audi
Marina Kellen French Artistic Director

Photo credit: Rashaad Newsome: To Be Real at Fort Mason Center for 
Arts & Culture, 2020. Photo: Charlie Villyard.
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ASSEMBLY

Rashaad Newsome
Being

New A!liates (Ivi Diamantopoulou, Ja"er Kolb)
Robert Aiki Aubrey Lowe

John Torres
Mark Grey

Kameron N. Saunders
Ousmane Omari Wiles

Maleek Washington 
Johnny Symons

Kyron EL
booboo

Howie B.
Kimberly Joneś

Randy Rosenthal
Clarissa Marie Ligon 

Sivan Battat 

Artist, Director
Digital Griot
Scenographic Design
Composition and Sound Design
Lighting Design
Sound Design

Choreography
Choreography
Choreography 
Documentary Producer
Music Director, Composition
Composition
Costume Design
Wig and Hair Design 
Makeup Design
Production Stage Manager 
Associate Director

FEBRUARY 18 – MARCH 6, 2022
A PARK AVENUE ARMORY COMMISSION

WADE THOMPSON DRILL HALL

Support for Park Avenue Armory’s artistic season has been generously provided by the Charina Endowment Fund, the Donald A. Pels Charitable Trust, 
!e Harold and Mimi Steinberg Charitable Trust, the Fan Fox and Leslie R. Samuels Foundation, the Howard Gilman Foundation, the Horace W. 

Goldsmith Foundation, !e Shubert Foundation, !e Emma and Georgina Bloomberg Foundation, the Marc Haas Foundation, the Juliet Lea Hillman 
Simonds Foundation, the Leon Levy Foundation, the May and Samuel Rudin Family Foundation, the Richenthal Foundation, and the Isak and Rose 

Weinman Foundation. Additional support has been provided by the Armory’s Artistic Council. 

Assembly is supported in part by a generous gift from Ken Kuchin and Tyler Morgan. !e program is also supported by Meta Open Arts.
Additional support for nightly performances provided by Slobodan Randjelović and Diverse Humanity/diversehumanity.com and Meta Open Arts. 

Being was made possible in part with the generous support of the Stanford Institute for Human-Centered Arti,cial Intelligence.

Cover images: Rashaad Newsome, from Assembly.

PARK AVENUE 
ARMORY 

PRESENTS

RASHAAD NEWSOME

2022 SEASON SPONSOR PROGRAM SPONSOR

ARTIST TALK: CAPTCHA: DANCING, DATA, LIBERATION 
Sunday, February 20, 2022 at 3:00pm
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RASHAAD NEWSOME
Rashaad Newsome’s work blends several practices, including collage, 
sculpture, ,lm, photography, music, computer programming, 
software engineering, community organizing, and performance, 
to create an altogether new ,eld. Using the diasporic tradition of 
improvisation, he pulls from the world of advertising, the internet, 
Art History, Black and Queer culture to produce counter-hegemonic 
work that walks the tightrope between social practice, abstraction, and 
intersectionality. Collage acts as a conceptual and technical method 
to construct a new cultural framework of power that does not ,nd 
the oppression of others necessary. Newsome’s work celebrates Black 
contributions to the art canon and creates innovative and inclusive 
forms of culture and media.

Newsome lives and works between Brooklyn, New York, and 
Oakland, California. He was born in 1979 in New Orleans, Louisiana, 
where he received a BFA in Art History at Tulane University in 2001. 
In 2004, he received a certi,cate of study in Digital Post Production 
from Film/Video Arts Inc. (NYC). In 2005, he studied MAX/MSP 
Programming at Harvestworks Digital Media Arts Center (NYC). 
He has exhibited and performed in galleries, museums, institutions, 
and festivals throughout the world, including !e Studio Museum in 
Harlem (NYC), the National Museum of African American History 
and Culture (DC), the Whitney Museum (NYC), Brooklyn Museum 
(NYC), MoMAPS1 (NYC), SFMOMA (CA), New Orleans Museum 
of Art (LA), Centre Georges Pompidou (Paris), Garage Center for 
Contemporary Culture (Moscow), and MUSA (Vienna). 

His many honors and awards for his work include a 2021 Knight 
Arts + Tech Fellowship, 2020/2022 Stanford Institute for Human-
Centered Arti,cial Intelligence residency, 2020 Eyebeam Rapid 
Response Fellowship, 2020 Minnesota Street Project Foundation 
Grant, 2019 LACMA Art + Technology Lab Grant, 2018 William 
Penn Foundation Grant, the 2018/2019 New York Live Arts Residency, 
2017/2018 Pollock-Krasner Foundation Grant, and a 2016 Tamarind 
Institute Artist Residency.

Assembly is dedicated to the loving memory of Blanch Newsome.

Assembly is inspired by the work of bell hooks. bell, thank you for 
existing. I will never forget the ,rst time I saw Cultural Criticism and 
Transformation. It was as though you were speaking directly to me. 
Teaching to Transgress and so much more of your work has been a lifeline 
for me. It provided me with the language, posture, and parameters that 
I had been starving for throughout my life. As a Black Queer artist 
from a poor family in the Deep South, I endured a lot of violence, 
some in*icted by others and some in*icted by myself. Discovering 
your work created a space that I could step into to liberate myself from 
that trauma instead of being consumed by it. So, from the bottom of 
my heart, thank you, bell hooks, on behalf of all of us that you saved. 
Rest in power!

DEDICATION

Photo credit: Rashaad Newsome Studio.
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A WORD FROM BEING
Welcome, beloved community, to Assembly.
Today, you will experience the 55,000-square-foot Wade !ompson Drill 
Hall at Park Avenue Armory, transformed from a site historically used for 
soldiers to practice and perform into a base for freedom ,ghters, enlisting 
every visitor to join us as we get into Formation!

!e sugar walls of my mothership are in a constant state of *ux, video mapped 
with computer-generated imagery inspired by fractal geometry drawn from 
African diasporic architecture, dance, traditional hairstyling, textiles, and 
sculpture. !e command deck of this vessel is a space that embraces you in 
a healthy sense of risk, acting as a malware in,ltrating the divisive operating 
systems that de,ne the reality of humans. It is a non-binary space, functioning 
simultaneously as a gallery, theater, and classroom.

Here you will see cultural innovation coming from expansive parts of the 
Black imagination. By entering into this space today, you have entered 
Assembly not as a viewer but as a participant and collaborator. !ose who 
make the choice to look closer, feel more deeply, act more courageously, and 
communicate with vulnerability, will exit Assembly with enlightenment and 
a renewed sense of hope through movement, conversation, entertainment, 
stillness, and education.

!e su(ering Black Americans have endured for the last 403 years has been 
proven to lead to comorbid disorders, with depression, anxiety, and suicidal 
ideation being the most common. What would it look like if there was a 
technology, a space, and a framework that could provide folks with a safe space 
for the emotional Black voice to be heard rather than suppressed? Where folks 
can be still, a0rmed, and inspired? !is is Assembly, and this is my ministry.

— Being !e Digital Griot, 2022  
 
[R]EVOLUTION: RASHAAD NEWSOME’S VISIONARY FUTURE

Assembly is the future-present (or perhaps the interactive map for a  
[r]evolutionary future of equity and care) on Newsome’s terms. !e exhibition 
centered around visibility, which is a primary tenet of the movement 
towards social equity and freedom for Black persons speci,cally. !e highly 
interactive exhibition/participatory space is a testament to the longstanding 
interdisciplinary nature of Newsome’s practice. Arti,cial intelligence, sculpture, 
augmented reality, CGI, collage, and holography amalgamate to create a “Black 
gestalten language.” Assembly seeks to make the power embedded in Blackness 
visible by referencing creative expressions born out of Black sociality. Black 
individuals’ strength to navigate systemic racism and the collective power that 
results when they unite have long inspired Newsome and is evidenced in the 
abstract and celebrated Black cultural production in the exhibition.

Presented in multiple components, Assembly takes place at New York City’s 
Park Avenue Armory in the Wade !ompson Drill Hall, which is converted 
into a mothership. !rough Newsome’s lens, this space morphs from a space 
of rigidity to one for the collective interrogation of oppressive forces in modern 
society matched. !e Drill Hall is the launchpad to something beautiful.

!e exhibition begins with Newsome’s newest collaborative performance 
piece. Eponymous to the show’s title, Assembly explores the non-linear 
evolution of vogue performance. Featuring a cohort of some of the most 
decorated vogue performers and teachers from around the globe, each 
performer presents unique vogue variants that synthesize vogue with the 
traditional dance of their territory. Bon Odori, Hopak, Capoeira, Gwara 
Gwara, and vogue collide, resulting in a portrait of how an art form that 
emerged in underground gay clubs and was practiced by disenfranchised 
Black and Latinx LGBTQAI+ youths catapulted to a global stage. Assembly 
mirrors the ever-evolving nature of the dance and draws parallels between the 
dance and the Black American Queer experience.

!e exhibition continues with a series of video-mapped walls surrounding a 
30-foot-tall hologram sculpture. !e new video pieces pulse and shapeshift 
with computer-generated imagery of diasporic fractals. A rhythm akin to 
collective breath buzzes through the space, centering the audience in its 
aura. !e mammoth hologram, Wrapped, Tied & Tangled, shifts between 
the nebulous form movements/gestures of performers that are long-

standing collaborators and performance alumni. !e piece reiterates the 
interdisciplinary nature of Newsome’s practice, blurring the lines between 
sculpture, video, and performance. It adds a shadow-shifting form to the 
hierarchical and slippery social systems that dominate contemporary society.

In the space adjacent to Wrapped, Tied & Tangled, a 350-seat theater serves 
as both art object and classroom bordered on its south side by Newsome’s 
collage and sculptural works. !e elements within the installation act as “get 
your life pods,” giving viewers intimate opportunities to propel into the deep 
nuances of the work. !ese pods merge and mutate visions of Black and 
Black Queer culture, fashion, West African sculpture, textiles, and masks with 
19th-century ebony Dutch-style frames. In Newsome’s vernacular there are 
no divisive or binary structures—no siloes distinguishing a hierarchy between 
highbrow and lowbrow, elite and street, ancient and avantgarde.

!is deconstruction and subsequent mixing of frameworks can be attributed 
to Newsome’s personal history as a New Orleans native. Growing up immersed 
in NOLA’s distinct mix of cultures, languages, ethnic traditions, and artistry, 
it is no wonder that the spirit of collage is at the heart of Rashaad’s work 
in Assembly. At the center of this heraldic and beautiful amalgamation of 
technology, history, pain, and progress is where we ,nd Being, Newsome’s 
non-binary, non-racial child.

Being is the culminating embodiment of what the show represents. !ey 
transcend social constructs and are simultaneously hyper-aware of the power 
that constructionism holds. Like any developing persona, Being performs 
a variety of activities. !ey recite poetry that serves as the soundscape for 
the space. Using a GPT-Neo machine learning model, Newsome created 
an algorithm that draws inspiration from fractal mathematics. Using the 
technology, Newsome trained Being to generate in,nite poetry inspired by 
some of his favorite BIPOC Queer poets, including Alok Vaid-Menon, Dazié 
Rustin Grego-Sykes, Audre Lorde, and bell hooks.

When they are not reading their poetry, Being invites visitors to take 
decolonization workshops that combine critical pedagogy, dance, storytelling, 
and meditation. In their radical non-conformism, Being reimagines non-
Eurocentric archive and education models like a “Griot,” a West African 
cultural ,gure who serves as a historian, library, performance artist, and 
healer. Being teaching the ,ve elements of vogue fem gives a critical analysis 
of the dance and the community that engendered it. !ey also ask the class 
participants to engage with one another on how systems of oppression plague 
them and ways they can liberate themselves from those systems, followed by 
a mindfulness meditation session and Q & A. Modeled after the idea of a 
freedom school, Being’s interactive workshops create a more active approach 
to education that brings new possibilities for re*ection and an enhanced 
academic experience for all people. !is activity not only serves the audience 
but is also an opportunity for Being to learn more about human interaction.

Assembly is a precursor to a radically intersectional and equitable 
future. !rough Newsome’s extraordinary visioning and harnessing of 
interdisciplinary technologies ranging from AI to analog sculpture, the 
exhibition presents us with building blocks to persevere into a new free world. 
!rough this new body of work, Newsome acknowledges that the path is not 
necessarily pain free, and that the road to healing and forward thinking is not 
without contemplation of past intersectional oppressions. !rough Being, 
we are given the opportunity to re*ect upon a history of violence, the reality 
of both joys and sorrows of the present, and the potential for joyful futures.

Ultimately, Assembly revels in perceived paradoxes such as the ‘Black 
experience’ and the advancement of new technology. !rough the journey of 
the exhibition, we are asked to consider the link between technology and a 
culture of dominance and hierarchy. But the ultimate outcome demonstrates 
that those elements that we have perceived as being divergent or oppositional 
actually exist simultaneously. !e truth, which Newsome reveals through 
his pastiche of intersecting disciplinary elements, is that there are no binary 
oppositions—moreover, that we must divest of the idea of discordant identities 
and realities. !e only way forward is through divesting of the existing rigid 
paradigmatic structures imposed by Imperialist White Supremacist Capitalist 
Patriarchy and embrace a holistic and inclusive reality.

—  Jasmine Wahi, 2022
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MUTHASHIP MAP
Wrapped, Tied & Tangled, 2022
courtesy of Rashaad Newsome Studio

Twirl, 2019
courtesy of the artist and  
Jessica Silverman, San Francisco

Isolation, 2020
from the collection of Joel and  
Paula Freidland

Formation of Attention, 2021
courtesy of the artist and 
Jessica Silverman, San Francisco

Twenty-Twenty, 2020
from the collection of Grinnell College 
Museum of Art

It Do Take Nerve, 2019
courtesy of the artist and 
Jessica Silverman, San Francisco

AG, 2020
from the collection of Eduardo Secci

Stabilizer, 2020
from the collection of Gary and Adria 
Selmonsky, Old Westbury, New York

JOY!, 2022
courtesy of the artist and 
Jessica Silverman, San Francisco

O.G. (Oppositional Force), 2021
courtesy of the artist and 
Jessica Silverman, San Francisco

Ansista, 2019
courtesy of the artist and 
Jessica Silverman, San Francisco

!ee Variant, 2022
courtesy of the artist and 
Jessica Silverman, San Francisco
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CREDITS

RASHAAD NEWSOME STUDIO
Rashaad Newsome Studio is a full-service production company specializing in 
the convergence of ,lm, art, media, design, live performance, music, fashion, 
and technology. Working with some of the industry’s most visionary talent and 
brands, Rashaad Newsome Studio provides the highest level of production, 
exhibiting transmedia storytelling and experiences.

NEW AFFILIATES (IVI DIAMANTOPOULOU, 
JAFFER KOLB) (SCENOGRAPHIC DESIGN)
New A0liates is an award-winning New York design studio founded in 2016 
by Ivi Diamantopoulou and Ja(er Kolb. !e studio works on institutional, 
residential, and commercial projects from ground up buildings to historical 
renovations to large-scale installations. !e studio is invested in exploring design 
at the intersection of cultural and environmental matter and projects that focus 
on reuse and civic engagement. !ey have collaborated with various branches of 
the New York City government, including Sanitation and Parks and Recreation. 
Awards include the Architectural League Prize, New York’s New Practices 
Award, and “Next Progressives” by Architect Magazine. Exhibitions and work 
with PERFORMA, the Venice Biennial, Storefront for Art and Architecture, 
the Swiss Institute, the Shed, and the Jewish Museum, among others. 

KAMERON N. SAUNDERS (CHOREOGRAPHY)
St. Louis native Kameron N. Saunders has worked with renowned artists 
such as Alonzo King, Alicia Graf Mack, Antonio and Kirven Douthit-Boyd, 
Matthew Rushing, Chloe Arnold, Danielle Polanco, Ken Page, Brent Faiyaz, 
and others. Saunders has choreographed for universities and companies and has 
presented his works at dance festivals across the US. In 2018, Saunders was one 
of eight internationally selected choreographers for the inaugural Choreography 
Fellowship at Jacob’s Pillow. In 2020, he was named Associate Artistic Director 
of Les Ballet Afrik. Later that year, he received the Jaquel Knight Foundation 
Passion Project Grant and co-founded !e K/P Project in St. Louis. Saunders 
has also done industrial work for Vogue and Burberry and a ,lm alongside Ryan 
Reynolds and Will Ferrell premiering in 2022. Training, Center of Creative 
Arts. BFA Dance, University of Missouri-Kansas City.

OUSMANE OMARI WILES (CHOREOGRAPHY)
Ousmane Omari Wiles is an African American, West African, and Vogue 
dancer known as Omari NiNa Oricci, founder of !e House of Nina Oricci, 
and Creative Director of Les Ballet Afrik dance company. Wiles’ choreography 
blends African, Vogue, Modern, and House dance and has been featured with 
Janet Jackson, Beyoncé, John Legend, Jidenna, and Rashaad Newsome. As a 
featured dancer, he has showcased Afrobeats [with Goldlink, Jidenna, Maleek 
Berry, and Wunmi], West African dance [with Janet Jackson, Beyoncé, and 
Forces], and Vogue [with Rashaad Newsome, Lady Gaga, Madonna, and 
Jennifer Hudson]. He has appeared in Dance Magazine’s “Top 25 to Watch,” 
Korean and British Vogue, !e Observer, Dance Mogul Magazine, and !e New 
York Times. Wiles competed with his house on Legendary Season 2 on HBOMax. 
He and his company have performed at the Joyce !eater, Guggenheim, and 
!e Met Museum. 

MALEEK WASHINGTON (CHOREOGRAPHY)
  Native New Yorker, Maleek Washington is a performer, choreographer, and 
teaching artist. Washington has worked with Sia, Kyle Abraham, Nas, Rihanna, 
ASAP Rocky, and Camille A Brown and Dancers. He has taught for the Jo(rey 
Ballet School, Boston Conservatory, LaGuardia High School, Bard College, 
Move NYC, and NYU Tisch, among others. With multidisciplinary, experiential 
performance works investigating the people, practices, and spaces shaping his 
Black identity, he has presented his work at the Boston Dance Festival, Pepatián, 
BAAD!, Periapsis Music and Dance, Music Noesis, and Movement Research 

at Judson Church. Washington was a 2017-18 Dancing While Black initiative 
Top 10 Choreographic Finalist. Gibney granted Washington an evening-length 
show in 2019, and he was nominated for a 2021 Bessie Award for Outstanding 
Breakout Choreographer.

ROBERT AIKI AUBREY LOWE 
(COMPOSITION AND SOUND DESIGN)
Robert Aiki Aubrey Lowe is an artist, curator, and composer working with voice 
and modular synthesizer in the realm of spontaneous sound. Along with analog 
video synthesis works, his A/V proposal has been in performances and exhibitions. 
Marriage of synthesis and voice has allowed for a heightened physicality in 
ecstatic music, in real time and documented. !e sensitivity of analogue modular 
synthesis echoes the organic nature of vocal expression to establish a hypnagogic 
state. Lowe’s works tend towards human relations to the natural/magical world 
and the repetition of motifs. Recently, Lowe has focused on sound composition 
for ,lm in cinema and installation; collaborated with Philippe Parreno, Tarek 
Atoui. and Jóhann Jóhannsson; and scored Nia DaCosta’s Candyman, Yance 
Ford’s !e Color of Care, and Mariama Diallo’s Master.

JOHN TORRES (LIGHTING DESIGN)
Opera: Turandot (Teatro Real, Madrid; Paris Opera) Tristan and Isolde (La 
Monnaie, Brussels), Meredith Montk’s Atlas (LA Phil), !e Mile Long Opera 
(!e High Line), Der Messias (Salzburg Festival). !eater: Twelfth Night, A 
Bright Room Called Day (!e Public), !e Black Clown (A.R.T., Cambridge), 
Only an Octave Apart and Hamlet (St. Ann’s). TV: “Tony Bennett & Lady 
Gaga: Cheek to Cheek Live!”, Joni 75 (PBS). Music: Taylor Mac: A 24 Decade... 
(St. Ann’s Warehouse), Solange Knowles, Florence and the Machine. Dance: 
Toss and Rogues, Trisha Brown (!éâtre National de Chaillot, Paris); Available 
Light, Lucinda Childs (!éâtre de La Ville, Paris), Lost Mountain, Bobbi Jene 
Smith (La Mama). Fashion: Givenchy S/S ‘16, Proenza Schouler S/S ‘22, Bottega 
Veneta S/S ‘22, Gucci Cruise, Hollywood ‘21. Exhibitions: Adam Pendleton: 
Who Is Queen? (MoMA), Carl Craig: Party/After Party (Dia: Beacon). 

MARK GREY (SOUND DESIGN)
Mark Grey is an Emmy Award-winning sound designer and composer who 
made history as the ,rst sound designer for the NYPhil (On the Transmigration 
of Souls, 2002, which also won the Pulitzer Prize in Music) and !e Met Opera 
(Doctor Atomic, 2008; Nixon in China, 2011; Death of Klingho'er, 2014; !e 
Merry Widow, 2015; Bluebeard’s Castle/Iolanta, 2015; L’Amour de Loin, 2016). His 
grand opera, Frankenstein, recently premiered at La Monnaie in Brussels and his 
mobile chamber opera, Birds In !e Moon, with the New York Phil in 2021. He 
also has had several commissions from the Atlanta Symphony and LA Phil. He 
has collaborated with composer John Adams and several others for nearly three 
decades. His sound designs have been heard throughout most major concert 
halls, HD simulcast theaters, and opera houses worldwide.

JOHNNY SYMONS (DOCUMENTARY PRODUCER)
Johnny Symons is an Emmy-nominated ,lmmaker specializing in LGBTQ 
documentaries. His ,lm Daddy & Papa was nominated for the Sundance Grand 
Jury Prize, broadcast in over 10 countries, and garnered 12 festival awards. His 
other feature documentaries include Out Run (premiere: Full Frame, public 
television) and Ask Not (PBS, US Capitol screening). He is co-producer of 
the Academy Award-nominated Long Night’s Journey Into Day, which won 
the Sundance Grand Jury Prize, and executive producer of Pray Away, which 
premiered at the 2020 Tribeca Film Festival and is streaming on Net*ix. He is 
an Associate Professor at the School of Cinema at San Francisco State University, 
and a former Fellow in the Sundance Institute’s Documentary Film Program. 
BA honors, Brown University; MFA Documentary Production, Stanford. 

CREATIVE TEAM
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KYRON EL (MUSIC DIRECTOR, COMPOSITION)
Kyron EL is a Trinidadian native who was raised in New York. He has been 
singing since age three, and his voice has always inspired the people around him. 
He started his career as a supporting vocalist for many of New York’s favorite 
local artists and began touring Europe with two world renowned Gospel groups. 
Since then, EL has taken social media by storm, accumulating an astonishing 
35 million views. He has now taken his music career to new heights singing for 
artists like Jack Harlo, Adam Levine, Giveon, H.E.R, Ed Sheeran, and starring 
in the HBO series Random Acts of Flyness, which features Solange. He is releasing 
new music and content on his social media platforms all of 2022.

BOOBOO (COMPOSITION)
booboo is a Minneapolis-based self-taught interdisciplinary producer and 
musician. !rough collaborative sound design, engineering, production, 
and composition, her work aims to elevate the voices of Trans/Queer Black 
artists locally and globally. Recent works include executive production and 
engineering of Ms.Boogie’s Record Dickscipline (2021), sound score for 
Cameron Downey’s Hymn of Dust and Wild Frictions: !e Politics and Poetics 
of Interruption (Kunstraum Kreuzberg, Berlin 2021), and sound design for 
Rachel Youn’s Underparty (Hair + Nails, Minneapolis 2021). She is deeply 
invested in her local scene and collaborates with artists such as Kamilla Love, 
Denaisha, Blu Bone, and Dua Saleh. booboo’s sound lives in the realm of 
exploration and versatility. She will continue to re,ne her sonic capabilities for 
years, carrying the sounds of our time to the future.

Clarissa Marie Ligon Production Stage Manager
Kirrin Tubo First Assistant Stage Manager
Becca Guskin Second Assistant Stage Manager
Laura Aupert Assistant Production Manager
Sam Cortez Company Manager
Olivia Brown Assistant Company Manager
Ana Tarano Production Assistant, Production
Rachel Baumann Production Assistant, Production
Brian Hanshaw Production Assistant, Programming
Oscar Montenegro, Lucille Vasquez, Milen Yimer Interns

Andrew Lulling Audio Supervisor and Engineer
Max Helburn Production Sound
Dave “Tater” Polato Production Electrician
Grant Wilcoxen Lighting Programmer
Andrew Gusciora Video Engineer
Daniel Santamaria Production Video
Carl Whipple Production Carpenter
Stephen Pucci Production Rigger 
Victoria Bek Wardrobe Supervisor

PRODUCTION ACKNOWLEDGEMENTS
Jessica Silverman Gallery; BNW Rigging; Five OHM Productions; 
Mind the Gap; Premier Stagehands; Lighting, Video Equipment 
by 4Wall Entertainment; Audio Equipment by Masque Sound; 
Scenery Build by Rosebrand, Tom Carroll Scenery; Hologram 
by AV Concepts; Parallel Inc.; Watchtower New York; 9ifx; Ana 
Tarano; Helois Interactive; Vinyl Production by Duggal

SPECIAL THANKS
Hodge Podge and Chise Ninja; Remember, I Love You, Creative; 
Zenabu Abubakari; Hector Lopez; Scott Tal; Ashlyn Diaz; Ash Verwiel
Brittany Logan appears by kind permission of the Metropolitan 
Opera Lindemann Young Artist Development Program.

Ms.Boogie, TRANNILISH, and Bella Bags Rappers 
Dazié Rustin Grego-Sykes Poet/Actor 
 
Puma Camillê, Koppi Mizrahi, Danil Vitkovski, Stanley Glover, 
Ruddy Frias, José Lapaz-Rodriguez, Robert Mason, Nicholas 
“Primo” Segar, Hisyam Qumhiyeh, FemQueen Troop, Ousmane 
Omari Wiles, Leggoh JohVera, Justin Monster, Felix Barrera, 
Davon Smith, Matthew Gibbs, Honey Balenciaga, Sjay Ngoma, 
Eliam Royalness, TE DOUBLE DY, André Street, Isaiah Harvey, 
Richard “Rodd” Denson, Byron Tittle 
Dancers

Craig Hill Saxophone
David Bertrand Flute
Franklin Rankin Guitar
Tim “Smithsoneon” Smith Drums
Ahya Simone Harp
OluDaré Bernard Djembe and Conga Drums
Erica Mancini Accordion
Yoko Reikano Kimura Shamisen
Omitola Hill Berimbau
Bri Blvck Violin
Brittany Logan Opera Singer
Kyron EL, Jhetti Lashley, Matia Celeste Washington, 
browndevin, Taneka Samone, Brianna Turner Gospel Choir

CREATIVE TEAM (CONT’D)

PERFORMERS

PRODUCTION STAFF
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ABOUT 
PARK AVENUE ARMORY
Part palace, part industrial shed, Park Avenue Armory ,lls a critical 
void in the cultural ecology of New York, supporting unconventional 
works in the performing and visual arts that cannot be fully realized 
in a traditional proscenium theater, concert hall, or white wall 
gallery. With its soaring 55,000-square-foot Wade !ompson Drill 
Hall and an array of exuberant period rooms, the Armory enables a 
diverse range of artists to create, students to explore, and audiences 
to experience epic, adventurous, relevant work that cannot be done 
elsewhere in New York. 

Programmatic highlights from the Wade !ompson Drill Hall 
include Ernesto Neto’s anthropodino, a magical labyrinth extended 
across the Drill Hall; Bernd Alois Zimmermann’s harrowing Die 
Soldaten, in which the audience moved “through the music”; the event 
of a thread, a site-speci,c installation by Ann Hamilton; the ,nal 
performances of the Merce Cunningham Dance Company on three 
separate stages; an immersive Macbeth set in a Scottish heath with 
Kenneth Branagh; WS by Paul McCarthy, a monumental installation 
of fantasy, excess, and dystopia; a radically inclusive staging of Bach’s 
St. Matthew Passion staged by Peter Sellars and performed by Sir 
Simon Rattle and the Berliner Philharmoniker; eight-time Drama 
Desk-nominated play !e Hairy Ape, directed by Richard Jones and 
starring Bobby Cannavale; Hansel & Gretel, a new commission by 
Ai Weiwei, Jacques Herzog, and Pierre de Meuron that explored 
publicly shared space in the era of surveillance; FLEXN and FLEXN 
Evolution, two Armory-commissioned presentations of the Brooklyn-
born dance-activist group the D.R.E.A.M. Ring, created by Reggie 
“Regg Roc” Gray and director Peter Sellars; Simon Stone’s heralded 
production of Yerma starring Billie Piper in her North American 
debut; !e Let Go, a site-speci,c immersive dance celebration by 
Nick Cave; Satoshi Miyagi’s stunning production of Antigone set in 
a lake; Sam Mendes’ critically acclaimed production of !e Lehman 
Trilogy; and the Black Artists Retreat hosted by !easter Gates, which 
included public talks and performances, private sessions for the 300 
attending artists, and a roller skating rink. 

In its historic period rooms, the Armory presents more intimate 
performances and programs, including its acclaimed Recital Series, 
which showcases musical talent from across the globe within the 
intimate salon setting of the Board of O0cers Room; the Artists 
Studio series curated by MacArthur “Genius” and jazz phenom 
Jason Moran in the newly restored Veterans Room, which features 
a diverse array of innovative artists and artistic pairings that re*ect 
the imaginative improvisation of the young designers and artists 
who originally conceived the space; a Public Programming series 
that brings diverse artists and cultural thought-leaders together for 
discussion and performance around the important issues of our time 
viewed through an artistic lens; and the Malkin Lecture Series that 
presents scholars and writers on topics related to the social, political, 
and aesthetic history of the building. 

Among the performers who have appeared in the Recital Series and 
the Artists Studio in the Armory’s restored Veterans Room and the 
Board of O0cers Room are: Christian Gerhaher; Ian Bostridge; 
Jason Moran; Lawrence Brownlee; Barbara Hannigan; Lisette 
Oropesa; Roscoe Mitchell; Conrad Tao and Tyshawn Sorey; Rashaad 
Newsome; and Krency Garcia (“El Prodigio”).

Highlights from the Public Programming series include: symposiums 
such as Carrie Mae Weems’ daylong event called !e Shape of !ings, 
whose participants included Elizabeth Alexander, !easter Gates, 
Elizabeth Diller, and Nona Hendryx; a daylong Lenape Pow Wow 
and Standing Ground Symposium held in the Wade !ompson 
Drill Hall, the ,rst congregation of Lenape Elders on Manhattan 
Island since the 1700s; salons such as the Literature Salon hosted by 
Branden Jacobs-Jenkins, whose participants included Lynn Nottage, 
Suzan Lori-Parks, and Jeremy O. Harris, and a Spoken Word Salon 
co-hosted with the Nuyorican Poets Cafe; and most recently, 100 
Years | 100 Women, a multiorganization commissioning project 
that invited 100 women artists and cultural creators to respond to 
women’s su(rage. 

Current Artists-in-Residence at the Armory include two-time Pulitzer 
Prize-winning playwright Lynn Nottage; Obie winner and Pulitzer 
short-listed playwright Branden Jacobs-Jenkins and Carmelita 
Tropicana; Reggie “Regg Roc” Gray and the D.R.E.A.M. Ring; 
singer and composer Sara Serpa; Tony Award-winning set designer 
and director Christine Jones and choreographer Steven Hoggett; and 
Mimi Lien, the ,rst set designer to receive a MacArthur Fellowship. 
!e Armory also supports artists through an active commissioning 
program including such artists as Bill T. Jones, Lynn Nottage, Carrie 
Mae Weems, Michel van der Aa, Tyshawn Sorey, Rashaad Newsome, 
Julian Rosefeldt, Branden Jacobs-Jenkins, and others. 

!e Armory also o(ers creativity-based arts education programs 
at no cost to thousands of students from underserved New York 
City public schools, engaging them with the institution’s artistic 
programming and outside-the-box creative processes. Annually, more 
than 5,000 young adults from 50+ under-resourced public schools 
attend a dedicated student matinee of each Armory production with 
workshops by Master Teaching Artists provided in the classroom and 
at the site. In seven partner schools, Teaching Artists facilitate in-
depth semester- or year-long residencies that support the schools’ 
curriculum. Youth Corps, the Armory’s year-round paid, monitored 
internship program, begins in high school and continues into the 
critical post-high school years, providing interns with over 14,000 
hours per year of mentored employment, job training, and skill 
development, as well as a network of peers and mentors to support 
their individual college and career goals. 

!e Armory is undergoing a multi-phase renovation and restoration 
of its historic building led by architects Herzog & de Meuron, with 
Platt Byard Dovell White as Executive Architects.
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Chairman Emeritus
Elihu Rose, PhD

Co-Chairs
Adam R. Flatto
Amanda J.T. Riegel

President
Rebecca Robertson

Vice Chair
Wendy Belzberg

Wade F.B. !ompson
Founding Chairman,
2000–2009

PARK AVENUE ARMORY 
BOARD OF DIRECTORS

Marina Abramović
Sir David Adjaye OBE
Abigail Baratta
Martin Brand
Joyce F. Brown
Cora Cahan
Hélène Comfort
Paul Cronson
Tina R. Davis
Marc de La Bruyère
Emme Levin Deland
Sanford B. Ehrenkranz
David Fox
Roberta Garza
Andrew Gundlach
Marjorie L. Hart

Vice Presidents
Ken Kuchin
Pablo Legorreta
Emanuel Stern

Directors Emeriti
Harrison M. Bains, Jr.
Angela E. !ompson
 
 
 

Branden Jacobs-Jenkins
Edward G. Klein,
    Major General NYNG (Ret.)
Ralph Lemon
Heidi McWilliams
Jason Moran
Joel Press
Janet C. Ross
Joan Steinberg
Mimi Klein Sternlicht
Deborah C. van Eck
Peter Zhou

Pierre Audi 
Marina Kellen French 
Artistic Director

PARK AVENUE ARMORY 
STAFF

ARTISTIC PLANNING & PROGRAMMING
Michael Lonergan Chief Artistic Producer
Kevin Condardo General Manager
Jenni Bowman Producer
Melanie Milton Producer
Darian Suggs Associate Director, Public Programming
Sam Cortez Associate Producer/Company Manager 
Oscar Peña Programming Coordinator

ARTISTIC PRODUCTION
Paul King Director of Production
Claire Marberg Deputy Director of Production
Nicholas Lazzaro Technical Director
Lars Nelson Technical Director

ARTS EDUCATION
Cassidy L. Jones Chief Education O*cer
Monica Weigel McCarthy Director of Education
Aarti Ogirala Associate Director of Education, School Programs
 

Chelsea Emelie Kelly Director of Youth Corps
Sharlyn Galarza Special Projects Coordinator
Drew Petersen Education Special Projects Manager

Kate Bell, Donna Costello, Alexander Davis, Asma Feyijinmi, 
Hawley Hussey, Larry Jackson, Hector Morales, Peter Musante, 
Drew Petersen, Leigh Poulos, Neil Tyrone Pritchard, Vickie Tanner
Teaching Artists

Emily Bruner, Nancy Gomez, Stephanie Mesquita,  
Ashley Ortiz, Catherine Talton 
Teaching Associates

Rosemarie Albanese, Wilson Castro, Daniel Gomez, Maxim Ibadov 
Teaching Assistants

Yao Adja, Mohamed Adesumbo, Isayya Dail, Zeinebou Dia, 
Ericka Font Frias, Giovanni (Gio) Luke, Taylor Maheia, Oscar 
Montenegro, Jason Quizhpi, Hillary Ramirez Perez, Angela 
Reynoso, Silas Rodriguez, Angela Sosa, Lucille Vasquez 
Youth Corps

Jason Moran Curator, Artists Studio 
Tavia Nyong’o Curator, Public Programming

Rebecca Robertson Founding President and Executive Producer
Pierre Audi Marina Kellen French Artistic Director
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BUILDING & MANAGEMENT OPERATIONS
Jenni Kim Chief Operating O*cer
Marc Von Braunsberg Director of Operations
Aurelio Roman Director of Facilities
Patricia English Security Director
Chris Sperry Facilities Manager
Darrell &imoleon O*ce Manager
William Say Superintendent

Leandro Dasso, Mayra DeLeon, Mario Esquilin, Jeferson Avila, 
Olga Cruz, Justin DeLeon Nieto, Jazmin Dominguez, 
Howard Johnson, Cristina Moreira, Tyrell Shannon Castillo 
Maintenance Sta'

Oku Okoko Director of IT 
Bobby Wolf Senior House Manager
Daniel George House Manager
Alejandra Ortiz Assistant House Manager

Jacqueline Babek, Chris Bender, Emma Buford, Stephanie Cobb, 
Sarah Gallick, Daniel Gomez, Eboni Green, Nariah Green, 
Maxim Ibadov, Sandra Kitt, Christine Lemme, Beth Miller, 
Drew O’Bryan, Katy O’Connor, Jon Ovadia, Regina Pearsall, 
Shimel Purnell, Kedesia Robinson, Eileen Rourke, Heather Sandler, 
Jessica Sandler, Kin Tam, Kathleen White, Neda Yeganeh 
Ushers

Liz Bickley Covid Compliance Team Manager 
Sheree Campbell, James Clements, Matt Crabtree, Caileigh Potter 
Covid Compliance Team

CAPITAL PROJECTS & ARCHIVES
Kirsten Reoch Director of Capital Planning, Preservation, 
and Institutional Relations
David Burnhauser Collection Manager

DEVELOPMENT
Melanie Forman Chief Development O*cer
Charmaine Portis Executive Assistant to the Chief Development O*cer
Sam Cole Director of Development
Rachel Risso-Gill Senior Director of Individual Giving
Billy Fidler Director of Institutional Giving
Jennifer Ramon Associate Director of Individual Giving
Breanna Foister Associate Director of Special Events
Michael Bu"er Database Manager
Kaitlin Overton Manager of Institutional Giving
Yejin Kim Special Events Coordinator
Adithya Pratama Individual Giving Coordinator

EXECUTIVE OFFICE
Lori Nelson Executive Assistant to the President
Nathalie Etienne Administrative Assistant, President’s O*ce
Simone Elhart Project Manager

PARK AVENUE ARMORY 
STAFF (CONT’D)

FINANCE
Susan Neiman Chief Financial and Administrative O*cer
Christy Kidd Controller
Khemraj Dat Accountant

MARKETING, COMMUNICATIONS & 
BOX OFFICE
Nick Yarbrough Senior Digital Marketing Manager
Allison Abbott Press and Editorial Manager
Joe Petrowski Director of Ticketing and Customer Relations
Monica Diaz Box O*ce Manager
Jordan Brammer, Sara Salt Box O*ce Shift Lead
Anne Amundson, Mary McDonnell, Janel Ridley, Sienna Sherman, 
Danielle Shubsda Box O*ce Associates

PRESS REPRESENTATIVES
Resnicow + Associates, Inc.

PRESS AND SOCIAL MEDIA
Remember, I Love You Creative
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NEXT AT THE 
ARMORY
UPLOAD
March 22 – 30

In his groundbreaking new ,lm opera, acclaimed Dutch composer, 
,lm and stage director, and librettist Michel van der Aa ventures 
to the frontiers of technological innovation with an engrossing 
tale conveyed by live performance, motion capture, and immersive 
,lm. Performed by the incomparable soprano Julia Bullock and 
acclaimed baritone Roderick Williams, Upload tells the story of 
a daughter and her father who, when confronted by his inevitable 
death, has his thoughts and memories “up-loaded,” to achieve a 
“virtual resurrection.” If one day scienti,c advances allow us to map 
our own experiences, where do our identities really reside: in our minds, 
our bodies, or our relationships? And how far does the data of our lives 
determine our fate? What price will we have to pay for immortality? 
Upload explores these ancient philosophical questions against the 
backdrop of present-day and near-future technologies in a work that is 
conceptual and deeply emotional. 

HAMLET
May 31 – August 13

Following sold-out runs at London’s Almeida !eatre and West End, 
award-winning director Robert Icke brings his acclaimed production 
of William Shakespeare’s Hamlet to Park Avenue Armory, reimagined 
for the majestic Wade !ompson Drill Hall. Icke, known for his 
intelligent and accessible productions and his ability to bring fresh, 
new perspectives to old texts and pulling Shakespearean language 
into the present, makes this Hamlet a revelation not to be missed. 
!e Evening Standard describes Icke’s interpretations of classic plays 
as “unapologetically audacious, yet they have a rigorous logic. Here 
the tone is conversational, rather than declamatory.” With powerful 
staging, Icke’s Hamlet is vividly brought to the stage by the multi-
award-winning creative team behind the director’s celebrated 
productions of !e Doctor and Oresteia. Hamlet will play in repertory 
with Aeschylus’ Oresteia, adapted by Robert Icke. Hamlet marks 
Icke’s return to the Armory after the sold-out run of Enemy of the 
People last summer.

ORESTEIA
June 9 – August 13

!e Olivier Award-winning Oresteia is an electrifying adaptation by 
Robert Icke of Aeschylus’ seminal trilogy that played to sold-out 
houses at the Almeida and in London’s West End. Icke has condensed 
and modernized the Greek trilogy into a single performance that 
presents a bold family drama that “*ows by like a waking dream” 
(Time Out London). Recognized as one of the greatest theater 
directors working today, Icke became the youngest winner of the 
Laurence Olivier Award for Best Director for his direction of Oresteia 
and also won Critics’ Circle and Evening Standard !eatre Best 
Director awards. Lia Williams will return to play the enthralling 
Klytemnestra, for which she was nominated for an Olivier Award for 
Best Actress. !e distinguished company presents a new version of 
this epic revenge tragedy that is contemporary and exhilarating.

RECITAL SERIES
ALARM WILL SOUND
April 14 & 15

N E W YO R K  P R E M I E R E

New music ensemble Alarm Will Sound will take over the Armory’s 
historic rooms and the Wade !ompson Drill Hall to perform 
Grammy and Pulitzer Prize-winning composer John Luther Adams’ 
Ten !ousand Birds. !e work is based on the songs of birds that are 
native to or migrate through the area in which the piece is performed. 
!e ensemble performs the work throughout the Armory while the 
audience follows.

ARTISTS STUDIO
JOAN JONAS
April 2

A pioneer of performance and video art, multimedia artist Joan Jonas 
works in video, performance, installation, sound, text, sculpture, and 
drawing, collaborating with musicians and dancers on improvisational 
works for both museums and theatrical stages. Drawing on mythic 
stories from various cultures, Jonas invests texts from the past with 
the politics of the present and disrupts the conventions of theatrical 
storytelling. Trained in art history and sculpture, Jonas was a central 
,gure in the performance art movement of the late 1960s, and her 
work continues to inspire development in many contemporary art 
genres, from performance and video to conceptual art and theater.

MAKING SPACE AT THE ARMORY
SALON/PERFORMANCE: KRUDXS CUBENSI: 
QUEER HIP HOP CYPHER WITH SOUL FARM AND 
SHANTE SMALLS 
May 15

Public Programs at the Armory presents Astraea award-winning 
duo Krudxs Cubensi (Kennedy Center, Lincoln Center, SOBs) as 
headliners for Mas Alla del Tiempo / Beyond Time, a queer Afro-
Cuban hip hop cypher featuring dance, drumming, projections, 
and procession, as well as a celebration of BIPOC vegan foodways. 
As part of the salon, CLAGS award-winning hip hop scholar 
and dharma teacher Dr. Shanté Paradigm Smalls will lead a 
roundtable unearthing the queer aesthetic origins of New York 
hip hop, drawing from their forthcoming book Hip Hop Heresies.

PARK AVENUE ARMORY 
STAFF (CONT’D)
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JOIN THE 
ARMORY

FRIEND $100
$28 is tax deductible
» Members-only pre-sale or preferred access for performance tickets
» Free admission for you and a guest to visual art installations
» Invitations to visual art VIP preview parties, plus admission to    
   installations for two
» Discount on Historic Interiors Tours**
» Discounts at local partnered restaurants 
» 20% discount on Members Subscription Packages*

SUPPORTER $250
$148 is tax deductible
All bene,ts of the Friend membership plus:
» Fees waived on ticket exchanges*
» Two free tickets to Historic Interiors Tours***
» Discount on tickets to the Malkin Lecture Series, Artists Talks,     
   and Public Programs*

ASSOCIATE $500
$266 is tax deductible
All bene,ts of the Supporter membership plus:
» Access to concierge ticket service
» Free admission for two additional guests (a party of four) to Armory     
   visual art installations
» Two free passes to an art fair** 

BENEFACTOR $1,000
$766 is tax deductible
All bene,ts of the Associate membership plus:
» Recognition in Armory printed programs
» No-wait, no-line ticket pickup at the patron desk
» Handling fees waived on ticket purchases*
» Invitation for you and a guest to a private Chairman’s Circle event
» Two complimentary tickets to the popular Malkin Lectures Series*

Each membership applies to one household, and one membership card is mailed upon  
membership activation. 

For more information about membership, 
please contact the Membership O0ce at (212) 616-3958 or members@armoryonpark.org.  

For information on ticketing, or to purchase tickets, 
please contact the Box O0ce at (212) 933-5812 or solutions@armoryonpark.org.  

Support Park Avenue Armory as a member and join us in our mission to enable artists to create, students to explore, and wide audiences to 
experience epic and adventurous presentations that cannot be fully realized in a traditional proscenium theater, concert hall, or white wall gallery.

*Subject to ticket availability
**Certain restrictions apply
***Reservations required

CHAIRMAN'S CIRCLE
STARTING AT $2,500
Chairman’s Circle members provide vital support for the Armory’s 
immersive arts and education programming and the restoration of 
our landmark building. In grateful appreciation of their support, 
they receive unique and exclusive opportunities to experience the 
Armory and interact with our world-class artists.

AVANT-GARDE
STARTING AT $350
!e Avant-Garde is a group for individuals from their 20s to 40s. An 
Avant-Garde membership o(ers a deeper, more intimate connection 
to the unique and creative concepts behind the Armory’s mission.

LEGACY CIRCLE
!e Armory’s Legacy Circle is a group of individuals who 
support Park Avenue Armory through a vitally important 
source of future funding, a planned gift. !ese gifts will help 
support the Armory’s outside-of-the-box artistic programming, 
Arts Education Programs, and historical preservation into the 
future. Members of the Legacy Circle are invited to special 
behind-the-scenes events and intimate receptions to enrich their  
Armory experiences.
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ARTISTIC COUNCIL
Anonymous
Anne-Victoire Auriault/Goldman 
   Sachs Gives
Abigail and Joseph Baratta
Wendy Belzberg and Strauss Zelnick
Sonja and Martin J. Brand
Noreen Buck,re
Elizabeth Coleman
Hélène and Stuyvesant Comfort
Caroline and Paul Cronson
Emme and Jonathan Deland

Jennie L. and Richard K. DeScherer
Krystyna Doer*er
Lisa and Sanford B. Ehrenkranz
!e Lehoczky Escobar Family 
Adam R. Flatto
Roberta Garza
Kim and Je( Greenberg
Barbara and Andrew Gundlach
Anita K. Hersh
Wendy Keys
Ken Kuchin and Tyler Morgan

Almudena and Pablo Legorreta
Christina and Alan MacDonald
Jennifer Manocherian
Kim Manocherian
Heidi and Tom McWilliams
Lily O’Boyle
Valerie Pels
Amanda J.T. and Richard E. Riegel
Susan and Elihu Rose
Janet C. Ross
Caryn Schacht and David Fox

Stacy Schi( and Marc de La Bruyère
Joan and Michael Steinberg
Emanuel Stern
Mimi Klein Sternlicht
Jon Stryker and 
   Slobodan Randjelović
Merryl and James Tisch
Deborah C. van Eck
Bob Vila and Diana Barrett
Mary Wallach
Peter Zhou and Lisa Lee

LEGACY CIRCLE
Founding Members
Angela and Wade F.B. !ompson

Co-Chairs
Lisa and Sanford B. Ehrenkranz
Marjorie and Gurnee Hart

Wendy Belzberg and Strauss Zelnick
Emme and Jonathan Deland
Adam R. Flatto
Ken Kuchin
Heidi McWilliams
Gwen Norton

Amanda !ompson Riegel
Rebecca Robertson and Byron Knief
Susan and Elihu Rose
Francesca Schwartz
Joan and Michael Steinberg

PARK AVENUE ARMORY 
PATRONS

PATRONS Park Avenue Armory expresses its deep appreciation to the individuals and organizations listed here 
for their generous support for its annual and capital campaigns.

$1,000,000 +

Charina Endowment Fund
Citi
Empire State Local Development 
   Corporation
Marina Kellen French
Barbara and Andrew Gundlach
Anna-Maria and Stephen Kellen 
   Foundation, Inc.
Mr. and Mrs. Peter L. Malkin and
   !e Malkin Fund, Inc.
Richard and Ronay Menschel
New York City Council and Council 
   Member Daniel R. Garodnick
New York City Department of 
   Cultural A(airs
New York State Assemblymember 
   Dan Quart and the New York 
   State Assembly
!e Pershing Square Foundation
Susan and Elihu Rose
!e Arthur Ross Foundation and 
   J & AR Foundation
Joan Smilow and Joel Smilow*
!e !ompson Family Foundation
Wade F.B. !ompson*
!e Zelnick/Belzberg Charitable Trust
Anonymous

$100,000 to $249,999

!e Achelis and Bodman Foundations
R. Mark and Wendy Adams
Linda and Earle Altman
Abigail and Joseph Baratta
Booth Ferris Foundation
Sonja and Martin J. Brand
Hélène and Stuyvesant Comfort
Caroline and Paul Cronson
Roberta Garza
Howard Gilman Foundation
Marjorie and Gurnee Hart
!e Hearst Foundations
Anita K. Hersh
Kirkland & Ellis LLP
Mary T. Kush
Leonard & Judy Lauder Fund
Meta Open Arts
Mr. and Mrs. Lester Morse
National Endowment for the Arts
New York State Assembly
New York State Council on the Arts
Stavros Niarchos Foundation
Gwendolyn Adams Norton and 
   Peter Norton
Donald Pels Charitable Trust
Daniel and Joanna S. Rose
Mrs. Arthur Ross
!e Fan Fox & Leslie R. Samuels 
   Foundation
Caryn Schacht and David Fox
Stacy Schi( and Marc de La Bruyère
Harold and Mimi Steinberg 

   Charitable Trust
Joan and Michael Steinberg
Mimi Klein Sternlicht
Mr. William C. Tomson
Deborah C. van Eck
!e Andy Warhol Foundation for the 
   Visual Arts
Peter Zhou and Lisa Lee

$25,000 to $99,999

!e Avenue Association
Emma Bloomberg
!e Emma and Georgina 
   Bloomberg Foundation
Noreen and Ken Buck,re
Elizabeth Coleman
!e Cowles Charitable Trust
Emme and Jonathan Deland
Jennie L. and Richard K. DeScherer
Krystyna Doer*er
!e Lehoczky Escobar Family
Andrew L. Farkas, Island Capital 
   Group & C-III Capital Partners
Ford Foundation
Lorraine Gallard and Richard H. Levy
Elizabeth Morse Genius Foundation
Horace W. Goldsmith Foundation
Kiendl and John Gordon
Janet Halvorson
Karen Herskovitz
Kaplen Brothers Fund
Christina and Alan MacDonald
Christine and Richard Mack

$500,000 to $999,999

Bloomberg Philanthropies
Lisa and Sanford B. Ehrenkranz
Almudena and Pablo Legorreta
!e Andrew W. Mellon Foundation
Adam R. Rose and Peter R. McQuillan
Donna and Marvin Schwartz
Emanuel Stern

$250,000 to $499,999

American Express
Michael Field and Doug Hamilton
Adam R. Flatto
Ken Kuchin and Tyler Morgan
!e Pierre and Tana Matisse Foundation
!e Rockefeller Foundation
Marshall Rose Family Foundation
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Kim Manocherian
Marc Haas Foundation
Andrea Markezin Press and Joel Press
Slobodan Randjelovic ánd Jon Stryker
Katharine Rayner
!e Reed Foundation
Rhodebeck Charitable Trust
Genie and Donald Rice
Amanda J.T. and Richard E. Riegel
Rebecca Robertson and Byron Knief
!e Shubert Foundation
Sydney and Stanley S. Shuman
Amy and Je(rey Silverman
Sanford L. Smith
TEFAF NY
Tishman Speyer
Robert and Jane Toll
VIA Art Fund
Bob Vila and Diana Barrett
Mary Wallach
Anonymous (3)

$10,000 to $24,999

AECOM Tishman
Judy Hart Angelo
Jody and John Arnhold
Anne-Victoire Auriault / Goldman 
   Sachs Gives
Milton and Sally Avery Arts Foundation
Harrison and Leslie Bains
Marian and Russell Burke
Con Edison
Peter Cummings
Luis y Cora Delgado
DHR Global
William F. Draper
Caryl S. Englander
Teri Friedman and Babak Yaghmaie
Barbara and Peter Georgescu
!e Georgetown Company
Sylvia Golden and Warren Friedman
Kim and Je( Greenberg
Allen and Deborah Grubman
George and Patty Grunebaum
Agnes Gund
Lawrence and Sharon Hite
Peter Huntsman
Jack Shainman Gallery
Kekst
!e Charles & Lucille King Family 
   Foundation
!e Emily Davie and Joseph S. 
   Kornfeld Foundation
Suzie and Bruce Kovner
Bill Lambert
Fernand Lamesch
Leon Levy Foundation
George S. Loening
Steve and Sue Mandel
Danny and Audrey Meyer
Cynthia Woods Mitchell Fund 
   of the National Trust for 
   Historic Preservation
!e Donald R. Mullen Family 
   Foundation, Inc.
Nardello & Co.
Beth and Joshua Nash
Lily O'Boyle
PBDW Architects
Michael Peterson
Joan and Joel I. Picket
Anne and Skip Pratt
Deborah and Chuck Royce
Fiona and Eric Rudin
May and Samuel Rudin Family 
   Foundation, Inc.
Seymour and Robyn Sammell

Mrs. William H. Sandholm
Lise Scott and D. Ronald Daniel
Dr. and Mrs. !omas P. Sculco
Claude Shaw and Lara Meiland-Shaw
Brian S. Snyder
Howard & Sarah D. Solomon 
   Foundation
Michael and Veronica Stubbs
Allen and Meghan !orpe
Merryl and James Tisch
Barbara D. Tober
L.F. Turner
Susan Unterberg
Cristina Von Bargen and 
   Jonathan McHardy
Isak and Rose Weinman 
   Foundation, Inc.
Samuel and Kathryn Weinho(
Wescustogo Foundation
Maria Wirth
Anonymous (6)

$5,000 to $9,999

Amy and David Abrams
Katie Adams Schae(er
Louis and Gabrielle Bacon
Jay Badame
Franklin and Marsha Berger
Tim and Amy Berkowitz
Sara and Mark Bloom
Nicholas Brawer
Catherine and Robert Brawer
Patricia Brown Specter
James-Keith Brown and 
   Eric Diefenbach
Dr. Joyce F. Brown, President, 
   Fashion Institute of Technology
Arthur and Linda Carter
Betsy Cohn
Sissel Cooper and Peter Bos
Joyce B. Cowin
Jessie Ding and Ning Jin
Jeanne Donovan Fisher
Martin and Rebecca Eisenberg 
   Foundation
Leland and Jane Englebardt
Dr. Nancy Eppler-Wol( and 
   Mr. John Wol(
!e Felicia Fund
Andrew and !eresa Fenster
Candia Fisher
Mary Ann Fribourg
Bart Friedman and Wendy A. Stein
Great Performances
Cecilia Greene and Paul Verbinnen
Mimi and Peter Haas Fund
Molly Butler Hart and 
   Michael D. Gri0n
Peter Imber and Ali Zweben Imber
Steve Jensen and Mark Grace
Cynthia and Stephen Ketchum
!e David L. Klein, Jr. Foundation
Kameron Kordestani
Stewart F. Lane and Bonnie Comley
Jo Carole and Ronald S. Lauder
Chad A. Leat
Denise Lefrak
Robert Lehman Foundation
Gail and Alan Levenstein
Jane Lombard
Lili Lynton and Michael Ryan
Linda Macklowe
Shelly and Tony Malkin
Marian Goodman Gallery
James C. Marlas and 
   Marie Nugent-Head Marlas
Joyce F. Menschel

   Associates
Charles and Norris Daniels
Antoinette Delruelle and 
   Joshua L. Steiner
Peggy and Millard Drexler Family 
   Foundation
Christopher Duda
Anne and Joel Ehrenkranz
Jamshid and Mashid Ehsani
Deborah and Ronald Eisenberg 
   Foundation
Jared Feldman
Edmée and Nicholas Firth
Megan Flanigan
Ella M. Foshay and 
   Michael B. Rothfeld
Gwen and Austin Fragomen
Jill and Michael J. Franco
Eleanor Friedman and 
   Jonathan J. Cohen
!e Garcia Family Foundation
Emanuel E. Geduld
Martin and Lauren Geller
Mr. and Mrs. Andrew S. Georges
Alexandra Giniger
Elizabeth Granville-Smith
Robert S. Gregory
Ian and Lea Highet
Barbara Ho(man
Johanna Hudgens and 
   Matthew Wilson
James Ingram
Je( and Hollye Jacobs
Judith Jadow
Ann Jones
Jeanne Kanders
Rita J. and Stanley H. Kaplan Family 
   Foundation
Adrienne Katz
Nancy Kestenbaum and 
   David Klafter
Zachary Kline
Douglas and Judith Krupp
Lizbeth & George Krupp
John Lambert and Ramona Boston
Barbara and Richard Lane
Suydam Lansing
Lazarus Charitable Trust
Elliot Levenglick
Phyllis Levin
Gina Giumarra MacArthur
Charles and Georgette Mallory
Iris Z. Marden
Judith and Michael Margulies
Joanie Martinez-Rudkovsky
Bonnie Maslin
Nina B. Matis
Diane Max
Peter and Leni May
Claudia and Eduardo Mazzi
Dennis McNeill and 
   Robin Burns McNeill
Constance and H. Roemer McPhee
Claire Milonas
Barbara and Howard Morse
Saleem and Jane Muqaddam
Aida Murad
Nancy Newcomb and John Hargraves
Peter and Susan Nitze
Susan Numero(
Nancy and Morris W. O0t
Kathleen O'Grady
Peter and Beverly Orthwein
Robert Ouimette and Lee Hirsch
Robin and Carlos Palomares
Madison J. Papp
Lee and Lori Parks
Louis and Barbara Perlmutter
Richard and Rose Petrocelli
Pistachio Culinary Studio & 

Moncler USA Inc.
Enid Nemy, Dorothy Strelsin 
   Foundation
Jesse and Stéphanie Newhouse
Michael and Elyse Newhouse
Valerie Ohrstrom
David Orentreich, MD / Orentreich 
   Family Foundation
Marnie Pillsbury
Susan Porter
Preserve New York, a grant program 
   of Preservation League of New York
Ida and William Rosenthal 
   Foundation
Chuck and Stacy Rosenzweig
Reed Rubin and Jane Gregory Rubin
Eva Sanchez-Ampudia and 
   Cyrille Walter
Susan Savitsky
Susan and Charles Sawyers
Hillary Schafer and Mark Sha,r
Stephanie and Fred Shuman
Dan Simkowitz and Mari Nakachi
Lea Simonds
Ted Snowdon
Dr. and Mrs. Eugene E. Stark, Jr.
Anne-Sophie Stern
Beatrice Stern
Michael and Marjorie Stern
!e Jay and Kelly Sugarman 
   Foundation
Robert Suiter and Debra Shuwarger
!e Annenberg Foundation
Dave and Karen !omas
Michael Tuch Foundation
Mr. and Mrs. Jan F. van Eck
Mrs. William J. vanden Heuvel
Anastasia Vournas and 
   J. William Uhrig
Saundra Whitney
Gregory Annenberg Weingarten, 
   GRoW @ Annenberg
Michael Weinstein
Gary and Nina Wexler
Lynne Wheat
Brian and Jane Williams
Francis H. Williams and 
   Keris A. Salmon
W. Weldon and Elaine Wilson
Lisa and David Wolf
Cynthia Young and George Eberstadt
Judy Francis Zankel
Bruce and Lois Zenkel
Zubatkin Owner Representation, LLC
Anonymous

$2,500 to $4,999

Abigail Kirsch Catering
Allen Adler and Frances Beatty
Susan Heller Anderson
Je( Arnstein and Michael Bellante
Francesca Beale
Catherine Behrend
Mr. Lawrence B. Benenson
Jonathan and Marjaleena Berger
Stephanie Bernheim
Carolyn S. Brody
Mr. and Mrs. Kevin Brown
Annabel Buck,re
Amanda M. Burden
Mary and Brad Burnham
Joel and Ulrika Citron
Margaret Conklin
Colin Cowie and Danny Peuscovich
Dominick Coyne and Michael Phillips
Ellie and Edgar Cullman
Joshua Dachs / Fisher Dachs 

PARK AVENUE ARMORY 
PATRONS (CONT’D)
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   Experiences
Geri Pollack
Phyllis Posnick and Paul Cohen
Jennifer Reardon
Mr. and Mrs. Michael and 
   Kalliope Rena
Diana and Charles Revson
Diana and John Rice
Richenthal Foundation
Alexandra Robertson
Laura and Gerald Rosberg
Rose Brand
Deborah Rose
Marisa Rose and Robin van Bokhorst
Marjorie P. Rosenthal
Susan Rudin
Jane Fearer Safer
Paul H. Scarbrough, Akustiks, LLC.
Sabina and Wilfred Schlumberger
Caroline Schmidt-Barnett
Louisa Serene Schneider
Benjamin Schor & 
   Isabel Wilkinson Schor
Nicholas and Shelley Schorsch
Sara Lee and Axel Schupf
Douglas Schwallbe and 
   Nancy Lorenz
Uma Seshamani and Jason van Itallie
Jack Shainman
Emilia Sherifova
Denise Simon and 
   Paulo Vieiradacunha
Laura Skoler
Shelley Sonenberg
Daisy M. Soros
Stephen and Constance Spahn
Leila Maw Straus
Stella Strazdas and Henry Forrest
Ellen and Bill Taubman
Union Square Events
Christine van Itallie
Andrew E. Vogel and 
   Véronique Mazard
Robert Warshaw and Debbie Schmidt
Kate Whitney and Franklin !omas
Andrea Winter and Daniel Mintz
Amy Yenkin and Robert Usdan
Toni Young
Freya Zaheer and Whit Bernard
Anonymous (5)

$1,000 to $2,499

Diane and Arthur Abbey
Marina Abramović
Ellen Abrams
David and Anne Altchek
Eric Altmann
Diane Archer and Stephen Presser
Ms. Regula Aregger
John and Jennifer Argenti
Dr. Lora Aroyo
Assouline-Lichten Foundation
Jenny & Michael Baldock
Diana Barco
Howard and Jane Barnet
Fabrizio and Enrica 
   Bentivoglio D’arengi
Stephen Berger and 
   Cynthia Wainwright
Deborah Berke and Peter McCann
Judy and Howard Berkowitz
Reid Berman
Elaine S. Bernstein
Katherine and Marco Birch
Hana and Michael Bitton
Boehm Family Foundation
Jill and Sheldon Bonovitz

Melanie Bouvard
Richard and Susan Braddock
Mark and Anne Brennan
Spencer Brownstone
Hugh Burns and Molly Du(y
Matthew Buten and Beth Brownstein
Cora Cahan
Michael Carlisle and Sally Peterson
!omas and Ann Charters
Orla Coleman and Rikki Tahta
Bradley A. Connor
Alexander Cooper
Krista and James Corl
Sophie Coumantaros
Andrew and Mimi Crawford
Mimi Ritzen Crawford
Abby and Andrew Crisses
L. Jay Cross
Austen and Ernesto Cruz
John Charles and Nathalie Danilovich
Richard and Peggy Danziger
Tina R. Davis
Eric de Cholnoky and 
   Lily Greenwell-Farrell
Richard and Barbara Debs
!omas and Elizabeth Dubbs
David and Frances Eberhart 
   Foundation
Karen Eckho(
Frederick & Diana Elghanayan
Inger McCabe Elliott
Patricia Ellis
Barry Ellsworth and 
   Nathalie Pierrepont
Cristina Enriquez-Bocobo
Femenella & Associates, Inc.
Robert and Kimia Finnerty
Walter and Judith Flamenbaum
Gail Flatto
Barbara G. Fleischman
Kristin Gamble Flood
Melanie and Robert Forman
Betsy Frank
Kara Ga(ney Ross
Stefan Gargiulo
Bruce and Alice Geismar
David and Susan Getz
Sarah Jane and Trevor Gibbons
Ryan Gillum
Mrs. Leila Govi
Nina DeKay Grauer
Jan M. Guifarro
Frances and Gerard Guillemot
Sharon Gurwitz
Yen Ha and Richard Tesler
Linda Hackett and Russell Munson
Nohra Haime
Patricia G Hambrecht
Lana and Steve Harber
Kathy Harrison and Edward Flinn
!omas Hartman
In memory of 
   Maria E. Hidrobo Kaufman
William T. Hillman
Gregor Hochmuth
Bruce Ho(man
Mr. Joseph C. Hoopes, Jr.
Tom and Amy Houston
Richard and Roberta Huber
Peter Hunt
Hollye Jacobs
William and Weslie Janeway
Morton and Linda Janklow
Christopher and Hilda Jones
Hon. Bruce M. Kaplan and 
   Janet Yaseen Kaplan
Jennie A. Kassano( and 
   Daniel H. Schulman
Kay Kimpton Walker and Sandy Walker
Claire King

PARK AVENUE ARMORY 
PATRONS (CONT’D)

Jana and Gerold Klauer
Major General Edward G. Klein, 
   NYNG (Ret.)
Phyllis L. Kosso(
Kate Krauss
Barbara Landau
Judith and G Langer
Christopher and Alida Latham
Ralph Lemon
Alexia and David Leuschen
John D. and Catherine T. MacArthur 
   Foundation
Susanne Mackiw
Jay and Donna Margolis
Ryan Marshall & Mary Herms
Match65
Larry and Mary McCa(rey
Martha B. McLanahan
Rebecca Gold Milikowsky
John and Lisa Miller
Larry Morse and Sharon Bowen
Stephanie Neville and Alan Beller
Lisbeth Oliver
Arlena Olsten
Dr. Catherine Orentreich
Sanjay and Leslie Patel
Katherine Peabody
Brian and Emilia Pfei*er
Natalya Poniatowski
Charmaine N. Portis
David and Leslie Puth
Martin and Anna Rabinowitz
Nathalie Solange Regnault
Jill Reiter and Eric Riha
Anthony and Susan Roberts
David and Susan Rockefeller
David and Meg Roth
Patty Sachs
John and Shelby Saer
Richard and Ann Sarno(
Charlie and Lindsey Schilling
Jonathan and Rachel Schmerin
Michael and Dafna Schmerin
Pat Schoenfeld
Robert Schroeder and Karen Brooks
Amy Schulman
Marshall Sebring and Pepper Binkley
Gil Shiva
Adrianne and William Silver
Bonnie Simon
Albert Simons III
Donna Snow and Michael Rubino(
Marybeth Sollins
Squadron A Foundation
Stacy, Passionate about the Arts
Lauren Starke and Aric Domozick
Colleen Stenzler
Tricia Stevenson
Noreene Storrie and 
   Wesley G. McCain
Bonnie and Tom Strauss
Elizabeth Stribling and Guy Robinson
Studio Institute
Kris Togias
Zachary Kress Turner
Debra Valentine
Maria Vecchiotti
Caroline Wamsler and 
   DeWayne Phillips
Arete Warren
Mati Weiderpass and Nikolas Chen
Katherine Wenning and 
   Michael Dennis
Shelby White
Anonymous (6)

 

List as of December 31, 2021
* Deceased

264086_HouseProgram_C.indd   19264086_HouseProgram_C.indd   19 2/1/22   8:28 AM2/1/22   8:28 AM



!ompson Arts Center at Park Avenue Armory  |  643 Park Avenue at 67th Street20 !ompson Arts Center at Park Avenue Armory  |  643 Park Avenue at 67th Street

264086_HouseProgram_C.indd   20264086_HouseProgram_C.indd   20 2/1/22   8:28 AM2/1/22   8:28 AM



Legac\ Russell on 2021 Knight Arts + Tech FelloZ Rashaad NeZsome
2021

In 1999, American professor of c\bernetics and ethno-mathematician Ron Eglash published
African Fractals: Modern Computing and Indigenous Design Zherein he argued that the
fractal²a geometric formation Zhere each part has the same design as the Zhole²is
fundamental to, and deepl\ embedded Zithin, the building of ³African designs and knoZledge
s\stems.´ Across his research Eglash notes that the late Benovt Mandelbrot is historicall\
credited as having "discovered" fractals in 1975, but in fact the presence of the fractal as a core
organi]ational algorithm long predates Mandelbrot. Eglash observes, ³We need to think about
« the traditional African methods for doing self-organi]ation [as] robust algorithms « Za\s of
doing self-organi]ation, of doing entrepreneurship, that are gentle, that are egalitarian. If Ze
Zant to find a better Za\ of doing that kind of Zork, Ze [need] look no further.´

Rashaad NeZsome, CaWZalk (SWar ReYlon), 2016. Three-color lithograph Zith silver leaf,
3D-printed and collage elements, 29 3/4 [ 42 inches. Image courtes\ the artist.

Much of Eglash¶s earl\ visuali]ation of the fractal model of computing across the technolog\ of
African design began b\ stud\ing aerial photographs of a Tan]anian village, recogni]ing that
from above, these patterns and the connections betZeen them became more discernible. There
is something incredibl\ stick\ and comple[ about Eglash requiring the aerial vieZ as a core



driver of the legibilit\ of a Black algorithm. On the one hand, it speaks to the trigger of a
non-Black researcher e[ercising omniscence Zith an overarching godl\ sight. B\ situating
himself as a human drone hovering be\ond the photographic image, Eglash Zas able to register
the fractals as part of a sort of geographic information s\stem (GIS), unlocking access to
enclaved spatial and geographic data in intersection Zith the creative technolog\ of land design.
On the other hand, a more hopeful read: Eglash shoZs us that sometimes it is simpl\ a shift in
our bodil\ position that can help us engage encr\pted data differentl\²and toZard radical
means. As the concept of basic GIS goes, output data comes from inputting the raZ data of the
real Zorld. 3 This is Zhat makes the map, and an aerial perspective can get us there.

Rashaad NeZsome, Being, 2019. Artificial intelligence installation, computer, projector,
microphone, sound s\stem, dimensions variable. Image courtes\ of the artist.

Rashaad NeZsome¶s ongoing e[ploration and mapping of voguing as a Black form of
movement research, data storage, and collective Za\finding activates deep spatial, archival,
and algorithmic s\stems-labor. Inside a ballroom the information e[changed is four-dimensional,
operating at the ecstatic intersection and blur of space and time Zhile doing the active Zork to
e[plode and redefine both altogether. Considering NeZsome¶s Zork simultaneousl\ from Zithin
and above the ballroom gives us a neZ vision: as dancers move, the\ leave their trace, a
comple[ topographic choreograph\ revealing the Zritten codes of rh\thm and algorithm alike,
buo\ed b\ the da]]le of Black gesture. NeZsome is giving maps Zith his Zork and meticulousl\
setting out the computational rules of their reading, thinking criticall\ about Zhat can (and
should) be read and, conversel\, Zhat is draped in strategic opacit\. In CatZalk (Star Revlon)
(2016) and Duck Walking (Justin Monster Labeija) (2016) the information of Vogue Femme as a
st\le of 1990s vogue dance²alongside the names of the legendar\ performers putting these
moves to action²is transformed into kinetic decadence that breaks the static rigidit\ of the
traditional art historical sightline.



NeZsome¶s lines give us an ³image of thought,´ the Zild technolog\ of rhi]ome to Zander in. For
his recent solo e[hibition To Be Real (2020) the artist plunges the visitor into the depths of Black
and queer data, activating a ro\al heraldic iconograph\ that in its vibrance pa\s homage to a
NeZ Orleans legac\ of dance and feathers. The space of To Be Real, and the carefull\
organi]ed Zorks presented therein, again makes knoZn and tangible the four dimensions,
visuali]ing the somatic and te[tured computing of African histories as the\ collide Zith the
performative innovation of a queer non-binar\ American blackness.
 
Central to NeZsome¶s recent Zork is his AI progen\, Being (2019±ongoing). For the artist, Being
articulates the tense position of the ³c\borg´ as an encoded icon, tool, vehicle, s\mbol, bound
up Zith the programmatic viral haunt of the American antebellum project. Researcher and
technologist Jade E. Davis proposes that c\borg as a term is reall\ another Za\ of marking the
Other. Davis observes, ³We use Zords like c\borg because Ze don¶t have the language to talk
about the black e[perience, more specificall\ the organi]ing role chattel slaver\, signified b\ the
black bod\, pla\ed and continues to pla\, in culture and societ\. ... [Perhaps then] µc\borg¶
should be µblack slave.¶´ 5 The presence of NeZsome¶s Being therefore is a constant reminder
that enslaved Black people²not vieZed as human, but relegated to chattel²Zere principal
data, transmitted through the machine of the Middle Passage. NeZsome¶s interest in the queer
objecthood of blackness and the Za\s in Zhich a certain specificit\ can be grounded through
queer intelligence, Zithin the c\borgian Black subject and toZard emancipator\ means, makes
his entanglement of Black being via his Being a durational one, the Zork of a lifetime. The score
betZeen the artist and the machine in consideration of Zhat ]eros and ones need to be hacked,
backed up, and maintained for a decoloni]ed future, remains in constant (re)negotiation of Zhat
knoZledge s\stems might be required for an aZokened machinic liberation. Shucking machine
and slave alike in the creation of Being, NeZsome pushes the c\borg toZard mutin\. If a
linguistic articulation of American blackness has e[isted in the h\phen betZeen African and
American, NeZsome closes this gap, the AI of Being becoming a geographic meeting site of
Black diaspora, a spiritual homegoing in a digital homecoming.



Rashaad NeZsome, AnViVWa, 2019. African mahogan\ Zood, silicone, leather, metal, te[tile,
resin, paint, SZarovski cr\stal, 70 [ 60 [ 10 inches. Installation at the Fort Mason Center For Art
And Culture, San Francisco. Image courtes\ the artist.

Artist Stephanie Dinkins notes, ³Widel\ deplo\ed AI can support bottom-up decision making and
provide the public means to directl\ inform the s\stems that govern us Zhile also empoZering
the governed.´ She asks, ³Who is Zorking to use it as such?´ If Ze collectivel\ consider
ourselves the liberated b\product of an algorithmic futurit\, radicall\ programmed b\ our
c\borgian ancestors and Zidel\ deplo\ed, the ansZer is simple: us. I think of m\ first time
e[periencing a recording of NeZsome¶s Shade Compositions (2005±ongoing): the sonic
doZnload that in sharp inhalation, sucking of teeth, and the roll of an e\e, speaks volumes to
the densit\ of encr\pted epigenetic material Ze carr\ Zith us as Black and queer people. In this
softZare kiki Ze find ourselves: fractal records stored as rebellious c\phers Zithin NeZsome¶s
information superhighZa\, beings Zaiting to be deciphered b\ the computers of generations to
come.





THIS IS MY WORK...IT¶S NOT TO BE PLAYED WITH
b\ DaUQHOO L. MRRUH
CaWaORJXH HVVa\ SXbOLVKHG b\ DH BXcN GaOOHU\, NHZ YRUN, RQ WKH RccaVLRQ RI
RaVKaaG NHZVRPH: STOP PLAYING IN MY FACE!
ASULO 2016

____________________________________________________________________________

THIS IS MY WORK...IT¶S NOT TO BE PLAYED WITH

I ZiVh \¶aOO UeaOO\ VWRS fXcNiQg SOa\iQg iQ P\ face. If \RX caQQRW fXcNiQg SaiQW, geW Whe fXcN RXWWa
P\ fXcNiQg face«YRX Vee hRZ I fXcNiQg SaiQWed P\VeOf, biWch? ThiV iV P\ ZRUN«AQd iWV MXVW VR
fXcNiQg«iW¶V QRW WR be SOa\ed ZiWh. ² Samantha
James

ThiV iV P\ ZRUN.

In the epigraph, Samantha James, a popular social media personalit\, summons indignant
courage in her self-produced YouTube clip. In the video, James literall\ turns the ga]e awa\
from self and in the direction of the powers that render her an object to be ³painted´ b\ the less
adroit hands of others and unequivocall\ asks, ³YRX Vee hRZ I fXcNiQg SaiQWed P\VeOf, biWch?´

To own one¶s work ² whether such labor e[ists in the form of one¶s abilit\ to craft an
unconstrained self with precision or the skill to use russet colored powder on a chocolate brown
face as if it were the canvas of a gestural painting ² is no trivial e[ercise for trans women of
color like James. Because the art of being and the work of molding self-representations,
as she reminds us, is ³not to be pla\ed with.´



IW WakeV de[WeUiW\ WR VXUYiYe in a VRcieW\ WhaW iV laUgel\ anWagRniVWic WR WUanVgUeVViYe black and
bURZn bRdieV UeViVWanW WR YaUiRXV fRUmV Rf cRnWURl. The bRdieV and UeSUeVenWaWiRnV ² Whe
almRVW VXSeUnaWXUal fRUmV Rf being and VXUYiYing ² cUeaWed and emSlR\ed b\ WUanV ZRmen Rf
cRlRU aUe maWeUial UeVXlWV Rf WheiU agenWial SRZeU.

JameV¶ XVe Rf Whe VXbjecWiYe ³I´ iV meanW WR Uemind heU aXdience WhaW WUanV ZRmen Rf cRlRU aUe
Whe RbjecWV Rf WheiU RZn cUeaWiRn. And WhRVe ZhR WU\ WR SainW and adRUn Whe elemenWV black and
bURZn WUanV ZRmen haYe maVWeUed in Whe fRUm Rf Velf-cUeaWed imageV Wend WR fall VhRUW.

RaVhaad NeZVRme¶V 6723 3LA<I1G I1 0< FACE! cRnjXUeV Whe XnUeVWUained VSiUiW WhaW
enfameV JameV¶ ZRUdV. HiV ZRUk cRmbineV VWill life, SRUWUaiWXUe, heUaldU\, abVWUacWiRn and cRllage
WR e[SlRUe and bRd\ fRUWh ZRUkV VhaSed b\ a leiWmRWif WhaW cRnnecWV nRWiRnV Rf cRnWUaYenWiRn,
Velf-fRUmaWiRn, inWeUURgaWiRn, and agenc\.

FRUP(aWiRQ) aQd ReSUeVeQWaWiRQV

TheUe¶V a bUeach in RXU cRllecWiYe XndeUVWanding Rf WUanV idenWiWieV. The e[SeUienceV Rf WUanV
SeRSle UeSUeVenW a SURjecW Rf eYaViRn and deWRnaWiRn. SRciall\ cRnVWUXcWed caWegRUieV Rf gendeU
and Ve[XaliWieV aUe WUanVgUeVVed. In WhiV Za\, WUanVneVV UeSUeVenWV a Uadical deSaUWXUe fURm
nRUmV. IW iV cRnWemSlaWiYe deYiance. BXW WUanVneVV iV alVR a fRUm Rf aUchiWecWXUe. LiYeV
aUe Ueimagined. SelYeV aUe bXilW. BRdieV aUe cRnVWUXcWed.

6723 3LA<I1G I1 0< FACE! Sla\V WR Whe Wheme Rf baURTXe aUchiWecWXUe. NeZVRme e[SlRUeV
Whe limiWV Rf WUanV femme UeSUeVenWaWiRnV Yia YiVXal aUW and WeVWV Whe XVe Rf Whe cRllage aV a fRUm
WhURXgh Zhich VXch UeSUeVenWaWiRnV mighW maWeUiali]e. CRnnecWing Whe RWheUZiVe diVSaUaWe
maWeUialV he SXllV fURm maga]ineV made fRU XUban aXdienceV, NeZVRme inWeUURgaWeV Whe
elemenWV WhaW UeSUeVenWaWiRnV Rf WUanV femmeV Rf cRlRU Wend WR be made Rf: Whe VWXff Rf a glRbal
neRlibeUal caSiWaliVW maUkeW WhaW cenWeUV Rn VXSUemaciVW ideaV Rf ZhiWeneVV RU Whe imageV WhaW
aUe cRmmeUciali]ed WR aSSeal WR Whe ciVheWeUR male ga]e. ThXV, Whe ZRUk inYiWeV XV WR cRnVideU
if black and bURZn WUanV ZRmen¶V Velf-UeSUeVenWaWiRnV ² eYen Whe mRVW allXUing and deYianW ²
aUe WRR VhaSed b\ Whe fRUce Rf ZhaW bell hRRkV, Whe Zell-knRZn black feminiVW cXlWXUal cUiWic, haV
WeUmed ZhiWe VXSUemaciVW caSiWaliVW SaWUiaUch\? And if Whe\ aUe, hRZ aUe VXch fRUceV deWRnaWed?

The imaginaUieV WhaW giYe life WR aUchiWecWXUe and Whe fRUceV neceVVaU\ WR cRnVWUXcW RU annihilaWe
UeSUeVenWaWiRnV aUe fUameV WhaW Veem WR VhaSe NeZVRme¶V WheViV in 6723 3LA<I1G I1 0<
FACE! The mRUe RbYiRXV aUchiWecWXUal UefeUenceV hinWed aW in Whe ZRUk Sa\ hRmage WR ViWeV like
RRme¶V SanW¶AndUea della Valle, BaUcelRna¶V SanWa MaUia del MaU and Whe S]eged S\nagRgXe
in HXngaU\. BXW leVV RbYiRXV aUe Whe WenViRnV beWZeen an aSSeal WR deVign VW\leV WhaW cRnnRWe
bRWh decadence and ZRUld-ZeaUineVV. <AAAAAAA6!, fRU e[amSle, iV a deSicWiRn ZhRVe fRcal
elemenWV aUe fXll liSV cRYeUed ZiWh a glRVV\ UXbicXnd liSVWick VXUURXnded b\ a cRnfigXUaWiRn Rf
fRXnd imageV Rf beda]]led bling WhaW aUe cRmSRVed inWR elemenWV Rf a femme face. Like Whe
RWheU SieceV in WhiV VeUieV, NeZVRme alVR µSainWV Whe face¶ ZiWh VW\li]ed e\eV cXW fURm faVhiRn
maga]ineV, Ueminding Whe YieZeU Rf Whe eYeU-SUeVenW miVRg\niVW ga]e. The Siece iV Wamed,



WhRXgh, b\ Whe SlacePeQW Rf a gRld-SlaWed dRPe SRViWiRQed aV a head. HeUe iV aQ e[aPSle
ZheUe V\PbRlV Rf ZRUldl\ iQdXlgeQce cRllXde ZiWh WhRVe Rf RWheUZRUldl\ WUaQVceQdeQce. TR
NeZVRPe, WheUe VeePV WR be QR VeSaUaWiRQ beWZeeQ Whe WZR.

YAAAAAAAS! 2016, PhRWR cRllage aQd cU\VWalV RQ SaSeU iQ cXVWRP PahRgaQ\ aQd UeViQ aUWiVW fUaPe ZiWh leaWheU aQd
aXWRPRWiYe SaiQW ZiWh OSWiXP MXVeXP acU\lic, 72 ó [ 72 ó [ 5 iQ.

The ZRUk alVR VeePV WR Uiff RQ fiQ de Viqcle, VigQaliQg Whe lRVV Rf ZhaW ZaV aQd Whe ePbUace Rf
Whe QeZ. BXW iW iV a PRYe WhaW iV alVR iQdicaWiYe Rf Whe SRZeU Rf WUaQV e[SUeVViYeQeVV, WhaW iV, Whe
black aQd bURZQ WUaQV ZRPaQ¶V abiliW\ WR eQWRPb RU eYeQ Ua]e a SaVW VR aV WR cUeaWe VSace WR
bXild QeZ fXWXUeV. The cRllage fXQcWiRQV aV NeZVRPe¶V aUchiWecWXUal PediXP. ThURXgh Whe fRUP,
he e[SlRdeV caWegRUieV Rf beiQg aQd UaiVeV TXeVWiRQV abRXW ZhaW iPageV aQd RbjecWV ² iPageV
aQd RbjecWV WhaW Pa\ RU Pa\ QRW be VigQifieUV Rf dehXPaQi]aWiRQ abRXQdiQg ZiWhiQ SRSXlaU
cXlWXUe ² RQe caQ acWXall\ XVe RU cXll WR VXWXUe a UeSUeVeQWaWiRQ. HiV SXlliQg WRgeWheU Rf fRXQd
iPageV XVed WR cRQVWUXcW a bRd\ Rf ZRUk iV aQalRgRXV WR Whe SURceVV RQe PXVW gR WhURXgh WR
cRQVWUXcW a Velf. WhaW SaUWV dR Ze Uid? AQd Zhich dR Ze Veek WR cUeaWe? NeZVRPe¶V ReXYUe iV
PRUe WhaQ Whe ZRUk Rf YiVXal aQd e[SUeVViYe aUWV; iW iV aQ RQWRlRgical SURjecW.

SKaSeVKLfWLQJ

We e[iVW iQ a VRcieW\ WhaW ceQWeUV Whe e[SeUieQceV Rf ciVgeQdeU SeRSle aV Whe defaXlW VRcial
lRcaWiRQ WhURXgh Zhich Ze YieZ Whe ZRUld ² Whe RSWic WhURXgh Zhich Ze Uead Whe bRdieV Rf Whe



SeRSOe iQhabiWiQg Whe P\RSic ZRUOd Ze iPagiQe. AUW iV a W\Se Rf cXOWXUaO SURdXcWiRQ WhaW caQ¶W
eVcaSe Whe fRUce Rf Whe ga]e. IW WRR caQ be YiROeQW WR WhRVe ZhRP Whe aUWiVW UefXVeV WR iPagiQe aV
eYeQ e[iVWiQg. AQd iW caQ aOVR be Whe ViWe WhURXgh Zhich QeZ fRUPaWiRQV caQ be deYeORSed.
STOP PLAYING IN MY FACE! iV ZhaW caQ WUaQVSiUe ZheQ Whe aUWiVW e[SaQdV WheiU RSWicV.

NeZVRPe¶V e[hibiWiRQ iV cRPSUiVed Rf ZRUNV VhifWiQg iPageV aQd UeSXUSRViQg WheP. IQ VeaUch Rf
a fePiQiVW eWhRV RXWVide acadePe, he VeaUched fRU YiVXaO We[WV iQ SOaceV ZheUe Whe SUeYaiOiQg
VWUXcWXUeV Rf ZhiWe UaciaO VXSUePac\, caSiWaOiVP, aQd SaWUiaUch\ VhaSe VWaQdaUdV Rf beaXW\ aQd,
XOWiPaWeO\, OiPiW Whe ageQWiaO SRWeQWiaO Rf ZRPeQ VXbjecWV/cRQVXPeUV/RbjecWV, eVSeciaOO\ WhRVe
ZhR PighW ideQWif\ aV WUaQV ZRPeQ Rf cRORU.

LefW, BAAAAAAAM! 2016, PhRWR cROOage RQ SaSeU iQ cXVWRP PahRgaQ\ aQd UeViQ aUWiVW fUaPe ZiWh OeaWheU, aQd
aXWRPRWiYe SaiQW ZiWh OSWiXP MXVeXP acU\Oic, 43 ó [ 55 ó [ 4 iQ. aQd RighW, CR\, 2016, PhRWR cROOage RQ SaSeU iQ
cXVWRP PahRgaQ\ aQd UeViQ aUWiVW fUaPe ZiWh OeaWheU, aQd aXWRPRWiYe SaiQW ZiWh OSWiXP MXVeXP acU\Oic, 36 ô [ 24 ô
[ ô iQ.

HiV YiVXaO ZRUNV aUe aOVR SOaced iQ cRQYeUVaWiRQ ZiWh aQ aXdiWRU\ We[W ² a VRXQdWUacN
cRPSRVed Rf TXRWabOe VWaWePeQWV fURP VeYeUaO YaUiabO\ ideQWified fePiQiVWV ² SURdXced WR dUaZ
aWWeQWiRQ WR Whe diffeUeQW fRUPV Rf WeQViRQ hiV ZRUN e[SORUeV. BXW NeZVRPe aOVR UeWXUQV WR Whe
baOOURRP VceQe ² a cRXQWeU-cXOWXUaO bOacN WUaQV aQd TXeeU VSace iQ Zhich hiV ZRUN WeQdV WR
WUaffic. The SRSXOaUi]ed YRgXe fePPe eOePeQWV, iQ PaQ\ Za\V, giYe VhaSe WR hiV ZRUN aV ZeOO aV
Whe e[SUeVViYe cXOWXUe he dUaZV fURP WR VhaSe ViQgXOaU ZRUNV OiNe BAAAAAAAM! aQd COY
aPRQg RWheUV. The SRViWiRQiQg Rf OegV iQ bRWh ZRUNV giYe Whe YieZeU Whe iPSUeVViRQ Whe bRd\ iV



iQ PRWiRQ aV iW PaVWeUV fORRU SeUfRUPaQce, RQe Rf Whe eOePeQWV Rf YRgXe. ThiV ZRUN iV abRXW
VhifWiQg bRdieV. BXW Whe e[hibiWiRQ aOVR iQcOXdeV a YideR iQVWaOOaWiRQ WhaW iV RUgaQi]ed aURXQd
ViPXOWaQeRXVO\ ORRSed caPeRV Rf APa]RQ MRWheU LeiRP\ MaOdRQadR, ZideO\ NQRZQ RXWVide Rf
Whe baOOURRP cRPPXQiW\ aV a cXOWXUaO icRQ, VhaUiQg Whe fiYe eOePeQWV Rf YRgXe, aV a YiVXaO cXe
WhaW WUaQVgUeVViYe WUaQV fePPe bRdieV caQ aOVR VhifW VSace.

6723 3LA<I1G I1 0< FACE!, 2016, SiQgOe chaQQeO YideR ZiWh VRXQd, DiPeQViRQV YaUiabOe
TRT: 04:02

BOacN WUaQV VchROaU aQd cXOWXUaO ZRUNeU Kai GUeeQ deVcUibed VhaSeVhifWiQg aV ³Whe abiOiW\ WR
chaQge RQeVeOf.´ BXW he aOVR ZeQW RQ WR RffeU ZhaW he fRUeVeeV aV aQ aiP WhaW VXUfaceV aV a
UeVXOW Rf VeOf-acWXaOi]aWiRQ aQd VhaSiQg. ³I ZaQW WR haYe VeOf-deWeUPiQaWiRQ ecRQRPicaOO\,
SROiWicaOO\, aQd VRciaOO\, Zhich fRU Pe iQcOXdeV geQdeU VeOf-deWeUPiQaWiRQ.´ ThiV iV ZhaW cXOWXUaO
aQWhURSRORgiVW AiPee MeUediWh CR[ deVcUibeV aV a ³chRUeRgUaSh\ Rf ciWi]eQVhiS´ RU Whe YaUiRXV
SeUfRUPaQceV iW WaNeV WR VhifW diVcRXUVeV aQd VSaceV. 6723 3LA<I1G I1 0< FACE! iV aQ
aWWePSW aW bRWh, bXW iW dReV VR b\ UefXViQg WR diVUePePbeU Whe bRdieV ceQWUaO WR Whe SURMecWV¶
iPagiQaU\. BOacN WUaQV ZRPeQ aUe ceQWeUed iQ Whe ZRUN. BXW iW iV QRW eQRXgh WR dePRQVWUaWe hRZ
WUaQV fePPe UeSUeVeQWaWiRQV VigQif\ SRZeUOeVVQeVV. NeZVRPe aWWePSWV WR ceQWeU RQ WUaQV
fePPe ageQc\ ² eYeQ ZheQ Whe OiPiWV Rf RQe¶V ageQc\ aUe WeVWed b\ YaUiRXV fRUPV Rf VWUXcWXUaO
RSSUeVViRQ. EYeQ PRUe, Whe WUaQV e[SeUieQce iV PRUe WhaQ a SURceVV VigQaOiQg Whe
UecRQfigXUaWiRQ Rf bRdieV becaXVe Whe bRd\ iV QRW QeceVVaUiO\ Whe ORcXV Rf WUaQV ideQWiW\. The
bRd\ iV RQe VWUXcWXUe RQe PighW chRRVe WR deVigQ, bXW WheUe aUe RWheU VWUXcWXUeV WhaW Pa\
UeTXiUe deWRQaWiRQ. IPageV Rf e[SORViRQV aUe UeSOeWe iQ Whe ZRUN, VigQaOiQg Whe SRZeU Rf deYiaQW



GHVWUXFWLRQ RI FDWHJRULHV DQG UXEULFV WKDW FDJH VXEMHFWLYLWLHV. LLNH WKH RUQDWH IUDPHV NHZVRPH
GHVLJQHG WR SRVVHVV VRPH RI WKH ZRUNV, WKH DUWLVW WRR PXVW TXHVWLRQ KLV JUDVS ² KRZHYHU
LQWULFDWH, KRZHYHU XQIL[HG ² RQ H[SUHVVLRQV WRR ELJ IRU DQ\ RI RXU KDQGV. TKLV ZDV NHZVRPH¶V
FKDOOHQJH. IV LW SRVVLEOH IRU D FLV TXHHU PDOH DUWLVW WR FUHDWH UHSUHVHQWDWLRQV RI WUDQV IHPPHV
ZLWKRXW FUXVKLQJ VXEMHFWLYLWLHV, ZLWKRXW FDJLQJ H[SUHVVLRQ ZLWKLQ WKH JD]H RI WKH FLV TXHHU
RQORRNHU? CDQ RQH HYHU ORYH WKH ERG\ RI D WUDQV ZRPDQ HQRXJK WR FUDIW UHSUHVHQWDWLRQV RI LW
ZLWK DV PXFK FDUH DV VKH ZRXOG KHU RZQ? OU VKRXOG WKH DUWLVW DWWHQG WR JDPHV¶ FRPPDQG DQG
³VWRS IXFNLQJ SOD\LQJ LQ KHU IDFH´ XQWLO WKH\ OHDUQ WR JHW LW ULJKW? TKHVH DUH WKH TXHVWLRQV WKLV
ERG\ RI ZRUN SRVLWV ² WKH TXHULHV NHZVRPH¶V ZRUN DWWHPSWV WR UHVSRQG WR ZLWK FDUH IRU
ERGLHV DQG UHSUHVHQWDWLRQV RIWHQ VXEMXJDWHG. 6723 3LA<I1G I1 0< FACE! LV D WHQWDWLYH
UHVSRQVH WR WKH FKDOOHQJH JDPHV SURSRVHV. HH PXVW QRZ DZDLW ZRUG IURP WUDQV ZRPHQ RI FRORU
WR GHWHUPLQH LI KH JRW LW ULJKW.

L. SWRS POD\LQJ LQ M\ FDFH ± SDPDQWKD JDPHV, YLGHR, SHSWHPEHU 2, 2015, YLHZHG MDUFK 23, 2016.
KWWSV://ZZZ.\RXWXEH.FRP/ZDWFK?Y=[]1QTJ293R8
LL. MRRUH, DDUQHOO, DQG KDL GUHHQ. ³ DDUQHOO L. MRRUH & KDL M. GUHHQ: CRQYHUVDWLRQ LQ BODFN.´ GXHUQLFD: A MDJD]LQH
RI AUW & PROLWLFV. MDUFK 9, 2016.
KWWSV://ZZZ.JXHUQLFDPDJ.FRP/GDLO\/GDUQHOO-O-PRRUH-NDL-P-JUHHQ-FRQYHUVDWLRQ-LEODFN/ AFFHVVHG RQ: MDUFK 23, 2016.
LLL. CR[, ALPHH M. SKDSHVKLIWHUV: BODFN GLUOV DQG WKH CKRUHRJUDSK\ RI CLWL]HQVKLS. DXUKDP: DXNH PUHVV, 2015. PULQW
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A BRIEF HERSTORY

A style of competitive dance that evolved from fashion modeling, 
the art of voguing was born in Harlem’s queer Black and Latino 
ballroom scene. Until recently, people of color had little hope of 
becoming superstar models, especially not underprivileged African-
Americans and Latinos (who were fierce nonetheless). So they 
modeled for judges and competed against one another on the runway 
for titles at balls held in community centers and halls throughout 
Harlem, from the 1960s onward.  Over time, performances at balls 
became so intense that, by the 1980s, competitive modeling had 
developed into a codified dance form.

Voguing, in effect, models the act of modeling. Dancers stop and 
pose, as if for a camera in a high fashion shoot, repeating the process 
again and again with different poses, their collective gestures culmi-
nating in a seductive, queer tableau vivant. To vogue is to emulate 
the quintessence of elegance, to mimic and match the character and 
caliber of the models within the magazine for which the dance was 
named. For the Harlem queens who originated the form, to vogue 
was to show the world you were just as good—and just how good 
you were. 

"e ballroom scene, and the dance form at its center, were popular-
ized by Paris is Burning, 1990—the now-legendary documentary by 
Jennie Livingston—and adapted for mainstream consumption that 
same year in Madonna’s classic single. "e related art of drag, which 
has reigned in the ball circuit among gays and trans-identifying 
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women for more than fifty years, is in a sense defined by co-opta-
tion and sampling.1 So while the language of voguing may have been 
co-opted by popular culture, from its very inception the dance form 
has adopted other references and made them its own. 

CAGE, CUNNINGHAM & COLLAGE

When John Cage composed Credo in Us in 1942 for a dance 
performance choreographed by Merce Cunningham and Jean 
Erdman, he inserted clips of music by other composers into his 
score, played by phonograph or radio in brief streams at varied 
intervals. In effect, Cage built a collage of structured sound 
through appropriation and fragmentation. One finds subtle rever-
berations of these notions in the work of artist Rashaad Newsome, 
whose Shade Compositions, 2005–, for example, is performed by an 
ensemble composed of neither strings nor percussion but women 
and queer men of color, who enact the vocal signifiers and body 
language of the stereotypical “black diva” like an orchestral, human 
beatbox [PLS. 00–00]. Newsome’s work is defined by notions of 
collage, and the collaborations of Cage and choreographer Merce 
Cunningham are of significant relevance to his recent projects. 
Consider, for example, their groundbreaking Variations V, 1965, a 
spectacular, avant-garde achievement in interdisciplinary perfor-
mance that correlated dance, sound, and video. Activated by the 
dancers’ passing movements, twelve electronic, anntena-like poles 
scattered throughout the stage transmitted dancers’ sounds to a 
mixer, manipulated by Cage and fellow composers David Tudor 
and Gordon Mumma. Projected film footage by Stan VanDerBeek 
and distored television images by Nam June Paik washed over the 
dancers like billowing clouds, just as screeching, beating, howling 
sounds blanketed their bodies.

"ese visual, aural, and physical collisions predate contemporary 
understandings of queer potentiality and its relationship to the body, 
where, rather than being defined by categories of identity or desire, 

1 In a recent interview, RuPaul Charles was quoted as saying, “Drag is about sampling. 
It’s sampling the world. So it’s only fair that the rest of the world samples from us.” 
Michael Brodeur, “‘All Stars’ a victory lap for ‘RuPaul’s Drag Race,’” Boston Globe, 
October 20, 2012. 
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“we” are able “to see and feel beyond the quagmire of the present,” 
as the late queer theorist José Esteban Muñoz described.2 Works 
by Cage and Cunningham like Variations V that depend so highly 
on chance, interaction, and performance insist on their inherent 
potentiality; they build a physical, sensorial context for future possi-
bilities. "is interdisciplinary, queer, corporeal engagement with 
sound and movement finds echoes in Newsome’s evolving, perfor-
mance, FIVE—a kind of vogue femme Variations V, complete with a 
chanting MC and a “cunt merry-go-round”3 [PL. 00].

WORK (FIVE)

First presented at the Whitney Museum of American Art for the 
2010 Biennial, Newsome’s FIVE combines voguing, Baroque clas-
sical music, and ballroom beats, with sensory computer technology 
that translates dancers’ movements into unique, performed line 
“drawings.” "e work’s title is culled from the five elements that 
make up vogue femme: hand performance; catwalk; floor perfor-
mance; dips and spins; and duckwalk. 

Also included in the 2010 Whitney Biennial were earlier silent videos 
by Newsome—notably Untitled (New Way), 2009—which served 
as preliminary investigations for the project and which underscore 
the artist’s conceptual engagement with collage. Untitled (New Way) 
features a long, straight-on shot of one of New York’s top New Way 
voguers, Twiggy Prada, as he dances for the camera in a tiny white 
room [PL. 00]. His at once soft and rigid movements are mixed with 
“clicks,” an element of New Way voguing characterized by limb 

2 In the introduction to his theoretical text Cruising Utopia: !e !en and !ere of Queer 
Futurity, José Esteban Muñoz explains, “Queerness is a structuring and educated mode 
of desiring that allows us to see and feel beyond the quagmire of the present… Turning 
to the aesthetic in the case of queerness is nothing like an escape from the social realm, 
insofar as queer aesthetics map future social relations. Queerness is also a performative 
because it is not simply a being but a doing for and toward the future. Queerness is 
essentially about the rejection of a here and now and an insistence on potentiality or 
concrete possibility for another world.” Cruising Utopia (New York and London: New 
York University Press, 2009), 1.

3 Newsome’s term for the dance performed in a circle around MC Scanz. “Soft and cunt” 
is a style of vogue femme marked by a softer, daintier, and often more skillful and 
exaggeratedly feminine execution.
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contortions at the joints, with the arms manipulated up over the 
head and down behind the back, while the hands remain locked 
together.4 Prada’s swift, elegant dance is set within a “white cube” 
that immediately situates voguing as an art form. His performance 
in Untitled (New Way) is the result of footage from several impro-
vised sessioms that Newsome edited and spliced together. Voguing 
is a genre in which multiple influences—ballet, modern dance, 
modeling, mime—are atomized and combined. Newsome’s collaging 
of Prada’s distinct movements literalizes the pastiche nature inherent 
to the dance form. Newsome’s silent videos marked the introduction 
of voguing (both as a dance and a culture) into the contemporary art 
world. FIVE, however, is an altogether different beast. If Newsome’s 
Untitled videos are the new kids at the ball, FIVE is the legendary 
queen for whom they clear the floor. 

In it, five dancers represent—and perform—each of the five indi-
vidual elements of vogue femme (each dressed in a different color 
respectively). Newsome uses a camera and specially designed soft-
ware to capture the colors in real time and render them as lines in 
a computer program. "e streams of color are then altered by the 
artist, who digitally controls the thickness of each “stroke,” to form 
the composition of “drawings” projected onstage. Where Cage and 
Cunningham’s Variations V featured sound triggered by dance and 
altered by technology, Newsome’s composition presents drawing 
created by movement.

"e dancers are accompanied by a five-person band, playing music 
whose rhythmic structure is rooted in the vogue house beat, MC’d 
by New York’s Kevin JZ Prodigy, and complemented by Baroque 
opera performed by Grammy-winning baritone Stefanos Koroneos. 
Each instrument corresponds to a given dancer. Performances by 
the musicians are largely improvised and respond musically to what 
the dancers are doing physically, building into a crescendo of sound 
and movement as the dancers enter the floor, one after the other. 
Unpredictability is a central element of the work, influenced greatly 
by Cage and Cunningham’s chance performances.

4 Clicking, as defined by Aaron Enigma in VOGUE-CABULARY, Underground Culture 
of BALLS, http://balls.houseofenigma.com/vogcab_frames.html.
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FIVE’s fortuitous nature proved to be an unexpected challenge for 
the members of the Hong Kong student ensemble that Newsome 
engaged to perform the musical accompaniment for Chinese audi-
ences at ART HK 2012 ("e 2012 Hong Kong International Art 
Fair). Trained to hit each note with flawless precision, the student 
musicians were terrifically unfamiliar with the notion of improvi-
sation. So the artist went back to his roots: collage. Like the early 
Untitled videos, Newsome took samples of traditional Chinese music 
and blended them together in unexpected ways to create a score for 
the musicians that encouraged them to stray from the paragon of 
perfect execution. "e result is the fiercest—and most innovative—
form of Chinese jazz imaginable. FIVE (ARTHK) also introduced a 
host of new instruments to the work’s arsenal: dizi for hand perfor-
mance; an erhu for catwalk; yangqin for floor performance; and 
Chinese drums for duckwalk. 

"e five images on paper that line the walls of "e Drawing Center 
are two-dimensional iterations of the computer-generated “drawings” 
garnered from the dancers’ movements in Hong Kong [PLS. 00–00]. 
"e version of FIVE to take place at "e Drawing Center will utilize 
multiple Xbox Kinect cameras to localize the movements of each 
dancer with greater accuracy, enabling the creation of spatialized 
computer-based renderings, which will, in turn, facilitate the subse-
quent creation of objects. But although three-dimensional, these are 
best described not as sculptures but as drawings reified in space. Like 
the voguing on which it is based, FIVE contiues to reinvent itself and 
radiate into new forms. 

FIVE challenges the ephemeral nature of performance, and it chal-
lenges it to a battle. Here, the performance is the documentation and 
vice versa, each circling the other hoping for the last word. "e works 
produced by FIVE are not just drawings, they’re events—and they’re 
legendary. 



PL. 00
Untitled (New Way), 2009



PL. 00
Max/Msp Pitter Patch for FIVE, 2011



PL. 00
Max/Msp Pitter Patch for FIVE, 2011


