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What 1is the Radial S

A conversa
David Ores

rion with
ick & Leo H

rvey?

Su

Leo Hsu: What is the Radial Survey?

David Oresick: The Radial Survey

is our take on the bi
exhibition. We wan
survey of contempo

o museum biennial
ted to make a
rary photography

but have it be regionally focused.

we made tweaks, mostly to find ways
to involve the Radius community.
But there have been so many world
changing events and circumstances
in the past two years that we changed
and extended the question. This time
we are asking with more intention:

The question was, well what region

are we focusing on?
in any really obviou

kind of part of Appa

of the Mid-Atlantic
of the Rust Belt—an
discussions about w

Because we're not
s region—we’re
lachia, we're part
region, we're part
d we had alot of

hat region made

who is making work in this region that
speaks to this moment?

LH: What are some of the concerns
that might distinguish an artist in one
of the major art centers from artists
working inside the Radius?

sense for us. We came to this idea of
a 300-mile Radius around Pittsburgh,

a big circle with Pitt

sburgh at its center.

What's the biggest circle we can draw

without including N

That was a bit cheek
ways the impetus fo1

ew York City?
y, but in a lot of
r this survey was

cal concerns
taining oneself as
er opportunities,
things like galleries

DO: There are pract;
which are about sus
an artist, about care
and about access to
and museums. There’s just not as high
of a concentration of these kinds of

the idea that we are
the major art capital
We are almost exactl
point between these
New York and Chic:
working in these cit
concerns that they’r

operating outside of
s of North America.
ly at the halfway
two major cities,
ago, and the artists
les have separate

e working with.

cultural forces within the Radius, right?
So, practically, artists in the Radius
are working more independently, or
with smaller support structures.

And then, the other part of that,
which is drawn out really well in these
two versions of Radial Survey, is asking:

The first Radial S
was essentially an ex
asked simply: who v
in this region that n
This second edition,
extension of that ex;

urvey in 2019
periment where we
vas making work
eeded to be seen?

in 2021, is an

periment, where

what are the actual ¢oncerns of the
artists? We've found a lot of people are
engaging with histories and stories and
mythologies and ideas that are very
specific to these places. And these are
places like West Virginia, Pittsburgh

Radial Survey
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itself, or rural weste

rn New York,

places that aren’t really represented in
national culture. They're overlooked

because so much of

the concentration

of the art world is in giant cities, so
a lot of those concerns tend to be
these super urban concerns. Someone

became impossible not to because
everyone we were talking to was dealing

with a pandemic, de

aling with a new

social justice movement that I think

is changing the wor

Id, and thinking

through all that stuff in their artwork.
And one of the big questions about

like Ryan Arthurs in the Radial Survey
is thinking about what it means to
create a queer utopia in the exurbs

of Buffalo, New York, or Jay Simple
who is interrogating and researching

the specific historie
that took place whe

s and injustices
re he was teaching

this moment in time, again and again,

that just kept comin

o up for these artists

was: what are the circumstances that led
to this? And not within the past year,

but for generations

before this moment,

what are these forces and circumstances

that brought us here?

in Virginia. Anique

Jordan is using

her hometown’s newspaper as a way
of documenting and meditating on
the violence and trauma she’s seeing
in her community. These are the sorts
of questions that can be asked in the

Radius and in a way

asked of the Radius.

LH: It seems like this

1S an instrument

that can give the kind of focus necessary

in order to dig deep
questions. In the co
powerful social justi

er to ask those
ntext of this newly
ce movement it feels

like making these staries visible alongside

LH: And what have
in this second iterat

you discovered
ion of Radial Survey,

as you've put these artists alongside

each other?

DO: This idea about

place and history

each other becomes

DO: Working on thi
of the power of telli

really important.

s show ['ve learned
ng one’s own story

in a way that goes against a lot of what

[ was taught when I
I'm thinking about p

was in art school.
rojects like Nakeya’s

became really, really pertinent. A lot

of artists are asking

this question, how

have I come to the place where [ am?
Artists are asking questions about their

family lineage or ab
the places they find

out the histories of
themselves in, like

Raymond Thompson Jr. investigating

or Nadiya’s or Hannah’s, which are really

thinking about thei
histories about the t
and fathers went th

r own families,
hings their mothers
rough, about a

lot of generational trauma, but also

a lot of intergenerat

ional joy and love.

[ felt like when I was in art school, if

the history of Black

mine workers and

Black men who were digging tunnels
in West Virginia. What has happened
here and how did we get here? I don’t

know that we were
“we have to respond

specifically thinking
to 2020” but it just

[ wanted to tell a story about my family
and where I came from, that would
have been laughed out of the room.
There was no space for a kind of personal

storytelling. You tol
you told “important

d the world’s story,
’ stories but the
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f 2020 and these
ents that our stories
bose, and meaning
1g, and worth

their opinions, and
and their feelings, th
ambivalence, their
pronoun, right? “Th
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One of the artist
pure pleasure to wor

their histories,
eir confusion, their
anger...it’s that
ieir.” It’s theirs and

s that has been a
rk with on this show

listening to. Underst
a framing device fo:
everyone who's helj
this, that this was re
us to listen.

Another thing th
just the sheer amoun

anding this became
r Kate and me, and
ping to organize

ally a moment for

1at stands out is
it of archival, family

was a person | went t
and I've known for
Njaimeh is tracing s
back of her family,
and the Great Migr
all these factors tha
being here today, m

to high school with,
years, Njaimeh Njie.
everal generations
from Pittsburgh
ation. What are

t led to Njaimeh
1aking this work,

album photographs
it onto the walls of t
kept meeting with ar
actually I think it’s re
this photo of my mo
sister, child become
because my artwork

that have made

his show. We just
tists and they're like,
ally important that
ther, grandmother,
s included in this

< and my life and

asking these questic
became one of the
she started to pull h
that question of, ho
to where we are? W
the title of Njaimeh
come to think of it!

ons? [ think that
nifying themes as
ler work together,
w did we come
/hich I believe is

’s book, actually,

my biography and n
unravel them right

LH: Through photog
and not so recent hi
increased desire for
make their position

ny history, I can’t
now.

sraphy’s recent
story there is an
" the artist to
clear and not to

One of the thing
asking her was, can
your voice? You're t
happened, but can y
made you feel as we
love the direction th
Sometimes she righ

s that [ kept

we hear more of
elling me what

ou tell me how it
11?7 And I really

1e project has gone.
tly told me, no,

create a body of wor|
are not themselves s
or apparent.

DO: I keep having th

k in which they
omehow legible

is reaction to a lot

of studio visits which is, I need to see
the artist in this work right now, you

that I didn’t get to k
lot of times more of

now that, but a
her feelings, even

her own questions, were brought into
the work in a way where her agency

within the project b

ecame undeniable

and that was really powerful for me.

I've loved watching

a lot of these artists

know? And of course there’s, caveat,

lots of practices, lots

of ways to do this,

but what’s on my mind right now in

this context are that
that word legible—
insisting on making

people—and I love
that people are
themselves, and

grow as they grappl
their voice in a mor
into this work.

e with adding
e full-throated way

LH: What's the process through which

the artists are select

ed?
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DO: This time around we used a

network of curatori

al advisors. These

are people from all over the Radius,
curators, artists, and teachers. Before

we met with any art

Ists, we met with

all of these curatorial advisors, people

from a broad swath

of the Radius,

DO: So many more people. We're no
stranger to video studio visits—we’re

a small gallery, we'r

e a staff of three,

so a lot of our studio visits have always
been Zoom visits because we don't
have much of a travel budget. We can’t
get to the artist studios in person as

SO everyone represe

nting a different

town, city, or rural place. We asked

them, who are the a
backyard that we sh
And that was pretty

rtists in your
ould know about.
much the extent

of it. We didn'’t say early career, mid-

career, we didn’t say

really anything else.

much as we would 1
was that a lot more

ike. What changed
artists were a lot

more comfortable with digital studio
visits, and we could just say, hey,

do you have an hour to tell me about
what you're working on, and begin

making those conn

ections and seeing

We just said, you kn

ow, who should

we be paying attention to from your
neck of the woods? And that yielded

along, long list of n

ames of artists.

Some we had some familiarity with,

many we had pretty
with at all, and from

much no familiarity
there, we just

that work, and that
big, big bright spot

really was the
for me, in what

was a pretty dark year in so many
other ways. Just how many artists we

got to connect with
colleagues we got ta

, and how many
connect with, and

[ think that reinforces the spirit of the

started asking people for studio visits.
[t was such a fruitful exercise for

us because we found
who fit the show we

But, we also met many, many more artists.

eight fantastic artists
were creating.

As a curator it can be hard sometimes

to broaden your pers

pective in the day to

whole show, which

is to tie this Radius

together, to make these connections

between colleagues

, between artists,

between photography lovers, and just

to create reasons to

be talking to each

other across cities and, you know...

day. This was a process that really forced
us to look at a lot of artists who wouldn'’t
have come across our Zoom screens
through whatever normal channels we're

usually looking at. It
for us to connect wi
what was a pretty di

was also a way
th our colleagues in
fficult year.

LH: Make a table.

DO: Yeah, we made
making seats at that

a table and we are
table for everyone.

I'm really excited how Radial Survey’s

been able to create 3

1 new conversation.

LH: It seems like it n
to do studio visits o

night be easier
ver Zoom in some

respects. Do you think that you visited

with more people th
might have?

lan you otherwise

Leo Hsu was on rthe
team of the first

and is a Silver Ey

curarorial
Radial Survey

'e board member.

The conversarion rook place

ar Silver Eye on 16 August 2021.
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From Our F

[.Liz Park

oremothers

What does it mean to claim one’s
rightful inheritance? For Hannah

Altman, Nakeya Br
I. Nacorda—three q

own and Nadiya
rtists in Radial

Survey Vol. Il at Silver Eye Center

for Photography—in
far more than a set o

heritance involves
f possessions or

the Hebrew letter shin ¥/ painted on the

chest where their co

llar bones narrow.

A dramatic chiaroscuro accentuates the
skin as a writing surface. As suggested

by the parenthetical

title, the figure’s

flesh becomes a mezuzah, a small piece
of parchment contained in a case

genetic characterist

ics that are passed

down from one generation to the next.
For these artists, inheritance is an
acknowledgment of matrilineage—
the pain and joy of their foremothers
as well as customs that they practiced

to assuage their tro

ubled past and

decorated with the letter shin. Affixed
to the doorpost, a mezuzah marks the
entry to a Jewish home and provides
symbolic guardianship and protection.

To mark a body wit

h this letter equates

home with the inner psyche of an

individual; the body

thus protected is

anticipate a better future. Photography,
in the context of their artistic practice,
becomes a tool of remembrance and
a portal to another time and place

where connections
are actively forged.

to generations past

For Hannah Altman, Jewish thought

a sanctuary for the mind and the spirit.

At the same time, |
think of a more tro

cannot help but
ubling history of

writing on bodies. The forced tattooing
of concentration camp inmates during

the Holocaust is the

flip side of this

image of blessing and reverence. The

and diaspora frame her understanding

of time and memory. “Home is in time,”

she told me during
visit, as she discusse

a virtual studio
d her recent series

titled A Permanent Home in the Mouth
of the Sun (2020-2021). The figures
depicted in this work inhabit a slowed,

photograph conjures both historical,
inherited trauma and the sanctity of
one’s own body as the foundation

of a true home for a
Pressed into Flesh

diasporic people.
(2018) is a

photograph from an earlier series

Kavana (2017-2020)

that similarly

ritualized time in which they surrender
themselves to receive light with their

bodies. In one of th

e photographs

titled Shin (Body as Mezuzah) (2021),
a person tilts their head back with eyes

closed. They are un

robed and reveal

contains a rich duality and a biblical
reference. A manicured hand holds

up an apple to a bea
brings out the impr
Magen David, or th
on the skin of the fr

m of light, which
ession of the

e Star of David,
uit. In describing

Radial Survey
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this work, Altman s
symbol of “both opp
depending on the hi
and depending on v
becomes distinctly i
decay, sweetness, ar
fruit is an indelible s

uggests how this
ression and pride,
storical context
vho is looking...
inked to humanity,
1d skin.” The

ign of knowledge,

hair products consis

tently obscure

the faces of models on the packaging.

In If Nostalgia Were
(2014-2019), album
celebrity musicians

Colored Brown

covers featuring

such as Jean Carn,

Natalie Cole and Stephanie Mills in
their glamorous hairdos are paired

forbidden to man ye
woman. The image

woman'’s role as a be
memories and tradit
matrilineage remain
beyond Judaic tradit
appears in many of

et savored by

also foregrounds a
arer of knowledge,
ions. For Altman

s a grounding force
jon. Her mother
her photographs

with home hair products that peddle
aspiration more than they deliver

their desired effect.
and other works by
actual users of these

Absent in these

Brown are the
consumer goods,

even as the straighteners and rollers

reinforce white noti

ons of beauty

as a model and colla
particular, in the ser
(2015-ongoing). I as
she contends with t
that she does not w|
She replied that witl
of trauma comes the

\borator, in

ries Indoor Voices
sked Altman how
he inheritance
ant to claim.

h the inheritance
> inheritance of

and self-care. This is an important
and deliberate omission for the artist

who understands th

ese objects as

constituting an archive from which

we can read myriad

more nuanced

stories of communities of Black women

with shared aestheti

cs, grooming

ritual practice, and t
photographs in the
word meaning inter
of a larger practice ¢
and honoring her fo
If remembrance f

ointed to her
series Kavana, a
1tion, as part

»f remembering
remothers.

for Altman is rooted

in the body that performs inherited

practices and forms

Self Portrait in Sh
is one of a few insta
see a figure depicted

of self-expression.
ower Cap (2015)
nces in which we
in Brown’s work.

Wearing a pink sweater and a floral
cap, Brown looks away from the

camera. As part of a

larger series titled

rituals, for Nakeya Brown objects open

up a portal to an oth

erwise foreclosed

time and place. A collector of things,
especially vintage hair and beauty
products for Black women, Brown
composes still life photographs with a

distinct color palette

that immediately

Gestures of My Bio-M
this self-portrait de
the satisfaction of e
creator of the imag
of anonymity, the a
a biomythography—
the writer Audre Lo

yth (2015-2019),
nies the viewer
xamining the

e, In the safe space
rtist creates

-a term coined by
rde to indicate a

signals mid-twenti

eth century.

Brown creates seductive images with
luscious textures and colors, but also
injects an element of frustration for

the desiring viewer
Facade Objects (2015

. In the series
, the contents of

rich mix of biograph
The biomyth that B
through her photog
stories of women wh
For instance, Two F
(2019), which depict

y, myth and history.
rown creates
raphs folds in

o came before her.
‘eet One Shoe

s a pair of nested

From Our Foremorhers,
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champagne-colored

satin shoes,

is an homage to her grandmother
who repeated the titular phrase to

transmit her wisdon
a commitment. Ano
Softee Red (2019), fea
arrangement of a jar

n about making
ther photograph,
tures a table

- of Softee hair

Brown to her grand

mother and, by

extension, her female ancestors.

Nadiya I. Nacorda’s work similarly

draws on familial re
constellation of ima
glance may appear u
body of work titled

lations to create a
ges that at first

inconnected. In a
All the Orchids Are

product, rollers, a cc
artificial rose in a bc
flowers appear frequ
work, not merely a
addition, but as a re
historically, and eve
women—especially y

ymb and an

ttle. Artificial
lently in Brown’s
s a decorative
>minder that

n today, working
women of color—

Fine (2018-ongoing
photographs that alt
family snapshots anc
portraiture. The sna
represent maternal r
holding a newborn
a girl joyfully wiggli

, Nacorda presents
ternate between

| carefully composed
ipshots seemingly
elations—a woman
over her shoulder,
ng in a woman'’s

are much more likel
intensive, detail-ori
their hands.

The life of a wor
is something with v
intimately familiar

y to perform
ented work with

king woman
vhich Brown is
through her

childhood interactions with her late

arms, a toddler and I
on an outing, and a h
woman. Time feels jt
one photograph an ¢
and relations uncleas

As Nacorda later
these images are tak

1er adult companion
eavily pregnant
umbled—is a child in
\dult in another?—

.
explained to me,
cen from her family

grandmother, an immigrant from

Jamaica who worke
produced car engin

d in a factory that
e parts. In an

installation titled Some Assembly Required,
Brown enlarged a snapshot of her

grandmother at wo
alongside a series of

rk to present
carefully composed

photo albums from both maternal and

paternal sides. Title
clues for decipherin

s offer additional
g the relations.

A black and white print, Nana and Auntie
Nakazi (2018), depicts her maternal
grandmother, who came to the US in

1964 as a political re

fugee from South

still lifes that seem t

o catalogue the

contents of her apartment: rugs and

towels, a pot, a can of tropical fruit

ackee, Depression-era glass bowl,

a cobalt-blue vanity
Infused with memo
produced objects sug

box, and so on.
ries, these mass-
gest that, in the

Africa, holding her

daughter, Nacorda’s

aunt. Lola and Ninang in 1968 (2020)

shows her paternal
Philippines with her
the family’s departu
in 1978 to seek new

orandmother in the
daughter, prior to
re from the country
lives as Americans.

The pregnant woman in Nadiya, Sasha

precious few hours that her grandmother
had to herself, she nonetheless assembled
a domestic life that was unique as a

place of respite, comfort and beauty.
These humble objects become talismanic,

exerting a powerful

presence that links

and Nico: Twenty something weeks (2020)

is the artist herself,
expecting her twins

while she was
. Intergenerational

and interracial, the relations portrayed

in the family photos

are intentionally

ambiguous and are further pulled apart

Radial Survey
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or brought together
how you look at it—
set of images.

In this body of w
deploys her family n
A more recent portr
maternal grandmot

—depending on
by Nacorda’s own

rork, Nacorda
nembers as models.
rait of her late

her titled They

however, the image

exudes the

tenderness, care and love that binds
any individual to another.

By blood or not,
foremothers tie us t
and history. Inherit

families and
o a people, culture
ance may be

given to us, but what we do with it is

dreamt of us / A long
watches over Nacord
images from the left
and her cousin Sopt
into one another wt
couch in Gaya Gaya
(2018). Unlike the st

time coming (2020)
la’s arrangement of

. Smileless Nacorda
1ia intimately lean
iile sitting on a

Puto Maya (Copycat)
1apshots from

never a given. It is our responsibility
to claim or reject our inheritance

and our place withi
history as these thr

n a culture and
ee artists have

done through imaging and imagining
anew their relations to the women

who came before them.

her family albums, I
elicit a range of emc
difficult to identify.
serene or indifferent
sister depicted with
face in Untitled #1 (:
or frustration? The

Nacorda’s images

tions that are more
Is her grandmother
? Is her younger

| hands over her

2019) in despair
striking central

image titled I saw he
feelings inside her un
(2018) shows Nacor

r swallow all her
til they ate her whole
da’s bared teeth

while the rest of her face is concealed

behind a dark green
or a grin? Through
set of images, Naco

leaf. Is that a scowl
this enigmatic
rda seems to ask,

“what do you make

of this motley

group of people who call themselves
a family? What binds any of us in a
social contract?” The poetic title of this

body of work perha
“All the orchids are
inscription on a pol

ps offers an answer.
fine,” reads an
aroid that her late

paternal grandfathe

r kept. In the softly

focused image, a couple of Asian girls
look at the camera with easy smiles
in a room filled with luscious plants.

Nacorda is not sure
Paired with a messa

who these girls are.
ge of assurance,

From Our Foremorhers, Liz Park
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“Ethnic, cultural and religious Judaism has
outlived countless temporary homes in the

world over
have endur

thousands of years. Jewish people
ed a most certain cycle of assim-

ilation, advancement, persecution, eradi-

cation, rep
time-based
a sense of ¢

eat. The landscape shifts around
rituals that prevail and perpetuate
ollective Jewish identity

. I make

work informed by impermanent terrain, pho-
tographing Jewish action within this ephem-
eral landscape so that rituals and the stories
they tell become rooted in an image. They are

home in the breath between a song and a
shutter closing down. They are home, finally,

not in place, but in time.

Blowing A Glass Bubble ro Make Permanenr 5011161‘/11'11((] Temporary. 2021




Hannah Altman for

Jewish-American identity in these
photographs through her use of objects,
ritual and memory. Her portraits and
still lives contain specific gestures
and histories that relate to her faith:
candles for Shaabat,

egrounds her

a mezuzah,

water and vessels for cleansing rituals;
Altman visualizes collective memory.

These photographs
of shared empathy ¢
bridging across the |
future, while also cel
presence and reflect

and spirituality,
past, present and
ebrating individual
ion.

aspire to a sense

Hannah Alrman
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Hannah Alrman A Permanenr Home in rhe Mourh of rhe Sun and Kavana



From lefr: Priesrly Blessing, 2021; Pressed Inro Flesh, 2018
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Nakeya Brown

Some Assembly Required
(2021)

b. 1988
Baltimore, MD
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“My personal identity i

family’s Jamaican linea

ities of working woma

mother, ['ve explored t

ge and the ¢
nhood. As a

s rooted in my

omplex-
working

he industries of

labor occupied by my maternal gra
own challenges
ography has helped

Vernice, to
with paren

process my

thood. Phot

me to activate her name and legacy, which

ndmother,

has a place |
the physica
an’s place i
and one’s s

inside me. T
| realm, she
s wherever she puts her

ense of plac

hough not h
's shown me

e has no bor

ere in

> 4 Wom-
feet
ders.”

Folded Rag’kqgs & Towel,

2016
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Nakeya Brown’s phe
the histories of expr
within Black womat
Mass Production Com
her own personal hi

focusing around he

history of labor. A ¢

btographs trace
essions of beauty
nhood. Her series,
es Home, delves into
story and heritage,
r grandmother’s
»atchwork-like

grid of images displ:
Brown’s grandmoth

automotive manufa

with carefully compc
objects such as towel

box set against mid

wallpaper. The inte

1y snapshots of

er at work in an
cturing plant, along
osed still lives of

ls, or a blue vanity
century floral
rplay of images

speaks to dueling na

within the site of the
associated with self]

labor. Quilting thes
notions of labor toge
a kind of visual heir
to the ancestors wh

tures of work: labor
> factory, and items
care, or domestic

e overlapping
>ther, Brown creates
loom, linking her

o0 came before her.

Nakeya Brown

Some Assembly Required




Boxes ar Valley Forge, 1985-1991



Nakeya Brown Some Assembly Required



From lefr: Marching for Jobs, 1985-1991; Alarm Clock, 2016 31



Nakeya Brown Some Assembly Required



From lefr: An Empry Phoro Album, 2016: Grandma and Mom in Garden,1992



Nakeya Brown Some Assembly Required



From lefr: Grandma in Kirchen. 1985-1991: Vaniry Box (51'1‘1‘1'11((] Prerry), 2016 35



Nakeya Brown Some Assembly Required



From lefr: Faking Flowers, 2016; Vernice’s Jamerican Table, 1981



Nakeya Brown Some Assembly Required



¥t

From lefr: Equipmenr ar Valley Forge, 1985-1991; Depression Glass Bowl, 2016 39



Nakeya Brown Some Assembly Required



From lefr:

Sreel Por,

2016 Grandma Working ar Valley Forge 11,

1985-1991



Nakeya Brown Some Assembly Required



From lefr: Grandma Working ar Valley Forge 111, 1985-1991; Assimilarion Blues, 2016 43
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Grandma Working ar Valley Forge I, 1985-1991




Nakeya Brown Some Assembly Required



From

lefr:

Can of

Ackee,

2016;

Vernice Sranding wirh Flowers,

1985-1991






“My outward perceivec

depending

occupy a multilayered
space in regards to my

on where |

| identity sh

and dimensi

ifts
am. [ constantly
onal

identity. [ own, within

myself and
fixed and c;

apable of tru

my work, th

at identity i
e definition,

5 NEVEr

2

Unrirled #1, 2019
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Nadiya I. Nacorda creates a constellation
of images which connect the lineage

of women in her family. The linkages
between images are not always clear

at first glance, highlighting the gaps
between generations and the slippery
nature of family histories. Images of

Nacorda’s sister, mother, grandmother
and of herself, recently a mother

of twins, form an intergenerational
and international family portrait.
Contemporary images show Nacorda,
pregnant with her children, while
archival images of her grandmother

in the Philippines were taken before
the artist was born.| The installation
exudes tenderness and affection, which
affirms the bonds between these
women, even as time seems to slip
backwards and forwards simultaneously.

-

—

—
-—
—
-
—

Nadia Nacorda All Orchids Are Fine




From rop: Thula Thula Mahal (Hush Hush Love). 2021; Gaya Gaya Puro Maya (Copycar), 2018 51
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[ saw her swallow all her /ww//'/l(q.\‘ inside her unril rhey are her whole, 2018



Nadia Nacorda All Orchids Are Fine



From top lefr: Nana and Aunrie Nakazi , 2018; Lola and Ninang in 1968, 2020;
They dreamr of us/ A long rime coming, 2020
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Nadia Nacorda All Orchids Are Fine



From Lefr: Nadiya, Sasha and Nico: Twenty somerhing weeks, 2020; All rhar is an unfarhomable
trhing ro do for anorher human being, 2020; see you being/myself in you, 2020




The Once and Futrure P

Anira Bareman

AST

[f history is now, its
neither memory no
very idea of tempora

convergence as
r past unravels the
lity. The aftermath

of racial disaster—the unfolding and

ever present effects
slave trade and anti
every discernible as

of the transatlantic
-Black racism on
pect of modern

which she contends

of extensive handwritten notes in

with information

consumption and the shortcomings

of printed media. The headlines of the
newspapers vary, and Jordan diarizes
her thoughts as superscript, taking and
“talking” over the text. Each issue of the

life—means the past
Blackness itself re s

is never truly past.
ocial practice is

a technology that situates the passing
of time as ever present ensuring

that history is neve

to time. As explain
Sharpe’s In the Wak

r relegated entirely
ed by Christina
e, the disaster

Star, published in eif
is given a new title

like Edge of Town, C
Future, the front pag
six dailies highlight

ther 2020 or 2021,
by Jordan related

to her thoughts, which are subsequently
presented as marginalia. With titles

odes, Essential, and
es of four of the

COVID-related

that produced the a
is constantly reanin

fterlives of slavery
1ated in the

social conditions that collapse spatial
and temporal distance. Rather than

retreat to the logic t
as linear, Anique Jo:

hat deems history
rdan and Jay Simple

reveal themselves as documentarians

analyses, and the de
marginalized and ra
in Toronto in regar
medical care.
Jordan meditate
concerning disposa
incalculable loss. In

-prioritization of
cialized people
d to their access to

s on ideas
bility, grief, and
Free, the cover

and archivists, venturing to the

past in consideratia
controverting the ac
of social issues inclt
endemic violence.
Anique Jordan’s
Nowing: A Political

n of the future,
cepted mundaneness
1ding racism and

configuration of
listory of the Present

story denotes that ]
council voted in fav
rather than the mot
even a fraction of tl
A brown-skinned ¢

seemingly engaged

[oronto’s city
ror of police reform
ion to decrease

he police’s budget.
hild, the lede

image for another story, reaches out

in play. On the

at Silver Eye includ
newspapers and on
composed of thin sl
Toronto Star and its

The Sunday Star, bea
of Jordan’s commer

es six annotated
e sculpture that is
heet metal. The
weekend edition,
r the fullness
itary in the form

right side of the ney
writes, “COVID fea
but we never learn
fear for the life of ot
This is a specific kir
Her commentary e:

wspaper, Jordan
I may go away
to cope with the
ir Black children.
1d of pandemic.”
xposes the
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intersections of pol

ice brutality,

surveillance and (failed) public policy,

failures enhanced b
but now inextricabl
the child and specul
future quality of life

In the work enti

y the unrelated,

y linked, picture of
ation about their
under oppression.
tled Enough,

and the public reck

oning with racist

histories are two sides of the same coin,

and further pervasi

ve racism begins

and ends at recognition. The title—

Enough— becomes a

double entendre of

things sacrificed and things taken, the
capacity to inflict versus restrict harm.

Jordan scrawls over

three juxtaposed

images of Egerton Ryerson, Samuel
Peters Jarvis, and Peter Russell,
white men who committed and
supported atrocities, whose names
mark eponymous townships and

landmarks across Ca

nada. Ryerson’s

Although not re

adily apparent,

the Untitled sculptural work featured in

Radial Survey draws

its inspiration

from Trinidadian carnival. Because of

the traditional prec

edent of coding, or

interjecting secret messages in a variety

of forms within the

African Diaspora,

collusion in the Indian Residential

School System, and
advocacy for the in

Jarvis and Russell’s
stitution of

slavery (as enslavers) are subject to
scrutiny in the story, particularly
on the issue of changing street names

in Toronto. Jordan

responds in turn

including in public ¢
the Caribbean, the p

elebrations across
iece has embedded

social and political context related to
implicit cultural archetypes. As part
of a larger body of work, it is one of
eight sculptures that was created from
corresponding photos of costumed

with a missive to Black organizers and
liberation work. Beginning, “We Have

Done Enough,” her
same message as he

text delivers the
r larger installation

displayed on the Nia Art Center in

Toronto: not only a

re there limits to

Black folks’ tolerance of abuse, but

performers. (The p
are a type of sketch

hotos themselves
, and come from

a performance called Masqueraders,

in which the silhou
friends served as m
of sculptures recall a
walk among us, spir

ettes of Jordan’s
odels). The legion
ncestral figures who
itual interveners

also that the attention racism demands
diverts from Black self-preservation.
In contrast to the seeping wounds that
bear the names of white oppressors, her
words act as a suture on the landscape,

a different type of p

ublic monument

and public reckoning. On the same

known as jumbees—or in the Trinidadian
carnival context, a figure known as the

Moko Jumbie. Sugg
the ten-foot sculptu
these protective ent

ested by the size of
re in the exhibition,
ities are larger

than life, their height endowing them

with the ability to fo

resee danger faster

paper, Jordan decries the hypocrisy of
companies who seemingly support

the Black Lives Matter movement,
but concurrently “treat their employees

like shit.” Her mess
performative allysh

age: that the
ip of capitalism

than their human counterparts. Jordan
adopts the symbol of the Moko Jumbie,

implicitly posing the
the types of carnival

question: “What are
characters that we

need to deal with the politics of now?”
Jordan is not necessarily revisionist,

The Once and Furure Past

., Anitra Bareman
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but instead confron
present as a means

ts the unfolding
to envision a (new?

different? better?) future.
Jay Simple’s work, however,

does not lay claim t
of “Black optimism

o the same sort
"in regard to

speculative future building. Rather,

downturn of the cou
and perceived job an
due to the influx of /
these riots ravaged 1
dozen cities. Red St
response to the Gre
the imagined threat

intry, labor tensions,
d housing scarcity
African Americans,
more than three
immer was a direct
at Migration and
of Blackness.

his pointed critique

of the racial and

social state of affairs, specifically in
the United States, shows a unilateral
uninterest and irreducible reluctance
to “speak back” to whiteness, even

if in issuing correcti

ves. As part of

Red Summer: Issa
depicts its namesake
Isaac Woodard, wh
Georgia to North C
beaten by a mob of
jailed, and subseque

¢ Woodard Jr.

, decorated veteran
0, en route from
arolina in 1946, was
white policemen,

ntly blinded for

Simple’s series, Exodus Home, archival the rest of his life. The day after his eyes
images, ephemera, and thrifted were gouged out, in need of medical
material are combined to contextualize assistance, Woodard appeared before

the Great Migration (1916-1970),

a period in which B
the agrarian South e

lack people from
scaped in droves

to industrializing metropolises in the

hopes of circumven

ting racial terror.

a white judge who f
The incident sparke
and is considered ar
moment for the civi
Similarly, 1963 was a

ined him $50.

d national outrage,
n early watershed

| rights movement.
year of unrelenting

The optimism Simpl
that was pervasive,

e revisits is one
but for many

unrealized, as hordes of folks attached

social mobility and
to the postwar lie p
to them, otherwise
American Dream.

racial progress
ackaged and sold
known as the

white terrorism as v
moment for the mov
became known as a

vell as a defining
ement. Birmingham
site of extensive

anti-segregation tactics, including

lunch counter sit-ins, staged boycotts
and demonstrations—the latter met
with high pressure fire hoses and police

The mounted w
gallery wall are in g
interact with collage

rks on the
pld frames and
d and free-floating

source material. Two examples of

these framed works
Issac Woodard Jr. an
Birmingham 1963. T

are Red Summer:
d Red Summer:
he designation

dogs. Horrendously,

it was also the place

where four little girls were killed in the
16th Street Baptist Church bombing.

In the two Red S
Simple chooses not

ummer works,
to depict violence

against Black people in plain form,
and instead reproduces photographs

Red Summer has been ascribed to the

year 1919, specifical
the anti-Black riots

ly because of
that took form as

multi-city rampages. Committed by

white terrorists whc
were escalated by th

pse racial anxieties
1e economic

of the student prote

sters and Sergeant

Woodard, and covers them in gold
leaf. The gold leaf serves as shield and
laurel: a measure taken to prevent

further injury by sa
their bodies as well

feguarding
as a means to
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beatify, rather than
unimaginable suffer
Simple acknowledge
of the artistic decisi
commodity (gold) t

the Black body, risk
reinscription, or re-

fetishize, their

ing and trauma.

s the shortcomings
on to use a

o de-commodify
ing the subjects’
commodification,

landscape symboliz
propaganda. In spe:
piece, Simple discus
relationship betwee
and the imaginatior
regard to the ways |
around the “alien” a

ed by Trump 2020
1king about the
sses the expansive
n Blackness, space,
1, particularly in

n which concepts
re implicated in

as objects of consur
like a freighted kint
effort to repair and
to that which is irre

Simple’s photo ¢
his interest in the ex
(futurism), specifica

nption. It feels
sugi: at once, an
offer reverence
>parable.

ollages express
cploration of retro
lly in his attention

the same sort of fan
men. “ET is the Ma
he expresses; a com

Exodus, in the s
departure from a pl
voyage to space, are
in Water Wings: Ma

itasies about Black
gical Negro,”
pelling argument.
ense of mass

ace, as well as
recurring themes
rcus Garvey, Gold

to space travel. Reir
Apollo 11 mission,

strikes though the h
Today for Moonmer
excising the word “r
the Apollo mission t
Black women: astro

magining the
Simple partially
cadline “It’s a ‘Go’
n” in Three Queens,
nen” and replacing
ream with seminal
naut Mae Jemison,

Dust Twins #2, and G
which include imag
rockets, liftoff and |
Photographs of Gar’
in Water Wings and
(Marcus Garvey’s Bl
celebrated in its tim

rold Dust Twins #4,
es and texts about
eaving Earth.

vey himself appear
Gold Dust Twins #4.
ack Star Line was
e as an initiative

Star Trek star Nichel
aerospace engineer

To drive home the
out the names of Ar
and Aldrin below. T
aspirational fictiona
people to space has |

le Nichols, and
Mary Jackson.
yoint, he crosses
mstrong, Collins,
"oday, the once
lity of sending
been reduced to

to transport Black d
Africa, but was subs
and sabotaged by th

In Gold Dust Twi
Roy Mouton, NASA
and “human compu
rocket exhaust. Mot

iasporans back to
equently infiltrated
e FBI).

ns #2, Melba

\ mathematician
ter” appears next to
inton’s calculations

a billionaire’s vanity
idolizing Jeff Bezos,
or Elon Musk (anot
the conversation ar
to replicate colonial
Simple presents a be
triumvirate of Blacl

 project. Far from
Richard Branson,
her trio), and
ound white desire
lism in space,

tter, more capable
< women, and

for Echo Satellites 1
absolutely invaluabl
of the aircraft, but li
American women a
contributions went
and her intellectual
From the left corner

and 2 were
e for keeping track
ke many African
t NASA, her
unacknowledged
labor was exploited.
r, aleg and an arm

in so doing, shifts t
to one anchored by
This concept is supj
reference to the cha
in Boyz n the Hood a
frustration with the

he narrative

Black escapism.
borted by the
iracter of Ricky

nd also by Simple’s
> U.S. political

carrying a laundry b
a truncated image o
Dust T'wins, anti-B
that depict impover
children engaged in
Derogatory images |

asket peeks out,
f one of the Gold
lack caricatures
-ished Black

| domestic tasks.
like these would
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have been used to d

iminish Black

labor, while at the same time the

exploitation of that
been indispensable
conceivable industr

labor has always
for every
y in the United

States; hence the proximity of the
Gold Dust Twins image to Mouton’s

and abuse. For Simple, the central
placement of this image is important

because it represents

how we learn

to function within society: through
spaces of “education” which are

subsequently hazardous spaces.
Undoubtedly, the critique of institutional

photograph. In Gold Dust Twins #4,

another work that :
from American vist
including pictures o
a family of enslaved
a toiling steel worke
about extractive lak

1ssembles images
ual culture

f Black children,

| hostages and

r, the observation
)OI remains.

power is related to

indoctrination

abetted by/in the American school
system, and the histories it tries to
suppress about itself. The barbed wire,
jagged pencils, and c¢rucified bus seat

of The Longest Ride
Closes Public Schools

Farmville Virginia
for 5 Years)

According to Simpl
connected to the Gr
notably the hostilit
would have encoun
arriving in these ne

Once a Visiting
Professor at Longw

e, the subtext is
eat Migration,

y Black people
tered when

W environments.
Assistant

ood University

similarly indicts the Prince Edward
County school system, which closed
its public schools from 1959-1964
rather than fully integrate. As a result,
an all-white, private academy was
created, while Black students were
denied from being educated and had

(Farmville, VA), Sir
the neighboring toy

nple lived in
vn of Pamplin,

and it is clear that his personal and

professional ties to

Virginia have

influenced his excavation into state
history. The archival print, “Open-air”
classroom at Moore Street School,

to be sent away or remain untaught.

This is the danger o
Simple—that it wot
immolate (and simt
others) than comm:

Simple’s compos
with historical allus

f America for

11d sooner self-
1ltaneously imperil
it to racial justice.
itions are replete
ions that exhibit

113 W. Moore Street, Richmond, VA 1916,
is at the center of his installation.
Intended to curb the spread of
tuberculosis, open air schools in the
U.S. were segregated and systematically
underfunded. In the image, the
ambient light of the room reveals

his painstaking rese
the works in Radial
community resourc
Green Book, an org
founded, he chronis
for making the eigh
featured in the biern

arch. In discussing
Survey and the

e Photographer’s
anization he

cles his process
it-track sculptures
\nial, cartridges

young faces that concentrate on the

photographer. Due

to inadequate

heating, the children are wrapped in
blankets. It is an uncomfortable scene

that conjures image

s of indigenous

boarding schools and forced assimilation

that hold the sound
migration—of drivi
the encounters one
the road. As thrifte
their own histories
with thrift shops se

itrack of Black

ng around and
might have on

d objects, they have
and trajectories
rving as migratory

Radial Survey

Vol.2




terminals. He adds postcards and

newspapers to them, recasting them

to show history as well as to have

history. These works feel symbolic of

Black migrants, coming from all over,

transforming and being transformed—

for good or ill—by t

heir itinerancy.

Through the process of critical
reflection and intervention,

Anique Jordan and |
superimposition: th
images, words and ic
the fugitivity of tim
respective practices,

Jay Simple utilize
e layering of

leas to speak about
e. Within their
which reflect the

pervasiveness of cul
narratives are collap
writing the present k
of actively making h
the conditions of po
wrestles with seem n
decidedly less specul

tural anamnesis,
sible, and (re)
»ecomes an exercise
istory. Although
ssibility that Jordan
nore resolute and
ative in Simple’s

work, power structu
deconstructed. Ten
are taken as fact. W

both Jordan and Sir
“what are the archiv

res are nonetheless
1poral paradoxes
'ith eidetic clarity,
nple clearly ask,
es of today?”
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Anique Jordan

Abwjngﬁ A Polirical Hisrory
of rhe Presenr
(2020-2021)

Toronto, Ontario
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reprieve from

school or the

sudden surge'in
screen time,
Maybe the
creepiness: masks
| everywhere, even
famillar faces
made foreign, or
the nervous way
their parents held
them apart from
their friends,

Anique Jordan Nowing: A Polirical Hisrory of rhe Preseni



R - - -

P
(L
L Y 5
r e -

T L e )

Wl wll we ke wodih us 2
WUST b bronglet fornyel. )
The team thet goR g8 v ths &hley Cupis the one
doesn't get COVID, doesn't get hurt, and their goalie
for about a month or two. That's who's going to win

Steve MeKichan, formwer Maple Leqfkgatﬂmdhgmar? i
tonight’s series opener agatinst Columbus, Feschuk, Al 2

0D

WEATHER HIGH 25 C | THUNDERSTORMS | MAP A22

2'Iracing COV

; ® Newly released data shows how virus slipped into
city, then took hold of most vulnerable populations

|l -

'ﬁ’wﬂw ® Ting Homes - Evichens
33

v permed

dps sessmhed,

SCIENCE & TECHNOLOGY REFORTER
é JENNIFER YANG
3 6.. DENTITY AND INEQUALITY REPORTER
g. RACHEL MENDLESON
STAFF REPORTER
.
1 ANDREW BAILEY
g DATA ANALYSIS
o
—
2
U
.

yZone, *Shkcoan

*rul lodkotinn "M Ps

fection, and more. -
You might think you know the storyof
COVID-19and Toronto. But the dataset,
which TPH says it released in the

loe Kebw

9
|
:
L
;
5

dents and nejghbourhoods. The Stars

From Lefr: Free, 2021; Codes , 2021



a QOrhpchq— ow( a fvbé-’.

&' i 3 i Pt p ‘
{ bwdee-ﬁv " m%xs "A%LA

=¥

Hhm\cq\d- of wo VWTE i el
las: ConSiteed e \wo m\i :eh‘ff*w
Ne, new byluws wh

r"z‘* o |W‘637r~<1 410_ folice

Thisis about peop e Con '?”é’ether as frien / F eaice
and neighbours to say we won't accept racism\ 9 ) /\/\ SELLVIRTUALLY! §
We don't want it here. It doesn't belong here. — COMFLEX 4stow s ‘

lwm kul[le 0 nzzerojlhemaugumlﬁl Racismin Swanmmamh ?lm:y; 2
" l’a QD sell %Az.

3 M\,, s“._,,‘] o our www TeamBryan
2 luv( M Nere 0 oleite =% =

\ WEATHER HIG:;,&(%@LY SUNNY | MAP A20 ‘h
)Q:y o}‘* N “0

Mv ’é"’&,\ ]Jgﬁ\/ C O])}E,ﬁuéltel
2% %@ £ G‘h the edge i

il ,

R" {é(?)lmc 16 nelghbourhoods with Toronto’s highest lnfcctlon rates wlécated in the nor
corner of the city. Community advocates say the pandemic has onl) magnified existing
like crowded housmg, vulnerable workers and harder-to-access to health care

—

'u')SowoL W{M

e |

Nowing: A Polirical Hisrory of rhe Preseni
) g

Anique Jordan



From lef1:

A inerrtie iy MMMM,M«J'J
" hese Lompntes and preplecill of g sudden Sy Black Ueg
Matter and we See it all over 4noi Social Mecia -
Then frew B’a:bmr’&.yles vt freatede Ll Shit "

People are dying, not even to grow food, but to grow flowers
and grapes for wine, Domestic workers are trapped in homes
by employers who won't let them out because migrants are

seen as carriers of disease, X
Sved Hussan, executive direclor of: ’nf:(,rmnf Worrkers . 'I.Hmm{-ﬁarC-‘.lmwe S.'on,AIO www.TeamB ry ant.ca
"Iaybe-fhe year fuveid We thet Some ho o Prvile

) SUNDAY STAR ¢

WEATHER HIGH 33 C | PARTLY SUNNY | MAP AZK\

SUNDAY, JULY 5,2020

if

E

b
rip
¢§
g1
¢ 3 :
3% %
o i ;
£ 3
2 3 !

V\’]]Cl e the streets b ar their names

As debates continue over changing the names of some Toronto streets,
we look at the racist history behind a few of them
and the people whose stories have been long overlooked

|

—— R U ——

Edge of Town, 2021; Enough, 2021




Anique Jordan NOWiJJg.' A Polirical Hisrory of rhe Present



31k Ops.



Radial Survey Vol.2






Anique Jordan NOWiJJg.' A Polirical Hisrory of rhe Present



a— s s
{\L ,,,,, — - R s S B £ ST RSP T WY p—
5 oy ont ol & 8 ok 2 Gt ww; ;,;

on_(O\e_, * 0 kool = TO dﬁ&"’&

D

hold ovrells e To Coe fwr eqch ollec

T0

From Lefr:

< O @nhe

NFIL I'L.\\m % ('-‘W\ 5
Finally! Bills :
have something
to shout about

Buftalo squeaks by Indianapolis
for first playoff win since 1995, S1

fﬂbﬁ "

Furure, 2021

79



Jay Simple

Exodus Home
(2020-2021)
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Pamplin, VA
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Jay Simple

Here's to the land where the falax &rows,

Where the rhododendron roseate glows;

Where soars Mount Mitchell’'s summit 2reat,

In the " Land of the Sky,” in the " Oid North State.”

Here's to the land of the cotton blooms white,

Where the scuppernong perfumes the breeze at night.
Where soft Southern moss and Jessamine mate,

‘Near the murmering pines of the “ Old North State.”

Here's to the land where maiden's are falrest,

Where friends are the truest, and cold hearts are rarest:
The near land, the dear land, whatever our fate,

The blest land. the best land, the " Old North State.”

Here's to the land of the Long Leaf Pine,

The Summer Land, where the sun doth shine,

Where the weak &row strong, and the stronz 2row &reat—
Here's to “Down Home,” the “Old North State.”

By Lenora Monteire Martin

Exodus Home
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School, 1916

“Open-air”



Why don’t you live for the people?
Why don’t you struggle for the people?

Why don’t you die for rthe people?

Jay Simple Exodus Home
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Gold Dust
The woman who toils

and drudges, bends and

rubs, worries and scrubs

Jay Simple Exodus Home
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When Are

on lime 1n

Kare Kelley

We? Reflec
the Radius

rions

While each of the art
in this second iterat

ists represented
ion of the project

wrestle with issues pertaining to

specific places, the work of Ryan

Arthurs, Njaimeh N
Thompson Jr. is furt
with not just where

jie, and Raymond
ther concerned
we are in the

project coincided with the harshest
years of the Great Depression,
attracting a largely southern migrant,
majority African American labor force.
Working under brutal conditions,
workers were repea
to the mineral silica

tedly exposed
while mining for

Radius, but when. M
and forward in time
photography. We os
the moment the phc
created and the pres
the social and cultur
surround it now. Te

ovement backward
is intrinsic to
scillate between
tograph was

ent as we interpret
al attitudes that
>mporality is taken

sandstone. Many would eventually
develop the respiratory illness silicosis,
leading to the largest ever recorded
death toll from the disease. Outside
of limited documentation and a modest
monument, only a small graveyard

memorializes workers who died

up through differen
three artists, and thej

t modes by these
r work varies widely

in style and technique. The common

impulse that runs th
is to question how m

rough these images
uch temporal

power we grant photographs, and what

happens to the ways

in which we

in the tunnel,who were quickly and

unceremoniously removed from

the site at the time. There remains

a severe dearth of information around

the tragedy.
Appalachian Ghosts is an archive

in and of itself, attending to those who

understand them when time is paused,
sped up, or even split in two.

Raymond Thom

pson Jr.’s series

Appalachian Ghosts challenges the ways

in which a specific moment in the
history of West Virginia, the Hawks
Nest Tunnel Disaster, has been largely

were most harshly impacted and least
commemorated. Two of the series
within the project, entitled The Dust
and Tunnelitis, make visible the largely
forgotten history surrounding the
Hawks Nest Tunnel’s construction,

through a process of reenacting and

obfuscated. The Hawks Nest Tunnel
is a 3-mile construction project in

Gauley Bridge, WV
New River as a mea

that diverted the

ns of increasing

electrical power generation. Taking

place between 1930

and 1935, the

reimagining the experience of working
within it. In large-scale photographs,
African American figures grip ladders,
hoses or metal pipes, linking them

to the materials and actions of industry.

Their identities remain partially
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dust which recalls the deadly silica

unearthed in the m
In two photograph

ining process.
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back of a hand are coated in a white
powder that has settled into the
delicate lines around the fingertips

to respond to the in
and the discussions
injustices that were
spring and summer

npacts of COVID
around systemic
prevalent in the
of 2020. Using

the impetus of the commission to walk

through her city, N
signage about mask

jie documented
wearing, the

and cuticles, rendering them as

ghostly forms. Con

necting to past

narratives is a difficult task, as the
expansive divide between a lived

experience and the
material artifacts tha

visual and
t remain can feel

insurmountable. In these photographs,

Black Lives Matter

movement, halted

construction projects and closed

businesses. As the p
she started includin
photos as well. Njie

roject progressed,
o personal archival
covered a wide

swathe of Pittsburgh, tracing her
family’s lineage in the city—where they

viewers encounter an embodied vision

of the suffocation and disorientation

workers would have encountered

in their labor. Using
undertaken in the p

the research he has
resent, Thompson

Jr.s photographs give recognition
to these spectral figures from the

came from, where tk

neighborhoods were
We Find Ourselves loc

1ey lived, what their
> like. This Is Where
ks at the turmoil

and drastic change the pandemic

brought into Pittsbt
much of that difficu
present for Black re

irgh, but also how
Ity has been
sidents all along.

past, anchoring their history with a
distinct humanity amidst the floating

clouds of dust.
Like Thompson

Jr., photographer,

filmmaker and multimedia producer

Njaimeh Njie is inte
individual stories, p

rested in centering
ulling them out

This Is Where We
interweaves two dif’

Find Ourselves
ferent layers of

geography. Njie’s handwriting appears

at the base of many
note of where she is
photograph. In this
identifies exact place

images, making
taking the

first layer, she
s throughout

of larger systems an|
and putting them fr
Njie's work docume

d power structures
ont and center.
nts contemporary

Black life, with a particular emphasis

on her hometown o

f Pittsburgh, looking

at what past histories have shaped the
city’s present and how they may shape

Pittsburgh such as tk

1e Homestead Steel

Works or a section of the Pennsylvania

Railroad. The secon
more personal coor
labeled simply as “G
“The Alley.” There is

ld layer is full of

dinates, places

randma’s House” or
a palimpsest-like

effect to these images, as they document

its future. Her body

of work, This

Is Where We Find Ourselves, was made

possible through a commission from
the Heinz Foundation that asked the

artist to “mark this

moment in time.”

Specifically the project asked Njie

the lingering traces ¢
neighborhoods, schq

of once-prominent
bols and businesses

that have been erased from the city’s

landscape to make r¢
event centers or bou
complexes. The com

oom for present-day
itique apartment
\bination of
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handwritten words

make huge socioeco
that of gentrificatior
of the steel industry
narrative. This worl
abook, giving viewe
reflect on the recent

and images

nomic impacts like
1 and the shuttering
into an intimate

< also exists as

>rs a chance to

past of an ongoing

volume describes a fantastical queer

community carving
humor and pleasure
of a declining empir

out joy, beauty,
in the cracks
e dominated by

an oppressive male military force.
It has been a guiding force for Arthurs,
imparting lessons to a present day

pandemic, the deepe
seen entire neighbos
displaced, and the pc
the future could holg
space to occupy. The
filled with the joy tha
and community spact

r past which has
rhoods erased or
»ssibilities of what
1. It’s a bittersweet
family photos are

t tight-knit family
es create, while

generation of queer

people as to how

to survive, and thrive, amidst systems

of oppression.

Lush overgrowth, blooming
fruit trees and verdant forest spaces
fill these photographs. A male figure,
visible in glimpses, bathes freely in

those of dilapidated 1

businesses are almos

houses or closed
st haunted. Njie

wants to believe that having time and
space to reflect will allow fractured

communities to become whole and keep
fighting for change in the future, but
at the same time, she recognizes that

river water and holds a sliced and

dripping watermelo
in an ecstatic gestur
appear Eden-like, ye
significant complica
another touchstone
symbols of resilienc

n above himself
e. These images
>t there are some
tions. Weeds,
for Arthurs as

e and intrusion,

“we should never have had to fight at all.”
Holding space for community

is also a central thread in the work

of Ryan Arthurs. A

rthurs lives and

works in Buffalo, New York, an area
of the country he grew up in and

eventually made the decision to

flourish side by side
in this garden. Tang
with intentionally c
fuels a sense of inclu
to foster growth for
which are often seer
In several photograg

with wildflowers
led weeds mixing
ultivated fields
1sion and a desire
those voices

1 as undesirable.
bhs, such as

return to: a “Buffalo Boomerang”.

Like many places within the Radius,

Western New York

can feel vastly

culturally different across very short
distances, and Arthurs returned to
Buffalo with a desire to create space

for collectivity and

connection.

The great gardens of t
Arthurs has created
resulting in an imag
an almost-too-perfe
a portal into an altes
Among the images ¢
are three photograp

he fairies prosper,
combination prints,
e that looks like

ct rendering:
rnative space.

f verdant growth
hs of water and

Nothing of Weeds is a new body of

work which draws i
1977 publication Th
Friends Between Rev

nfluence from the
e Faggots and Their
olutions, which

was written by Larry Mitchell, and
illustrated by Ned Asta. The compact

fire, entitled Eternal

Flame, where the

slippery forces of flames and liquid
are halted, shimmering in mid-air.
Aptly titled, these photographs add

a sense that the world in which these
images exist is timeless.
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Arthurs’ work begs the question—

what would happen
to place so much im
flow of time? Large

if we ceased
portance on the
stretches of land

surrounding Buffalo still include

political posters and

banners and flags,

faded, but enduring, as though the

work is attuned. Thompson Jr.’s

portraits are a counterforce to the

disappearance of the legacies of

the laborers whose names and faces

have largely vanished from history.

Njie fiercely affirms

the warmth

and safety of her communities and

2016 election were ongoing. The wild

gardens and watery

underworlds

of Arthurs’ photographs beckon as
spaces of respite and revelry, a world

apart from the remi

nders of divisive

political speech. Yet, these aren’t spaces

that have fully turne

d their backs on

neighborhoods even as she documents

their displacement.
a queer utopia, nurt

Arthurs envisions

uring the radical

possibility of creating new and imagined

spaces right within our own reality.

In the end, maybe ti
photography, but it

me is inherent to
s also flexible and

the landscape that exists around them.
Representations of change are most

often grounded in forward motion,
through action, protest or rebellion.

Yet holding ground

for rest, joy and

pleasure is an essential element in the

struggle for change.

What could a

therefore able to be

these artists reject notions of resolution,

wielded in different
ways, to different ends. All three of

as their work endeavors to keep the

past active in the present and create

testaments to persistence for the future.

These photographs

are on their own

more radical act of s
decision to slip away
towards progress so
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r from the march
that we can rest and
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determined, looking backward as they
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d, and yet to be

some time. If the qu
is urgent, it can also
Arthurs, having plac
and feel intimately ¢
surroundings is esse
the road.

Njie, Thompson
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be slow, and for
“es to pause, enjoy,
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ntial in weathering

Jr., and Arthurs

leverage the elemen
photography to chal
to recuperate discar
but they also aspire
of care, remembran

t of time in

llenge inequity and
ded narratives,

to visualize spaces
ce and safety for

the people and places to which their
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Njaimeh Njie

This [s Where We Find Ourselves
(2020-2021)

b. 1988
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