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The Counter Archival Tendencies of 
Kang Seung Lee
Ciara Ennis

“There is no political power without control of the 
archive, if not memory. Effective democratization 
can always be measured by this essential 
criterion: the participation in and access to the 
archive, its constitution, and its interpretation.”1

Kang Seung Lee’s Untitled (Artspeak?) takes as 
its departure the book of the same name, the 
mainstream compendium of “contemporary ideas, 
movements, and buzzwords” from 1945 to 1989. 
Originally published in 1990, it emerged at a 
time of immense rupture evidenced symbolically 
by the collapse of the Berlin Wall (1989) and 
ideologically by the demise of entrenched political 
systems. In Europe, this radical reshuffle resulted 
in a dramatic reshaping of ingrained geopolitical 
borders where simplistic binary divisions 
between East and West and capitalism versus 
communism were no longer valid. However, 
in the US, struggles focused on identity and 
control over representation by those defined 
by the dominant order as marginal—anyone 
deviating from the heteronormative and white 
racial standard—which by this time had reached 
explosive proportions. 

However, despite these momentous changes, 
Artspeak displayed both in its tone and lack of 
complexity its collusion with the uncritical art 
world, which by the early ’90s had become 
firmly fused with the neo-liberal entertainment 
industry. A Cliff Notes for the uninitiated, 
Artspeak functioned as the perfect précis for 
the neophyte collector and art world enthusiast 
delivering easily digestible generalities to those 
keen to enhance their cultural capital. Existing 
as an archive of sorts, the book’s organization 
and contents—reflected in its catchy consumable 
categories and focus on orthodox movements 
and events—provided a convenient potted history 
of the art world’s recent past. It is this historical 
moment that is taken to task in Lee’s playful re-
interpretation of its pages, which are reimagined 
against the grain of conventional art world 
knowledge production. 

Deploying montage, juxtaposition, and 
collaboration as his methodology, Lee’s large-
scale monumental works destabilize official forms 
of history by presenting an alternative set of 

1　Jacques Derrida, Archive Fever: A Freudian 
Impression, trans. Eric Prenowitz (Chicago and 
London: University of Chicago Press, 1995): 4, note 1.

narratives previously excluded from the mix. 
Although faithful to Artspeak’s original content 
and iconographic format, satellite marginalia—
contributed by his collaborators from the year of 
their birth—is overlaid on top. Resounding with 
different sociopolitical and cultural meanings, their 
at-times jarring juxtapositions are made palpable 
by Lee’s method of execution, where each image 
and textual element is painstakingly redrawn 
by hand. Generative of different subjectivities 
and experiences, the resulting collages act as 
a necessary corrective to Artspeak’s dominant 
classifications and value hierarchies, and by 
extension, the rigorously policed art world 
apparatus. 

In addition to highlighting the disparities between 
official and sidelined cultures, Lee’s idiosyncratic 
hand-drawn reproductions of photographic and 
video stills, paintings and movement-specific 
art world publications, disturbs the authority of 
Artspeak’s thumbnail counterparts, forcing a 
reevaluation of their selection and placement. 
Leon Golub’s Mercenaries II (1979) is a case 
in point. Standing in for the late ’70s, Golub’s 
significant and multi-faceted contribution to the 
field of art is here sadly reduced to a mere icon 
for political art. In contrast, Lee’s rendering of 
Golub’s painting is given new life, an effect of 
his faithful yet imperfect execution as well as its 
association with different histories and events. 
This calculated flawed quality is carried through 
in Lee’s scaled-up transcription of the book’s 
printed text. The shift in scale, combined with 
the handcrafted rendition of the mechanical text, 
has a discordant and uncanny affect. Familiar 
yet distorted, the reception and expectations of 
the original text and images are derailed, causing 
enhanced scrutiny of their inclusion and intended 
meanings.

While some artistic and historical references 
deserve to stand, others are supplanted by 
previously omitted histories. Thus, in Millie, 
covering the years 1947-50, the births of Ana 
Mendieta and Adrian Piper are interwoven 
amongst trivial art world data while references 
to white suburban flight and crimes against 
women are scattered around the margins. In 
Lucia, spanning years 1984-86, Felix Gonzalez-
Torres’ name is scrawled across George 
Baselitz’s image caption—the featured artist 
for that page. While references to the birth of 
the Guerilla Girls, General Idea’s Shut the Fuck 
Up video and Group Material’s Americana 
installation at the Whitney Biennial—all left out 
of the official Artspeak record—underscore the 
critical attempts by these artists to challenge the 

commodity driven, overtly white, and patriarchal 
hegemony of the ’80s art world. 

The issue of race is examined in a number of 
works, which although dominating US twentieth-
century history, is largely absent from Artspeak. 
In Gina, spanning the early ’70s, Ohio and 
Texas are exposed for their backward racial 
policies. Beneath a provisionally drawn map of 
the Midwest, we learn that Gina’s mother was 
unable to identify as Filipino, as that specific race-
code had yet to exist. Treatment of the subaltern 
Other is echoed in Yong Soon’s page. Back of 
the Bus, 1953, drawn by Soon in 1984, and 
then redrawn by Lee here in 2015, records the 
imperialist racism perpetrated by US soldiers 
against Koreans in their own country. Covering 
the same time frame, Tom Knechtel annotates 
the otherwise bland world history category from 
1953-56 with more significant events, such as 
the desegregation of the US Army, transportation 
system, and Boy Scouts, as well as the arrest of 
Rosa Parks and murder of Emmett Till. Recorded 
in bullet-point fashion, Knechtel’s list hints matter-
of-factly at the long and sordid reach of US 
racism, which in light of recent racially motivated 
homicidal acts by the police underscores its 
continued existence.

As an archival form, Artspeak presents a 
snapshot of recent thinking about contemporary 
art, and although published in the early ’90s, 
provides enough historical distance to excavate 
the ideological positions framed within and to 
evaluate the longevity of their effects. It is this 
archeological enterprise that lies at the heart 
of Lee’s collaborative project, which presents 
a parallel system where different artworks, 
practitioners, and significant world events are 
valued. Taken as a whole, these particularized 
interventions re-imagine history from the ground 
up by reasserting the agency of marginalized 
cultures and identities previously excluded from 
dominant narratives. As such, Lee’s queering 
of official records brings to light institutionalized 
biases and exposes the codes and conventions 
governing these systems of inclusion and 
exclusion—their classificatory structures 
and assumed neutrality. Furthermore, while 
acknowledging that history is written from the 
perspective of those in power, Lee’s counter-
archival approach in Untitled (Artspeak?) 
demonstrates ways in which such authorities 
can be overturned. In doing so, Lee encourages 
a reappraisal of other disciplinary technologies 
and forms of officialdom and suggests that we 
cultivate and memorialize our own exuberant 
heterogeneity.
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History Dances: Kang Seung 
Lee's Untitled (Artspeak?)
Leslie Dick

The one duty we owe to history is to re-write it.

Oscar Wilde, “The Critic as Artist” (1891)

And even I can remember

A day when the historians left blanks in their writings,

I mean for things they didn’t know
Ezra Pound, A Draft of XXX Cantos (1930) no.13

Where to begin? The project of writing a history 
demarcates a period: the timeline in the first 
edition of Artspeak (1990) by Robert Atkins 
begins in 1945 and ends in 1989. The beginning 
excludes what came before, just as the end point 
seems to know nothing of what came after; such 
strict boundaries are required by the mechanics 
of print publication, in order for the book to 
exist as an object. Unlike a website, a book 
printed on paper cannot shift in time, except 
through personal annotations, marginalia, post-
it notes, informal inserts of one kind or another. 
(Occasionally one pulls a novel from the shelf and 
finds a photograph, black and white, or a receipt, 
forgotten among the silent pages.) And printed 
books acquire wear and tear: their pages marked 
by spots of time, “foxed,” as the book dealers say, 
the paper decaying, becoming porous, the edges 
of pages losing definition. Open the front cover 
and there’s evidence of possession: For Alice, 
with love, a bookplate, or simply the handwritten 
name of the owner, staking a claim. (For years I 
wrote the date of acquisition next to my name on 
the first page inside the front cover, one eye on 
the future.) Sometimes a collector will maintain a 
copy of a book in pristine condition, while keeping 
a second identical copy for use: to be carried on 
the train, read in the bath, marked with notes and 
exclamations. (Last week I found a penciled note 
I made aged 22 at the end of Walter Benjamin’s 
essay on Franz Kafka.  I had written: “God.”  As 
one might say, “Wow.”)

Historians would argue that these points of 
starting and stopping are not meaningless or 
arbitrary; 1945 is the year that World War II 
ended, the end of an era, the beginning of the 
“post war period.” Yet the era didn’t change 
on January 1, 1945, when the date changed. 
The European War went on for another four 
months, officially concluding on May 8, 1945. 
The War in the Pacific didn’t end until August 15, 
1945. The Soviet Army liberated Auschwitz on 

January 27, 1945. A nuclear bomb named Little 
Boy was dropped on the city of Hiroshima on 
August 6, 1945, and a different type of nuclear 
bomb, called Fat Man, hit Nagasaki on August 
9, 1945. Beginnings or endings? It was said 
that human consciousness changed 70 years 
ago, with this first (and so far only) military use 
of nuclear weapons, with the dissemination of 
photographs from the concentration camps. Yet 
Artspeak’s timeline cannot begin on the date 
when such transformations in consciousness 
occurred, because they unfolded across time 
and space and individuals. Perhaps the most 
important things are intangible: they take the 
form of relationships. The timelines of history 
are constructed out of the material traces of 
these relationships, ideas taking form as events, 
artworks, and catastrophes.

That’s the first, most obvious boundary in 
Artspeak: the first page of the list of events, 
1945, with each subsequent year divided into 
events taking place in The World and events 
taking place in The Art World. The page shows 
one reproduction of an art work, apparently 
typical of the period, and a list of a few years: for 
example, on one page there’s 1953, 1954, 1955, 
part of 1956, with some events belonging to the 
category The World (in 1953, there are six) and 
some belonging to The Art World (in 1953, there 
is one). Turning the pages, the decades pass, 
punctuated by events. What has been left out is 
vast, immeasurable, and indescribable.  

Kang Seung Lee’s invitation to a bunch of 
collaborators was to re-write history, and each of 
us had to acknowledge the limitations of the form: 
we could add as much as we liked as long as it 
would fit on the page, a page from Artspeak’s 
timeline. Kang expanded the original page into a 
large drawing: from 7 ¾ x 9 ¾ inches to 38 x 
52 inches, with the original text and the singular 
artwork enlarged in proportion and reproduced 
by hand on the new heavy paper. The large sheet 
of drawing paper did not match the original page, 
edge to edge; it was therefore less reminiscent of 
an old-school photocopy of the book than it was 
like a screen grab, scaled up and printed out. Yet 
the relentlessly hand-made quality of every mark 
on the paper worked to unravel any reference 
to photocopiers or screens. The information 
Kang presented became visual information, as 
the distinctions between text and image, and 
the boundaries of Atkins’ pages, dissolved in 
the larger drawings. Still, the wider, looser 
margins made room for our additions, and each 
participant’s idiosyncratic propositions took the 
form of marginalia, annotations, or fragmentary 

supplements to an apparently immutable text.  

The edges, boundaries, and limitations of the 
original book became clearer and more emphatic 
through the participants’ supplemental additions. 
One page cannot hold more than a sliver of 
historical information; the selection process 
(what to leave out, what to put in) requires a 
value system, a sense of what’s more or less 
important, based on a set of preconceived ideas 
that generally go unquestioned. Nevertheless, 
each participant entered into an argument 
with the value systems embedded in Artspeak, 
through adding a different set of events, different 
artworks in reproduction, and all kinds of 
commentary to the timeline. The official bare-
bones history was draped in other fabrics, like a 
skeleton putting on drag.

No one imagines that compiling a list of events is 
equivalent to the writing of history. Arguably, the 
openness of such a list implicitly allows for the 
critical thinking required to make sense of it. How 
did Atkins decide what to leave out? How did the 
different participants in Kang’s project decide 
what to put in? Eventually, in the gallery, viewers 
were invited to consider these decisions, finding 
traces of them in the interventions on the page 
made by the different participants, handwritten 
in pencil, ink, permanent marker, and puff paint. 
But maintaining this distinction—between the 
hand-written annotations and the hand-drawn 
reproduction of the Artspeak page—becomes 
difficult, because Kang’s drawings are themselves 
fascinating, and his repetitions seductive.

There’s a layering of time here as well as a 
layering of selection. The events themselves took 
time, once upon a time, as did Atkins’ selective 
editing of the events. We consider his research, 
his investment and interest in choosing artworks, 
artists, and facts from history, to construct this 
timeline. Then there’s Kang’s time, his embodied 
engagement with Atkins’ original: a copying, 
where the printed text is transformed into a hand-
drawn text, ink on paper, and the reproductions 
reappear in watercolor, colored pencil, gouache, 
graphite, as the apparent transparency of print 
is superseded by the undeniable materiality 
of gesture and skill. Copying these pages, 
information enters Kang’s body through his 
eyes, to travel down his arm and emerge as 
marks through the movement of his hand, his 
wrist. Visual information slows down, translated 
into physical gesture, to become another kind 
of visual information, the non-mechanical kind. 
The work of art in the age of post-mechanical 
reproduction?  No, that makes us think of digital 
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scanning, and this copying is different. It’s pre-
mechanical, clearly, and it requires concentration, 
discipline, and an untallied number of hours of 
work. So there’s another history buried in these 
drawings, measured in the embodied labor of 
their making. 

Then the participants, the collaborators, make 
their unreasonable demands, as Kang asked 
each of us to propose yet more images for him 
to copy, marginal supplements to the original 
solitary reproductions that dominate each page 
of Atkins’ timeline. These new images were 
woven into the drawing, as a certain kind of 
intimate exchange unfolded, first Kang redrawing 
Atkins’ reproductions, then Kang redrawing 
ours. At last, the different participants put in their 
time: doing the research, finding the right pen or 
pencil, daring to make their marks, to deface the 
large drawing, and throughout engaging in the 
process of figuring out what to put in, what to 
leave out.

This is what I remember: spreading Kang’s 
enormous drawing out over the table where I 
eat my breakfast and dinner and do my writing 
work, the drawing larger than the table, heavy 
paper curling up at the ends, and weighing 
it down with cups and dishes taken from my 
kitchen cabinets, concerned about harming the 
drawing, overcoming that concern, but going 
to the trouble of finding my good eraser and 
my soft mechanical pencil, 2B, feeling dismayed 
when I smeared the graphite over the surface of 
the paper, trying always to write legibly but trying 
to make it my writing still, my hand, the trace of 
my body. All this after days of research, because 
of course I knew very little about my birth 
year, 1954, I knew almost nothing, and I found 
so many different things compelling. Thinking 
about how to make a cluster meaningful, how to 
make a synchronic slice through the diachronic 
timeline, and working to uncover a constellation 
of elements that almost coincided in time and 
therefore relate to each other, and yet connect 
to this present moment where I sit, looking back. 
And always aware of this work as a gift for 
Kang, a gift from Kang, an opportunity to make 
something complicated make sense. 

The time spent deciphering these drawings 
belongs to the viewer, who is aware of the events 
as marks of time passing, research as a process 
of evaluation and education, and the interweaving 
of Atkins time, Kang time, participant time. The 
layering of these different times is where the 
work opens up a space for reflection. The 
original text, the Atkins timeline, is transformed 

by its new contexts; you can almost see the 
authority draining out of it, the holes opening 
up, as you move from one drawing to another. 
Something as fundamental as his distinction 
between The World and The Art World starts 
to wobble and come apart: it seems paradoxical, 
when so many of the artists of this period 
struggled to undo the structures separating art 
and life. 

Each collaborator was given the space to make a 
kind of self-portrait, as every addition and mark 
proposes an alternative value system, a different 
set of priorities. Some are more informative: as if 
excited by the evidently incomplete list of events 
and artworks, still more events are listed, more 
inventions, more names and places included. 
Some are more legible, taking into account 
the scale of the drawing; others use the large 
paper as if it were a page in a book, leaving 
tiny handwriting that cannot be deciphered 
without going in close. In some, geographical 
hierarchies are undone, tipping the emphasis 
to Australia or Central America, Korea or 
Canada. Others are more meditative, including 
long quotations and texts that implicitly critique 
the structure of the list itself. As Millie succinctly 
wrote on her page: “MILLIONS OF UNKNOWN 
EVENTS THAT ACTUALLY HAPPENED.” And 
others are emphatically idiosyncratic: Lecia’s 
is mostly about music, movies, and fashion, as 
if digging deeper into one’s passions would be 
more meaningful than trying to skim the surface 
of the entire period. Lecia’s drawing is a self-
portrait, no doubt, as well as a personal map 
of a cultural moment, and this dimension of the 
work infiltrates Atkins’ original timeline, as his 
attempt at an objective history starts to look 
like a self-portrait too. And Kang? His portrait 
is dispersed across the disparate community of 
people he invited to collaborate with him, these 
different marginalized individuals articulating their 
passions, their interests, and identities, in the 
margins of his drawings.

The structure of Untitled (Artspeak?) is simple 
and reflects key decisions made by the artist 
before the project began. First, the decision 
to use Robert Atkins’ book, very aware of 
Atkins’ role as a gay art historian and activist, 
one of the founders of Visual AIDS. It follows 
therefore that Atkins’ original includes a lot of 
art, artists, and historical events that would most 
likely be excluded by a more conservative art 
historian. Nevertheless, his book excludes and 
includes according to an invisible value system, 
its authority propped up by the business of 
publishing. (Artspeak is a bestseller.) Happily, the 

inflexible structure of his timeline is called into 
question, as the elated collaborators take over 
the institution and dance. Still, it’s crucial that the 
original Artspeak includes a large number of 
women artists, queer artists, and artists of color, 
because this fact proves how even an inclusive 
strategy falls short, its implicit idealism stymied 
by the hierarchical structure of a single history. 

The second key decision on Kang’s part was 
to invite his participants to mark the page that 
correlates to the year we were born, a moment 
before memory. The additions we made to Kang’s 
drawings were evidence of a process of digging: 
in my case, lots of time with Wikipedia, lots of 
Google image searching. The mobility and speed 
of the digital search stood in dramatic contrast 
to the stasis of the printed page: 16 world events 
in total on my Artspeak page, covering over 
three years, and five art world events. These 
five include mention of the Bienal de São Paulo 
in Brazil, the Gutai group in Japan, Documenta 
in Germany. It’s geographically expansive and 
extremely limited at the same time.

Our dates of birth verify our identities, like the 
scribble of a signature, the tiny photo on a 
driver’s license. Among all these, the accident of 
birth is, most emphatically, outside our control. 
Like my name, given to me by my parents, 
my birth date reminds me that “who I am” is 
determined by forces outside myself, through 
the recognition of others and the verifications 
of the law. I can change my name, my gender, 
my appearance, and my sexual orientation, 
among other things, and I can lie about my 
age, or leave it vague, but my date of birth 
remains, immoveable, a critical component in the 
verifications of identity, an indelible fact, extremely 
useful to astrologers and law enforcement, and 
at the same time, meaningless.

Kang’s invitation was to intervene on the drawing 
of the page that included my year of birth, a page 
that spilled into the year before, the year after, 
a little bit of the year after that. I could choose 
to write about events or artworks or births or 
deaths or anything I liked, as long as there was 
some connection to some of those years. So the 
actual date of birth was a figment that haunted 
the project, rather than a determining factor in 
its construction, and my self-portrait, displaced 
through information and annotation, was ghostly 
too. Something apparently solid, like an identity, 
or a subject position, a point of origin, was both 
proposed and undone in the process.

In this work, each annotation functions as a 
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proposition, an argument for its inclusion, while 
Kang’s drawing itself recalls the individual body 
of the artist. There’s a layering of traces, like 
graffiti on a wall, the various participants’ marks 
inscribed among and over the marks made by 
Kang. (It’s like sex, with our bodies displaced onto 
ink and paper!) The coincidence of more than 
one collaborator being born “on the same page” 
allows a viewer to recognize that each participant 
leaves their own specific traces, and there is no 
perfect version, no list that includes everything. 
The propositional, provisional quality of these 
annotations opens up a space for viewers to 
consider what they would put in, what they would 
leave out. And how they would interact with the 
page: with neatly penciled margin notes? With 
bubbles of puff paint, like Alice? A thick red 
marker, like Lúcia? A fluorescent pen, like Pilar? 
Or a fountain pen, like Tom? All of the above? Or 
none?

Material traces of different bodies accumulate 
and overlap, making what was once simply 
legible (and in that legibility, legitimate) more 
complicated. Dominant ideology insists on the 
transparency of signification: we don’t pay 
much attention to the printed page—the design, 
the layout, the size or shape of the letters—
because we are simply going after the meaning, 
the message. But there is no meaning without 
a material support: if I whisper, if I shout, if it’s 
written on a billboard 20 feet long, if it’s printed 
in a tiny font on a page, if it’s handwritten, if 
it’s spray-painted, if it’s red, if it’s black, the 
materiality of the signifier adds another level 
of meaning to whatever the words might be. 
There is no communication, there is no meaning, 
without such materiality, and translating the 
printed text, the printed image, into hand-drawn, 
hand-painted form, brings that fact forward for 
our consideration. What seemed transparent 
thickens up, what was weightless becomes 
palpable, taking material form and inviting us to 
recognize the supplemental meanings inherent in 
the physical gesture, in the pens, ink, and paint 
we deploy. Every mark we make refers to a 
specific body, and that embodied trace leaves a 
different history, a history of difference, behind.

Lecia copied out a track list from one of the 
dance parties at The Loft at 647 Broadway 
that David Mancuso started throwing in 1970. 
In a few words she described his practice as 
a DJ: he was notorious for letting each song 
play from beginning to end, no cross-fades, no 
beat matching. This handwritten track list flows 
down the paper, along the bottom edge, up the 
right edge, along the top, and back down the left 

edge, making a border for the entire drawing: …
Koke (pt.2); Tribe/Woman; Barrabas/Melting 
Pot; Booker T and the MGs/It’s Time to Go 
Now; Gladys Knight and the Pips/Here Comes 
the Sun; The Beatles/Let’s Groove; Archie 
Bell and the Drells/Walking in Rhythm; The 
Blackbyrds/Give It Up or Turn It Loose; James 
Brown/... Reading the list of songs, imagining 
their juxtapositions, I am eager to construct an 
actual playlist, and listen. A mental space opens 
up, where the possibilities inherent in combining 
different kinds of music become tangible, 
material.  

Is putting music together (like a DJ does) 
something like making a timeline or writing a 
history? Is music temporal or spatial? If it makes 
space for dancing, it’s more like sculpture than 
it is like writing, yes? When writing becomes 
drawing, it’s more like painting than it is like 
talking, right? When painting includes layers of 
time and space, marks and traces of different 
bodies, it’s more like dancing than it is like a 
picture. Those red marks are corrections, 
they’re aggressive; they pack a punch. And these 
colored pencil marks are almost obsessive in 
their precision. We have to talk it through to 
make sense of it, but the variety of interventions, 
the multiplicity of additions, never lets this work 
resolve into something we can contain or control.
 
The entire project of Artspeak’s timeline is 
structured around a dynamic of inclusion and 
exclusion. Inviting an unlikely collection of people 
to put something else in, Untitled (Artspeak?) 
manifests both the emotional intensity and the 
political stakes of that dynamic. The vehemently 
embodied marks we made on Kang’s careful 
drawings are evidence of our excitement and our 
pleasure in this transgression. Still, any set of 
supplemental material itself involves a process of 
selection and exclusion. These drawings become 
a mental map, a picture of a particular time, a 
cluster of images and information that reflects 
our interests at the moment of making. In other 
words, it’s partly about that distant historical 
moment, and it’s also about where we sit now; 
it’s retroactive. What’s important to each of us is 
the stuff that still resonates, that draws a line of 
connection across and through. 

All artworks do more than one thing, and they all 
do this: they work both as an artwork and at the 
same time as a proposition of what an artwork 
could be. Kang’s drawings in Untitled (Artspeak?) 
propose the idea that artworks are maps of 
history, full of incomplete and idiosyncratic 
information, in conflict with themselves, in 

dialogue with each other. In these ways they 
resemble us, remembering. Nevertheless, to 
make anything mean something, it has to have 
edges and you have to leave things out. That’s 
why it’s so necessary to have a lot of them—
histories, lists, artworks—because they all leave 
something or somebody out, always. And the 
more histories we encounter, the more aware 
we become of the invisible value systems and 
hierarchies that structure their exclusions. There 
are so many things we do not know. 

In our work of defacing Kang’s drawings, 
resurrecting what was lost, we remember 
different histories, we celebrate materiality, and 
we dance. 
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Untitled
Jen Hutton

Robert Atkins’ Artspeak is a glossary to the 
lingua franca of contemporary art, a quick-
reference guide that contextualizes its pivotal 
moments. It begins with an illustrated timeline 
that lists the major events from 1945 to the year 
of the book’s publication (the first edition was 
published in 1990). 

Artspeak’s aim is “to provide access to 
contemporary art.” It strives to be popular, 
accessible and straightforward, despite 
contemporary art’s resistance to be any of 
those things. Thus the periodization of time is 
an ugly but necessary tool. In Atkins’ book, time 
is chopped up by measurable events: grand 
upheavals, great discoveries. X begat Y, this 
comes out of that. A movement is defined by, in 
Atkins’ words, “the moment of greatest vitality 
for a particular attitude toward, or method of, art 
making,” more easily measured when localized 
to a specific location and bracketed with precise 
start and end dates, precluding the minor but no 
less important histories scattered around them. A 
single small representative image of an artwork 
dots each page, more of an exemplar of the 
period than an adequate depiction of the work 
itself. Starting with abstract, moving through Bay 
Area Figurative Style, Light-and-Space, Neo-
Geo, and ending with zeitgeist, Atkins’ list of 
buzzwords provide many points of access. But I 
ask: where do you fit in? 

Kang Seung Lee’s project Untitled (Artspeak?), 
2014–ongoing, counters Atkins’ neat chronology 
with this question. Unlike Atkins’ book, Untitled 
(Artspeak?) is joyfully messy and complex. 
Rather than establishing any central authority, 
Lee posits that the moment of greatest vitality 
stems from a person’s own lived history. The 
project is a collaboration between Lee and a 
select number of his friends and peers. To each 
collaborator Lee assigns the page from Art speak 
for the year of their birth for reassessment. 
Their task is to rewrite that year of the timeline 
as they see fit. 

t

What happened in the year of your birth? 
Plenty—more than Atkins or anyone else can 
list. For one, you began to exist. While your 
early memories are certainly very fuzzy to non-

existent, to write your own canon you start filling 
in the gaps. In Atkins’ timeline each year is neatly 
split into two categories of events: “the world” 
and “the art world.” Which came first, the world 
or the art world? In Atkins’ view they were never 
corollaries; instead he casts them on parallel 
planes. 

I cannot deny there are inexplicable synergies 
between Atkins’ world and the art world. For 
instance, in the year of my birth NASA scientists 
got their first glimpse of Saturn’s rings from 
images returned by a space probe launched 
six years prior, and Frederic Edwin Church’s 
Icebergs, painted in 1861, was auctioned off 
at a record-breaking price. I’d like to think that 
Church’s motivation to travel to the Arctic was 
more aligned with a scientist’s desire to see 
something they hadn’t before, rather than what 
price the resulting painting would fetch nearly a 
century after it had been conceived. In my book, 
Church’s story is the story worth telling. 

This is not on Atkins’ timeline: in the year of 
my birth Joan Didion published an essay that 
attempted to sum up the zeitgeist at the end of 
the sixties, a period ten years prior. It begins, 
“We tell ourselves stories in order to live.” When 
I read Didion’s essay for the first time at twenty-
two it left only a vague impression on me. At 
twenty-eight I read it again and decided I was 
going to be a writer. At thirty-one I stepped onto 
California soil for the first time, and though I 
never experienced the sixties otherwise, “The 
White Album” became a sacred text. 

“We tell ourselves stories in order to live.” 
Didion’s opening line is concerned with the 
stories we fabricate for the purposes of survival. 
When I read that line at age twenty-eight, I 
understood it then, as I do now, that we do not 
fully live without telling stories. Events are not 
acute symptoms of the world; like stories, they 
emerge out of the continuousness of time, and 
as stories, they gain and lose meaning depending 
on the present context and who is telling them. 
Couched in each grand upheaval and great 
discovery there are a million little stories, each 
hurtling on splitting trajectories through time.

Maybe Didion’s essay would have less meaning 
had I become a scientist or an astronaut, or 
maybe it wouldn’t appear on my timeline at all—
I cannot say. But I do know that while you may 
be the product of some unassailable cosmic 
alignment in the heavens, your own story 
eclipses our shared one. 

t

Before the printing press, bookmaking was a 
laborious and expensive process: monastic or 
lay scribes toiled for weeks over a copyist’s 
desk, replicating texts from master codices using 
thin feather quills. As demand increased books 
became more and more elaborate. The scribes 
passed each lettered page over to illustrators. 
These workers decorated the empty spaces 
with illuminated letters, decorative frames, and 
startling examples of marginalia. 

It would be safe to say that marginalia was an 
accepted practice at the time, given the number 
of surviving examples and in the most sacred of 
texts. In that time it would not be unusual for the 
bishop to be completely unruffled by the image 
of a monkey sliding a trumpet into its ass, tucked 
into the gutter of his psalter. 

While these additions might appear transgressive, 
we should not read them as sacrilege. Nor were 
they always anonymous: now and again, in the 
margins of some of those old medieval books, 
you might find a little self-portrait of a Matthew 
or a Joanna, hunched over a desk with a quill in 
hand. There is little doubt that medieval scribes 
and illustrators, tied to their task as servants of 
God, were still permitted to include annotations 
as profane or satirical commentary on the text. 
In Jewish scholarship, glosses that define or 
provide a correct pronunciation of certain words 
dot the margins of various copies of the Torah. 
Exegetical texts such as midrash reveal deeper 
meanings of Jewish scripture through anecdote 
and allegory. Midrash suggests what is written 
into our holy books is not necessarily dogma; 
as an Episcopalian bishop sees it, “everything to 
be venerated in the present must somehow be 
connected with a sacred moment in the past.” 

George Steiner, in his essay “The Uncommon 
Reader,” writes “marginalia pursue an impulsive, 
perhaps querulous discourse or disputation with 
the text.” To read critically is to read with a pen in 
hand, or as Steiner puts it, with “an active quill.” 
A friend tells me she despises marginalia; she 
sees them as contaminating her understanding 
of the author’s point of view. I hold the opposite 
view: when I browse books at a library or 
bookstore I am thrilled to find notes penciled 
into the margins, regardless if I agree with them 
or not. To libraries these books are “damaged” 
or “defaced,” in bookstores they are “used with 
some wear.” But those acts of defilement are the 
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start of a conversation, not only with the author 
but also with other readers. When I see marks 
of a fellow reader—a usurper messing about in 
the text, a dissenter challenging the author’s point 
of view from the margins—the book itself seems 
much more alive in my hands.

t

For Untitled (Artspeak?), Lee reproduces each 
assigned page by hand on large sheets of 
drawing paper. Some pages he reproduces twice 
(a few of his collaborators were born in the same 
year). He paints each letter of serif type in black 
ink. He copies Atkins’ inset images in ink, acrylic, 
watercolor, gouache and colored pencil. At his 
collaborator’s request he adds additional images, 
crowding the margins with contemporaneous 
visual cues. Lee’s enlarged copies of Atkins’ 
pages become something else. They supplant 
the printed book’s soft authority with an auratic 
presence—of something carefully copied by 
hand, of text rendered as image—and refute the 
idea that a historical period can be summarized 
by a single emblem or image. 

When Lee finishes a drawing he passes it 
along to its assigned collaborator to annotate. 
What is missing is scrawled into every available 
space: with pencil, with marker, with paint. What 
contaminations! Lee’s drawings of Atkins’ pages 
become the substrate for new scholarship, and 
the annotations take on the style of the annotator. 
They whisper, they howl, they gossip. They are 
love letters as well as didactics. From each set of 
margins comes a full expression of a person in 
but not of Atkins’ “world” or “art world”; women 
and queer people and people of color and aliens 
and artists. Here a single authority is supplanted 
by many competing voices, declared, literally and 
figuratively, from the margins.

Through history we find the language of our 
practices. In that timeline we find events to bump 
up against or tether to; there we locate our 
influences, our allies, and our enemies. But we 
cannot hold such histories as sacred. Nor can 
we rely on rehistoricizing past events in order 
to give our present meaning (though I admit this 
essay does, in places.) I do not think Untitled 
(Artspeak?) strives to dismiss Atkins’ book as 
a narrow, dogmatic text. It is no easy task to 
collapse nearly half a century into a few pages, 
and Lee’s collaborators too are limited to just 
how much they can include on the page. But it is 
only because of Untitled (Artspeak?) that I begin 

to consider the relevance of Atkins’ own subject 
position in his text: as a Western-educated art 
historian as well as a queer man. 

Perhaps Untitled (Artspeak?) remains a self-
styled rhetorical question. What happens when 
biography and subjectivity seeps into—or in 
some cases, invades—our established histories 
or stricter codes of scholarship? I endeavor 
to answer: in all cases it results in a more 
meaningful present.



13



14

Alex
2015, 52 x 38 inches
Ink, watercolor, colored pencil, 
acrylic, gouache, pencil on paper
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Alice
2014 – 2015, 52 x 38 inches
Ink, watercolor, colored pencil, 
acrylic, gouache, oil pastel, pen, 
pencil, sharpie, puff paint on paper
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Beatriz
2014 – 2015, 52 x 38 inches
Ink, watercolor, colored pencil, 
acrylic, gouache, pen, 
pencil on paper
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Cirilo
2015, 52 x 38 inches
Ink, watercolor, colored pencil, 
acrylic, gouache, pen, pencil on 
paper
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Gina
2014 – 2015, 52 x 38 inches
Ink, watercolor, colored pencil, 
acrylic, gouache, pen, 
pencil on paper
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Jennifer
2014 – 2015, 52 x 38 inches
Ink, watercolor, colored pencil, 
acrylic, gouache, pen, pencil, 
collage on paper
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Kaucyila
2015, 52 x 38 inches
Ink, watercolor, colored pencil, 
acrylic, gouache, pen, pencil on 
paper



27



28

Lecia
2014 – 2015, 52 x 38 inches
Ink, watercolor, colored pencil, 
acrylic, gouache, pen, pencil, 
conte on paper
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Leslie
2014, 52 x 38 inches
Ink, watercolor, colored pencil, 
acrylic, gouache, pen, pencil, 
colored paper on paper



31



32

Lucia
2014, 52 x 38 inches
Ink, watercolor, colored pencil, 
acrylic, gouache, pen, pencil, 
sharpie on paper
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Michael
2015, 52 x 38 inches
Ink, watercolor, colored pencil, 
acrylic, gouache, pen, pencil on 
paper
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Millie
2014 – 2015, 52 x 38 inches
Ink, watercolor, colored pencil, 
acrylic, gouache, pen, pencil, 
collage on paper
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Njideka
2015, 52 x 38 inches
Ink, watercolor, colored pencil, 
acrylic, gouache, oil pastel, pen, 
pencil, sharpie on paper
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Pilar
2015, 52 x 38 inches
Ink, watercolor, colored pencil, 
acrylic, gouache, conte, pen, pencil, 
sharpie, collage on paper
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Stephanie
2014, 52 x 38 inches
Ink, watercolor, colored pencil, 
acrylic, gouache, pen, 
pencil on paper
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Tom
2014, 52 x 38 inches
Ink, watercolor, colored pencil, 
acrylic, gouache, pen, pencil, 
collage, painter’s tape on paper
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von & Ofelia
2015, 52 x 38 inches
Ink, watercolor, colored pencil, 
acrylic, gouache, pen, pencil, gold 
leaf on paper
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Yong Soon
2014 – 2015, 52 x 38 inches
Ink, watercolor, colored pencil, 
acrylic, gouache, pen, pencil, 
collage, painter’s tape on paper



49



50

Young
2015, 52 x 38 inches
Ink, watercolor, colored pencil, 
acrylic, gouache, pen, pencil on 
paper
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Biographies

Alexandra Juhasz 
Dr. Alexandra Juhasz is Professor of Media 
Studies at Pitzer College. She makes and studies 
committed media practices that contribute to 
political change and individual and community 
growth. She is the author and/or editor of AIDS 
TV (Duke, 1995), Women of Vision: Histories 
in Feminist Film and Video (Minnesota, 
2001), F is for Phony: Fake Documentary and 
Truth’s Undoing, co-edited with Jesse Lerner 
(Minnesota, 2005), Learning from YouTube 
(MIT Press, 2011), The Blackwell Companion to 
Contemporary Documentary with Alisa Lebow 
(2014) and with Yvonne Welbon, Sisters in the 
Life: 25 Years of African-American Lesbian 
Filmmaking.  Dr. Juhasz is also the producer 
of educational videotapes on feminist issues 
from AIDS to teen pregnancy. She is the 
producer of the feature films The Watermelon 
Woman (Cheryl Dunye, 1997) and The Owls 
(Dunye, 2010). Her current work is on and about 
feminist Internet culture including YouTube (www.
aljean.wordpress.com) and feminist pedagogy and 
community. 
www.feministonlinespaces.com 
http://femtechnet.org

Alice Lang 
Alice Lang was born in Byron Bay, Australia and 
is currently based in Los Angeles. Her cross-
disciplinary art practice generates social and 
interactive spaces that explore how objects 
achieve public and personal meaning through 
the politics of their material. Her work is invested 
in exploring the potential for everyday objects 
to instigate mindful social interaction through 
their performativity within an art context. Lang 
graduated from the MFA program at CalArts in 
2015 and has completed residencies in Canada, 
New York and Los Angeles. She has been the 
recipient of awards such as the Queensland Art 
Gallery Melville Haysom Scholarship (2009), 
Australia Council New Work Grant (2012), Lord 
Mayors Emerging Artist Fellowship (2012) and 
the Freedman Foundation Travelling Scholarship 
for Emerging Artists. She is a founding co-
director of LEVEL artist-run-initiative (Brisbane, 
Australia) and is represented by Karen 
Woodbury Gallery in Melbourne, Australia.
http://www.alicelang.com

Beatriz Cortez
Beatriz Cortez is an artist and a writer. She 
was born in El Salvador and has lived in the 

United States since 1989. Her work explores 
simultaneity, the existence within different 
temporalities and different versions of modernity, 
particularly in relation to memory and loss in the 
aftermath of war, the experience of immigration, 
and in exploration of possible futures. Her work 
has been shown in Los Angeles, San Francisco, 
Washington, D.C., El Salvador, Costa Rica, and 
Guatemala. She holds a Master of Fine Arts 
from the California Institute of the Arts and a 
Doctorate in Latin American Literatures from 
Arizona State University. She teaches in the 
Central American Studies Program at California 
State University, Northridge. She lives and works 
in Los Angeles.
http://beatrizcortez.com

Cirilo Domine
Cirilo Domine is a multi-media artist who is not 
hostage to one material or modes of  making 
art. Currently he is working with textiles both 
wearable and sculptural. 

Born 1969 in the Philippines and educated in the 
United States and Japan.  He received his BA 
from the University of California, Los Angeles 
and his MFA in Studio Art from the University 
of California Irvine. He received certificates to 
practice in the Urasenke school of tea.

His works have been shown at Commonwealth 
and Council, Exit Art, MAK Center’s Schindler 
House, Museum of Jurassic Technology, Boston 
Center for the Arts, L.A. Gay & Lesbian Center 
and numerous artists’ spaces.  His work was 
included in Art and Queer Culture by Catherine 
Lord, Richard Myer and published by Phaidon. 
A feature article by Pato Hebert is dedicated his 
work in Pageantry through the AIDS Project, Los 
Angeles.

Gina Osterloh
Gina Osterloh investigates operations of 
mimesis and perception via photography and 
performance.  
 
In Osterloh’s photographs and film work, 
evidence of the artist’s hand is juxtaposed against 
seriality and mechanical reproduction. Her 
constructed sets for the camera depict hand 
drawn lines, rectangles, dots, voids, shadows, and 
silhouettes that cut into and mark the surface 
of paper. Through the use of the camera, 
along with pattern, color and the deliberate 
placement of the body within her sets – Osterloh 
actively questions the underlying structures of 

photography.
 
Recent exhibitions include her solo exhibition 
Nothing To See Here There Never Was at 
Silverlens Gallery Manila Philippines; Press, 
Erase, Outline, Slice, Strike, Make an X, Prick 
at Francois Ghebaly; Anonymous Front, Yerba 
Buena Center for the Arts, San Francisco; 
Group Dynamic and Improper Light at LACE. 
Group shows include: Second Sight, New 
Representations in Photography at the Torrance 
Art Museum; This is Not America: Resistance, 
Protest and Poetics Arizona State University 
Museum; Fragments of the Unknowable Whole 
Urban Arts Space Ohio State University. Gina 
Osterloh teaches a diverse range of photography, 
performance, and time-based media classes 
throughout the Greater Los Angeles area at 
various universities.
http://www.ginaosterloh.com

Jen Hutton
Jen Hutton is an artist and writer. She lives in 
Los Angeles. 
www.jenhutton.com

Jennifer Moon
Jennifer Moon is a Los Angeles based artist, 
adventurer, and revolutionary committed to 
creating alternatives to the predetermined 
outcomes of art and of life. By drawing from a 
variety of influences, blending a mix of political 
theory, science, self-help, popular culture, and 
fantasy, Moon presents possibilities of new 
futures and new modes of being that stimulate 
continuous expansion for all on this earth and 
beyond. Moon has exhibited at the Hammer 
Museum, Los Angeles, for Made in L.A. 2014 
where she won the Mohn Public Recognition 
Award. She has had solo exhibitions at Equitable 
Vitrines, Los Angeles; Transmission Gallery, 
Glasgow, Scotland; Commonwealth & Council, 
Los Angeles; China Art Objects Galleries, Los 
Angeles; Richard Heller Gallery, Los Angeles; 
and Tunnel, New York. Moon also maintains 
a monthly radio show, Adventures Within, on 
KCHUNG and is the recipient of a 2013 CCF 
Fellowship for Visual Artists.
http://jmoon.net

Kaucyila Brooke
In her work, Los Angeles based artist Kaucyila 
Brooke investigates random mechanisms of 
power as framed through representations 
of gender and nature.  She works primarily 
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in photography, text and image, video and 
drawing. Her 2012 retrospective “Do You 
Want Me To Draw You A Diagram?” At the 
Badischer Kunstverein, Karlsruhe, Germany 
focused on narrative projects starting from the 
1980’s through the present. Selections from 
her ongoing narrative work about the original 
couple, Madame and Eve, “Tit for Twat”(1992 - 
) were recently featured in her 2014 solo show 
at Commonwealth and Council, Los Angeles. 
Her project The Boy Mechanic  (1996 ongoing) 
traces the history of lesbian bars in different 
American and European cities and so far 
includes San Diego, Los Angeles, San Francisco 
and Cologne, Germany. From 2002 through 
2005, she photographed inside The Natural 
History Museum in Vienna.  The resulting project 
is documented in the exhibition catalog: Kaucyila 
Brooke: Vitrinen in Arbeit, ed. Christiane Stahl, 
pub: Verlag Schaden, Cologne (2008). She 
edited the book Gendered Geographies, pub. 
Hochschule fur Gestaltung und Kunst Zürich, 
(2002). She is the Co-Director of the Program 
in Photography and Media at CalArts in Los 
Angeles where she has been a regular member 
of the faculty since 1992. 
http://www.kaucyilabrooke.com

Lecia Dole-Recio
Lecia Dole-Recio received her BFA at Rhode 
Island School of Design (1994) and her MFA 
at Art Center College of Design, Pasadena 
(2001). She has had solo exhibtions at The 
Secession, Vienna (2011), Richard Telles Fine 
Art, Los Angeles (2011, 2009, 2005, 2004, 
2002); Casey Kaplan, NY (2009), the Museum 
of Contemporary Art, Los Angeles (2006); 
and the Galerie Stephan Adamski, Aachen 
(2004). Lecia has had work shown extensively 
in group exhibitions throughout the US and 
also in Europe, including the Whitney Biennial 
(2004) . Her work is in the collections of the 
Museum of Contemporary Art, Los Angeles; The 
Walker Art Center in Minneapolis; and the Los 
Angeles County Museum of Art. Her upcoming 
exhibitions include Paperworks at Craft and Folk 
Art Museum, Los Angeles (2015), and a solo 
show at Gavlak Gallery, Los Angeles (2016)

Leslie Dick
Leslie Dick is a writer and critic living in Los 
Angeles.  Recent publications include: ‘Miracle 
Blur’, Nonsensical (ethics), no. 1, 2014; ‘On 
Repetition: Nobody Passes’, X-TRA, vol. 17, 
no. 1, Fall, 2014; and ‘Digital Panic Voluptuous 
Whirlpool’ (Golden Spike Press, 2015). With 

Adriano Pedrosa, she co-edited A List of 
Students Enrolled in Post Studio Art, with 
Michael Asher at CalArts, 1976-2008 (Golden 
Spike Press, 2012). She teaches in the Art 
Program at CalArts and is currently Visiting 
Critic in Sculpture at Yale School of Art.

Lúcia Prancha 
Lúcia Prancha (1985, Lisbon / Portugal) received 
a MFA from CalArts - California Institute for 
the Arts (2015). Her work has been exhibited 
at the Serralves Foundation, Oporto, Portugal; 
Galeria Leme, Sao Paulo, Brazil and Galeria 
Baginski, Lisbon, Portugal. In 2013, she was 
the recipient of a two-year Calouste Gulbenkian 
Foundation and the Luso-American Foundation 
for Development (FLAD) Scholarship. Presently 
practicing in Los Angeles.
http://luciaprancha.com

Michael Ned Holte
Michael Ned Holte is a writer, independent 
curator, and co-director of the Art Program at 
the California Institute of the Arts. He has written 
monographic essays on artists including Kathryn 
Andrews, Hani Armanious, Charles Gaines, 
Richard Hawkins, Alice Könitz, Shio Kusaka, 
Roy McMakin, Ricky Swallow, Paul Sietsema, 
and Clarissa Tossin, and has contributed 
to periodicals such as Afterall, Artforum 
International, Art Journal, The Brooklyn Rail, 
East of Borneo, Frieze, Pin-Up, and X-TRA. 
Holte has organized exhibitions in Auckland, Los 
Angeles, New York, and Torino, and, along with 
Connie Butler, was curator of the 2014 edition 
of Made in L.A. at the Hammer Museum. He 
is organizing the exhibition Routine Pleasures, 
which will open at the MAK Center for Art and 
Architecture in spring 2016.
http://michaelnedholte.com

Millie Wilson
Mille Wilson is an artist whose work has been 
exhibited in the U.S. and abroad, including New 
York, Los Angeles, Chicago, San Francisco, 
Toronto, London, Rome, Oslo, Oporto, and 
Melbourne.  Exhibition venues include the 
Matthew Marks Gallery, Whitney Museum of 
American Art, the New Museum of Art, White 
Columns, Jose Freire Fine Art, Drawing Center, 
Fischbach Gallery, Sonnabend Gallery, Thread 
Waxing Space, Tang Museum (Skidmore), 
Hayward Gallery, Museum of Modern Art at 
Heide, Roma-Museo del Folklore, Serralves 
Foundation, Walker Art Center, Neuberger 

Museum of Art, ICA (Boston), Carnegie Museum 
of Art, SITE Santa Fe/Museum of Fine Arts, 
Center for Fine Arts(Miami), San Francisco 
Museum of Modern Art, New Langton Arts, 
Yerba Buena Art Center, Santa Monica 
Museum of Art, Orange County Museum of Art, 
UCLA Hammer Museum of Art, Los Angeles 
Contemporary Exhibitions, Laguna Art Museum, 
Ruth Bloom Gallery, Patricia Faure Gallery, Mark 
Moore Gallery, James Kelly Contemporary, 
Maloney Fine Art, Iceberg Projects, Las 
Cienegas Projects, and in various other galleries, 
including university and community museums. 
Wilson's work is in numerous public and private 
collections, including those of the the UCLA 
Hammer Museum, San Francisco Museum of 
Modern Art, Orange County Museum of Art, 
The Henry Art Gallery (Seattle),The Disney 
Corporation, Eileen Harris Norton and Peter 
Norton.  She has received numerous grants, 
including an NEA Visual Artists Fellowship, a 
Pollock-Krasner Foundation Fellowship, City of 
Los Angeles Artist Grant, California Arts Council 
Fellowship, Art Matters, Inc.Grant, and a LACE 
Artists Projects Grant, has been published in a 
variety of contexts, and has taught and lectured 
throughout the U.S. and Europe.  She has been 
a member of the faculty of the Program in Art at 
the California Institute of the Arts since 1985.

Njedeka Akunyili Crosby
Njideka Akunyili Crosby is a Nigerian-
born visual artist who received her MFA 
from Yale in 2011 after earning her BA 
from Swarthmore College and studying at the 
Pennsylvania Academy of the Fine Arts. She 
has participated in artist residency programs at 
the Studio Museum in Harlem, the International 
Studio and Curatorial Program, the Bronx 
Museum AIM, and the Marie Walsh Sharpe 
Space Program. She was a 2014 recipient of the 
Smithsonian Museum James Dicke Prize. Her 
works have been exhibited at various institutions 
including The New Museum, New York, The 
Bronx Museum, New York, The Hammer 
Museum, Los Angeles, and the Nascher 
Museum of Art at Duke University. 
http://njidekaakunyili.com

Pilar Gallego
Gallego holds a BFA from the Pratt Institute and 
is a 2015 graduate from the MFA program at 
the California Institute of the Arts. They have 
been the recipient of awards such as the Queer 
Art Mentorship Fellowship (2011), the inaugural 
CalArts Feminist Works Program Grant 
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(2015), and attended the Skowhegan School 
of Painting and Sculpture (2015). Gallego was 
born in Colombia and has lived in the United 
States since 1990. They are currently living and 
working in Los Angeles. 

Stephanie Deumer
Stephanie Deumer is an artist from Toronto, 
Canada, who currently lives and works in Los 
Angeles, California. She completed her BA at 
the University of Guelph in 2011, and her MFA 
at California Institute of the Arts in 2015. Her 
work has been exhibited in Ontario, Nova Scotia, 
California, and New York.
http://stephaniedeumer.com

Tom Knechtel
Tom Knechtel is an artist living in Los Angeles. 
A survey of his work, On Wanting to Grow 
Horns, traveled the US in 2001-2002. There 
will be two shows of his work in Los Angeles in 
September 2016: new paintings and drawings 
at Marc Selwyn Fine Art, and an exhibit of his 
prints and drawings from 1977 to 2015 at CB1 
Gallery. 
http://www.tomknechtel.com

von curtis & Ofelia Marquez 
von curtis and OFELIA MARQUEZ, are two 
Los Angeles based artist exploring a myriad 
of criticisms, dialogues and cultural actions, 
in relation to the sexualized, racialized and 
naturalized “others”, their mark resides within a 
plateau of samples, remixes, and reformulations. 
Currently the two artists have been collaborating 
on performance, collaborative installations, and 
experimental film/videos, that include a multiplicity 
of disciplines spanning from sculpture to dance.
 
“Sometimes I think of Blackness as a weighted, 
cool.”-von       
 
“my work is a vehicle to understanding and 
confronting cultural archetypes, and also the 
collective unconscious through a New Mestiza 
theoretical lens.”- OFELIA MARQUEZ

Yong Soon Min
A Cold War baby perhaps because Yong Soon 
Min was born in Korea the year the Korean 
War ended with armistice without peace, and 
the continued division of the country. Min’s 
art practice engages interdisciplinary sources 
and processes in the examination of issues 

of representation and cultural identities in the 
intersection of history and memory. Among her 
grants are Fulbright Senior Research Grant, 
COLA Individual Artist Fellowship from the City 
of Los Angeles Cultural Affairs Department, 
Korea Foundation Grant, Anonymous Was a 
Woman Award and NEA Visual Artist Award 
in New Genre. She has exhibited nationally and 
internationally and curated exhibitions, most 
notably THERE: Sites of Korean Diaspora for 
2002 Gwangju Biennale and transPOP: Korea 
Vietnam Remix, a transnational exhibition that 
traveled to Seoul, Ho Chi Minh City, Irvine, and 
San Francisco. Now Professor Emeritus at UC 
Irvine, her MFA from UC Berkeley was followed 
by a postdoc at Whitney Museum’s Independent 
Study Program.
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