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ABSTRACT 
This article offers a gender/queer, first-person perspective of the 
necessary role educators play in the link between museums and 
local communities who have been historically and systemically 
oppressed (BIPOC, LGBTQ+, people with disabilities and 
intersections therein). By linking racial and labor equity, this 
article argues for a deeper consideration of the ways museums 
are activated and transformed through educators’ labor and 
praxes. In order to create greater equity and to achieve museums’ 
missions, we must look to educators as leaders in the work of 
transforming white supremacy culture. This article offers the 
“handle” as a model for political understanding of how 
relationships are structured through power and oppression, 
thereby locating ways we can radically transform our institutions 
by centering equity, anti-racism, and education. Critical to any 
social justice work, art is the active space that is essential for 
creative expression and our holistic well-being. 
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Queering is a matter of power relations 

As a museum educator I negotiated relationships fraught with significant power imbal
ances. “The museum is not just an institution, a place, but also a set of practices that 
cannot be separated out from the contexts in which they operate: the museum as a 
doing (verb) as much as a thing (noun).”1 Educators enact the doing of a museum, build
ing relationships and facilitating experiences. Functioning as both verb and noun, we are 
like handles that lend support and open space – portals into our own and others’ worlds. 
We make stories of struggle and cultural transformation accessible. Educators connect 
artworks and people as translators, interpreters, and mediums. We also do the vital 
work of reaching out – we move between the institution and its publics, linking inside 
to outside, people to places. This article uses the educator-as-handle as a way of consid
ering how an institution makes contact with local communities, how an educator per
forms these relationships. As a theory-informed praxis, it is punctuated by my 
experiences as a teaching artist. Instead of a chronological history, this article emphasizes 
iterative processes that are never complete, where both educators and institutions are 
fucking up but nonetheless accountable to racial and labor equity. 

My thirteen years as an educator at the Museum of Modern Art (MoMA) focused on 
New York City communities that have been excluded and oppressed through systemic 
racism, ableism, homo- and transphobia, and intersections therein. The majority of 
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this work centered long-term partnerships that were built over time. I worked with 
organizations to find ways to use art to build trust and mutual respect. My goal was 
never to bring arts or culture to a place, but to bolster, embrace, and bear witness to 
the forms of creativity already flourishing. When activated as a metaphor, the handle 
avows both structural and psychological needs for connection and support, with the 
explicit recognition that dependence and interdependence are not constituted equitably 
or in the same ways for all people.2 

My queerness has always been my learning curve in power relations. The ways I feel 
inside, how I experience my body, and how I connect to the world are made and unmade 
by heteronormativity, the gender binary, my body’s abilities, white supremacy culture 
and capitalism, to name a few biggies. Queerness shows me how our insides and outsides 
are co-constituted, how our internal worlds and material realities are entangled. Growing 
up genderqueer, the physical and emotional weight of large breasts and an emotionally 
overwhelming menstruation regimen gendered me in ways that felt out of control. Boobs 
and bleeding hid a genderqueer self that I was ashamed of, yet desperate to inhabit. Baggy 
clothes, tight sports bras, art, queer relationships, and later, top surgery – were various 
forms, materials, processes, and technologies that I used to feel good enough. There is 
no How-To manual for queer life; we reimagine and improvise, always a work-in-pro
gress. How often I felt it was on me to “get a grip,” when in fact pressures to be a girl 
or a boy (and a good, productive one at that) were the workings of whiteness and 
ableism (Figure 1). It continues to be hard to hold the complexity that that which has 
been so oppressive has also been an enormous – and unearned – privilege. The harm 

Figure 1. Kerry Downey, Untitled, 2013, monotype (printed with Marina Ancona/10 Grand Press). 
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whiteness has caused me as a white person is the privilege I’ve used to survive, and the 
behaviors of my survival are also what perpetuate harm. To believe that things can and 
should be queered is a politicized position that actively challenges white supremacy’s 
demands for binary thinking, linear progress, productivity/utility, rugged individualism, 
and above all else, the accrual of capital.3 

“Community”-centered museum education 

Over my time in MoMA’s Education Department, I worked both inside and outside the 
museum in every imaginable formal and informal art space – schools, health care centers, 
nursing homes, supportive housing, coops, parks and community gardens. Each partner
ship was unique and created in collaboration with an organization’s staff and their com
munities – people living with and affected by HIV/AIDS, people who’ve experienced 
homelessness, teens navigating foster care, LGBTQ+ youth and adults, domestic 
workers, immigrants, people with dementia, and people with a wide range of develop
mental disabilities, to name a few. In 2019, MoMA’s Education department had 
roughly one hundred partnerships with organizations and schools throughout NYC. I 
ran fifteen of them. Most of my programs fell under the umbrella of “Community and 
Access Partnerships,” which engaged majority BIPOC groups and/or people with disabil
ities through personal and public projects – runway shows, music videos, zines, murals, 
printmaking, and more. Each project was guided by discussions about art. 

In reflecting on these years of community-based education, I must contend with what 
“community” means. In the case of my “Community Partnerships,” we are talking about 
people who have been predominantly excluded from MoMA, and moreover, oppressed 
through New York City’s longstanding and systemic practices and policies, i.e. redlining 
and gentrification, health care discrimination, police violence, criminalization of drug 
use, voter suppression, and “planned shrinkage” of municipal services in Black and 
Brown neighborhoods.4 It is hugely problematic when “community” becomes synon
ymous with the people who are not typically able to go to museums due to structural 
oppressions like racism, ableism and transphobia. Alternately, a “museum community” 
generically refers to the people who do go to museums, whose shared commonalities are 
privileges such as art education, an upper-middle class background, and/or immersion in 
white culture. In either case we end up with a divide between inside and outside, between 
local culture and tourism, and between historic privilege and discrimination. We end up 
with an empty word that stands more for individualized good intentions rather than 
mission-driven, participatory practices of anti-racism and accessibility. 

Art as space-making 

But what does a community look like? For six years I visited a nursing home that sup
ports people with chronic health issues and disabilities, a stone’s throw from Yankee 
Stadium. Both residents and staff are predominantly Black American, Haitian, and 
Latinx and are much younger than the average nursing home resident. Many of the 
same people participated in my programs for years. I knew everyone’s names, celebrated 
their birthdays, learned when their daughter was soon to visit. With long-time partici
pant Jarod, I was aware of his recent tracheotomy from throat cancer. One day we 
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were getting inspiration from a David Hammons body print when Jarod fixed his eye on 
the picture and said with his forced whisper “this is an X-ray of a black man. He’s praying 
in America’s ashes.”5 I learned to read his lips, I knew his voice. “I am this man, this is 
me,” Jarod laughed excitedly with the clicking sound of his tongue, little snaps against the 
roof of his mouth. Everyone laughed along even when things weren’t that funny; laughter 
was infectious. As a group, we made our own kind of sense; we would free associate, 
meander and drift. I summarized what I heard, created links between individuals and 
the group, then connected us back to the art. Inspired by the ways that Hammons phys
ically pressed his body to produce this work, we tried making our own touch-prints. 
Making art as a group was a uniquely intimate way of being together, to have both an 
internal and relational experience. 

While art education alone cannot solve systemic inequities, art heightens our senses 
and activates us, getting us to look in and speak out. In “Marginality as a Site of Resist
ance” bell hooks writes about the power of resisting threats to creativity in a culture of 
domination, saying “[when] one’s mind is fully colonized, [it is] there that the 
freedom one longs for is lost. Truly the mind that resists colonization struggles for 
freedom of expression.”6 Racism and ableism work hard to deny BIPOC and people 
with disabilities agency and freedom.7 Making art supports our reclaiming that which 
has been hegemonically erased or denied. Bridging the personal and political, art edu
cation facilitates the forms of creative participation that support and dignify peoples’ 
lives. Art expels anxiety and stabilizes us. Educators help create a learning container 
for experimentation and expression that is critical to any social justice work.8 Educators 
facilitate experiences by both encouraging and challenging participants without making 
demands. Like a railing, a shower bar, or a monkey bar, educators build a more secure 
environment to encourage people to exercise their everyday agency, negotiate their 
way through the world, or explore through art. This also includes the right to refuse 
to participate. As a creative practice that cultivates radical possibility, the handle can 
be used to pull, push, grip, grab, and therefore negotiate, tend to, and work with our 
options.9 

In community-centered museum education, both art and art teacher are tools whose 
use is up for grabs. However, such open-ended ways of conceiving of art makes for a chal
lenging “sell.” The difficulty in defending art education’s significance is precisely what 
makes it necessary. Art and education programs like these are the first to be cut 
because they are not “productive” and don’t profit white supremacy capitalism; existing 
outside market-driven values and ableist logics is part of what creates art education’s lib
eratory potentials (Figure 2). 

Queerness as embodied, anti-racist art praxis 

David Hammons once commented that “outrageously magical things happen when you 
mess around with a symbol.”10 The handle is something  I’ve been messing around with 
in my own art practice for a long time.11 By playing with the handle materially and con
ceptually, I reconfigure the way meanings are made – ideas of “use” and productivity 
can be dislodged.12 My art practice creates space for more ways of being, where gender-
queerness is a pleasurable place of flux that fucks with capitalist demands of utility and 
legibility. 
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Figure 2. Participant in MoMA Community Partnership workshop. 

Queerness, for me, is a bent position; I’ve got a side glance – of both suspicion and 
curiosity. My hairs stand on end. I angle towards the light. I can be cautious and 
afraid (will you assert power over me?), and I can see things sparkle when others 
can’t. I feel a lot; my body is an archive of pain and potentials. I’ve been made and 
unmade through these processes of sensitization. Being fully in my body is a practice 
– to stay with physical feelings of anxiety, ambivalence and uncertainty that whiteness 
wants to wipe away with mastery. In this way, making art hones my critical capacity 
to hold contradictions. On one hand, this raw place wants protection from the guilt 
and shame that inevitably arise when confronting the ways my whiteness hurts people 
of Color. On the other hand, my queerness teaches me that what offers protection is 
the same hegemony that has humiliated and dehumanized me. In the end, I have to 
do the work of unpacking all the unconscious patterned behaviors and beliefs white 
supremacy culture has built in my body.13 

The limits of empathy 

Leaving MoMA to teach offsite was part of the work of decentering whiteness. This is the 
practice of meeting people where they are at both physically and personally. However, the 
educator-as-handle can cause harm when traveling to the “margins” as colonizer.14 As an 
ambassador of a major museum, I can easily become an extension of MoMA’s white 
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institutional culture. To counter this, empathy is often perceived as the exemplar for ways 
white educators can reach students of Color. 

I remember a collage project exploring the theme of “home” with young adults in 
one of Lantern Community Service’s foster care buildings. Dwight,  a young, Black  
queer man was working with images of Haile Selassie. I quickly felt critical of his 
use of those images, “schooling” him on some of the complexities of Selassie’s 
violent past. The image of Selassie was a symbol of home for Dwight; as a kid the 
image was part of his Rastafari identity. My judgment prevented me from seeing 
meaning for him. Instead, I took a top-down, “expert” approach, rather than centering 
Dwight’s voice as the expert of his own experience. Paulo Freire, a radical Brazilian 
educator, philosopher and leading advocate of critical pedagogy, warned me against 
this “banking” model of learning where the teacher pours righteous knowledge into 
the empty vessel of a student.15 A week later I returned to Lantern hoping to apologize 
to Dwight, but he never came back to my group. 

I don’t share this story to say, and so now I know better, now I am a good white person, 
but to name that unlearning hegemonic behavior is iterative and causes real losses. 
Empathy as a way of caring for others is a necessary quality to cultivate, but one with 
significant limitations and pitfalls. White supremacy behaviors are ingrained, and 
white people benefit from them – a toxic combination. Too often white queers’ experi
ences are used to signify radicality, to identify with or “know” the experiences of 
BIPOC. My queerness does not grant me access to BIPOC spaces nor does it undermine 
my white privilege as a teacher. Unlearning hegemony requires everyday commitment to 
anti-racism to continue to notice these behaviors and replace them with non-hierarchi
cal, participatory models that center BIPOC power. 

Empathy requires an awareness of power and too often it replaces structural change 
with personal ethics. Aruna D’Suza, a writer on modern and contemporary art, culture, 
intersectional feminism, race, and diaspora, has articulated the problem as not wanting 

to wait for people to develop empathy for me to be treated as a full human being. I don’t 
want the fullness of your humanity to depend on my capacity for understanding either. 
Empathy is a personal transformation, not a collective act. It replaces political revolution 
with atomized notions of doing right by others.16 

Furthermore, when we only conceive of racism as interpersonal behaviors, we forget 
that racism is a tool for the ruling class to oppress BIPOC and divide the working class. 

The paradoxes of empathy help clarify the importance of always moving between 
inter/personal and structural work – they need and inform each other. As an artist 
and arts educator, I believe I can be a radical handle, but because institutions like 
MoMA are not revolutionary structures, I remain wary. I continually remind myself 
that my ideas are harmful when they predominantly benefit me. Who, me? – I’m a  
good, well-intentioned handle. How could I cause harm when I give and care so much? 
Handles can easily become handlers, gatekeepers, or saviors. We must counter the 
forms of neoliberal empathy that reproduce dominant culture by transforming 
museums relationships with local communities. Being between the museum and its 
neighbors, educators are in a unique position to act as levers for equity. We engage 
the self-reflexive praxes, participatory techniques, and desperately needed conversations 
around accountability (Figure 3). 



381 JOURNAL OF MUSEUM EDUCATION 

Figure 3. Participatory photography project with MoMA Community Partner Housing Works (2015), 
photograph by Joanna Seitz. 

The tools in our toolboxes, the handles in our handbags 

Some of the most specific and powerful teaching techniques I learned during my time as an 
educator were through Meet Me @ MoMA, a monthly program that offered interactive 
museum tours for people with dementia. This work taught me ways to value a person’s 
very presence. Through a number of powerful trainings, I learned to engage non or partially 
verbal adults with memory loss and physical challenges.17 I learned how to tend to many 
forms of communication and build group rapport by tuning in to participant’s facial 
expressions and body language and by repeating and summarizing comments. 

This work required every ounce of my being, a level of responsiveness that took years 
of practice to develop. After ninety-minute programs, my colleagues and I often talked 
about how exhilarated and exhausted we felt. The programs felt magical and humanizing 
for all involved.18 

The concept of targeted universalism explains that when we prioritize people who’ve 
been most systemically denied full participation, multiple intersecting forms of equity 
can be created.19 The classic example is the “curb-cut effect”; the ADA requirement of 
inclined curbs for wheelchairs and walkers that also allows people with shopping carts, 
strollers, and delivery people to benefit.20 The Meet Me @ MoMA Alzheimer’s 
program taught me that an artwork’s power lies in the stories and experiences we 
share, not in its de facto value. The act of perceiving an object as “art” requires multiple 
forms of access and privilege: we need our senses to ascertain the work and we need 
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context. In activating the many possible experiences with an artwork, the museum edu
cator connects with people’s unique assets and desires. The “normative” museum-stroll 
fails the targeted universalism test, not only by failing people with disabilities, but by 
spreading the false notion that artworks and their histories are neutral. 

To be clear, targeted universalism in museums is not an “All Lives Matter” logic; it 
opposes the default to white, western, cis, straight, able-bodied, neuro-normative 
people. Though MoMA offered ample trainings for working with people with diverse dis
abilities, there was no museum-led praxis about anti-racism. With the ongoing develop
ment of my own anti-racist pedagogy, I adapted my teaching to better align with 
BIPOC.21 When the needs, voices, and power of BIPOC holistically guide the institution, 
only then can we target the root of white supremacy. In so doing, we offer up more crea
tive and intersectional, anti-oppressive solutions.22 

While often led by education, the intersectional work of centering BIPOC and people 
with disabilities should be at the core of museum transformation. By centering BIPOC 
voices and artworks, we connect with histories that have been subjugated and kept 
from all of us. White people can uncover and address their white supremacy and we 
can all challenge the ways art has been strategically used as cultural imperialism – 
acknowledging that when white people benefit at the cost of BIPOC, we perpetuate 
anti-Blackness. In centering people with disabilities, normativity is undermined, and 
people learn ways to experience art that is more collaborative, multi-sensory, non
linear, and embodied, all of which challenge white supremacy. This shift allows everyone 
to reconnect to the fullness of their own humanity. 

Symbols are embedded with power 

Moving between my offsite partnership work and the museum produced constant cul
tural whiplash. However, it did bring a sobering clarity to the ways institutional 
racism have been a foundational ethos of modernism. As links between worlds, educators 
can see how racist and siloed the museum is, how the voices of curators (themselves pre
dominantly white, cis, male, and highly educated), are continually prioritized as experts 
in the field. In a rare attempt to center educator voices, I was invited to record a con
versation with a famous artist on Kazmir Malevich’s Suprematist Composition: White on 
White (1918) for “Radical Acts,” an audio guide created for MoMA’s reopening.23 I con
sidered this an opportunity to share what had come up in recent conversations with a 
Community Partnership that works with BIPOC young adults in a bridge to college 
and careers program. My group wondered, as many do, what was up with this all-
white painting. With an angled, cool white square against a slightly warmer white back
ground, it is minimal, geometric, abstract. For the audio guide, I wanted to offer a 
reading of the painting that came from the voice of a Black American. A participant 
glanced at the wall label and asked why a white supremacist painting is considered 
important art? I tried to articulate the difference between Suprematism and suprema
cism.24 Funny, she said, they sound and look a lot alike. We talked about the color 
white and wondered if it could be separated from racial implications, especially when 
Malevich’s white was meant to invoke notions of “purity” and inspire “transcendence.” 

The artist I interviewed refused to address this perspective and I consider my audio 
conversation a failed opportunity to tell a more complex story that centers BIPOC 
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voices and our political context. My group wanted to know why it was so important to 
hang this white painting on MoMA’s white walls in a U.S. governed by an explicitly white 
supremacist president, while Black people continue to be murdered not only by the 
police, but through the slower, endemic forms of structural racism? MoMA’s webpage 
describes the painting as having “a breathing quality, generating a feeling not of 
borders defining a shape but of a space without limits.” Who has the power to decide 
when whiteness is radical? Who has the inalienable right to feel without borders, who  
gets to breathe freely? Malevich’s painting not only contains his story and the history 
of the Russian Revolution, it must also contend with how these stories of Modern 
abstraction have played out and what they mean today. If Modern art asks us to 
empty out or rearrange its basic components, it also means that the artwork’s meaning 
necessarily shifts according to new frames of reference. The tricky thing is, we can 
never empty out power from the equation. If Malevich is asking us to expand beyond 
the painting’s frame, then let us consider MoMA as an institution of meaning-making, 
the U.S. and international present. Discussions of whiteness as breath and limitlessness 
must also grapple with what these ideas have come to mean in relationship to the violent 
murders of Eric Garner, Manuel Ellis, and George Floyd, three (of many) Black men who 
died of asphyxiation by the excessive force of primarily white police officers, pleading “I 
can’t breathe.” 

This is the story I wanted to tell. Instead, our three-minute sound bite for MoMA’s 
audio guide once again reified the historical precedent of formalism as avant-gardism. 
It was more white people talking about white art while refusing to name whiteness. 

Educators at the intersection of labor and racial equity 

On March 30, 2020, MoMA terminated all (roughly one hundred) educators’ contracts in 
an email stating “it will be months, if not years” before the museum will require the ser
vices of educators again. It’s been said on repeat: COVID-19 exposed deep-seated struc
tural inequities. “With the open-ended closure of the Museum, we’ve faced the painful 
reality that there will be no new contract assignments to offer to a group of excellent free
lance educators who work on an as-needed basis at museums across the city, including 
MoMA.” Through the paternalistic description of reality as “painful” and educators as “as 
needed” freelancers working across NYC, MoMA denies responsibility, reperforming its 
historically capitalist stratification of our labor, dismissing decades of relationships, and 
making communities of Color, people with disabilities, and LGBTQ+ New Yorkers “as 
needed” – disposable. Educators were laid off at the moment NYC most urgently 
needed us. 

In order to make MoMA accessible through education, educators need support. Being 
hired as a freelance, independent contractor rendered my work as an educator precarious 
and unsustainable. The work of freelance museum educators has long been undermined 
by uncertain labor conditions and limited access to power or participation in meaningful 
long-term structural change within the institution. In turn, this has limited access to 
power and meaningful participation for NYC communities. By not being included in 
the larger education department meetings, community-centered knowledge was 
excluded. As freelancers, we were not allowed to join the union and bargain for our 
rights. We had no benefits, no paid sick leave, no workers compensation, no retirement, 
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Figure 4. Kerry Downey, A Third Space, 2015, video still. 

and received only one 4.5 percent raise in fifteen years. Most freelancers struggle to get 
enough work, cobble together multiple jobs, and/or rely on other resources. A field that 
requires that an educator have additional resources to survive creates serious difficulties 
with racial equity initiatives. While educators at MoMA were overall significantly more 
diverse than full time education staff, the labor conditions left educators of Color dispro
portionately vulnerable.25 These multiple, overlapping issues left our partnerships deeply 
unstable. The handle was not secure, and communities were dropped (Figure 4). 

White supremacy culture siloes and separates; capitalism works in tandem with white 
supremacy, keeping workers disconnected in order to maintain power. Throughout my 
thirteen years at MoMA I witnessed the ways in which job instability created scarcity, 
competition, and a sense of isolation, making organizing and solidarity difficult 
amongst freelancers. Despite the deeply collaborative nature of museum education, I 
often felt alone, exhausted, and exploited. The handle, like any tool, is never neutral; it 
can just as easily cause harm as it can offer support, especially if structural bonds are 
superficial, or if connections are inadequate. To maintain an ethical commitment to 
our programs’ participants, educators must perform an immense amount of physical 
and emotional labor to ensure we’re aligning with our anti-oppression ethics while pro
ducing meaningful experiences. The physical rigor and precarity renders a field focused 
on accessibility ironically ableist and racist. During these thirteen years I lived with the 
daily fear of injury, illness, debt, tax audits, and job loss. This made our educational pro
grams and relationships with communities fundamentally unstable even in the theoreti
cal best of economic climates. 

“Communities” do not disappear when the museum is closed. If “community” was 
a genuine priority for MoMA, then MoMA would invest in labor models that enable 
long-term relationship building with “community.” Educational programs would not 
be precarious line-items but central to the organization’s yearly budget. For many 
educators like myself, MoMA was our primary workplace. With the support of 
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nearly thirty full time education administrators (who still remain employed), it was 
the educators who fulfilled the very first line of MoMA’s mission statement, saying 
it was “founded in 1929 as an educational institution.” One of MoMA’s Community 
Partners, New York City-based non-profit Ali Forney Center, could not shut down 
during COVID because their mission prioritizes those most vulnerable; “For 
LGBTQ youth experiencing the terrors of homelessness, we are their first responders, 
we are their home.” As many Access and Community Partnerships did, Ali Forney 
made lists of what they needed. In addition to financial support, they asked for art 
supplies and volunteers to help prep meals and lead workshops. What was MoMA 
doing while it was closed for several months? MoMA cut off its arm to immigrant, 
BIPOC, LGBTQ+, and people with disabilities we’ve worked with for decades, leaving 
very few programs intact. 

Radical transformation of museums centers participatory education 

Educators know the labor of thinking and being and listening together, of fucking up 
and growing together. We enact the participatory strategies needed to survive and 
reimagine our futures. We embody the change by educating people in what education 
is and can do to transform our lives. One in three U.S. museums may not survive 
COVID: the field of museum education is experiencing a threat to its survival as edu
cation programs are the first to be cut.26 Many of us are finding ourselves in the pos
ition of having to defend this work and persuade those in power that our work 
matters. As museum educators, side-by-side with our communities, we have unique 
wisdom to lay out what the future of museums could become. We have the creative 
and equitable models most urgently needed to fight further unemployment, currently 
near 18 million nationally, as well as the social isolation, stress, and traumatic experi
ences that are common now.27 

Queer improvisation has taught me that while there are no predetermined ways 
forward, we must be responsive to an ever-changing landscape. We do have so many 
moves, so many tools, all kinds of handles to support and collectivize our futures. 
Despite my colleagues losing their jobs, many of us have continued to show up to the 
work of transforming our field, putting in hundreds of hours of unpaid labor. Colleagues, 
Community and Access partners, BIPOC participant’s and mentor’s voices have shaped 
every word of this article. Our ongoing work is a testament to how much we love people, 
how profound our mourning has been, how enraged we are by inequity, how disgusted 
we are by rampant racism and ableism in our field, how hungry we are for structural 
change in our museums, in our art worlds, in our institutions across the U.S. and globally. 
Solidarity has never meant that we all agree or want the same things. Like art, like queer
ness, like the work of anti-racism, it is a messy, painful, and exhausting process, but I 
wouldn’t have it any other way. The creative praxes of solidarity enliven us and make 
more equitable connections possible. We are handles, connectors, conduits, translators, 
interpreters, mediums, storytellers, organizers. We are the educators. 

Notes 

1. Sullivan and Middleton, Queering the Museum, 5.  
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2.	 Butler, “Human Traces on the Surfaces of the World”. 
3.	 “As the verb form of queer, queering can refer to the act of taking something and looking at 

it through a lens that makes it strange or troubles it in some way.” “Queering,” Wikipedia, 
Last modified March 12, 2020. https://en.wikipedia.org/wiki/Queering#cite_note-:53-6; 
Jones and Okun, “The Characteristics of White Supremacy Culture”. 

4.	 Bowser and Devadutt, eds., Racial Inequality in New York City. 
5.	 Hammons, “Untitled”. 
6.	 hooks, “Marginality as a Site of Resistance”. 
7.	 Altman, “The Analyst in the Inner City”. 
8.	 Downey, “Creating Good-Enough Containers”. 
9.	 Sara Ahmed “situates queer and raced bodies in relational space and time”. She writes, “The 

concept of ‘orientations’ allows us to expose how life gets directed in some ways rather than 
others, through the very requirement that we follow what is already given to us.” Friedner 
and Weingarten ask “how [might] we think of bodies orienting in space and time. Are all 
paths, desire lines, objects, and interpellations equally accessible, and how do we conceptu
alize access in different spaces? How do disability orientations and disorientations emerge 
and how do people orient toward and away from disability as a category and experience?” 
Friedner and Weingarten, “Disorienting Disability”. 

10.	 Cotter, “David Hammons Is Still Messing With What Art Means”. 
11.	 Downey, “A Third Space”. 
12.	 Ahmed, “What’s the Use”. 
13.	 D’Angelo, “White Fragility,” 2. 
14.	 Arenyeka, “How to Think Differently about Doing Good as a Creative Person”. 
15.	 Freire, “The Banking Model of Education”. 
16.	 D’Suza, “Empathy Will Not Save Us”. 
17.	 “Practice: Foundations for Engagement with Art”. 
18.	 New York University Evaluation of Meet Me at MoMA, https://www.moma.org/visit/ 

accessibility/meetme/resources/#evaluation 
19.	 Central to anti-racist learning have been trainings like “White People Confronting Racism” 

through Training for Change and “Undoing Racism” through A People’s Institute for Sur
vival and Beyond. I’ve learned a lot from reading histories and theories of structural racism 
(this is a great link to anti-racism resources compiled by Sarah Sophie Flicker, Alyssa Klein 
in May 2020), however, my learning is rooted in accountable relationships. 

20.	 Powell, Menendian, and Ake, “Targeted Universalism”. 
21.	 Blackwell, “The Curb-Cut Effect”. 
22.	 Crenshaw, On Intersectionality. 
23.	 “Radical Acts Audio Guide”. 
24.	 “Suprematism is a term coined by Russian artist Kazimir Malevich in 1915 to describe a new 

mode of abstract painting that abandoned all reference to the outside world. His new style 
claimed ‘the supremacy of pure feeling or perception in the pictorial arts’ and rejected the 
deliberate illusions of representational painting. Using the basic components of painting’s 
language – color, line, and brushwork – he constructed a visual vocabulary of colored geo
metric shapes floating against white backgrounds, which he felt mapped the boundless space 
of the ideal.” The Museum of Modern Art. https://www.moma.org/collection/terms/112 

25.	 MoMA freelance educators survey demographics survey 2020 found educators to be one-
third BIPOC and one-third LGBTQIA+. 

26.	 Kenney, “One out of three US Museums May Shut Down Forever”. 
27.	 “Employment Situation Summary”. 
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