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Calypso To create your installations, you've traveled to a wide swath of
countries. For the piece lconology, you traveled to Germany and recorded

local video and sound to create the piece. If you were to juxtapose Ameri-
cana and [conology, since you were struggling to some degree to negotiate a
landscape in Americana, | was wondering why you opted to remain relatively

still in lconology as an installation?

Dinkins Iconology is a site-inspired work composed in a place that | visited
but have no real claim to. When traveling outside of this country, | feel
much freer than when I'm in this, my own, country. | believe this is because
| know the myths here. In most other countries | generally don't know the
cultures and languages well enough to internalize the myths and prejudices




that may be present in the places | visit. This lack of knowledge allows me
to be more open and fluid about how | travel through these places. lconal-
ogy was created in Bremen, Germany. | was very comfortable there but
intuitively still felt the need to claim a small piece of it, in video, for myself.
Here | am again negotiating, but negotiating a give-and-take, an ability to
be seen with little confrontation. With this piece | was thinking of a Ma-
donna. When you see paintings or statues of a Madonna, she is generally
presenting a compassionate gaze meant to engage and draw empathy
from the viewer. | am doing the same. | was also drawing on the tradition
of black Madonnas in Europe, especially in Poland, for this piece. lco J
presents a kind of quieter identity. It relies much more on beauty and the
ambivalence of the gesture to connect with viewers than Americana does.
For these reasons and its relative lack of motion, | think of it as a painting.




Calypso Toni Morrison has said somewhere that the novel Beloved was
about black people reclaiming their body parts. Since you see yourself as
an element in your work, | was wondering what sort of articulated mes-
sages does your work convey about black female identity?

Dinkins I'm a big fan of Toni Morrison. Much of my work is about claiming
and/or reclaiming space to be who | am, as | am. The work seeks com-
fortable space to exist in without doubt. Being able to say, “I'm here, my
people have more than earned my place here and I'm taking what is due
me.” Much of the desire to reclaim stems from history, while other parts

of it are the result of my upbringing. Being raised in a predominantly white
neighborhood and being the only girl in a family of boys meant feeling on
the outside of most things and constantly fighting for space to belong to
family and to the many outside communities | intersect. Eventually | came
to the realization that | am who | am because of these things. Others would
just have to deal with the me I've become. | don't know if people notice, but
I've been wearing the same dress in many of my works for more than ten
years. This dress is important to me because when | first started making
these kind of works, | was thinking of myself, through the imagined lives of
my ancestors and what their journeys have made possible for me. Through
this simple gingham dress, | imagine my connections to broken histories
and experiences | don't have access to through family lore. As such, it is a
call to remember. One of the things that happens to the history of blacks
and slavery in the United States is a desire to expunge it. But how can |
erase the horrific parts of America's past without erasing myself? A lot of
my strength grew out of that history. No matter how ugly or full of struggle
that foundation might have been, | certainly don’t get to be the person | am
without this legacy. The dress is a reminder of that foundation. It ties me
to the past and makes way for the future. The dress has stood for a lot over
the course of the work, but now I'm ready to make work from a different
place. By giving the dress a rest, I'm giving myself the freedom to create
from a broader perspective.

Anthony S. Calypso has written about religion, culture, technology, and
business for publications including the Journal News, Essence, Black Enter-
prise, and Uptownlife.net. His essay “Kung-fu” was nominated for a Pushcart
Prize in 2006. He currently teaches at The New School and is at work on a
novel.



beliefs on identity, race, and over-arching human concepts. Dinkins pushes

her work towards the notion of experiencing life as an art-making exerc
which inherently affects the singular role of functioning in a pluralistic envi-
ronment. The New York native was introduced to art and making by watch
ing her grandmother create objects to decorate her home through ingenuity
and, in many instances, raw improvi

Dinkins studied photography at the International Center of Photography
in New York City and at the Maryland Institute College of Art in Baltimore
twelve years ago. Yet even then, Dinkins already ching for wa
generate ¢ 1se of motion within the still images she captured. At about
the same time, Dinki juring her grandm
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