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FROM THE EDITOR
For the first time, we’re calling our annual art issue the Artist Issue. It feels fitting, and certainly due,
given that artists have a greater agency over their practice and careers than ever before. And we—as
fans, advocates, or patrons—have more access than ever. Two years into this pandemic, and our
increased utilization of technology has resulted in an explosion of avenues to create, show, connect,
and collect art. The bittersweet and sometimes brutal reality of life’s fragility has emboldened cultural
practitioners to say, “Yes, let’s go for it.” And this spring, we are celebrating the sentiment.
Madison Cario, the inaugural CEO at Minnesota Street Project in San Francisco, is taking a
stand when it comes to advocating for creators. They will no longer try to convince you why the arts
are important. We all know they are. By changing the language around fundraising and supporting the
arts, they’re showing that art is an investment, one that you want to get in early on.
Hannah Traore opened a gallery in New York this year, unafraid to do it her way. Working
with artists whom she’s proud to call friends, she’s sharing her ideas exactly the way she wants to,
unencumbered by cumbersome precedents or antiquated models.
Jennifer Guidi, whose work graces one of the issue’s three covers, shared with us about what
it was like to find success in art after 40. She said that once she connected with her practice on her own
terms, people connected with it, too. Following her own path of meditation and artmaking, her sandbased paintings, which feel both of this world and another, elicit a grounding feeling not dissimilar
from what she herself feels when painting them.
Pieces in silk by Billie Zangewa, another artist we are thrilled to have on the cover, challenge
ideas around what is an appropriate subject. She unabashedly depicts her day-to-day acts as a woman
and mother, with a tenderness and beauty we admire. This is her act of feminism, one that is still
radical in this art world.
Sarah Meyohas has been carving her own path her entire art career. With a background in
both finance and art, she’s created work that finds beauty and poetry in advanced technology and
concepts like cryptocurrency, adding a dash of feminism, too. Currently exploring a not-so-new
technology in holograms, she’s also ready to share another side of herself, now unafraid of how it’s
received. She’s an investor and a good one, too. And she doesn’t care who knows it.
Ezra Miller has been creating generative digital art for years, often working with brands to
further and subsidize his personal practice. The possibilities for releasing, showing, and selling digital
art that have opened up thanks to the explosion and reception of NFTs have given him the chance to
finally be compensated for his artmaking.
Finally, we are thrilled to have Nicolas Party on our cover, captured at his studio in New
York, a setting that explodes with color, much like his paintings, installations, and murals. Using
pastels and paint, his current major solo show at the Montreal Museum of Fine Art explores our
relationship with nature, and how that’s been depicted in art over time. Party’s curiosity and love of art
history is infectious, and his embrace of color is intoxicating.
We hope you find the conversation with artists in our pages as invigorating as we did. As
always, we are following the artists’ lead, and taking the lessons they shared with us to guide the way
through 2022 and beyond.

Katy Donoghue
EDITOR IN CHIEF
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FROM THE PUBLISHERS
This issue marks two years of living through a global pandemic. Hopeful that a return to normalcy
lies just beyond the horizon, we have decided to focus this Spring 2022 edition on the core of our
DNA, in what we’re calling the Artist Issue. This is for the ones who keep dreaming and creating,
and to whom we owe our own discoveries and ability to keep hoping for better tomorrows.
This season we are also focusing on the digital creators of the Web3 art space, who
utilize NFTs as a new means of expression and connection. We are peeling back the curtain on
the crypto world to better enrich our comprehension of it all and bridge the gap that no doubt still
exists between traditional and digital art.
We decided to shed light on the artists, creators, and designers all around the world that
have used these unprecedented times to reinvent themselves, find inspiration, and explore using
new tools—be it on the canvas or the screen.
We look forward to rejoicing in what lies ahead, and if you see us around at the fairs or
exhibitions, be sure to say hello. We’ve missed you! Happy spring.
			Michael Klug & Laurent Moïsi

FOUNDER, PUBLISHER, EDITOR AT LARGE
COO, ASSOCIATE PUBLISHER
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DESIREE
MITTON
Desiree Mitton is a writer, theater collaborator, and art historian in training
based in New York City. She received her BA in visual studies from NYU
Gallatin. She is currently a PhD candidate at the Institute of Fine Arts (NYU),
where her doctoral research is focused on questions of time in relationship to
the ongoing construction of a postwar American art history.

OPHELIA
SANDERSON
Ophelia Sanderson is a French and British writer, journalist, and art critic
with a wide spectrum of expertise from art and literature to geopolitics. With
four years of mathematical studies at university and a penchant for creative
writing, she pairs logical reasoning with poetic language, culminating into
symbiotically persuasive writing. Curious-minded and adept in investigative
journalism, she unearths what lies beneath the canvas and translates it to her
audience. When not on assignment for Whitewall, she can be found between
cities, delving into all streams of creative narratives, forging a generational
voice through fiction, monographs, and essays on the qualms of a millennial
existence.

STEVE
BENISTY
Steve Benisty was born and raised in Antwerp, Belgium. After moving to Paris and
London to study theater, Benisty ultimately settled in New York’s Lower East Side
to pursue a career in film and photography. Along the way he traveled extensively
to Asia, South America, and the Middle East, capturing landscapes and portraits
unique to each region. Benisty is a regular contributor to Whitewall. His images
of artists, collectors, and architects have been featured in publications including
Vogue, Harper’s Bazaar, Departures, and Marie Claire. He has also directed video
commercials for Zegna, David Webb, Elie Tahari, St. John, and Cirque du Soleil.
When not traveling on assignment, he can usually be found at a dog run with Beau,
Skye, and his daughters, Leila and Eden.

CHANDLER
KENNEDY
Chandler Kennedy is a photographer and casting director living and working
in Los Angeles. She grew up in Santa Monica and later moved to New York
City, where she started her career as a photographer. She has since returned
to the West Coast (10 years later) to further focus on both her casting work in
film and her ongoing body of work documenting Southern California. Both
fields of her work pioneer the exhibition of real people in a commercial space.
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art from around the world
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1.The artist Danny Kaplan’s Talis Cube lamp design for
Bruno Grizzo juxtaposes Brutalist architecture and
organic materials for a series of 10 unique handmade
pieces.
2. Moncler’s second “Born to Protect” collection reflects
its dedication to the planet, releasing ready-to-wear garments and accessories made of low-impact materials.
3. Hermès reveals a digital take on its 31-year-old Cape
Cod watch, featuring a dusk motif by the artist ThanhPhong Lê.
4. For Louis Vuitton’s third generation of connected
timepieces, it presents the Tambour Horizon Light Up
watch, offering personalized options for a memorable
user experience.
5. RIMOWA releases a capsule collection with two new
colorways, the pink Flamingo and the blue Azure, including new cross-body bags, iPhone cases, “Essential” suitcases, “Never Still” soft bags, and more.
6. Longchamp’s Spring/Summer 2022 collection is a celebration of art de vivre, filled with pieces that embrace
the spirit of Provence and the attitude of Paris.
7. Loro Piana’s 2022 interiors collection full of blankets,
cushions, curtains, chairs, and stools is devoted to
decoration, featuring linen, cotton, wool, and cashmere
fabrics with prints, embroidery, and jacquard.
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MAY 18–22, 2022
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Global lead partner
Deutsche Bank
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THE NEW FIGURATION
CURATED BY GLENN ADAMSON
MAR 28 - APR 19 2022
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1. The Ala chair from Atra debuts in the brand’s new “Indoor Outdoor” collection, perfect for patios and terraces, guided by
creative director Alexander Diaz Andersson.
2. For Nanimarquina, the Barcelona-based artist Santi Moix presents “Flora,” a line of three hand-tufted wool rug designs
that capture the beauty of flowers.
3. This spring, Roche Bobois adds to the iconic “Mah Jong” collection with a new outdoor piece upholstered in exclusive
vibrant floral print fabric by the renowned fashion designer Jean Paul Gaultier.
4. Digitally printed in Italy, Eskayel’s first-ever outdoor collection includes water repellent and stain resistant fabrics, including new and custom-order patterns.
5. Serax collaborated with Vincent Van Duysen for its versatile “Rudolph” collection, bringing neutral Belgian fabrics to an
array of custom-made sofas.
6. TUBE, Workstead’s latest light imagined by the brand’s co-founder Robert Highsmith, reinterprets the classic cylindrical
shape with a matte brown glass tube encasing an LED light.
7. The Stabellenbank bench by Studio Seitz is a modern interpretation of a Swiss classic, reinterpreted with an unusual
material—natural or ebonized solid ash with a lacquer finish.

3.

SAELIA APARICIO
CARMEN D'APOLLONIO
YINING FEI
ANNA AAGAARD JENSEN
TOOMAS TOOMEPUU
CHRIS SCHANCK
BARBORA ŽILINSKAITĖ
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CARRIED AWAY
1. Chloé’s Spring/Summer 2022 collection saw an array of new handbag styles and colorways, including large totes trimmed in leather and
dangling colorful fabrics knotted to their exterior.
2. Valentino presents the new Valentino Garavani One Stud bag this
season, reimagining a classic with a stud encasing a magnet closure
for everyday ease and elegance.
3. Givenchy unveils its iconic 4G handbag in two colorways and two
formats of an all-over embroidered monogram canvas, accentuated by
chain and leather hand and cross-body straps.
4. Rizzoli is revealing a book entitled THE FENDI SET: From Bloomsbury
to Borghese, featuring images by Nikolai von Bismarck and text by
Kim Jones, detailing the inspiration behind the designer’s first couture
presentation for the maison.
5. Now a part of Assouline’s “Classics” collection is the new Louis
Vuitton Manufactures book, showing the artisanal savoir faire at the
brand’s ateliers, with an introduction by Nicholas Foulkes.
6. Dior by John Galliano, also published by Assouline, reveals the
British couturier’s creative vision at the house from 1997 to 2011,
infused with dreamy silhouettes, wondrous volumes, and bold contrasts.
7. The Chanel 22 bag, aptly named after the year it is debuting in, combines comfort and simplicity for a functional design that appears in
three sizes and as a backpack version, and six different colorways.

6.

5.

Carolrama Coralarma Claromara Arolcarma Coralroma
Ormalacra Carmarola
Curated by Mark Godfrey March 17 – May 7, 2022

Carol Rama. Guerra alla guerra (detail), 1972. Rubber inner tube from bicycle tire on canvas, 393/8 × 591/16 inches (100 × 150 cm) © Archivio Carol Rama, Torino. Photo: Elisabeth Bernstein
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Isabelle Albuquerque, photo by Lauren Dukoff.

Installation view of “Skin in the Game” curated by Zoe Lukov and presented by Palm Heights during Miami Art Week, photo by Diana Larrea.

“SKIN IN THE GAME”
Exploring the language of touch through art.
Installation view of “Skin in the Game,” featuring Florencia Rodríguez Giles, curated by Zoe
Lukov and presented by Palm Heights during Miami Art Week, photo by Diana Larrea.

By Pearl Fontaine
Last December, the boutique hotel and cultural hub Palm Heights invited
Zoe Lukov to curate the exhibition “Skin in the Game” for the occasion
of Miami Art Week. Within a historic Art Deco space, the group show
presented a variety of works encompassing textiles, photography,
painting, sculpture, and other mediums. It dove into ideas about skin,
transmission, and touch through the gaze of 35 artists from around the
world, including Marilyn Minter, Sheena Rose, Kennedy Yanko, Gabriel
Rico, Zhang Huan, and Carlos Betancourt.
“Having skin in the game is about power, danger, currency, play,
joy, indulgence, as well as the taboo, the voyeuristic, and the hedonistic,”
said Lukov, an independent curator based in Los Angeles. “There is an
inherent violence and vulnerability, as well as a promise of pleasure,
that comes with being in one’s skin. This is an opportunity to explore
skin as a site of potential transmission, of hand-sanitized stickiness, of
lost contact. There is a desire to understand what touch can be now—the
ecstasy after global isolation.”

Lukov’s powerful narrative expanded to include topics secondary to the
language of touch—like color, race, sport, the erotic, and ideas about risk
and vulnerability—which were particularly poignant given the masks,
distancing, and sanitizing of the ongoing pandemic. Though the presentation
was a visual one, the works on view explored themes of tactility, harnessing
the experience of touch in each artist’s chosen medium.
Sitting in the center of the exhibition floor, unmissable among the
environment of touch-centric artworks, was a doe-meets-woman’s-body
by Isabelle Albuquerque. Titled Orgy for 10 People in One Body: 5, the
thought-provoking artwork is part of a suite of sculptures, which came from
an exploration of how artificial intelligence might depict the human form.
“Each sculpture in The Orgy starts with my own body and is then created
in a distinct material language and each material language requires finding a
different and often novel approach to the sculptural form,” said Albuquerque.
“When Zoe Lukov came to my studio and told me about her ideas for ‘Skin in
the Game,’ we both instantly knew that the deer needed to be a part of it.”
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During the early days of the pandemic, Albuquerque found
herself listening to Arvo Pärt’s The Deer’s Cry while looking at the effects
of human and animal bonds for healing trauma. For this installation in her
series, she was inspired by the motet, which is based on a 433 AD prayer
attributed to Saint Patrick that is associated with a legend about a group
of people who evade death by transforming into deer. “I thought it was a
beautiful metaphor for how we all need to change to meet this moment, and
I think this felt metaphor extends very naturally into the ideas embedded
in the exhibition and to a kind of shift we are all feeling within ourselves.
An intense longing and understanding for and of transformation,” she
said.
Florencia Rodriguez Giles’s Sonámbulas (“Sleepwalkers”)
drawings depict physical interactions between two figures that are neither
entirely human nor monster. “Pandemic protocols and social isolation
provide an excuse for considering contact between unknown bodies, but

Installation view of “Skin in the Game,” featuring Moises Salazar, curated by Zoe Lukov and
presented by Palm Heights during Miami Art Week, photo by Diana Larrea.

also acknowledgment that there are other ways of touching and feeling
beyond the human sense,” said the artist. Her penciled compositions pose
representation of an extended humanity, which, she said, employ the erotic
as “an expression of trans feminism consciousness. A question about what
could be pleasure and disinhibition in a post-patriarchal world.”
Also featured in the show were works like Hank Willis Thomas’s
wall-hanging image of a muscular torso called Scarred Chest; Lynda
Benglis’s silvery mound of melted metal, Eat Meat; and a glittered
composition from Moises Salazar, Gracias a la vida, following the artist’s
celebration of marginalized bodies.
“I’m always really fascinated by work that employs seeing as a way
of touching,” said Albuquerque. “This kind of art was especially popular
over five hundred years ago during the Black Plague. And perhaps it is no
surprise that during a similar globally catastrophic event, we find ourselves
wanting to reach out and ‘touch’ each other through art once again.”
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Lucy Bull, Pussy Willow, 2021, oil on linen, 69 x 120 x 1 1/2 inches, photo by Jeff McLane, courtesy of David Kordansky Gallery, Los Angeles.

LUCY BULL
Evoking surreal landscapes and acid dreams.
By Ophelia Sanderson
Last fall at Frieze London, a series of mural-sized, kaleidoscopic abstract
paintings by the artist Lucy Bull drew fairgoers into the booth of David
Kordansky. The solo presentation emanated a push-and-pull movement
of contrasting colors and additive-reductive markings which, drawing
one’s gaze over repeated gestural marks and scratched surfaces in an
energetic overload of rhythm, scale, and color, baited viewers to come and
find them, and then themselves, in a series of Rorschach-like paintings.
Early this year, Bull’s work was found at the crossroads of
art and music, reimagining the single of No Doubt’s “Spiderwebs” in
the star-filled LACMA show “Artists Inspired by Music: Interscope
Reimagined.” Her paintings were also shown for the first time alongside
the work of Guo Fengyi at Pond Society in Shanghai, inspiring a crosscultural dialogue across generations, materials, and aesthetics.
Evoking surreal landscapes and acid dreams, Bull’s abstract
compositions toy with weight, space, and texture, captivating their
audience through a hypnotic sensorial experience. Over tea with Whitewall

in October, the artist spelled out what she means by her process. “I want
to titillate the senses. I want to draw people closer. I think people aren’t
used to paying much prolonged attention to paintings on walls, and I
want to allow people to have more of a sensory experience,” she said. “I
want to draw them in so that there is the opportunity for things to open
up and for them to wander.”
Along undefined lines and muddled markings, the eye is guided
through riddled worlds and swirls of infinite shapes and surfaces, labeled
by aloof numerical titles such as 1.00 and 18:39, daring the viewer to
try and decipher them. With unparalleled freehand motion, illusionistic
shapes and passages take shape, only to then swiftly slip away again,
giving light to new layers of buried paint and phantasmagorical plumes
and stratifications. Unable to discern what came first and last, time and
space appear alike as elliptical, like self-generating feedback loops in a
universe of daubed and gauzy avenues, making room for both precision
and abandonment in an ultimate culmination of both.
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Lucy Bull, 1:00, 2021, oil on linen, 96 1/4 x 54 1/8 x 1 1/2 inches, photo by Elon
Schoenholz, courtesy of David Kordansky Gallery, Los Angeles.

Lucy Bull, 18:39, 2021, oil on linen, 96 1/8 x 54 x 1 1/2 inches, photo by Elon Schoenholz,
courtesy of David Kordansky Gallery, Los Angeles.

Chaotic and yet inexplicably soothing, deciphering her work feels
strangely like getting lost, roaming through a dreamscape of brushstrokes that
come together like puzzle pieces in a moving picture of cyclic associations.
Forms concretize into figures as the mind rummages through a seemingly
limitless number of affiliations, which, intensified by the artist’s skilled use
of contrast and color, border on the ethereal. After the last couple of years
of madness, entering the foreground of Bull’s canvas seems strangely like
entering that of one’s own mind. “We’re so used to being proliferated with so
much imagery,” said Bull. “That’s also what I respond to.”
Painting abstract material representations of her own emotions, Bull
transfers her “experience of making” between “a slice of [my] current mood
and personal perspective” and the world she lives in, amid both “order and
chaos.” Visceral rather than conceptual, the outcome is a sort of rapturous
disorientation, materializing both consciousness and unconsciousness into a
dream-like reality as deep in concept as the paintings are intricate in detail and
identity.
From landscapes of interstellar space to something generated by
computer software, in form and in practice, one can link Bull’s compositions to
that of a Rorschach test. As our eyes unwind layers of visceral material effects,
shapes seem to speak in tactile, sonic, or even emotional terms that go beyond
logic. For, due to the process of pareidolia, the meaning found in her works
lies not in the works themselves, or the ebb and flow of the figures that
appear and then swiftly disappear, but in the interpretation and internalization

of each stroke, altering not just from artist to viewer but from person to person
and moment to moment.
“The work itself is so subjective, there isn’t just one narrative,” said
Bull. “Rich in so many associations I never want to short-circuit any of my
viewers in their viewing of the work by telling them what I see. I’m more
interested in creating something that is more in-between and open-ended
with multiple entry points.” Wise yet undidactic, the artist seeks not to dictate
or even give a clue of what she sees to her audience, but, rather, to allow them
to come to their own conclusions. It is difficult to discern the role she plays in
this open-ended experiment that she choreographs yet never fully controls.
Although her markings reveal hard-thought planning and negations,
she seems content to invite the viewer to participate in the process without
making any attempt to control its outcome. As I probed her on her intentions,
she responded: “There is definitely no single message. I hope to transport
people. That’s all I want to do is be transported, and I hope people can get
lost in them and take pleasure in looking at them. I’m not really just trying to
make something beautiful but I want to confront the viewer. I hope that they
are as enigmatic to others as they are to me.”
Are the paintings themselves escapist fantasies, or a response to our
current time of chaos and anxieties? For Bull, they seem as much of a release
as reflection. They are, in the end, pure abstraction, a means for both artist
and viewer to simultaneously lose and find themselves while gaining comfort
in between.
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is, “How can I make this an experience?” When you walk into a show and
feel like you’ve been transported into the artist’s mind, then I’m happy with
the exhibition.
That’s what I think about when I curate. With the gallery room,
that might not necessarily be possible; the installation gives me and the artist
room to play if we want to.

One of the perks of having been a freelance curator in New
York for so many years—there aren’t that many pros [laughs]—is you
build long-term relationships with artists. That relationship is mapped
differently than it would be in an institution where you have a discrete
project. So this project feels like a continuation of a conversation we’ve
been having personally as friends for many years.
Her work really thinks about the connections and parallels
to present-day disparities in a really thoughtful way. And I think the
pandemic has also brought new aspects to her thinking on these things.
I’m excited to see where she takes it.

WW: Can you tell us about the inaugural shows, “Hues,” and “Mi Casa Su
Casa” curated by Hassan Hajjaj? How do you see these as setting the tone
for the gallery?

Portrait by Jacq Harriet.

HANNAH TRAORE
Facilitating community and creatives
within a space all her own.

HT: My first thought was “I want to work with Hassan.” I worked with him
four years ago for my senior thesis. So, when I decided to open the gallery, I
reached out to him right away, and my idea was for him to bring his Shop for
Marrakech. He said yes and he’d also like to bring 14 other Moroccan artists
he’s really interested in. It was just so in line with the ethos of the gallery. All
the work is so diverse in style, and so it’s really an exciting show.
For “Hues,” as I was doing research, I realized a huge through-line
for me is color. As it developed, it took a more conceptual form. The art world
puts pressure on artists of color to show their race in their work. Some artists
want to show their race—that is incredible and celebrated, but it should also
be celebrated when they don’t want to. And it shouldn’t be this expectation
placed upon them. That isn’t put on their white counterparts. Highlighting
color allows the work to exist in its formality, allows it to breathe, takes those
expectations off the artist, and allows them to do what they want to do.

By Julian Thurtell

WW: You describe your mission as broadening the perception of what a
gallery could be or what is appropriate within a gallery setting. How are
you hoping to redefine what’s “appropriate” for a gallery?

This January, Hannah Traore opened her eponymous gallery on the
Lower East Side in New York. The group show “Hues” and a special
installation curated by Hassan Hajjaj and Miriem Yin, “Mi Casa
Su Casa,” inaugurated the space. Working in the city’s art world and
independently curating projects, Traore found herself inspired by her
friendships and relationships with artists and creatives, and ideas of her
own on how to showcase them.
So she set out to found a gallery, one that, as she describes it,
challenges the idea of “what’s appropriate.” Expect a mix of emerging
talents, alongside known names, and artists that have been overlooked
for far too long. Traore also has plans for bringing in creative industries
from outside the art world, alongside ephemeral programming, aiming to
be a gathering space for anyone interested in art—whatever that capacity
may be.

HT: Art is in conversation with so many different fields, media, education,
design, et cetera. But we don’t see that in a gallery setting. So how can we
expand our idea of what art is and what art should be, especially in a gallery?
I’m working with a couple of artists who feel like they’ve been stuck in, say,
a more fashion world, whereas the other feels she’s been more stuck in the
commercial world. I’m fighting against those constraints.
Another way is bringing those other industries into the gallery.
I’ll be doing fashion collaborations and pop-ups. On top of that, I think in
galleries it’s important to facilitate community and creativity. Because of
that, I’m doing other programming that has nothing to do with what’s on the
walls but goes along with the ethos of the gallery.
That is why I wanted to open the gallery. I have these ideas, and
now I have the space to do them. And I want to be as collaborative as
possible—with galleries, with other curators, especially Black women.

WHITEWALL: What is your vision for the gallery?
HANNAH TRAORE: I’m so interested in artists. That is my primary focus.
Working for artists, helping artists, helping artists realize their vision.
With a gallery, I have the opportunity to help an artist’s career for years.
WW: How did you go about choosing where in New York you wanted to
be?
HT: I only was looking in the Lower East Side and the reason was there
are a ton of galleries that my gallery could be in conversation with. I don’t
want my gallery to be a place where people have to go only for me. I also
wanted foot traffic, because I want to be a gallery that’s there for as many
people interested in the arts—in any kind of way—as possible.
In terms of the space, it was important for me to have enough space
to host people for events because I’m really interested in programming. I
want the space as welcoming and warm as possible. I’m putting in curves
in all the corners, picking a white that isn’t too bright, same with the
lighting.

VC: To make something new happen and a vision for an artist happen is
always the most exciting. You see it really come to life. I have traditionally
been a collections-based curator. I thought this was an opportunity to
challenge myself. It’s been an existential moment for many of us around
what it means to be in an institution in the current moment. And the New
Museum is a place that has been historically, because of its scale and the
way it functions, more flexible in responding to current issues—in the
arts or socially or politically. So having that nimbleness and flexibility
for experimentation is definitely appealing.
And I think the collaboration is such a huge part of the ethos of
the museum. The curators collaborate a lot. We sit down and brainstorm
together, have those moments of planning, which I think is really
generative and ideally the way it should be done.

Portrait by Ciara Elle Bryant.

VIVIAN
CROCKETT

WW: So much of your work as a curator has been rooted in the intersection
of art and activism. Have they always been connected for you?

Working with artists at the New
Museum to imagine new directions.
By Elizabeth Williamson
At the beginning of this year, Vivian Crockett began a position as curator
at the New Museum. She brings to the role experience from a range of
institutions and organizations, including the Dallas Museum of Art, MoMA,
Visual AIDS, and SFMOMA.
Opening this June, her first show at the New Museum will present
new pieces by Doreen Lynette Garner. On view through October 9, 2022,
“Revolted” will see the artist further explore themes of ancestral revenge
through installation, sculpture, and performance—the result of her ongoing
research into the inhumane and disturbing practices of the 19th-century
physician J. Marion Sims.
Just a few days after Crockett took on her current position Whitewall
spoke with her to learn more.

VC: It’s always been there. My first museum job after undergrad was
at SFMOMA. I spent my nine-to-five daytime hours at my museum
job, and then I was part of this organizing collective. It was a queerbased collective, and we did work around migrant justice, labor justice,
and labor and housing rights. Being in San Francisco, where there is so
much history of activism, informed my thinking about bringing that art
sensibility to political thought. That has shaped how I think artistically
about sociopolitical issues and the work that I curate.
WW: Given that, how do you see your role as a curator?
VC: One of the biggest parts is being an advocate for artists in their
interface with the institution. I think artists bring a lot of new exciting
pushbacks to the way that institutions have traditionally functioned, and
they often lead the way of imagining how to do things differently. That
part is fun, when the artist takes you in new directions.

WHITEWALL: What is it like to start somewhere as a curator?
VIVIAN CROCKETT: Every institution is so different, and I’ve worked in such
a wide range. My first institutional experience was at the Musée d’Orsay,
so you can’t get any more traditional. It’s always exciting to see the inner
workings of the place.
I’m spending a lot of time in meetings with different departments
in the next couple of weeks. And I’m already focusing on my next show.
WW: What will it be?

WW: The gallery has two rooms: an installation space and a more typical
gallery space. Can you tell us about what kinds of shows and projects
you imagine for those?
HT: The installation space is there for artists to play. A gallery space can be
confining, and it’s really nice to be able to have a space where some artists
might fit better. Every time I’ve ever curated an exhibition, my first thought

WW: The New Museum is a different model—it’s not a collecting
institution. What about the position excited you?

Amine Oulmakki, courtesy of Hannah Traore Gallery.
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VC: I’m working with Doreen Lynette Garner, who is an artist that I’ve
known for many years. I first came across her work in 2015 at MoCADA,
and I remember having this really intense, visceral reaction, which I
think is how many people describe experiencing her work. It’s equal
parts grotesque but also alluring. You can’t look away, and I love that
tension in her work.

Doreen Lynette Garner, “Purge,” performance at Pioneer Works, Brooklyn, photo by Lexie Moreland,
courtesy of the artist, JTT, New York, and Pioneer Works, Brooklyn.
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Kate Vogel, courtesy of Friedman Benda, Los Angeles.

come closer to the artists that we work with. Here it makes sense to juxtapose
our two programs—Friedman Benda and Albertz Benda—in a different kind
of setting. It is a residential home, and it will always be presented as such with
art and design juxtaposed.

Marc Benda, courtesy of Friedman Benda, Los Angeles.

Marc benda: Los Angeles keeps growing as a cultural center. It was a logical
progression from building the programs in New York. For the design program
of Friedman Benda, we’ve opened up such large dialogues and we’ve built an
almost encyclopedic program, it didn’t make sense that we’re only showing
these bodies of work in one city in the world. It is about deepening our ties
with the West Coast community, because there’s a huge following of design
and there’s a huge history of design here.

THORSTEN
ALBERTZ,
MARC BENDA &
KATE VOGEL

ww: Why host the gallery in an actual home?
kate vogel: That was always part of the plan. This space is so conducive to
showing art and design. It’s about a different mode of storytelling. When you
enter the house it’s an opportunity for our designers and artists to express in
a different way and to reach the public.
MB: Here, we’re able to find narratives that we couldn’t find on two separate
exhibition platforms, even if they are side by side. We’re finding these
crosscurrents within and between disciplines that are more and more
becoming an important part of the contemporary dialogue.
TA: Over the last two years, a much more personal engagement with our
collectors has resulted in bigger and better outcomes. And our space here is
not only an invitation for our artists and designers in juxtaposition, but a

Friedman Benda finds
a home in Los Angeles.

Friedman Benda, Los Angeles, photo by Ed Mumford, courtesy of Friedman Benda.

By Katy Donoghue
challenge to us to constantly come up with new ideas of how we can engage
with people. This space is intended to create a salon atmosphere. We are
coming up constantly with ideas of bringing the creators and their audiences
in close proximity together.

Last November, Friedman Benda had a soft opening for its new space in
Los Angeles. Residing in a midcentury modern home, the gallery features a
dynamic program from Friedman Benda’s design side and Albert Benda’s art
side. Installation in a domestic space offers clients and visitors an experience
like living at home with unique objects and works.
This spring, the group show “The Endless Summer” (the title
references the 1966 surf documentary) is on view through March 26, with
pieces by Carmen D’Apollonio, OrtaMiklos, Snarkitecture, Najla El Zein,
Ini Archibong, Famakan Magassa, Faye Toogood, Samuel Ross, Estudio
Campana, and more. Utilizing interiors and outdoor space, it focuses on
themes of dedication and storytelling.
Whitewall spoke with the gallery’s Thorsten Albertz, Marc Benda,
and Kate Vogel about cultivating new connections within its own roster, as
well as the greater Los Angeles community.

ww: How did you want to launch the space?
KV: We originally wanted a very focused presentation for our initial debut in
November. We had Daniel Arsham, Faye Toogood, and Carmen D’Apollonio
(who is based here). It complemented the Albertz Benda program, but there
are also tensions there and that’s been interesting to see. From the design
side, the role of the house is that the furniture has to be functional, unlike our
gallery in New York—it really has to be used. It’s been a joy to see that our
program lives up to that task so consistently.

WHITEWALL: Why expand to Los Angeles?
THORSTEN ALBERTZ: Besides a great personal affinity for Los Angeles,
we’ve been collaborating with a lot of L.A.-based artists for quite a while.
There was a constant exchange between us, so it was just a logical move to

Thorsten Albertz, courtesy of Friedman Benda, Los Angeles.
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MB: There are things that we’ve never shown anywhere else. There are things
that have never been seen anywhere else. We really want to explore this to the
fullest. Group shows are to start out and to give an idea of the versatility of
the space and a segment of the breadth of the two programs. Then we want to
dive in and give the artist their dues so the public can experience solo shows.
I’m kind of a romantic in our business. I believe in the solo shows. I
believe in the narratives that emerge from that and in the fact that solo shows
are vehicles to bring a vision out.
ww: Is there programming you will do here you couldn’t do in New York?

ww: How are you seeing your collectors engage thus far?

MB: Our space is 1,700 square feet in New York. For a designer to fill that
space is usually an insane amount of work—prototyping, envisioning. And
often for designers and younger designers, it’s a scary process of having to
work on such a platform. So having a space that is conducive to showing
smaller or more intimate bodies of work helps the program immensely.

TA: We had our first event that we called a “Housewarming Party,” which was
specially catering to our L.A.-based artists and our L.A.-based collectors. The
response was extremely enthusiastic. Experiencing at and design in terms of
position was a huge success.

TA: Absolutely. Here artists can focus on one specific aspect in their work.
We’re also not coming here and saying we’re taking over L.A. We
want to engage in dialogue here with our colleagues in L.A., and, hopefully,
in the long run, present things together.
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view of the growth in interest as a global trend. However, I am deeply
convinced in the staying power of both emerging and established African
contemporary art as its presence within the diaspora continues to balloon.
I also echo the perspective of Antwaun Sargent, the director at
Gagosian, on the deep underrepresentation of BIPOC artists within museums
and the need to focus on championing more art created by people of color,
which of course includes African contemporary artists. The narrative has
shifted, and this is very fulfilling to see.

sources.

More than half our emissions come from air transportation,
therefore we work on decreasing air freight and optimizing our air/sea ratio.
WW: Last year, Guerlain unveiled its “Women for Bees” initiative led by
Angelina Jolie, which elaborated on its dedication to honeybees—species
critical to the existence of 80 percent of the world’s flora and fauna. What
will the program do for the beehives themselves?
VC: Through our partnership with UNESCO, we will facilitate the creation of
2,500 hives in 25 UNESCO biosphere reserves by 2025, ultimately restocking
125 million bees.
The “Women for Bees” program is designed to create female-led
employment and education opportunities in selected micro-economies,
reaching women all over the world so they can build a network and pass
on these skills to their communities beyond the confines of the program.
Angelina Jolie put it best by saying, “If you teach a woman, she’ll teach
someone else.” This is incredibly true, and so valuable to the growth of this
initiative.

Courtesy of Guerlain.

VÉRONIQUE
COURTOIS
Focusing on sustainable production and
environmental preservation at Guerlain.
By Eliza Jordan
Véronique Courtois, the CEO of Guerlain, is on a mission to create products
in the name of beauty. Her work at the French luxury perfume, skincare, and
cosmetics company keeps the planet in mind, too, by establishing sustainable
ecosystems for new products. Today, that means leading with science-based
strategies to become carbon neutral by 2030, first by reducing greenhouse gas
emissions and switching to renewable energy sources.
Last summer, the brand announced that its La Ruche production sites
in Chartres, France, had switched to using 100 percent biogas, which reduced
its carbon footprint by 95 percent. Guerlain also began offsetting emissions
from other projects, exploring partnerships with ethical agricultural sites
nearby, and launching “Women for Bees” with UNESCO for the conservation
of the global bee population. For a beauty brand that relies on honeybees for
many of its products, this campaign led to a larger conversation about women
in the workplace, environmental preservation, and education. Whitewall spoke
with Courtois to learn how Guerlain acts with biodiversity protection, ecoinnovation, and social impact in mind, and why luxury must be synonymous
with sustainability.

WW: During Guerlain’s digital Skincare Symposium last June, it announced
its Bee Lab Research Platform. How do the hired researchers help drive
Guerlain’s goals?
VC: We understand that we borrow from nature, that no resource is without
end, and that we must be conscious of how our products interact with and rely
on the fruits of our environment. This approach to our work requires us to be
informed.
We know that we cannot grow, advance, and act for our environment
if we are not continuing to learn and innovate along the way. Through our Bee
Lab Research Platform, we have geared ourselves with the tools to do our best
work, to further dedicate and explore the species, what they need, how they
exist, and how our work can serve to continue to promote the species and
never deplete it.
Throughout the years, we’ve become more passionate about this
work—it is not merely a cause we give back to, but a brand pillar. What we
know now about bees has prompted us to invest in them more than we ever
have before; to lean into the species, learn from it and about it, and invest in
doing all that we can to maintain it so that we can continue this work.
WW: Guerlain sources black bee honey from Ouessant Island, a UNESCO
biosphere reserve in France, for various products. How did this extraction
earn the company a philanthropy award?
VC: The Ouessant Island has one of the purest ecosystems in the world, and
it is the native home of the very rare black bee species. The honey these bees
produce is impeccable in purity and nutrients. In 2010, Guerlain formed a
relationship with the Brittany Black Bee Conservatory, in which we offered
to aid in protecting this species and preserving the uniquely rich Ouessant
ecosystem. From that, we set up a sustainable development philanthropy
program to help fund beekeepers, promote and communicate the importance
of their work, and provide legal support to better protect the bees.
We’re proud to begin 2022 with a new chapter in our story through
new bold initiatives to come and ambitious targets to deliver a sustainably
driven tomorrow and beyond. More than ever, the future of Guerlain will be
crafted by making luxury synonymous with sustainability, centered on its
efforts to protect and preserve the bee—a sentinel of the environment and the
symbol of the house.

WHITEWALL: Since Guerlain’s founding in 1828, nature has been at the
forefront. How are your strategies today aimed at creating a better future for
the planet?
VÉRONIQUE COURTOIS: In recent years, Guerlain has undergone a profound
transformation, placing sustainability at the heart of our strategy as one of its
vital components.
By 2030, Guerlain will have reduced greenhouse gas emissions by
47 percent compared with 2019, and by 2030 Guerlain will reduce greenhouse
gas emissions linked to purchased goods and services, transportation, and
distribution by 57 percent—per ton of product produced. Our two main levers
consist of improving energy efficiency and switching to renewable energy

WW: Who are the artists on your radar right now?
JAD: Within the residency, I am keeping my eyes keenly on artists such as
Samuel Olayombo, Mimi Adu-Serwaah, Foster Sakyiamah, and Carine
Mansa. Beyond the residency, I am very keen on works by Isshaq Ismail,
Simphiwe Ndzube, Zandile Tshabalala, and Elizabeth Sekyiamah.
WW: You also own an e-waste management company, Agbogblo.Shine
Initiative. Can you tell us about this?
Portrait of Joseph Awuah-Darko courtesy of the institute Museum of Ghana.

JOSEPH
AWUAH-DARKO
Blending art and philanthropy at the
Noldor Artist Residency.
By Sarah Young
In November 2020, Joseph Awuah-Darko founded the Noldor Artist
Residency in Accra, Ghana. As the country’s first independent arts residency
and fellowship program for contemporary African artists, the nonprofit
invites artists to explore their creative practices over four-week residencies as
well as year-long programs for senior, junior, and visiting fellows.
Studios spanning over 7,500 square feet now take the place of a
former pharmaceutical factory complex in the Labadi district, providing
artists with the infrastructure, resources, and mentorship they need to
succeed. Awuah-Darko spoke with Whitewall about launching this program,
his ongoing philanthropy, and sustainability-focused initiatives.
WHITEWALL: You launched the Noldor Artist Residency at the height of the
pandemic. Why?
JOSEPH AWUAH-DARKO: One thing the pandemic showed me is how art
can serve as a source of refuge and solace in the midst of adversity. It also
introduced me to the nature in which art plays a key role in supporting
economies. The pandemic informed my decision to start the residency, as I
realized that COVID has exacerbated living situations for many artists on the
continent, especially in Ghana. The pandemic shed light on the urgency of
building infrastructure in supporting artists globally.
In a way, the collateral beauty of the pandemic has given us the
opportunity to see the significance that art plays in our local and global
economy and has provided us with the chance to slow down and appreciate
art as the finest form of escapism and its ability to deliver a sense of utopia in
very difficult times.

JAD: During my tenure at Ashesi University, I was funded by the Ford
Foundation, in partnership with the World Bank’s Climate Innovation
Center, to pursue a project I was very passionate about. The objective was
to conduct phonocentric empirical research on the site in order to explore
ways to engage with the community to essentially upcycle electronic waste.
That came from a point where I am, and remain, a staunch believer in the
upcycling community.
I could engage my interest in contemporary art to essentially
upcycle electronic waste to add value to products. Deeply inspired by Marcel
Duchamp’s Readymade philosophy, I upcycled elements from over two
thousand electronic waste products from Agbogbloshie, Ghana’s largest
e-waste dumpsite. That journey has followed me for a long time. The initiative
still exists, but the work has slowed down because of the pandemic.
WW: How do art and philanthropy live side by side for you?
JAD: To that question, I will lead with one of my favorite quotes by Diane von
Furstenberg: “Generosity is the best investment.”
I find great fulfillment in the solid foundation being built within
Ghana’s relatively nascent art ecology, and what it will do for the future
generations of practitioners. I am cognitively aware of the longevity and
responsibility of the work the Noldor Residency does.
I find deep happiness in knowing that I am laying down the
foundation day by day, brick by brick, with my team, to support the future
of the African contemporary art ecology within the global art world. We will
play a valuable role in nurturing over two hundred artists by the year 2025 in
our dynamic program.
I see myself as a contemporary art collector in a private capacity,
discovering new artists, conducting studio visits in the most unlikely spaces
and environments. Growing to learn more about ways in which artists accurize
visual vocabulary continues to excite me. It is by an organic extension of this
fulfillment that I am able to do things that I enjoy, that I found philanthropy
to be a natural way to create an infrastructure that sustainably supports these
practitioners that I care and remain passionate about. Subsequently, I have
blended art and philanthropy in an arguably seamless matter because the two
remain relatively indistinguishable.

WW: How do you see the contemporary African art market today?

Courtesy of Guerlain.
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JAD: Contemporary African art has experienced a paradigm shift and has
entered the global slipstream in a real way, as opposed to being “othered” in
the way that it used to be.
I sometimes feel that the contemporary African market is unfairly
referred to as “speculative” by conservative onlookers who may have a simplistic
WHITEWALL 41

The studio of the 2021 junior fellow Joshua Oheneba Takyi, courtesy of Noldor Artist Residency.
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Portrait of Alia Williams by Janice Chung, courtesy of Alia Williams and Jeffrey Deitch, New York.

Rashaad Newsome, Build or Destroy, 2021 (Still), video with sound, 5:27 minutes, courtesy of the
artist and Jessica Silverman.

Portrait by Johanna Austin, AustinArt Photography.

MADISON CARIO
Joining Minnesota Street Project
as its first CEO.

By Allison Jeffries
Late last year, Madison Cario started in the inaugural position of CEO at
Minnesota Street Project (MSP). A major player in the San Francisco art scene,
MSP offers accessible and sustainable space for artists and art businesses.
Galleries like Altman Siegel, Casemore Kirkeby, Jenkins Johnson, and
Eleanor Harwood call its warehouses in the Dogpatch neighborhood home.
Cario joins the organization from recently held positions at Regional
Arts & Culture Council (RACC) in Portland, Georgia Tech in Atlanta, and
the University of Pennsylvania in Philadelphia. Whitewall spoke with them
about changing the language around the value of art in our communities,
cities, and beyond, while finding new ways to connect and bring people in.
WHITEWALL: This is an inaugural role for Minnesota Street Project. What is
it like to start a position like this?
MADISON CARIO: I’ve had some experience doing this, and there’s a lot of joy
in the blank page. We have all things we’re doing already, and it’s amazing.
It’s something that came out of crisis—gallerists are losing space, artists can’t
afford studio space. What was really interesting about this inaugural role
was walking into a place where like me, Deborah, and Andy Rappaport, [the
founders of MSP], tend to start with “yes.”
The inaugural part of this means I get to co-curate with the
community that is here what’s needed. It’s always more resources, but how?
Art, as we’ve seen especially in COVID, is essential! I can’t say it enough.
And yet we still don’t provide the infrastructure needed to support those
communities.
One of the things I saw immediately that attracted me was a
continued commitment until an artist or gallerist decides they want to be
elsewhere. I see my role to be doubling down on how we deepen our support,
our resources, and our listening to the communities that are already a part of
our community, and then, how do we amplify their power?

to be able to be in community and not in competition. Community is also
about sharing, so what is that cross-platform sharing?
I think that there is a need for our communities of artists, creators,
and art businesses to be better understood and valued for the core services
that they provide. Not as a nice, “Oh yeah, it’d be great to have some art,” but
really understood and moved into this space of a city like water, heat, access to
food. It’s a real paradigm shift, and this would start with politicians and anyone
who is making decisions about where am I spending my dollars, where am I
spending my time, how do we instill in them or bring them to the realization
of, “Wow, you know what, I had no idea how much I need art in my life.”
WW: And the realization that it does have a positive economic impact on a city,
a community.
MC: Yes, the economic impact. One of the things I learned at Georgia Tech,
working at an engineering school, is that when I met with the dean of the
College of Engineering, he did not spend one minute of time telling me how
engineering was good for the economy or good for the community. For me,
that was an “aha” moment. How much time do we spend in the arts explaining
to you why this is important and why it’s good for you, why it’s good for the
economy, why it’s good for the community, why it’s good for tourism? That’s
80 percent of the meeting.
So how do we flip that script? We start with saying “yes,” and
everything else will follow. There are equity issues, and we’re not asking for
it in a way that is helpful to us. The face of philanthropy is changing with this
idea of “investment” instead of grant-making. If you think about it as you’re
investing in this artist, that’s a whole different ball game. You want to get in
now, because now is a good time to invest. Do you want to be a first-tier or
second-tier? We’re really starting to flip our own internal narrative about our
own value. I’m really curious about how these subtle shifts and changes in
language can help change the culture. Our own culture, too, because we have
to change our own language first.
WW: How are you thinking of accessibility in terms of getting people to come
to MSP?
MC: I always look at things like public transportation and perceive those
psychological barriers. So what are those and what’s the draw? At Georgia
Tech, football was a really big deal. People will drive from all over the
Southeast to come to a football game—I don’t even know if they went to
school there or had any kids there. It’s an amazing thing to witness. So I’ve
always been intrigued by that and learned a lot about building that fan base and
that invitation. You have to make it really easy.
I think about all the sports stadiums nearby. Is that a possibility?
Metallica is coming through this weekend. That is an audience! How do we
connect with them?

ALIA WILLIAMS

Shedding light on underrepresented
artists, mediums, and more.
By Julian Thurtell

For years, Alia Williams had kept a record of young artists working
in clay that caught her eye. As the managing director of artists and
exhibitions at Jeffrey Deitch in New York, she proposed the idea of
curating a show that focused on this medium, reimagining ceramics
through a contemporary lens. The thematic exhibition that followed was
“Clay Pop” (September 10–October 30, 2021), which featured new and
existing works by 37 artists, imaginatively set within an installation by
Charlap Hyman & Herrero. After a successful run at 18 Wooster Street
in New York, a version was shown at Design Miami/ last December.
This spring at Deitch’s 76 Grand Street location, Williams
is organizing Austin Lee’s ambitious new solo exhibition featuring a
selection of sculptures and paintings. Ahead of its opening, Whitewall
spoke with her about the show, where she thinks digital art is heading,
and what’s in her personal collection.
WHITEWALL: This spring, you’re organizing Austin Lee’s solo show.
How did you first connect with his work? What will we see in the
exhibition?
ALIA WILLIAMS: We connected with Austin through Nina Chanel
Abney when she curated “Punch” in our New York gallery in 2018.
I was immediately drawn to Austin’s new take on figurative painting.
Austin successfully combines academic traditions with contemporary
technology to create works that are representative of our ever-evolving
technological world. His visual language is completely unique to him
and gives a fresh perspective on Pop art in contemporary times.
In his New York show in March, you should expect to see
a completely transformed gallery with augmented reality sculpture
elements alongside new exuberant paintings and sculptures.

WW: In 2016, you graduated with a master’s in art business from
Sotheby’s, and your final project focused on art, e-commerce, and
virtual reality. What’s your take on the rise in buying and experiencing
art online?
AW: Since graduating in 2016, technology and its role in the art world
have evolved quite a bit. Different technologies—from virtual galleries
to NFTs and the metaverse—have encouraged new forms of engagement
with art and have inspired artists and collectors to be increasingly
experimental. I am glad that collectors are supporting artists by acquiring
their works in whatever way they can, be that online or in person.
WW: Where do you think the role of technology within art is heading,
especially now with the rise of NFTs and the foundation of the metaverse?
AW: It is always difficult to predict where emerging technology will take
us, but I’m seeing a lot of exciting experiments being run in the NFT
space. The evolving metaverse seems to inspire artists to do new and
creative things in alignment with the physical world all while reaching
new audiences, like Urs Fischer’s “CHAOS” project of unique digital
sculptures. I hope that the art world is able to strike a balance between
the physical world and the virtual world. Personally, I think it will be a
challenge to find a substitute for experiencing masterpieces in person,
like your first time walking into Monet’s paradise at Giverny at le Musée
de l’Orangerie in Paris, but I am open to seeing how the technology
develops.
WW: How has the ongoing pandemic impacted the way you work?
AW: The pandemic allowed me to spend more one-on-one time with
collectors and artists! There were fewer big events, fewer distractions,
and more of a focus on intimate relationship building. It was a breath of
fresh air to go on a walk and have a two-hour phone call with an artist,
so I hope that will continue.
WW: Do you collect?
AW: I have collected several special works over the past few years by
artists who are friends and artists who I have admired for a long time.
Some highlights in my collection include a ceramic sculpture by the
New York–based artist Ryan Flores, an incredible drawing by Kenturah
Davis, and a collage 2-D work by Lucia Hierro. I am very lucky to be
able to live with these beautiful works in my home every day.
Installation view of “Clay Pop,” photo by Genevieve Hanson, courtesy of the artist and Jeffrey
Deitch, New York.

WW: Being a curator oftentimes means shedding light on a topic or
a time through art that communicates it. Is there something you’re
focused on shedding light on today?

WW: Listening thus far, what are you hearing as a need from artists and
art businesses?
MC: Some of the things I have heard is space. It’s not the number one,
though. What’s number one is community. We need each other. We need

Installation view of “Clay Pop,” photo by Genevieve Hanson, courtesy of the artist and Jeffrey Deitch, New York.

Rashaad Newsome, Build or Destroy, 2021 (Still), video with sound, 5:27 minutes, courtesy of the artist
and Jessica Silverman.
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AW: I am very interested in shedding light on areas of the art world that
I feel are underrepresented. This could involve focusing on particular
communities, but it has also led me to explore ignored mediums, like
ceramics. For example, I recently curated “Clay Pop,” the exhibition
exploring the younger generation of artists working in ceramics. This
community has expanded to include artists like Ruby Neri at the
forefront of contemporary ceramics, and artists who came to ceramics
from nontraditional backgrounds, like Alake Shilling and Sharif Farrag.
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around that, because the last thing we wanted to be was a traditional media
company covering NFTs.
We really believe that NFTs are going to fundamentally redefine
how all creators and their communities engage, share, and create value across
all disciplines.

Alejandro Navia, Matt Medved, and Sam Hysell, portrait by Mark Adriane.

MATT MEDVED,
ALEJANDRO
NAVIA &
SAM HYSELL

ALEJANDRO NAVIA: We built nft now to solve a problem we were having.
When we researched what an NFT was, it was fragmented. You had to go
down a rabbit hole, and it was self-serving to the point where you may actually
be scammed. There wasn’t a trusted, objective body to say, “This is how you
onboard yourself to MetaMask. This is what an NFT is, how you buy one.
What are the differences in markets—like Bitski, SuperRare, and OpenSea?
What’s minting from a platform?” These were all questions we had, and at the
time, you had to piece it together from so many different aspects.
We wanted to get the information from the horse’s mouth, so we
launched a podcast to interview people who were creating this market, like the
engineers, technologists, founders, and artists. Then we created a newsletter
that was digestible and used our social channels to distribute those methods.
SAM HYSELL: We are in the very early days of NFTs and how this will bring
a new model of prosperity for creators across all domains. We think about
it from the “purists and tourists” philosophy, a methodology we got from
the late Virgil Abloh. Here, purists are down the rabbit hole—collectors,
superfans. Tourists are people in other industries that are interested in the
space but don’t know how to engage. We fundamentally believe that NFTs
will be an integral layer of how mainstream consumers engage, support, and
participate with their favorite communities and creators.

Still from Sine Nomine by Blake Kathryn, displayed and auctioned at “The Gateway” exhibition by nft now and Christie’s during Miami Art Week 2021, courtesy of Blake Kathryn.

WW: There is a significant rise in DAOs and a new corporate structure online.
How would you describe the future of this new workplace?

Creating a must-know resource for
all things NFT with nft now.
By Eliza Jordan
In February 2021, Matt Medved, Alejandro Navia, and Sam Hysell founded
nft now after an interest in the intersection of culture and NFTs resulted in
several questions, and not as many answers. The nontraditional media platform
hoped to change that by sharing tools and resources to their community
through online content, podcasts, and events. Today with more than 10 fulltime employees, the company is strategizing what it means to create, sell, and
collect NFTs, and fuel the future of regulated and decentralized art.
Last December at Miami Art Week, nft now hosted its first NFT
exhibition and auction, entitled “The Gateway,” with Christie’s alongside
Pirovino and OpenSea, raising 843 ETH, which is around $3.6 million.
Through an immersive 2,300-square-foot maze highlighting the artists,
collectors, and platforms leading the NFT marketplace, it was the first time
a historic art auction house collaborated with an NFT company to showcase
both material and digital works. The presentation acted as a physical and
metaphorical gateway for newcomers to explore the world of NFTs and hear
from the creators, collectors, and developers behind it.
Whitewall spoke with nft now’s co-founders about the monumental
movement of NFTs, how it supports the creators of culture, and what they’re
working on in 2022.
WHITEWALL: In January 2021, you started the @nftnow account on
Instagram and saw tremendous organic growth. From there, how did you
envision being different than other media companies?
MATT MEDVED: We never wanted to preach to people who are preaching to
the choir; we wanted to convert the masses. There’s also never been a more
important time for information and storytelling. We decided to build everything

AN: DAOs are the future of organizations, out of the accordance of resources.
We created a syndicate DAO, one of the first legally recognized DAOs in
the world. It’s called nft DAO, where we invest in NFTs, infrastructure, or
companies that build up the NFT ecosystem. In that capacity, what it does is
live off of contracts with specific “if/then” statements. DAOs pull resources
toward a singular mission—whether it’s labor, creative, financial. They’re
going to be the most powerful organizations in the world, more powerful than
governments. There will come a time where DAOs will have sovereignty like
nations.
It’s the best place to work in Web3 right now. You can go to
DAOs and say, “Hey this is what I’ve been working on,” and it goes up for a
proposal, gets voted on, and if it gets accepted, you get tokens. There’s no job
application; it’s all proof of work.
WW: What’s a weakness in the NFT marketplace that you feel creators or
consumers need to work on?
SH: There is a massive lag between the monsoon of consumer demand and
how quickly the industry can keep up from a perspective of building seamless
user-intuitive experiences—and the talent, like those building Web3 and
community management and moderation. There are about four jobs right
now in high demand—from a solidity developer and a Discord moderator to
a Web3 project manager.
Even for the fans in the space, the user experience, candidly, sucks.
It’s a very painful process of having to have a plug-in that you have to log into
sites with and wait for things to transact. When we look at the rest of 2022
and ’23, they’ll very much be the years of onboarding the mainstream market.
And that’ll be driven by really cool people in broader consumer culture for a
much more intuitive user experience.
WW: What was your first NFT?

Still from Sine Nomine by Blake Kathryn, displayed and auctioned at “The Gateway” exhibition by nft now and Christie’s during Miami Art Week 2021, courtesy of Blake Kathryn.

SH: I got a Giannis Antetokounmpo NBA Top Shot Moment.

MM: NFT NYC is going to be a big one since we’re returning with “The
Gateway,” this time at The Brooklyn Mirage in June. We’re also introducing
a new concept called the NFT 100. We’re going to highlight artists, builders,
tastemakers, and community members in the NFT space, shining a light
on the leading individuals who are helping build this space. We’re doing it
in a way that’s not ranked or competitive, but a celebration of the creative
community that’s come together.

WW: What’s on the NFT calendar for 2022?

AN: Here, we’re also going to be curating NFT-based experiences for all five

MM: A GIF NFT from a DJ duo named Adventure Club, released on Block
Party.
AN: Mine was from Parrott the artist, alongside an NBA Top Shot.
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senses. We’ll have some people speaking, invite some members of the
traditional art world to bring certain aspects in, and have musicians and DJs
playing.
MM: We are also working on an NFT project that entails membership. We’re
building community, and that’s very different than building an audience,
since they have a stake in your success. We’re going to be tokenizing a lot
of content as well. We will live, breathe, eat, sleep very much in that Web3
ecosystem, while still meeting the masses in the Web2 space where they’re at.
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LN & CW: We are elated to collaborate with Hope Wang for the Future Fair
in May this year. Hope Wang is a Chicago-based artist, arts facilitator, and
poet. Contending with traces of human activity around sites of industrial
labor, her work considers the ways architectural spaces become artifacts
of memory. Her jacquard woven works are photorealistic; deliberately
absent are any figures. Only the remnants of a person’s motion in the
space of the image remain.
We are also reviewing curatorial proposals and getting
prepared for a 20-plus-person group textile and fiber exhibition entitled
“Interlaced” to open in late May. Many of the artists we have already
worked with and we look forward to working with in this presentation
include: Cheryl Pope, Lauren Gregory, Marlos E’van, Azikiwe
Mohammed, Airco Caravan, Badass Cross Stitch, Rose Nestler, Hope
Wang, Johannah Herr.

Carolina Wheat and Liz Nielsen, photo by Walker Esner.

LIZ NIELSEN &
CAROLINA WHEAT
Fostering community and connection
with Elijah Wheat Showroom.
By Katy Donoghue
This spring, Elijah Wheat Showroom will present the work of Hope
Wang at Future Fair in New York. Creating jacquard woven pieces
notably absent of people, the artist explores the remnants and memory
of inhabited space. Since 2015, Liz Nielsen and Carolina Wheat have
been behind the artist-run gallery, which now occupies a light-filled floor
of an old factory on the Hudson. Supporting makers from emerging to
established, Nielsen and Wheat have created a place for artists, patrons,
friends, and visitors of all ages to gather, connect, and ask questions.
Nielsen and Wheat’s experience as an artist and a writer and
curator, respectively, bring a level of support and care to showing artists’
work. The partners in life and business spoke with Whitewall about their
determination to uplift the voices of undersung artists.
WHITEWALL: We loved your recent exhibition by Ashley Lyon in
Newburgh, New York, and saw so many people connected with this work.
Can you tell us about working with the artist and putting together this
show in this space?

WW: You both are partners in life and business, as well as an artist and
a curator and writer, respectively. How do you think that experience has
impacted the kind of gallery space you wanted to create?
LN & CW: As an artist-run space, we strive to collaborate with the
exhibiting artists in a way that we would like to be interacted with
ourselves. Having worked with many galleries through the course of
Liz’s career, we have a decent idea as to what is important to the artist.
We both adore engaging with creative people, discussing ideas and how
they’re represented through well-crafted objets d’art. We both come
from a background in education, so we share a desire to build our artists
up and highlight them in their best light.
We have worked with many emerging artists, so, in a way, we
get to foster, mentor, and monitor their growth. However, we’ve begun
to present more established makers and that, too, has been rewarding.
Curatorially, we respect each other’s voices and allow one another to
make important calls without contest. Sometimes, we each have ideas
that we don’t want to compromise on. We respect the other to make
certain calls.
We are always creating: whether Liz with her light paintings
or Carolina with her writing, both of our interests co-mingle. We are
comfortable with the silence between each other yet we bounce ideas off
the other frequently, too. It’s pretty radical to be in business with your
bestie. Perhaps that is why we’ve had so much fun over the course of 15
years.

Installation view of Ashley Lyon’s “Tender Temper” (2021) at Elijah Wheat Showroom, photo by Walker Esner.

WW: How do you see the gallery as a reflection of your creative
community, one that is more than just a commercial space?
LN & CW: The gallery itself has a voice and an identity, and we’ve been told
that we’re “not shy about disruptive topics.” Art-speak isn’t our language
anyway. We present art and sell art; the gallery is a space for interacting
and sharing ideas. We like to host events and are notably always down for
jubilant interactions. We enjoy sharing with our community. The gallery
is a safe space to connect with others and discuss politics, narratives,
aesthetics, craft, design, and color, all while looking at each exhibition
and most importantly, experiencing the differences and variant human
qualities of each other.

LIZ NIELSEN & CAROLINA WHEAT: It was an incredible experience to work
with the Newburgh-based artist. Over the course of about six months, she
planned an elaborate solo exhibition and knocked it out of the park. She
considered the space very carefully and would visit often. She references
the afternoon light as the train passed with the three thousand pounds of
unfired clay, Piece by Piece, that was actually mostly hand-built in the
space.
Some of the most warming moments of the exhibition come
from moments when visitors without an art background, or possessing
the vocabulary to express any formality of the work, acknowledged
the visual messages that are so clearly spoken through the careful
juxtaposition of some of the representational sculptures. For instance, the
whole-bodied infant that is resting, trepidatiously balancing, actually, on
the cropped torso of the female form that is centrally placed in the gallery
was a showstopper. It’s rewarding to see those aha moments from a few
guests, but when a child as young as five says, “That baby is taking over
the mommy’s face!” it’s a most satisfying moment.
WW: Can you tell us what will be on view this spring there?

Installation view of Marlos E’van’s “ghostDope” (2021) at Elijah Wheat Showroom, photo by Walker Esner.
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Installation view of Marlos E’van’s “ghostDope” (2021) at Elijah Wheat Showroom, photo by Walker Esner.
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Sky Hopinka, The Island Weights, 2021, installation view of Prospect.5 “Yesterday we said tomorrow” at Contemporary Arts Center, New Orleans, photo by Alex Marks, courtesy of Prospect New Orleans.

Sky Hopinka, The clouds are too dull this time of year…weeding through the hills and the fields and
my family and my home., 2020, inkjet print, etching, 17 x 17 inches, edition 1 of 3, 2 APs, courtesy
of Sky Hopinka.

SH: With that film, I really wanted to not do anything new. I wanted to see
how my short filmmaking practice could scale up into something longer
and still work primarily by myself, shooting and editing and sound work.
I had a friend that ran sound for one of the shoots that I did. But really it
was me with my camera and visiting places with my friends Sweetwater
and Jordan. That felt comfortable to then start thinking about how to
make things longer, or how to tell a bigger story.
I was on my own timeline, mostly self-funded, and it felt
comfortable. I wanted to see if I could make something that was featurelength and how that would look, and for it to be a stepping stone to do
something more ambitious with a larger crew for the next project.
WW: How did you begin your “Breathing” series [2020], which has
writings, text on photographs?
SH: The etching started with the previous series of photographs, called
“The Land Describes Itself” [2019]. I don’t know why I started, but for
some reason, it made sense to have a sort of nondescript text or this
failure of a description of a text on these images. And I was developing
that process a bit more, and I wanted to do that again. The “Breathing”
series was a natural way to inscribe these sorts of words or poems in these
photographs, in this square form that has lots of landscape and orientation,
but also as some sort of like prayers, I suppose.
I’m still thinking through it. I’m still looking at ways of
inscribing text on them or other thinking about other ways to intervene
on these images and photographs, and in broad ways questioning what a
photograph is, or the reproducibility of them—what makes them unique
and what makes them markers or memories of different spaces or places
that I’ve been to?

Sky Hopinka
Complicating our experience of landscape and language.
By Taylor Rose
In January, Sky Hopinka’s Kicking the Clouds (2021) was shown during the Sundance Film Festival. The short film started with a 50-year-old
cassette tape of the artist’s grandmother and great-grandmother having a Luiseño language session. After receiving the tape from his mother,
he interviewed her about it, as well as about life, relationships, and family in her hometown of Ferndale, Washington.
Hopinka’s film work and art practice is a meditation on language—in sound and sight—as well as landscape. He captures images
and video of land, water, and sky full of emotion, tension, and stories told, or lost. A writer and poet, he explores the tension of text on screen,
etches it into the border of photographs, or shapes it into calligrams.
Based in upstate New York, where he teaches at Bard, the artist was also named one of the inaugural Forge Project Fellows. The new
initiative supporting Indigenous peoples working in arts, culture, sovereignty, language revitalization, and more provides $25,000 grants as
well as time and space to work at its Forge House.
Whitewall spoke with Hopinka about his practice and plans for the fellowship.
WHITEWALL: Congratulations on being named a Forge Project Fellow! Do you know yet how you’ll be spending your time there?
SKY HOPINKA: I have a new series of photographs as well as some new video installations, so I’ll be working on that for the next three or four
months in preparation for an exhibition I have in May at Broadway Gallery in New York. So I’ll have access to the studio for the next four
months or so. I’ll be printing out a bunch and working with some material that I’ve gathered for the last year—photos I’ve taken and video that
I’ve shot, film that I’ve taken.
WW: When you do that, capture photos and video, is it with an end goal in mind?
SH: It’s generally free-form, of landscapes, filming friends, and in the end seeing how they all fit together with some other thing I’ve
been thinking about or things that I’ve been writing or other things I’ve been making outside of film work.
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When I shoot, I’m shooting essentially for myself. I’m not
necessarily shooting with an end project in mind. For the most part, I’m
shooting for composition or aesthetics of the landscape or the horizon
line, or things that I think are interesting within the frame. In the editing,
I try to imbue some sense of meaning into these images, whether it’s
through the juxtaposition of other shots or to the inclusion of text, or
sound, or voice. I think a lot about not being too reliant on the sacred
beauty of the image or landscape—how can it be more than its aesthetic
pleasures? And how can you use some of that, as well, to add meaning or
weight with words or sound or voice?
I like the word “complication”—not a problem that’s introduced,
rather just how can more information complicate one’s understanding of
something?

WW: For you, have landscape and language always been connected?
SH: I think that developed when I started learning Chinuk and thinking
about Indigenous language and how language doesn’t exist by itself. I was
thinking about this as a landscape where this language exists and how a
landscape informs the language, or how the people inform the language, or
how the language serves the people that use the language.

WW: Can you tell us about your film Kicking the Clouds that premiered
at Sundance?
SH: Last February my mom had sent me a cassette tape that was about 50
years old of my grandma and great-grandma having a Luiseño language
lesson in the late sixties, early seventies. Having heard that tape, I
started thinking about that side of my family, my mom, my grandma,
my hometown. I tried to start from there in terms of making a film about
my mom and grandma. And so when I went back home to Ferndale, last
March or April, I brought a camera and did a lot of shooting. And the
film came together from that. I also did an interview with my mom about
that tape. Having those different elements, I started to put them together.
WW: Language is central in your work. How do you think about putting
together image, sound, spoken word, and text on the screen?
SH: I suppose it’s pretty intuitive, finding images, especially of the
landscape around Washington or Washington County. And then also
figuring out how much of my mom I want to film, how much I want to
share of my family. How can the edits and the cuts and the visuals be
illustrative or demonstrative of my relationship to the content? Or how
does that represent me in a certain way, too, the conversation with these
different voices?
WW: What was it like making your feature-length film maɬni—towards
the ocean, towards the shore [2020]? What was it like to work on that
scale?

Portrait courtesy of Sky Hopinka.
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Portrait of Coady Brown by Maiwenn Raoult.

Coady Brown, Bouquet #2, 2021, courtesy of Shulamit Nazarian.

smartly attuned to the world around us. Our bodies are much more intelligent
than our brains. In making the work, I try to let the sensorial overtake the
intellectual, to really respond to what feels emotionally accurate.

Coady Brown, Bloom, 2021, courtesy of Stems Gallery.

Coady Brown
Painting a surreal reflection of our collective mood.
By Eliza Jordan
Last fall, Shulamit Nazarian presented Coady Brown’s “Only in the Darkness Can You See the Stars” (September 18–
October 30, 2021) in Los Angeles. On view were figurative paintings that reflected the hardships brought on by the
pandemic, including works exploring racial injustice, death, and memorialization. The Baltimore-born, Philadelphia-based
artist is known for her conceptual paintings that examine self-presentation in both private and public settings, exaggerating
everyday life for a memorable sensation.
Tightly framed figures with inscrutable expressions are shown with a hint of surrealism, leading the viewer to
question circumstance and emotion. Through these psychologically charged scenes, Brown explores her own complex ideas
of self-image, as well as reflects on significant events and actualities in culture today. Ahead of her miart fair presentation
this spring with Stems Gallery in Milan, Whitewall spoke with Brown about her honest creative approach and why her most
exciting painting is the one she doesn’t yet know how to make.
WHITEWALL: “Only in the Darkness Can You See the Stars” featured floral paintings of bouquets to show the passing of
time and, as you said, “to grieve, to celebrate, to witness loss, to commemorate love and friendship.” Did creating these
works help you cope with the pandemic?
COADY BROWN: I’ve always loved giving flowers, whether romantically or platonically. The lifespan of a bouquet, while
depressing to some, has always been important to me in honoring how finite and fragile life is. Flowers are usually sent as
a sign of respect for an occasion, whether in celebration or in grief. We have all had to process so much internally, without
being able to gather normally during these times of immense pain and isolation, so making these paintings to privately
communicate my feelings made a lot of sense to me.
Some of the bouquets have special meanings, to signify a particular person or event. I don’t disclose what those
things are, because in making the work, it is important for me to maintain something that is unknowable to everyone else
but me. It’s the way that I am able to remain close to the paintings even after they leave my studio.
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WW: Pieces like Conspiracy Theory, Bully, and Unbeliever explore
topics like race, religion, and unkindness. What themes are important
for you to explore in your painting?
CB: I want to make paintings that reflect our current moment, the chaos
and anxiety of the world we live in. I choose not to depict things that
are specific visual signifiers—like painting a mask or a political sign—
because I am much more interested in reflecting the sentiment or mood
of the zeitgeist. Sometimes the paintings confront these moments headon, like Conspiracy Theory and Bully, and sometimes the work is about
escaping it all through intimacy and pleasure, like in Confidante and
Sweet Talk. I want to make work that is rooted in my experiences and
environment, and that includes the people close to me as well.
I see art as such an interesting barometer of society. I process a
lot of things from my personal life in the work as well. My relationships,
fears, anxieties, and struggles with spirituality and optimism. Making
images also helps me to raise questions about my complicated
relationship with gender, self-image, desire, and what it means to live
in a feminized body.
Conspiracy Theory was made in the fall of 2020, coming off
of the tension and energy of the summer of Black Lives Matter protests
and white conservatives counter-protesting. It felt like things might
spin out of control at any moment. In our neighborhood in Philadelphia,
there were white counter-protesters who brought bats and weapons to a
demonstration, and the police did nothing to control these men at what
was otherwise a peaceful gathering. That energy carried throughout
the year. A new level of paranoia set in. Walking around, whether alone
or with my boyfriend, the artist Pat Phillips, it felt like you had to be
at the ready, to be constantly on guard and watchful. A mission of us
against the world. I wanted to make a painting to mark that feeling, so
Conspiracy Theory came together as a result.

WW: You mentioned you’re working now on paintings for solo shows next
year. How does it feel to give yourself that amount of time to create?
CB: For the first time ever, I have a long stretch of time to make the work,
which is something I am really excited about. I’ve realized that I’ve been
operating under intense deadline pressure seemingly every second in the
studio. It felt like every moment had to be spent executing, like I’m always on
the clock. So now I have the time to really think things over, to try different
versions of things, and to make a lot of drawings. I want to make the paintings
I don’t know how to make yet. That’s the dream.

WW: How would you describe the surrealistic nature of your works?
CB: I think about my work as an exaggeration of the everyday. It’s
based in reality, but with distortion. Things are never quite right,
always a little inaccurate in the way that makes you look twice. I think
of making images as trying to stay truer to sensation or memory than
realism. Like if you were attracted to someone across the room, the
color of their shirt would stand out to you. You would follow it while
other things slipped in and out of focus. Our attention and our senses are so

Coady Brown, Dark Star, 2021, courtesy of Shulamit Nazarian.
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that would end up going into someone’s yard. Within the community back
home, redwoods are really important, and it’s been so removed that it was
nice to be able to spend time with these pieces of redwood.
For this show, I’m finding pieces of reclaimed wood, and I’m also
working with my mom, who does cultural fire stuff up there, to take down
trees that are dying in certain areas. There’s an airborne pathogen that’s
taken down a lot of cedar. We’ve been going and downing those trees, and
some get used for cultural stuff and some I’m milling down to try to use
for certain aspects of the show, like these shelves that I’m going to create
and this wooden panel.
WW: Where do you typically start when working on a new body of work?

Saif Azzuz, Lo’op’ (It burns), 2021, acrylic and enamel on canvas, 80 x 60 inches, photo by Chris
Grunder, courtesy of Anthony Meier Fine Arts.

Saif Azzuz

Portrait by Adrian Martinez.

Tapping into indigenous cultural knowledge,
while finding in beauty the warning signs.

on and off, and that’s where my mom lives and where my family lives. It’s
on the Yurok Reservation. This show is largely about that area and all the
many dualities of living there—both appreciating the land and how the
inaccessibility to certain space has affected the land and water over time,
and how people in the community are working to restore that.
I’m going to divide up the space with a cattle gate that would be
used where my mom lives. There’s going to be some mixes of woodworking,
painting, metalwork, and some other things. With the cattle gate, you don’t
have access to a certain part of the space. There’s going to be work behind
there that you can see but you’re not going to be able to get to.

SA: That tension was a big thing for me. There is that inaccessibility to
ancestral space back home, especially when you are trying to care for it or
gather, that you can feel. And I wanted that to be in the show.
I’m going to have 13 ceramic salmon on one wall of the gallery,
and they are going to be the only thing that crosses the space in between
what everyone is able to access and the area that’s gated off. I picked 13,
acknowledging the lunar calendar and how it would normally function
within our community.
WW: What will they look like?

Saif Azzuz’s “Huem-chor O’ weych-pues” (Welcome to where the rivers meet) is currently on view at Anthony
Meier Fine Arts in San Francisco through April 22. The exhibition includes a series of new paintings, ceramics,
wood sculptures, beading, and metalwork, exploring the imagery, craft, and landscape of his Yurok heritage.
Growing up between two cultures—Yurok on his maternal side and Libyan on his paternal—Azzuz has always
investigated that dynamic in his practice, and how it’s viewed through the lens of an American eye.
Recently, he has been looking more directly at his own relationship with the communities he’s from. His
paintings are full of vibrant colors and movement, created by spraying paints and dyes pulled from a palette of
California’s wildfire and drought maps—bright yellows, oranges, reds, and purples that serve as a warning. Using
native and invasive plants to create shapes and patterns, he references indigenous cultural knowledge.
A few months before the solo show opened, Whitewall spoke with Azzuz about the dualities of life,
landscape, and art.
WHITEWALL: What will be on view in the exhibition at Anthony Meier?

WW: What role does sourcing the wood play for you?

SAIF AZZUZ: The title of the show, “Huem-chor O’ weych-pues,” which I’m butchering because I’m still
learning Yurok, means “Where the rivers meet.” That’s where I grew, up on and off, and that’s where I grew up,

SA: In past instances, I’ve gotten wood that was going to be in a chipping pile
or that was reclaimed. For me, it was nice to put a story back into those pieces
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WW: I wanted to ask you about your color choice. Your paintings are so
dynamic, with colors pulled from fire maps. But the works don’t read as
“danger” or warnings.
SA: I’ve been sitting with that a lot. I think that’s also life, those dualities,
where maybe you don’t always feel like there’s a constant danger. I get
these really beautiful present moments with my family, but also there’s
climate change things happening, and other really unfortunate things
globally.
WW: In the show, in the section that you can see but can’t access, what
work will be back there?

WW: Why did you want to divide the space?

SA: I’m going to really try to stick to replicating fish, and I’m going to see
how many ways I can do it. When you’re fishing up there, my mom’s area, or
interacting with the fish you see, there are so many different ways nature has
affected them. By the time they make it upstream, whatever is in there, the
algae and aspects of their journey, has impacted them.
There’s also going to be a beaded piece. Beading has been a big
thing within my family, and I grew up watching my great-aunts and my
grandfather bead, and my mom beads. They’re reflective of our basket
patterns. I remember watching my grandfather before he passed doing
his last beading, and it was still on a loom, so I’m going to replicate that
same pattern he was doing. For me, it felt like a good way to sit with what
my grandfather was working on at the end. It’s nice to be present with the
beading, because it takes a lot of time and you have to sit with it in a different
way than a painting or woodworking.

By Katy Donoghue

SA: Family is always important for me, and the land and how it’s affected
always comes up. And then traditional ecological knowledge, which is this
idea that before colonization, because every area was so individualized
and specialized, every individual community had the best knowledge of
those areas and how to take care of them. So, rather than a blanket way
of taking care of a whole state, individual communities knew best. These
are things I am thinking about and are starting points for me, are ways in
which ancestral knowledge and taking care of the land has been affected
by the shift of colonization.

SA: The beaded pieces that I’m replicating from my grandfather will
be back there. That’s a really intimate moment. It is a detailed thing. It
pulls back to that tension of, if we talk about the dynamic of who goes
to galleries, it’s a certain person socioeconomically, and they’re not used
to not having access to space also. There’s something interesting about
saying, “You can’t see this intimate moment.”
Everyone is so used to being able to see everyone’s intimate
moments with social media. There’s something about not being able to
access space that is important to me.

Installation view of Saif Azzuz’s tye’wolok’ (I set fire to it), 2021, photo by Chris Grunder, courtesy of
Anthony Meier Fine Arts.
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THE
SPIRIT of
TRAVEL
Frank Chou is the latest designer
to contribute to Louis Vuitton’s
Objets Nomades collection.
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Photo by Brad Dickson, courtesy of Louis Vuitton.
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By Sarah Young
Last December in Miami’s Design District, Louis Vuitton hosted a special
showcase of its ongoing Objets Nomades collection, inspired by the art
of travel. Furniture and objects designed by the Campana Brothers, RawEdges, Marcel Wanders, India Mahdavi, and others were presented in a
site-specific installation designed with fellow collaborator Patricia Urquiola.
Amid a dreamy desertscape were colorful poufs, lounge chairs, lanterns,
couches, and tables in rich materials—notably leather.
On the boutique’s terrace were the first outdoor pieces of the
collection, designed by Frank Chou. Created from complementary curves
that allow for peekaboo moments of nearly neon color in supple leather, the
Signature sofa and chair were inspired by Eastern and Western landscapes—
terraced fields of China’s Yunnan province and California’s Antelope Valley.
The Chinese designer, known for his sense of clean lines, color, and
balance, shared with Whitewall how the collaboration came together.
WHITEWALL: What was the starting point for your work with Louis Vuitton
Objets Nomades?
FRANK CHOU: I suppose it is because some of our designs attracted the
attention of Louis Vuitton one or two years before our collaboration. They
got to know us after placing pieces of furniture from our collections in
their stores. Then we received the collaboration proposal last year from
the Objets Nomades team, and we were certainly more than willing to join
the project.
WW: How did the spirit of travel and movement inspire these pieces?
FC: Travel in today’s modern era is different from a century or two centuries
ago. In fact, it has become a “spirit of adventure,” and it keeps on inspiring
people’s daily lives. Through our designs, we are trying to create adventurous,
creative, and elegant pieces which are able to reflect emotions and history, and
can resist the test of time.

WW: What role does travel play in your creative practice and process?
FC: I think people’s lives are a source of inspiration. When we travel, what we
encounter and experience is very precious. It becomes a part of our life, and
not just for creation or design purposes. Yet my designs come from my life,
and travel is a part of that life.
WW: Can you tell us about the shapes you created, especially the curves?
FC: From the side, the lines and curves reflect the flow of time like a winding
canyon, and from the back, we see the smooth curves, elegant and full of
tension.
WW: How were the pieces inspired by the terraced fields in China and desert
rock formations in the U.S.?
FC: From the terraced fields of Yunnan to the Antelope Valley, these beautiful
landscapes are somehow connected to our subconscious. They capture
nature’s beauty and are truly part of the earth. The forces of nature that shaped
and sculpted them are what attracted and inspired me most. I think it is this
logic and philosophy of nature that may be the real inspiration.

“

My designs come from
my life, and travel is a
part of that life

”

WW: Does landscape often serve as inspiration for you?
FC: Landscape is definitely one of the most important inspirations for human
beings. It is inevitable for us to be inspired by nature, which is not just limited
to landscape, but it doesn’t always serve as inspiration for me. It could be a
film, a piece of music, or a love story. Depending on the theme or idea, we can
be rather fluid with our inspiration.
WW: What was it like to work with Louis Vuitton’s artisans and leather
craftsmen?

Watercolor sketch of lanterns for Louis Vuitton’s “Objets Nomades” collection, courtesy of Zanellato/Bortotto.

Frank Chou for Louis Vuitton’s Objets Nomades, courtesy of Louis Vuitton.
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FC: In my opinion, no matter the concept, color, or materials, it all boils
down to one thing—the essence of the brand and the concept itself. When
choosing materials and working with the artisans from Louis Vuitton,
we found common ground in selecting the highest quality, and always
reflecting the spirit of Objets Nomades, which is unique, adventurous, and
challenging.
WW: How did you want the leather to engage with other materials chosen?
FC: We felt that leather could be regarded as a signature of the brand. Of
course, it is not the only signature, but while choosing the other materials,
we were searching for ones that captured the same spirit and were able to
engage or communicate with the leather.
WW: Had you previously worked with leather in your work? What are the
qualities of leather you enjoyed exploring?
FC: Yes. I believe that leather is one of the first materials that human beings
had access to. The relationship between people and leather is no less than
that with wood, earth, and stone. However, leather is also a relatively
difficult material to obtain compared to wood and stone. Leather has
closely accompanied people but also holds fine and expensive attributes.
So how we interpreted this material from its origins was our exploration
of leather.
WW: The pieces are created specifically for the outdoors—a first for the
Objets Nomades collection. Can you tell us about this choice, and what
design consideration you need to take into account when designing for the
outdoors?
FC: Throughout our process, we were more concentrated on the creative
and adventurous concept, not limiting ourselves to the functionality of
indoors or outdoors. But in bringing value to the concept, we found great
possibilities in realizing an outdoor piece.
WW: Is there an aspect of this project that you will bring back to your
studio?
FC: Yes, certainly a lot. The most important thing, I think, is the experience
of working with Louis Vuitton Objets Nomades, which, along with the
process of creation, might subconsciously inspire and guide our next
works.

Frank Chou for Louis Vuitton’s Objets Nomades, courtesy of Louis Vuitton.

“
”

When we
travel, what
we encounter
and
experience
is very
precious

Frank Chou portrait courtesy of Louis Vuitton.
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BVLGARI
DESIGNING ARTISANAL HANDBAGS
WITH HERITAGE FOR TODAY’S
CONTEMPORARY WORLD.
BY ELIZA JORDAN
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Just three miles from the Piazza del Duomo in Florence is Bvlgari’s handbag
atelier. Far enough from the thrum of the Italian jewelry brand’s headquarters
in Rome yet close enough to feel its pulse, the location was chosen due to its
proximity to the world’s top tanneries. Located in an old textile mill along
the Arno River, it hosts 100 artisans across four production zones to create
luxury accessories.
Last fall, Whitewall traveled there to see firsthand the inspiration
and inner workings that are behind Bvlgari’s handbags. Images and archival
sketches lined the hallways, detailing the brand’s signature snake motifs,
jewelry pieces, muses, and collaborators since its founding in 1884. Inside
the workshop, each station was stocked with materials of the highest quality
and outfitted in trusted tools, guiding the bag from sketch to global consumer.
Since the accessories workshop was established in 2008, Bvlgari
has created many handbags and accessories inspired by its iconic jewelry
collections. The first iteration of this was the creation of the yellow gold
Melon bag, featuring a cabochon sapphire button release, suede lining, and
an interior oval mirror. Today, the brand continues to pull inspiration from
its jewelry and Roman heritage, creating pieces that are reworked with new
hardware, gemstones, shapes, and colors. To hear how Bvlgari balances
its Roman roots with contemporary design for a global market, Whitewall
spoke with the brand’s CEO, Jean-Christophe Babin, and its director of
leather goods and accessories, Mireia Lopez Montoya.
WHITEWALL: Since joining Bvlgari nine years ago, what aspects of the brand
continue to inspire you?
JEAN-CHRISTOPHE BABIN: The history of the brand has always been
important. Bvlgari has determined a style that is today recognizable all over
the world. When I joined Bvlgari, I realized that its story should be shared
more, as well as its Roman roots—the DNA we often take for granted yet
determines the identity of the brand. La Dolce Vita; the movie stars who
wore Bvlgari jewels; the audacity of the visionary founder who decided
to open the Via Condotti boutique and make jewels with colored stones
in unexpected cuts; the Serpenti icon, a distinctive element of the brand,
which perfectly told how Bvlgari transformed itself through the ages and
was interpreted through creations. Today, we are even more proud to tell this
beautiful story.
WW: Has the pandemic impacted your idea of the brand and its standing in
the luxury market?
JCB: The pandemic has certainly changed the way of life, and, in some ways,
working on a daily basis, but it hasn’t changed the idea of the brand. Thanks
to its solid roots, its consistency, and its ability to keep up with the times,
Bvlgari has been able to react in an excellent way to an unexpected difficulty.
Moreover, fashion has always been the mirror of the times. Creativity and
beauty are the cure to start over, even after such difficult moments.
WW: How does living in Rome impact your view of Bvlgari?
JCB: I have always been passionate about the world of art. Living in Rome
is like discovering a treasure chest full of treasures, day after day. Rome is
unique in its architecture, in its monuments. You walk the streets of this city
and you never stop discovering new corners of history. Besides that, the way
of life is incredible—joyful, eccentric, creative. Bvlgari perfectly embodies
this mood and puts it in each of its creations—through the shapes of the
design and the colors of the gems. Everything starts from Rome.
WW: Mireia, how does working for a heritage brand impact your approach
to contemporary design?

MIREIA LOPEZ MONTOYA: It’s probably one of the most interesting aspects
of my work. Bvlgari is one of the greatest jewelers in the world, certainly
the greatest Italian jeweler. The brand’s DNA is strongly rooted in its origins
and in the city of Rome, which always remains its main source of inspiration.
The strength of the brand lies precisely in this—the ability to keep the past
as a starting point, but with a vision for the future. If we think of the iconic
snake emblem, important and present in the accessories collections with its
meaning of rebirth, we understand Bvlgari’s ability to continually reinterpret
itself.
WW: You are a Spanish woman with an educational background in the U.S.
and France, now working in Italy. Do you feel you approach accessories and
aesthetics with a global eye?
MLM: Absolutely. Everything we do starts from a strong curiosity that looks at
the world. I am always in contact with our international teams to understand
in real-time if what we are thinking centrally is also correct for them. We try
to have a starting idea that can be personalized and enhanced according to
the different cultures of very different countries. Today, we are in a digitalforward age, so in this sense, the approach is not the same for everyone. A
constant search must be made for contents that satisfy the needs of many
without ever losing the Bvlgari DNA and the uniqueness of a distinctive
design.
WW: Some handbags gain inspiration from details found in jewelry. Was this
the case for any pieces in the Spring/Summer 2022 collection, “AMOROMA”?

Courtesy of Bvlgari.

Courtesy of Bvlgari.

MLM: The collection highlights new shapes, such as the Serpenti Ellipse bag
and the Jewelry Box, which draws inspiration from a twenties silver jewelry
box, part of the Bvlgari “Heritage” collection, to reinterpret this iconic object
into an unexpected shape—as well as in the laser-cut Serpenti bag that draws
inspiration from a heritage watch. We also see the introduction of a new
motif, INFINITUM, which is a tribute to the monumental magnificence and
timeless beauty of Rome, adopting the legendary Bvlgari logo as a distinctive
element of design.
WW: Bvlgari regularly presents a guest handbag collaboration named
“Serpenti through the eyes of.” Where do these arise?
MLM: The collaborations arise from an idea closely linked to our iconic
sign, the Serpenti. We like giving upcoming designers with a vision the
opportunity to look at Serpenti with their own eyes, even if their aesthetic
is different from the brand’s—free to reinterpret it by giving a very personal
touch linked to their own design concept. Collaborations reflect a lot of other
important aspects of Bvlgari’s DNA, which is precisely to give opportunities
to new talents. Personally, it’s fun and fascinating to watch how our iconic
sign is reinterpreted, to talk to these emerging talents, and to discuss with the
world of fashion and creativity today.
WW: Where do you feel the future of luxury is?
MLM: Luxury is the maximum expression of the concept of beauty. It can
be the result of experience or the technical execution of a product. Today,
more than ever, luxury is in the history of the product; in the hands that make
it; in the materials; in the craftsmanship and creativity that make it unique.
Luxury is being able to tell this to the customers who choose it, making
them participate. Luxury today for Bvlgari means returning to the origins of
artisanal savoir-faire, of beauty and master craftsmanship, and continuing to
make our customers feel unique.
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WW: $NIKITA WORLD is one of those types of spaces you’re creating
now—a social token that provides access to a digital universe that features
multilevel chambers of content. What’s the concept behind this?
HC: It’s all about architecture, structure, and atmosphere. I’m so passionate
about many architectural concepts that I developed in architecture school,
and I genuinely think it’s great stuff. So, when I had the first conversations
with Hugo Renaudin, the founder of P00LS, the company I’m working with
on the social token, we instantly started to build.
Here, each cube in the world is a different level that defines tokengated accessibility. Each level is ruled by a certain level of tokens you must
own to access that space, featuring its own curated content. One space hosts
a masterclass with guests. There’s a curated NFT gallery with a private
room, an archive room, and a more public room with news and current work.
You could think that in order to go from level one to level five, you
just need to buy enough to get there. To me, that’s represented by a stair that
can go from top to bottom. But here, you need to cross the entire platform in
order to reach the stair on the other side. I’m reinstalling the idea of time and
patience into using the Internet. Here, if you have a coin, you need to wait. I
want to give value to things other than money, like loyalty. Money is not the
only currency in this world.
WW: Why did you want to create “Dear Nikita,” your 100-piece capsule
collection?
Hugo Comte at Galerie Hussenot, courtesy of Hugo Comte.

of images, and then narrowed it down again. We allowed ourselves to believe
the body of the image really meant something else, and then asked, “What
does that really mean? What is the inner sense of what we produced?” We
tried to really extract those narratives afterward and create new narratives
from what we had.
WW: Has time amid the pandemic changed the way you think about your
practice?

Eternal State, “Testament,” photo by Hugo Comte, courtesy of the artist.

HUGO COMTE
Building new narratives, worlds, and communities.
By Eliza Jordan
In February, the French photographer Hugo Comte collaborated with the stylist Ibrahim Kamara on the exhibition “Testament” at
Galerie Hussenot in Paris. It featured 15 monumental photographs that proposed new ideas about belief structures and mythologies.
Timed to the show’s opening, he released the proprietary digital token $NIKITA WORLD with P00LS, a handful of new NFTs on
the Foundation platform, and a physical clothing collection entitled “Dear Nikita.”
Comte’s multidimensional projects are the result of the past year amid the ongoing pandemic, desiring connection now
more than ever. After amassing a large online following from his photographs of names like Dua Lipa and Naomi Campbell and
brands like Prada and BVLGARI, he felt the need to break down barriers and let his audience in.
Whitewall spoke with Comte to learn why he’s ready to relinquish restraint and let creativity drive.
Whitewall: How did the exhibition “Testament” come to fruition?
HUGO COMTE: The origin of this project was for me to express who I am and go as deep into my consciousness as I could. This
happened with time. When I started to have the first flash of ideas, it was almost non-intentional. It was visceral, an urge. I
wouldn’t even say there was meaning in the beginning; it was more of a dream.
After, I sat down and asked what the vision was, questioning what the meaning and intention were. Then I gathered
references and began to build the body of work around it. It’s an idea about the question of mythology—believing in gods,
cultural symbols and icons, rituals and ceremonies, and eras—like Roman, Greek, Egyptian, African.
Right away, I thought about Ibrahim to collaborate with on this because he shares the same freedom in allowing
himself to create new mythology using codes, Western heroes, and icons to flip them and put Africanism on a pedestal, a mix
of beliefs coming together. Right away, he loved it. We created a narrative around the concept, narrowed it down, shot a bunch
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HC: Completely. It was a reconciliation moment, where I was not depending
on the pace of making money, taking commercial jobs, being on-demand
constantly. I could sit down and ask who I was as an artist and who I was as a
person, and embrace the responsibility of having credibility and visibility of
an audience. If I have visibility and credibility, it means I have an influence
on what people like, and I have a responsibility to give the right message.
My fashion photography used to be very much about the attitude,
the personality, the character. Here, it’s completely different. It’s questioning
culture, race, religion, politics. It’s another way to embrace sincerity in
who I am and what I want to produce. I don’t think without being out of
the commercial working pace I would have been able to do it as precise and
sincere as this.
I haven’t ever been someone who is just about a medium; I’m
more about a vision. And whatever is the easiest medium to make sense in
a precise time to express myself, then I’ll do it. When I started photography,
it just made sense. It was available and it was the right time. Now, I feel like
I can express myself with so many other things. I think the next step of this
show will be presented in different ways.

HC: “Dear Nikita” is like a letter I’m addressing to someone named Nikita—
my abstract, imaginary muse that I’ve been trying to portray in most of my
pictures. It’s an imaginary character with a complex, complicated character
that’s the fruit of my relationship with motherhood, sexuality, who I am as
a man, my feminine aspects. It’s like this huge question of gender, love,
intimacy, being a woman, being a man. Nikita is a genderless name, and
it’s about imagining what this person would wear. There are tributes to the
formalities of a suit done in a colorful, Pop way; a tribute to motherhood with
a piece featuring a Roman god, hanging from the neck.
This project is about who is going to wear the clothes, not just a
conceptual art project. That’s why I’ve priced it like this—60 bucks, 100
bucks. I wanted it to be accessible. “Dear Nikita” is like a space. When
you’re navigating a space, like a house or a museum, it was imagined by an
architect to make you feel and behave in a way that’s subconscious. With
clothing, it’s the same. It’s not super intellectual; it’s about freedom, Pop,
youth, freshness.

WW: Would that be digitally?
HC: I’m working on translating the image into 3-D files that would then be
generated into 3-D printing. That will be used to do casts, and then those
can be used to make pediment-style sculptures. I made 3-D renders on
Photoshop, which gives me data, so I can provide that to a 3-D printer and
get height and volume. To make this, it costs a lot of money, so I’m selling
this as an NFT.
WW: How are you approaching Web3?
HC: For me, there is a conflict in translating an idea in the real world. In
the imaginary world, there is no measurement, but in the real world, there
is. What’s interesting with expressing myself through Web3 is that I’m not
going from imaginary to real, I’m going from imaginary to virtual. I feel that
that bridge solves most of my problems. So I’m basically creating abstract
spaces that can’t be built in the real world and building a bridge between
architectural function and Internet utility.
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KF: Ashley puts my irreverence to shame! The collaboration was initially
scheduled to launch in spring 2020, but due to the pandemic, it was
postponed. This ended up being a silver lining as we added a collectible
series of one-of-a-kind furniture designs; the numbered pieces include
a suite of 12 dining chairs translating Longshore’s brilliant portraits of
iconic women into a Fulkian interpretation of The Last Supper. Obviously,
getting Ashley and I together is going to lead to something extraordinarily
over-the-top, which is why we called the show “The Prodigal Fun.”
WW: In 2018, when you restored that church, you turned it into a nonprofit
arts society, with additional locations in Provincetown, Massachusetts,
and Healdsburg, California. What programming will these spaces offer?
KF: I founded Saint Joseph’s Art Society as a way to celebrate arts and
culture in all forms in the San Francisco Bay Area and beyond. Since
its inception, the society has expanded the nonprofit Saint Joseph’s Arts
Foundation into a comprehensive 501(c)(3) cultural organization anchored
in three uniquely creative communities across the U.S.—San Francisco
and Healdsburg, California, as well as Provincetown, Massachusetts.
At all locations, Saint Joseph’s Arts Foundation presents live music
and curated exhibitions of art from all disciplines, innovative culinary
offerings, collaborations with local arts organizations, transportive
celebrations, and access to thought leaders and cultural producers who are
giving back to the world at large.
WW: Your design firm moves beyond projects, as it is the partial owner in
many restaurants that you design—like Tosca in San Francisco, Contessa
in Boston, Carbone in Miami, and Felix Roasting Co. in New York. How
does being personally invested in creating dining experiences impact their
designs?

Ken Fulk in Saint Joseph’s Art Society, photo by Brendan Mainini, courtesy of Ken Fulk.

KEN FULK: On almost every project, I envision a movie in my mind, a
mental reel of inspirational references coming from not only films of every
era and genre, but also literature, runway shows, music, television, and
advertising. All of these images and experiences come together to inform
the look and feel of the “movie” that we will be projecting.
WW: Your spaces are more than well-decorated spaces—they create
experiences. What do you credit for that happening?

The Provincetown Arts Society within the Mary Heaton Vorse house, photo by Stephen Kent Johnson,
courtesy of Ken Fulk.

A large-scale painting by Ashley Longshore from her series “Monette” included in a solo show entitled “The
Prodigal Fun” at Saint Joseph’s Arts Society, photo by Douglas Friedman, courtesy of Ken Fulk.

KEN FULK

KF: We believe in creating visually stunning spaces, something to enhance
the beauty in our clients’ lives. This sort of work just naturally bleeds into
wanting to create a whole experience. Designing events and curating a
lifestyle—from custom stationery and signature scent to a wardrobe
or a wedding, we want to impart our magic on all the touchpoints of a
remarkable life.

KF: Having ownership in our projects is a natural extension of our holistic
role as creative directors of several hotels, clubs, and restaurants of our
design. Serving as a co-proprietor adds another layer of trust and longterm partnership. As always, we are invested in bringing the very best
hospitality experiences to not only our clients but also to our guests.
Of course, for all our projects we’re committed to creating memorable
experiences, and we’re lucky that regardless of ownership, there is a lot of
collaboration that goes into each space.
WW: How would you describe your iconic design aesthetic? What makes a
“Ken Fulk” space a Ken Fulk space?
KF: Our firm has become known for bringing an unexpected dose of magic
to every project. We dream big and find the playfulness in bringing old and
new, high and low, pedigreed and irreverent together for experiences and
spaces that will intrigue and endure for years to come.

WW: Your projects mix found and commissioned objects for a sense of old
and new. How do you typically source items?

Enhancing the beauty in life through design.
By Eliza Jordan
For over 30 years, the American designer Ken Fulk has cultivated a recognizable aesthetic with his unforgettable, layered interiors.
His distinctive spaces are filled with rich colors, patterns, new and vintage furniture, and a sense of theatrical adventure specific
to the location. Homes, hotels, and restaurants are imbued with Fulk’s magic, as are unassuming spaces like plane interiors and
churches. With a trained eye for fun and flavor, his energized designs evoke emotion and excitement.
In 2018, when Fulk’s firm restored a National Historic Landmark church in San Francisco, he concurrently founded the
Saint Joseph’s Arts Foundation, a nonprofit dedicated to supporting artists. It was there last fall that he revealed a limited-edition
series of 20 furniture pieces created in collaboration with the contemporary artist Ashley Longshore and a collection of light objects
with Urban Electric. Other recent projects included launching “The Surreal World” collection of fabrics, wall coverings, and rugs
with Pierre Frey, as well as designing the new Felix Roasting Co. in Aspen and The Goodtime Hotel in Miami.
Ultimately, a Fulk-designed interior is a reflection of how the designer soaks in the world, finding inspiration from film,
literature, fashion, music, and even advertising. Many of his projects are also quite personal, as he’s an investor in several of his
spaces, including the restaurants Tosca in San Francisco, Carbone in Miami, and Felix Roasting Co. in New York, hence its recent
expansion.
Ahead of debuting a new collaboration with The Rug Company this year, Fulk shared with Whitewall how he approaches
design.
WHITEWALL: When designing an interior space, where do you typically start?
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KF: We have a wonderful team of designers who source from every corner of
the world. A lot of our designs will be centered around a beloved historical
element of a house or a piece that we think encapsulates the feeling. Take
the newly opened Felix in Aspen, in the historic Hotel Jerome. The tin
ceiling was original, and that informed our palette of white oak floors,
brass inlay, high-gloss casework, and patinated copper. At the same time,
we developed our own unique wall covering and fabric collection, all
inspired by the arabica flower, also known as the coffee bean, in those
same hues. Sourcing for us will always be a mix of new and old.
WW: What’s your personal relationship with art and design like? What key
pieces or works are seen in your San Francisco home?
KF: My home, and especially our studio and workspaces, have become
something of a proving ground for our custom projects, like an incubator.
We recently overhauled our San Francisco studio, affectionately called
“The Magic Factory,” in our fabric and wallpaper collaboration with Pierre
Frey, and it brings a new perspective.
WW: You recently collaborated with Ashley Longshore on limited-edition
furniture pieces and revealed them through a small show at your restored
Saint Joseph’s church in San Francisco. How did collaborating with an
artist like Longshore impact its end result?

Lighting sculptures by Nacho Carbonell from a Carpenters Workshop Gallery exhibit at Saint
Joseph’s Arts Society, photo by Douglas Friedman, courtesy of Ken Fulk.
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Installation view of “In My Heart” at Rockefeller Center, photo by Olympia Shannon, courtesy of the
artist and Art Production Fund.

and not painting shadows.
As artists, we’re supposed to represent the world, but we weren’t
supposed to be realistic because they didn’t want artists to compete with God.
It was a journey to learn about something I knew so little about, which was
such an important part of my culture but had been lost over time. It was like
finding a secret.
WW: Do you still make your own materials?
HS: I still make my own paints, but I usually don’t make my own paper. We
have one miniature paper maker from when I was in school, and I connected
him with my art store in Brooklyn. I have surfaces I’ve made, he’s made, and
some that I use for larger works.
I make the gouache in these very small shells, using a pure white
base, gum Arabic, and pigments of watercolor. There’s no formula, and
sometimes there’s an overlap between some colors, but colors are usually
made fresh for each painting.
WW: You mentioned tea being an important aspect of your life and work.
What significance does it hold today?

Portrait by Meiying Thai.

HIBA SCHAHBAZ
Claiming a personal and collective femininity through painting.
By Eliza Jordan
The Brooklyn-based Pakistani artist Hiba Schahbaz attended art school in Lahore, Pakistan, where she discovered IndoPersian miniature paintings made with tea. For centuries, the traditional style has been passed down directly from master to
apprentice, only becoming available in an educational setting in the 1980s before the last master painter passed away. It was
then that there was a resurgence of miniature painting in Pakistan, of which Schahbaz was a part.
Over the years, her works have evolved to include contemporary adjustments in material, subject, and size. A few
years ago, while bedridden after suffering a personal injury, she began to create large works for the first time while lying
down, unafraid to experiment. She also explored oil painting after feeling like her subject matter was too heavy for watercolors
and paper. And in 2018 after the U.S. political landscape rid her of joy, she began including cutouts in the shapes of trees,
butterflies, and flowers to fill that void of happiness with beauty.
While much about her painting has changed for Schahbaz since her school days, not everything has. She still
meditates every morning. She drinks tea and paints with it each day. She highlights the femininity of the women around her
to show gratitude, resilience, and love. Whitewall spoke with the artist—whose work will be on view this summer at Jeffrey
Deitch in New York in the group show “Wonder Women”—about creating from the heart.
WHITEWALL: What about Indo-Persian miniature painting has kept your attention for so long?
HIBA SCHAHBAZ: There’s so much ritual to making a painting. We make our own paper, paints, and brushes. If you’re a meditative
person, there is so much beauty, ritual, and history, and it pulls you in. The paintings are small, usually about seven inches, but they
have whole worlds in them with so much information. It’s also very rooted in Islamic art history, so you have all of the signifiers of
Islamic art, which are arabesque, geometry, and figuration. It was fascinating learning all these rules—like flattening out perspectives
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Installation view of “In My Heart” at Rockefeller Center, photo by Olympia Shannon, courtesy of the
artist and Art Production Fund.

As women, I feel like we’ve all gotten a fair amount of grief for
who we are or what we do, what we look like or what we wear, what we say
or what we write, what we paint or what we cook. Opinions are endless. I
come from a place that is a bit more traditional, and part of the journey of
accepting myself and painting what I want to paint has been intertwined. It
has all moved together.
Coming from an Eastern society, the feminine part of being a
woman is very openly accepted. Coming to a Western society, I always felt
like I was getting a lot of criticism. It was strange to people that I wore dresses
every day and that my personality is a few tones gentler. I didn’t understand
why it was okay for other people to tell me what balance of masculine and
feminine I should be, or what I should sound like. I was told once by an art
dealer who was doing a studio visit that wearing dresses was totally uncool.
When he left, he said, “You’re not going to start crying now, are you?”
I think femininity can be defined in so many ways other than what
you’re wearing. It’s your essence as a person, and we should all have the space
to express it. So I grounded into it even more, and femininity became even
more important. I felt like I needed to claim that space. No one else has the
right to take that from me.

HS: Tea is so important in Pakistani culture. We wake up and drink tea, drink
tea in the afternoons, we go out and they serve us tea. At the studio back in the
day, we’d sit on white sheets on the floor, and we’d have tea we were drinking
and tea we were painting with. Everyone had a teacup. When I moved here
and the work expanded, I naturally gravitated to making a lot of tea to paint
with, as opposed to even trying to make a skin tone. I don’t even know why I
did that, to be honest, but it stuck.
WW: How did your work evolve from miniature paintings to large-scale
works?
HS: It happened so slow and so fast, as in I could see large paintings in my
mind for a long time, but I couldn’t paint them because I felt responsible to
carry on a tradition. It was ingrained in us to do everything in a specific
way, but I could see the paintings in my mind, and one day they just became
larger.
I usually don’t tell people this part of my story, but I had suffered
an injury and I was in bed rest for a while. I couldn’t leave the house. I made
my first huge three-figure painting there on my bed. It was three connecting
panels and three women. I also couldn’t stand and paint for a long time. So
I got small sheets to put together to make large paintings, which is why the
works are all pieced together.
WW: Your story and stories of other women are important to your work. Why?
HS: On a normal day, I need lots of women in my life. I’m in constant
communication with so many, aside from my family and friends. It amazes
me how women are connected to each other. We tend to have the same stories,
but in a different form. Over time, the female presence in my life became so
strong that, while painting, I often considered my life and my narrative. Now
when I paint, I think more of the collective. It’s always present. It’s natural for
it to seep into my work.
		

Installation view of “In My Heart” at Rockefeller Center, photo by Olympia Shannon, courtesy of the
artist and Art Production Fund.
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way to monetize it? So NFTs in my mind have been the first scalable
solution for that. A lot of digital artists who’ve been making really
incredible, culturally significant work are finally able to make a living.
FWB is a really important component in the crypto ecosystem
because they are not trying to push one particular platform or one
particular ethos; it’s a meeting space for all types of people to come
together around this shared idea of friendship. I joined a little over a year
ago, and spending time in FWB gave me a much broader perspective on
crypto—from a technical perspective, from a social perspective, from an
artistic perspective.
WW: What does the role of a curator look like at FWB?
CA: I’m not sure the masses are appreciating this as a larger new medium
and application that hasn’t really existed before. I feel like that’s being lost
in the discussion of “Bored Apes.” There’s something else that’s brewing
here that’s really fascinating. I think 2021 was people figuring out what’s
going on, and 2022 will be a lot of slowing down, digesting, and more
critical thinking about how we’re approaching this.
One of the exciting prospects is to show people who are not part
of FWB what we’re all about through curation. There’s a lot to be said
about cutting through the noise right now. We have the opportunity to
control the narrative.
Liz Meyer for FWB.Art Miami Basel, photo by Glen Jamn.

Portrait of Chuck Anderson courtesy of the artist.

Portrait of Lindsay Howard by Ben Rosser.

CHUCK ANDERSON &
LINDSAY HOWARD
Bringing a much-needed curatorial approach to NFTs at Friends With Benefits.
By Katy Donoghue
Over the past year, the art and broader cultural worlds have woken up to the possibilities of NFTs, cryptocurrency, and the blockchain.
With explosive art sales on various digital native platforms as well as traditional brick-and-mortar auction houses, artists, collectors, and
dealers have drifted into Web3 looking to mine its potential—for both expression and value.
NFTs offer an agency to artists and creators that didn’t exist prior to the blockchain. Smart contracts allow for compensation and
credit, offering artists a percentage of sales in perpetuity if desired. Artists who have been generating digital art for years have finally been
able to make an actual living through their work. Web3 has opened up new avenues for making and cross-collaborating, while maintaining
a commitment to transparency and a culture of sharing.
But while Web3 touts a gatekeeper-free, decentralized utopia, for many trying to explore the space, barriers to entry still exist,
and it’s not always clear where to begin. Sites like SuperRare and OpenSea can feel endless, a space where digital, generative, and
conceptual art intermingle with illustrations or collectibles. So recently the decentralized autonomous organization (DAO) Friends With
Benefits (FWB) has decided to provide its members and the greater public the resource of curating this brave new world of NFT art.
FWB is a social community, founded by Trevor McFedries in September 2020 based on Discord that uses a social token, $FWB,
to create shared incentives and experiences between its members. FWB connects online and in the real world, via community town halls,
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Discord channels, native content, and in-person events around the world.
Aside from access, its token allows members to collectively own and
govern FWB, invested in its success and direction. “We’ve all moved from
Facebook to Instagram to Twitter and have seen the negative side effects
of a late-stage capitalistic driven company where we are the products
without any say,” said Alex Zhang, the Mayor of FWB, early this year.
“Populating content should be valued. If you’re spending time sharing
imagery, graphics, ideas, thoughts, some form of compensation to those
people feels important, as opposed to the current advertising model.”
That model can also be applied to creatives like artists, graphic
designers, musicians, and other cultural makers—like curators. FWB
has brought on Lindsay Howard and Chuck Anderson as curators in its
community, aiming to bring direction, vision, storytelling, and taste
to the NFT art space. In working on projects like the “Tomb Series”
collection with member David Rudnick this February or offering members
collaboration and early access to Eric Hu’s “Monarchs” drop last October,
Howard and Anderson will also be credited and compensated on-chain
for their work—setting a precedent totally unheard of in the art world.
And one that can be used as a model in the future for creatives. “We are
piloting what we’re calling ‘on-chain curatorial splits,’ creating economies
for curators,” explained Zhang. “If a curator brings in a project, we believe
they should participate on the ownership level of the smart contract of the
NFT, empowering both artists and curators who play a really important
role in the ecosystem.”
Whitewall spoke with Howard, who joined FWB from Foundation
and has been curating digital art for over a decade, as well as Anderson, an
artist creating digitally in his own practice and collaboratively his entire
career, about what it means to curate art for a Web3 audience.
Whitewall: How did each of you come to find FWB initially?
CHUCK ANDERSON: I had a friend who was one of the first members
of FWB who followed my work and reached out. He was like, “Hey,
you’ve been posting about NFT stuff. We’ve got this fun community on
Discord—I think you might like it.” I ended up joining, buying tokens.
The NFT channel in FWB has become home for many of us who use the
platform. When I open it, that’s where I go.
LINDSAY HOWARD: I have been an independent curator specializing in
digital art for about 12 years. I’ve worked with galleries and auction houses
and have been obsessed with this idea of how do you fairly compensate
digital artists who are sharing their work online but have never really had a

LH: Stepping into this role on the curatorial team with FWB is much more
social and fun. The research process, the exhibition, promotion, all aspects
of exhibition-making are different because they are in collaboration with
other people. It brings a whole other richness to the projects that comes
through because it’s not just one person’s perspective; it really is the
perspective of a group of people, a collective.
CA: There’s a chance to reflect the whole community, underpinning all the
efforts, and a lot of people have skin in the game. There’s going to be a
lot of people who want to see these projects succeed and therefore will be
willing to learn about a new artist or about a project they might not have
paid attention to otherwise.
WW: What kinds of projects are you interested in working on, and where
will they live?
LH: I’m working with the artist David Rudnick. He has discs that he has
drawn entirely in photoshop by hand, and the idea is that they are these
retired technologies that are absolutely beautiful. They contain something
inside of them. He calls them “Tombs.” He’s bringing these “Tombs” and
spreading them across different blockchains, different NFT marketplaces,
different collectives, and projects across the space. He’s really trying
to disrupt this idea that you’re represented by a gallery and you bring a
piece to present it there. It’s trying to expose the interconnectedness or
decentralization of what could happen if we lost those kinds of constructs
and thought about how all these different elements could be leveraged
aesthetically and conceptually.
As an independent curator, I always described my practice as
being a translator, understanding the artist and where they are coming
from and then the audience, and helping the artist articulate that for broader
understanding. It’s not so one-to-one in the FWB context. It’s much more
experimental and trying to really craft an exhibition and presentation that’s
going to be a natural extension for what the artist is going to try to do.
CA: The big opportunity we have now is to build tools and platforms for
ourselves to launch projects. FWB is completely platform agnostic. As
curators, it’s about finding the right context to let the work speak its best.
There’s so much to learn every day, and people are doing the wildest,
weirdest thing because there is no precedent. People are coming up with
projects, and it’s literally not been done before because the medium or
audience wasn’t there before.
We feel there’s merit in taking your time. What I bring to the table
is being a mindful ambassador and thoughtful of what artists might need,
how they’ll think, what kind of time they might need.

WHITEWALL 71

FOCUS

DC: It was definitely a little weird because I kept changing things about
myself in the paintings. But once I put myself aside, I approach the “me”
in the paintings as another subject, a familiar one, but certainly nothing to
overstate. Those works are still very much about studying color, surface,
and light. I have to figure out how to make those paintings function
effectively and formally too.
WW: You’ve said of previous self-portraits that you’re interested in
exploring double consciousness in the studio, how artists approach the
work. In working on self-portraits, what did you learn about your approach
to painting?

Dominic Chambers, Shadow Work (On Letting Go), 2021, oil on linen, 66 x 56 inches, courtesy of the artist
and Lehmann Maupin, New York, Hong Kong, Seoul, and London.

WW: How did you become interested in the psychology term “shadow
work”?
Portrait by Steve Benisty

DOMINIC CHAMBERS
Tackling shadow work and studio ghosts.
By Katy Donoghue
Photo by Steve Benisty
In February, Lehmann Maupin in New York held a solo presentation of new work by Dominic Chambers, who recently joined the
gallery. Entitled “Soft Shadows,” the paintings engage themes of psychology, memory, personal history, and more. The New Haven–
based artist is known for his adept use of color and knowledge of color theory. His palette as of late is more subdued, darker in tone, and
hazier in gray and gold. In these new paintings there’s a figure splayed out across a pile of books, immersed in a text; an empty park at
dusk with a house on the horizon; a stairway to nowhere populated by less and less visible, almost ghostly figures.
The works speak to Chambers’s emotional response to our current moment, while offering a gesture of protection. He is
an avid reader, and his research and study directly inspire his process and painting, like the writings of Susan Cain, W.E.B. Du Bois,
and Carl Jung. Exploring the intersection between the Black experience and surrealism, the artist continues to question our troubled
relationship with rest, and those who’ve been historically depicted in repose.
WHITEWALL: Can you tell us about your “Shadow Work” series, some of which was recently presented at Lehmann Maupin in New
York?
DOMINIC CHAMBERS: The “Shadow Work” paintings are a series of self-portraits that began as meditations. They represent changes I
felt within myself in response to the pandemic, familial loss, and our complicated and messy political climate. The gesture of the hand
over the shoulder can be interpreted as a comforting gesture. However, I hope that the gesture is also reminiscent of the laying of the
hands that members of a church congregation would perform to invoke spiritual protection. My nails are also painted a specific shade
of blue called haint blue, a color that Southern Blacks would paint the color of their window shutters, ceilings, rooftops, and sometimes
their entire home to ward off evil spirits. That was the sort of protection I felt that we all needed.
I have also been looking a lot at Johannes Vermeer. Shadow Work #2, for example, makes reference to Vermeer’s Girl with a
Pearl Earring. The positioning of the body, the flat black background, and the heightened luminosity of the earring are all intended to
point to Vermeer’s work. Girl with a Pearl Earring appeals to me not only because of its formal execution but also because of what it
represents in a larger historical context. I love that a painting can be emblematic of a change in time.
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DC: I became interested in shadow work last winter, actually. I was reading
Quiet: The Power of Introverts in a World That Can’t Stop Talking by Susan
Cain, and she mentions Carl Jung, the Swiss psychiatrist who is responsible
for developing analytical psychology. While reading up on some of Jung’s
work, I learned that he’s also responsible for popularizing the idea of the
shadow self. Jung theorized that encountering the shadow self is the first
step to becoming whole and that the shadow self contains the aspects of
our identity that we reject or suppress. That is what shadow work is: the
interrogation or examination of our seemingly less-than-desirable selves.
In a way, the process is one of becoming a more coherent self. But to do
that, we have to reconcile our own personal histories, which is why therapy
is so important. I feel like America could benefit from doing shadow work.
WW: How does the theme you are exploring in a piece inform the color
choice?
DC: I’m interested in color in and of itself. The ideas or concerns that I may
have before starting a painting don’t always influence the colors I’ll use;
in fact, it is often the other way around. For example, I’ll start a painting
thinking about the color yellow, which is a notoriously difficult color to
use because of its thin opacity when applied. What follows is a series of
questions about which combinations of hues will be the most effective for
building my image.
Also, the way I use color in different series of works varies. For
instance, in the wash paintings, I make my images with the understanding
that most of what I am working on will likely be lost. Once I have poured
and brushed paint over the initial image, I have a new ground, so to speak.
The wash then becomes like a body. It becomes the exterior, and I have to
ask myself: “What are the characteristics of that exterior? Is it heavy? Is it
luminous? Is it textured and varied? How does light interact with this new
surface that I made for myself?” It’s those kinds of questions that have an
impact on my palette when producing the wash paintings. Every painting
has a different set of needs, and those needs provoke questions that keep
the process exciting.
WW: Your show “Progress of the Soul” was previously on view at Luce
Gallery. Can you tell us about what it was like to focus on self-portraits
for those works?

DC: For me, the framework of double consciousness extends into the
studio as a reminder to remain true to one’s own voice. It’s not entirely
dissimilar from what Philip Guston describes as the studio ghosts: the
lingering presence of past experiences, current circumstances, and future
desires that occupy and enshroud the artist’s consciousness while in the
studio space. From these portraits, I’ve learned that while I am constantly
changing and evolving as a painter, my approach to painting has been
pretty consistent, and I am happy to say so. As a painter, I approach my
practice optimistically. I’m optimistic that I’ll always learn something.
WW: Bodies at rest or daydreaming have also been a major focus for you.
What interests you in capturing this state of rest and contemplation?
DC: One of the things I have been most invested in is a depiction of Black
people in states of repose because there is no lens in which to view the
Black body as a body capable of rest. That isn’t the established relationship
we have with Black people. From the moment enslaved Africans arrived
in the colonies in 1619, the context within which Black people have been
understood has been that of labor. Historically, if not used as tools for
slave labor, Black people have used their bodies to labor for liberation
and equality. Historically, Black people aren’t represented as thinkers in
paintings. There aren’t depictions of Black people who read. As a lover of
books, history, and ideas, I feel a responsibility to represent my community
as such.
Honestly, though, I think our relationship to rest is compromised
collectively. We live in a society in which our self-worth is completely
relational to our societal contributions. Capitalism requires us to sacrifice
our mental, spiritual, and physical well-being in order to be seen as valuable
human beings. Our history, this maniacal relationship between labor and
bodies, has damaged our ability to imagine what rest looks like. This is
why images of Black people in moments of contemplation are essential so
that we can begin to heal that damage.
WW: How do you hope the viewer considers these works and their own
relationship to stillness?
DC: I suppose I hope that my work reminds people to appreciate quieter
moments. You know, a weird hope of mine is that in front of the work, a
viewer will remain still because that’s what the subject in the painting is
doing. Like for a moment you’re doing nothing together.
WW: Is that something you also allow for yourself?
DC: To be honest, not entirely. It feels like I’ve been crazy busy these last
couple of years. Also, I’m a studio rat. I love to work. However, I do plan
on taking some time to myself soon. There are so many things that I want
to catch up on, and people I want to catch up with.
There’s always something brewing. But for the time being, I’m
looking forward to painting. Resting. And painting some more.
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Dominic Chambers, Self-Summoning (shadow work), 2022, oil on linen, 84 x 72 inches, courtesy the artist and Lehmann Maupin, New York, Hong Kong, Seoul, and London.

Dominic Chambers, Untitled (Study for Shadow Work), 2021, oil on linen, 40 x 35 inches, courtesy the artist and Lehmann Maupin, New York, Hong Kong, Seoul, and London.
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Relishing the transportive power of art.
BY KATY DONOGHUE
PHOTOGRAPHS BY STEVE BENISTY
Nicolas Party in his studio, photo by Steve Benisty.
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The paintings, pastels, and sculptures of Nicolas Party are a celebration
of color and art history. Created in a style and language recognizably
his own, they are in clear dialogue with figures and movements of the
past—from landscapes to portraits, and from Sottobosco to symbolism.
His monumental 3-D works reference classic Greek and Roman sculpture
and even bring to mind the mysterious Easter Island heads. Rendered in
rich hues, they challenge conceptions around tastes and trends—past and
present.
Over a year ago, Party was invited by the director of the
Montreal Museum of Fine Arts, Stéphane Aquin, to create an exhibition
that combines his own work with selections personally curated from the
collection. Culling from books and catalogues of shows and collections,
Party found himself overwhelmingly drawn to paintings that looked at
nature and our relationship with it. Masterpieces by Gustave Courbet,
Ferdinand Hodler, Henri Fantin-Latour, Nicolas Poussin, Otto Dix,
Lawren S. Harris, and others hang alongside over 100 works (including
a few new landscapes in pastel) and a series of large-scale, site-specific
murals.
Whitewall spoke with Party as he was working on one such
mural on a visit to Montreal (the Swiss artist is currently based in New
York). He shared the discovery he made, over and over, seeing historical
works anew, amid current crises like climate change and forest fires. The
exhibition “L’heure mauve,” on view through October 16, is one that
encourages curiosity, taking visitors on an immersive journey of sight
and sound, thanks to a collaboration with artist Pierre Lapointe.
Whitewall: How did you arrive at the title work, Ozias Leduc’s L’heure
mauve (1921)?
NICOLAS PARTY: I didn’t know the artist Ozias Leduc, so when I
discovered his work, I was very drawn to it. I chose three paintings of his
for the show, and one of the paintings, L’heure mauve, I thought would
be a good title.
The figure of Leduc in the show is very important because he is
a Quebec artist. In Canada, what comes to mind is the Group of Seven—
Lawren Harris, Frank Johnston, those kinds of landscape artists. Leduc
was a North American symbolist, which is not that common here. And
because I’d been living in Belgium for a couple of years and got really
interested in Belgian symbolism, especially an artist like Léon Spilliaert,
I felt it was a great artist to highlight in the show.
I did a cloud pastel in mauve and purple-gray that works very
well with the title. When I spoke with Bénédicte Ramade, who is writing
a catalogue essay, she made a connection between the idea of L’heure
mauve and those clouds with the purple and red sky we’re experiencing
with big forest fires. Suddenly the pastel I did of those clouds—they
weren’t conceived like that, but they could be seen from that angle.
WW: What was it like to dive into the collection, putting on a curator hat?
How did it impact the selection of your own works?
NP: All the work that is chosen is very historically grounded. The show is
very focused on nature and our relationship with the environment. There
is a majority of loans of my own works, a group of sculptures I made for
the show, and a group of maybe 10 or 13 new pastels. Some of them are
directly in reaction to the historical paintings.
The most recent pastel I did is a very recognizable forest fire
painting. It looks quite different from my other works. It was clearly
influenced through my journey of talking with Bénédicte and my
involvement with the collection—our new present way of conceding the
relationship of nature and crisis and anxiety. How do we see those works
now in the current climate? That’s one of the angles of the show.
WW: These landscapes of the past take on a new meaning in our present
day.
NP: Exactly. For example, Ferdinand Hodler, a famous Swiss artist, has a
painting, The Woodcutter [1910]. It was designed to be on a Swiss franc
bill at some point. It’s a fantastic painting of a woodcutter with a big
ax cutting a tree. When it was conceived, in the early 20th century, it
was to show that we finally have control over the environment. It was a
celebration of technology, cities, of not being scared of nature and forests
and mountains.

A maquette of Nicolas Party’s exhibition, photo by Steve Benisty.

Of course, now—and especially in Canada where deforestation
is a very hot topic—you see this painting completely differently. It’s very
aggressive. This woodcutter is no longer a hero. I found it fascinating.
The work has the same power; it’s just saying something very different.
That’s what I love in art, that it travels through time. With
enough open doors, the work can be relevant almost forever. That’s
unique in terms of manmade objects. Anything technological eventually
becomes useless. Art is completely different. Good artwork is relevant
forever. From the first drawings on the cave, people can look and have a
very strong experience. They were conceived in a very different way than
how we see them now.
WW: But we can still connect.
NP: Exactly. They are a little bit like a time travel tool, artworks. You can
use them like the DeLorean in Back to the Future [laughs].
WW: As you said, so much of this show is focused on our relationship
with nature. Was that intentional at the onset?
NP: No. In the beginning, I literally took all the books that I had from
the collection and just picked pieces that intuitively spoke to me without
any premeditated ideas. But very quickly there were some highlights of
landscapes.
I came here a few years ago, and I discovered Lawren Harris
from the Group of Seven. There’s a painting called Log Cabin [c. 1925],
with trees and a log cabin in the back. I’ve been extremely influenced by
those Lawren Harris trees.
The identity of the U.S. was built on the idea of the landscape
and conquering that landscape. And in Canada, it’s a bit similar, and also
in Switzerland. The landscape is the subject in art, and the invention
of the cultural identity is through the landscape and dominating the
territory. It’s a complex history, obviously. For example, claiming your
own territory in Canada or the U.S. is against the British Empire. And
that comes with completely erasing the previous population from that
landscape.
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Nicolas Party, Portrait with Lawyer, 2021, collection of the artist, © Nicolas Party, photo by Adam Reich.
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A GOOD
ARTWORK IS
RELEVANT
FOREVER
Installation view of “Nicolas Party: L’heure mauve” (2022) at Montreal Museum of Fine Arts, © Nicolas Party, photo MMFA, Jean-François Brière.

It’s difficult to remember that, for a long time, nature was hostile
and dangerous. Going through a forest was not great; it was not a lovely
hike. It’s the same in Switzerland with the mountains. Going to the Alps
was very dangerous. Now you can go basically in your flip-flops to the
top of the Matterhorn [laughs].
When I spoke with Bénédicte—she’s an eco-art historian—she
talks about art history with an ecological angle that is very clear and
grounded. For example, we have an amazing Jacques Linard still life of
seashells and coral. At that time, it was like, “Look how great all this
stuff is and we can take it as decoration,” and “The resources are endless,
just go in the water and pick it up.” And now you see it, and half of
those things don’t exist anymore. You see the painting in a completely
different way. It’s almost become an archive of what was there. Looking
at paintings of an animal or tree or landscape, it becomes a legacy of the
past and how we see it now.
WW: How would you describe the new work you made for the show?
NP: All the pastels I did are landscapes. At the end, I made a big group of
sculptures that are three of the shapes that I’ve been using in my sculpture
work over the last few years, these heads and torsos. The sculptures form a
group and are displayed in a very symmetrical manner that recalls a way of
displaying classic Greek or Roman sculpture. It’s very symmetrical, with
some repetitions.
All the shapes I’ve shown before, but they have insects or frogs on
them that recall the Sottobosco room. The Sottobosco room is where you
start the show, and the last room with the sculptures is painted in the same
green. They communicate with each other as the painting depicts the forest
floor, the undergrowth, where there is no light and you find mushrooms,
salamanders, frogs, snakes, stuff like that.

The first room has one of my paintings that has a snake, and
there is also a Nicolas Poussin painting, Landscape with a Man Pursued
by a Snake [1637-1639]. There are two Otto Marseus van Schriecks,
also with a snake. The idea of the first room is to have a little echo
in Western history, Western culture. One of the first chapters of our
storytelling, in the Bible, starts with our separation from nature and the
promise that we will be doomed to be human and separated from the
Garden of Eden. It created the first idea of a pristine landscape that is
untouched by humans.
There’s a conflict between our perception of ourselves and
nature. We’re constantly thinking we’re not part of it. We believe we’re
smarter than animals, more powerful, we feel very different and out of
place. And it’s obviously a topic of the present.
WW: Do you see the sculptures as the connection between the human
and the landscape?
NP: No, I see them more as a relic. They are very directly referencing
antique sculptures that you would see in museums.
It’s not really relevant to this show, but I’m interested in
polychrome sculpture history. In the Renaissance, people started
to reevaluate taste, how we should sculpt and paint the Greeks, the
Romans. They chose to not paint them in color.
WW: But originally they were painted in color?
NP: Exactly. They deliberately chose to make them white. It’s the
beginning of the rise of the idea of white as the non-color, of white
marble as the only pure material. The idea of color is fought against so
there’s a little bit of that in the process of the sculptures.
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Nicolas Party, Sunset, 2021, Long Museum, Shanghai, © Nicolas Party, photo by Adam Reich.

WW: It is relevant in that color is so prominent in your work, and the
way it’s viewed—often against a richly painted wall or mural. Currently,
you’re in Montreal, working on an in situ mural. What are you creating
there, and how is it influenced by the museum’s architecture?
NP: Every show is different. This one is very big in terms of square
meters and the number of rooms. It’s a very monumental space. It’s a
classic building with columns. We only created two walls because the
rooms are really perfect and have a lot of architectural details.
We painted all the walls in color, which I guess still feels unusual
for some people. It’s funny because, in contemporary art, people think
it’s almost a statement, but in most of the shows that are classic, never
would you show on a white wall. It’s, of course, a choice, but the main
thing is, white walls are terrible for showing anything. It’s the same with

the sculptures in white, this idea that white is neutral. If you take a photo
in front of the sun, it rejects most of the light. If you put a painting on
white, it’s similar. It brings too much light in and it eats the painting. Of
course, you can show work on white, but most of the time it doesn’t work.
One of the parts of the show is choosing the color of each room.
There’s repetition—two red rooms and two green rooms, and then there
are five different murals. One of them is when you get up the big stairs,
a bit like The Met, there’s this big wall there. I’m making a mural of
that cloudy, smokey, purple, mauve twilight. Then there are three other
murals—one of them is tree trunks, one is a cave, and the last one is big
purple peaches. There’s a fantastic Otto Dix painting that will be on top
of the cave.
It’s unbelievable to have this masterpiece painting on top of a
mural. That, for me, is the most exciting and fun part.
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Nicolas Party, Creases, 2021, collection of Ellen Kong Yee Ching, © Nicolas Party, photo by Adam Reich.

Nicolas Party’s studio, photo by Steve Benisty.

Nicolas Party, Still Life, 2017, Museo d’arte della Svizzera italiana, Lugano, long-term loan from Associazione ProMuseo, © Nicolas Party, photo by Isabelle Arthuis.
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Jennifer Guidi, Our Voices Vibrate Across the Turquoise Sky (Painted Universe Mandala, SF #8E Turquoise - Natural Sand, Blue, Black, Green Ground), 2021, sand, acrylic, and oil on linen, 76 x 58 inches, photo by Brica Wilcox, courtesy of the artist and Gagosian.

Jennifer

GUIDI

Reflecting on a journey of art, meditation, and color.
BY DESIREE MITTON
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Portrait by Brica Wilcox, courtesy of the artist and Gagosian.

Georgia O’Keeffe, who lived to nearly a hundred and spent a majority of
those years teaching and making art in remote locations throughout the
southwestern United States, once remarked that painting was “the thread that
runs through all the reasons for all the other things that make one’s life.”
This same logical thread seems to run through the life and work of
the artist Jennifer Guidi. Since the early 2000s, Guidi has lived and worked in
Los Angeles, where she has designed a home and created a studio practice that
communes with the natural landscape surrounding vast tracts of interstates
and urban sprawl.
Born in 1972 in Redondo Beach, Guidi spent a good part of her
childhood and adolescence out of doors in Southern California with her
mindset on becoming an artist. During high school, she relocated with her
family to the East Coast. Shortly afterward, she enrolled at Boston University,
receiving her BFA, and eventually, the School of the Art Institute of Chicago,
where she earned her MFA.
With two art degrees under her belt, Guidi decided to do a U-turn
and return to Southern California—to find a creative foothold for herself
amid the uneven terrain of the contemporary art world. SoCal was familiar
territory with a notable history of 20th-century art and design embedded
in the landscape. This was the early 2000s, and, logistically speaking, Los
Angeles still had relatively cheap apartments and large studio spaces to offer
artists. It was also a softer climate to fall back on while staring down the long
barrel of uncertainty as a working artist.
Over the years, Guidi experimented with different painting
techniques and styles, often informed by details that she picked up from the
natural and built environments that surrounded her. A self-described late
bloomer in terms of art world success, Guidi noticed that the public became
interested in her work only after she had connected with it entirely on her own
terms. Her paintings—magnetic fields of pulsating color whose rhythmic
patterns mirror the physical laws of the expanding universe—continue to
capture the attention of art enthusiasts. Applying a base layer of sand, which
she mixes with various pigments and oil and acrylic paints, Guidi uses a
dowel to make equidistant indentations that radiate out from left of center, as
if mirroring the physical location of the heart in the body of the viewer.
Perhaps what draws people to her paintings in the midst of global
convulsions is her painterly sense of a natural order that informs all cycles of
change. I had a chance to talk with Guidi over the phone as we approached a
new calendar year. Initially, there was a bit of hesitation, as we were gauging
whether or not it would be necessary to uphold a certain art world formality
amid these intensely introspective and vigorously depleting times. How to
openly dialogue with anybody inside of a pandemic? “How are you?” is a
different kind of conversational probe. To ask after somebody these days is to
risk inquiring after the hurtling effects of systems that have failed us.
In taking stock of what she has shed along the way to living in
greater alignment with her creative vision, a way forward has emerged for
Guidi that is built entirely on a simpler connection with the here and now. In
her own words, “It’s really this lifelong journey.”

WW: There are times when we have to do major, structural overhauls to begin
to live in greater alignment. Then there’s the everyday practice of clearing
the channel, clearing one’s head.
JG: Yeah, definitely.
WW: You knew that you wanted to be an artist from quite a young age. How
did that awareness come about? Do parts of your life today align with any
aspect of your childhood vision for it?
JG: From a very early age, I was always into drawing, painting, and making
things, to craft in general—putting things together, sewing, just working
with my hands. I knew that’s what I wanted to do. In high school, I was
already working on a portfolio. In college, I didn’t know how I was going
to be able to survive as an artist, but that’s still what I wanted to do. I have
always felt that the goal, in terms of making art, is to be able to do it for
as long as possible—for as old as I hopefully get. I’ve always liked to see
older artists. It’s not something that you ever have to retire from. It’s really
this lifelong journey. That has always stuck with me. I remember when an
undergraduate professor asked the class, “Who thinks they’ll be doing this
forever,” and I raised my hand and all of my friends were like, “You have
no idea. How can you say that?” I could just feel it. That’s what I wanted.
There’s always been this inner driving force to pursue it. It’s been there all
along for me.
I didn’t really feel like I figured out my own work until about 40.
There were lots of life starts and stops and points where I was like, “Oh, it’s
never going to work out. You’re never going to show. You’re never going
to have a career.” Once I thought, “Well, if it doesn’t happen, it doesn’t
happen.” But I make this work for myself. Number one. To keep pushing
through. Once I really connected with the work on my own terms, that’s
when I felt that people really started to read what I was putting into it. Then
I started to feel like, “Oh, this is working. People are actually reading what
I see and what I feel in the work.”
WW: If we return to that idea of the answers being there—it seems like
there’s a design to life.

WhiteWall: What are you working on these days?
JENNIFER GUIDI: I have a museum show at the Long Museum in Shanghai
in April. It’s a very large space, so there will be a mixture of new works
and borrowed works. I’ll be preparing for that show up until when it ships in
March.
WW: You are a meditator. When did you start, and what has meditation taught
you about your own creative practice?
JG: I’ve been meditating for about five years now, or a little longer. I have a
morning ritual to get ready for the day. I light a candle. I light my incense.
I have an area where I meditate and pull these yoga cards. I’ll pick one and
read it and think about how it relates to the day, or to what I’m working on.
I’ll do some yoga poses and some breathwork. I feel like this morning ritual
really grounds me, but also with meditation, there is a calmness and a mindopening that happens over time. I definitely feel like all of those things have
contributed to my life, but also to my art practice. Sometimes I’m thinking
about a certain idea for a painting or wondering where I should go with a new
piece, and ideas come during that stillness of sitting in meditation. And I do
believe that the answers are all there. I guess that has been a journey for me
in meditation and in art.

Jennifer Guidi, Sun Gazing (Painted White Sand SF #1H, Purple-Pink-Orange-Yellow Gradient, Natural
Ground), 2021, sand, acrylic, and oil on linen, 60 x 48 inches, photo by Joshua White, courtesy of the
artist and Gagosian.
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“

I feel very lucky
that I get to think
about color

JG: I totally believe that.

WW: You went to art school in Boston and Chicago, and those are cold
cities. What did those environments give to you, or was it just about
checking the art school box?
JG: [Laughs] I moved to Massachusetts right before my junior year of high
school. Staying in Boston for college just made sense. I did BU’s program
for art. I liked how traditional it was. I was really into painting and drawing
from the figure. But being on the East Coast was also about being close
to family. I do feel that living in an environment where it gets cold and
you have those changes of weather definitely shaped me in a different way
than if I had just stayed in California—you know, spent my whole life in
Southern California. I feel like with cold weather you just learn how to
survive in a different way. It shapes one’s character, I think in a good way.
I still miss that change of season and that feeling that comes
along with it. If you are in your studio and it’s super cold out, it just keeps
you in there. There’s no reason to leave; you sort of hunker down in a
different way. But then, ultimately, I do feel like, I was born in California,
my childhood was here, and coming back has really shaped my art in a
different way—with the landscape, with the light, and with the warmth.
Ultimately, I would rather be warm than cold.
WW: Did you find yourself spending time with other artists during graduate
school, or was it more of a loner experimental phase?
JG: It was a little bit of both, but more of a loner phase in graduate school.
There were lots of people who were busy networking. I was in a very
antisocial, stay-in-my-studio mode during grad school.
WW: What do you think motivated you to return to California?
JG: I kept thinking about L.A. I was researching what was here, what was
going on in terms of the art world. For me, it was kind of simple. I felt like
L.A. was home. As an artist, it is either New York or L.A. And I couldn’t
afford New York at the time. L.A. was a place I could go and find a much
cheaper apartment and work in my apartment, paint in my apartment, have
a job, and also be able to pay my bills. And New York felt—I just didn’t
know how I would do that. It just felt too difficult. Although I love the
energy of New York. A part of me wishes that I had done that at some
point. I moved back to L.A. twenty years ago, because there was more
space and rents were way cheaper back then. There also weren’t as many
social obligations. It was just easier to concentrate on the work.
WW: It’s incredible how much the art world has changed in L.A. There’s
a different landscape of connectivity nowadays, an infrastructure that
wasn’t there twenty years ago.

Jennifer Guidi, Majestic Mountains (Painted Yellow Sand SF #1H, Yellow - Pink - Light Orange - Dark Orange - Purple Sky, Black - Purple Mountain, Natural Ground), 2021, sand, acrylic, and oil on linen, 60 x 48 inches, photo by Brica Wilcox,
courtesy of the artist and Gagosian.
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JG: That’s true. People always knew that good art was being made here.
And that it was a place that artists liked to be. But we were still working in
the shadow of New York. Once galleries started moving here, things began
to change. I think people began to feel like they could have recognition
here, and that it was okay to come here. It’s kind of crazy how many people
have ended up moving here. I’m sure it’s not so easy anymore. Rents are
high. It is much harder to find studio spaces.

”

WW: The moves that one generation makes seem to influence the next.
It’s always that back and forth.
JG: That’s true.

WW: Do you feel like you got to a certain crossroads in your own
creative process where you felt like you could no longer doubt the
direction that you were headed?
JG: It was a gradual path, but there were those moments where I just
had to have confidence in what I was doing and to just keep moving
forward. To not doubt. I think all of us as humans and as artists have
these doubts. I’ve had lots of friends who were trying to figure out what
they were meant to be doing, and they’d find something and end up
loving it, and other people would end up loving it, and then they would
start worrying, “Oh my god, am I going to be stuck making this for the
rest of my life?” Artists have those fears, and I think those fears can
hold people back.
When I watch artists now on Instagram, you can see things
unfold in such a way that you could never see before. I love to see artists
connect to something. When you do make that connection, you just have
to keep going. You can’t doubt yourself. Once you get past that point,
you are really on a journey with the work, and the excitement starts
to come from the small changes, from really diving in and examining
things. When we look at artists in art history who have spent their
whole lives dedicated to one body of work, you see how rich it can
become over time. They don’t have to overhaul what they’re doing.
They are content with the little shifts. Small experiments.
WW: It can be hard to align yourself with change. Even on a small
scale, it can be scary.
JG: That’s true [laughs], and maybe the goal is to not be scared, but to
push up against that fear, which is not just the case with painting, but
with life in general. We are always pushing up against things to be who
we want to be, or to see more.
WW: You have done some work with color theory. Do you enjoy reading
color theory? Do the words capture something that you have come to
understand through the process of painting?
JG: I’m interested in color theory, but for me, color is more of an intuitive
process. I feel like the more that I connect to color, the more that my
understanding of it grows. I have always been attracted to color. I’ve
always been good in terms of mixing and seeing and matching colors.
I have this whole book of Josef Albers prints that he did based on
color theory—his whole life was spent practicing these ideas of color
theory. To me, that’s amazing. They’re beautiful paintings, and I like to
look at things like that—and to use them as a starting point, as visual
references, and then I venture off on my own and do my own thing.
Color excites me. I just finished this background of a painting
that I am working on where I have mixed all of these different colored
dots together. Every step of it, I was excited by the way a new color
would interact with the ones that were already there. And how one
section looks completely different from all of the others. Whenever I
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Jennifer Guidi, Immersed in Inner Peace (Painted Universe Mandala, Light Blue, Yellow, Red and Pink, Natural Ground), 2021, sand, acrylic, and oil on linen, 60 x 48 inches, photo by Brica Wilcox, courtesy of the artist and Gagosian.

Jennifer Guidi, Mass Energy, 2021, bronze, sand, and oil, 19 x 32 x 22 inches, photo by Thomas Lannes, courtesy of the artist and Gagosian.

finish a painting, there’s always a moment where I sit in front of it to
experience all of the colors vibrating against each other. I end up seeing
a totally different color because of how they are mixed together, and
that excites me.
I feel—and I’ve said this for a very long time—I’m grateful
that my job is with color. I feel very lucky that I get to think about color.
I know how people react to color. I had somebody in the studio recently,
and he said, “I don’t normally like to put feelings onto paintings, but I
feel really happy in front of this.” I like that. I like that color is evoking
emotion. For me, it’s about that.
WW: It’s also vibrational and energetic.
JG: Yes. I try to create a certain vibration. I think of them as these
kinds of energy fields. It’s trying to contain, and also trying to project
energy out into the world.
WW: I saw that you went to Georgia O’Keeffe’s house. What was that
experience like?
JG: It was amazing. I have always been a fan, since I was a kid, so to actually
be able to go. They have it pretty much set up in the way that she last lived
there. It was so beautiful. The day that I visited, it was very sunny—a very
crisp, blue sky—and you could really see how she was painting exactly what
she saw, what was in front of her every day. The landscape and the adobe
building and the shapes and the colors. She was just absorbing what was right
in front of her. Her house in Abiquiu—she tried to get that property for ten
years. They wouldn’t sell it to her, and she just kept trying and trying and
trying.
I like the idea that she didn’t give up. She knew it was such a special
place, and she knew that she needed to be there. Just the simplicity of it, you

know. I had seen pictures of the inside before, those older photographs where
her paintings were also in her living room. I also connect with creating my own
interior space, my living space. You can tell that she was into modern design,
furniture, other artists. She collected work. She was such a force. Seeing her
space, and being in it—being in her studio and seeing that landscape—was
amazing.
WW: The question becomes how to shape or design space, or how to inhabit
our lives in ways that bring us into greater alignment.
JG: Ultimately, it is about creating that awareness. It’s about looking. Training
your eye to really see and to take things in. And how that ends up transforming
us.
WW: I feel like a lot of people have been experiencing time slips inside of the
pandemic—either moving backward or forward in time. What is guiding you
into the future right now? What are you holding onto? Or letting go of?
JG: Our awareness of time is super off. Even when I write or say the year, I’m
like, “You’re wrong.” It’s like we don’t trust time. For me, moving forward is
really, I think, mostly about meditation. I am trying to go deeper into that. I
just finished the Autobiography of the Yogi. Paramahansa Yogananda started
the Self-Realization Fellowship in L.A. in the twenties. Right now, I am
thinking a lot about that book. He says that one of his gurus came back to
visit him. He had a vision, and he talks about the afterlife of the astral world.
It’s interesting to think about what will be next. It’s hard not to think about.
As I get older, and people that I know pass away and I hear
about other people who are passing away, it’s hard not to think about our
own mortality. It’s just wanting to be as open as I can and to create bigger
awareness, to connect to the people in my life, and to be connected to my
work. And to try to forget about the rest of it—the stuff that doesn’t matter.
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EZRA

Miller

Finding inspiration, community,
and support in the crypto space.
BY KATY DONOGHUE
PORTRAIT BY CHANDLER KENNEDY

Ezra Miller, Untitled (Dusk), Silk Road, 2022, courtesy of the artist.
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Ezra Miller has been making texture-filled, hypnotizing generative digital
art for years—long before the advent of NFTs. His practice of visually
exploring the outcome of an algorithm with different sets of parameters
runs in parallel to commercial projects with major names like Nike, Maison
Margiela, and Hood By Air, as well as collaborations and performances
with Objekt (AKA TJ Hertz) and others.
With the establishment and growth of a digital art market via
NFTs, Miller saw an opportunity to adapt his process to a new medium. His
first collection, “Solvency,” was met with huge success. Taking inspiration
from feathers and photographs, he created Richter-esque images with
infinite dizzying distortions. For the first time, after years of making
digital art, he found an audience and a means to support the making of the
work outside of taking on commercial commissions. Through his Discord
server dedicated to owners of “Solvency,” Miller has found a community
with which to connect.
But just as he was finding success in his art career, his personal
life was dealt a major blow. His mother—and undoubtedly longest and
biggest support—passed away from cancer. Miller opened up to Whitewall
about the challenge of experiencing such a devastating loss while finally
finding his footing in art. He shared how after taking some time to process,
he’s been fueling his next project, “Silk Road,” with the knowledge and
comfort that his mother believed in him and his art.
Whitewall: In April of last, year, you launched a major NFT collection,
“Solvency,” comprised of five hundred generative pieces. What was your
initial vision for this collection?
EZRA MILLER: I I wanted to find a way to do something that felt like a
continuation of things I’ve been exploring in my practice for years. The
way that I had seen generative NFTs taking shape made it clear that I could
adapt my processes to this new medium without much change in my style
of working, since I was already using randomly seeded values to control
the parameters of generative systems.

WW: What was the inspiration behind the layers of texture, color, and
movement we see in these works?
EM: For “Solvency,” I think I can pin down my inspiration to three main
categories: bird feathers, particles, and using the texture and quality of
photographs as palettes. I was inspired by bird wings and the patterns you
see on feathers when you look at them individually and as a collection of
discrete shapes containing so many different patterns and colors. I was
trying to figure out a way to re-create similar patterns by using a technique
of slowly animating across different planes of textures and leaving trails.
I was also trying to make something that felt photographic in its
colors, the way that when you blow up a scan of a photograph you see
lots of noise and different imperfections that form a recognizable image. I
found that a GAN was really good at re-creating this kind of noisy quality,
and I generated a few thousand images that I narrowed down into “texture
palettes.” I experimented with simulating millions of particles in realtime to create simulations that would advect color in a way that mimicked
natural forms and patterns, and evoke the kinds of shapes that would fit the
specific texture palettes I chose. I grouped textures into categories that felt
poetic and meaningful, as well as purely abstract ones.
WW: Each edition becomes unique, and flows infinitely. As an artist, what
is it like to create the parameters, and then let go of what a work can
ultimately become and how it lives on?
EM: It’s a challenge because you have to create something that feels like
it could be a strong work both in spite and because of all of the stochastic
possibilities. I find that you have to be very careful about what parameters
you allow to be random and which ones you hard-code. It’s a lot of trial
and error, and involves staring at the same thing for weeks and months at
a time. When I feel that I could keep looking at any single random artwork
in a series for as long as possible, then it feels like it could be considered
finished, but to get to that point requires the introduction of so much logic

Ezra Miller, Solvency #268, 2021, courtesy of the artist.
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Ezra Miller, portrait by Chandler Kennedy.

Ezra Miller, Solvency #391, 2021, courtesy of the artist.
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and control, and experiments with things that don’t work.
WW: You also wanted to present the work in a very specific way, designing
its front and back end on Solvency.art. What is lacking on current NFT
platforms, in terms of showcasing digital art?
EM: I’m particular about how my work is presented and feel that because
these were to be seen on the Web, they had to have a totally custom front
end. I didn’t feel that digital art platforms were lacking per se, but my
process is so specific in terms of the tools that I use and the way I wanted
the works to be seen, in a pure, real-time format, that it necessitated this
custom approach. My critique of NFT platforms, in general, is that they
somewhat defeat the purpose of allowing artists to operate on their own
within this new market. A centralized platform feels antithetical to the
independent nature of the blockchain.
WW: You’ve been doing generative art for almost a decade. Why do you
think this kind of work has found a following and home in the NFT space?
EM: It fits perfectly with the digital native mentality that the blockchain and
its proponents have adopted. People are no longer married to physical ideas
of ownership, and instead have started to realize how much ownership is
already tied to immaterial pieces of code by which so much of the technology
we use every day is operated on. When you look at a generative work on
the blockchain you can immediately understand that it is unique and tied to
the cryptographic hash by which it was generated, like a signature.
I think a lot of people are also discovering generative art for
the first time, or getting more familiar with the many different types of
generative art that exist, and realizing how much potential it has as an art
form that can transform itself and play itself back in real-time, creating
new possibilities for display, collecting, world-building, et cetera. It’s been
overlooked as a medium for many years.
WW: We’re curious to hear your thoughts on entropy and the infinite—in
your work and in the spaces in which it exists. Pieces like in “Solvency”
continue on infinitely, but ultimately we don’t know how long anything,
even the blockchain, will live on for. In that balance of control and letting
go, we see parallels in the making of your art.
EM: In “Solvency,” and crypto art, the idea is that the work is technically
archived forever on the blockchain. Yet there is no guarantee that this is
true, and over time things decay and become obsolete, as is the case with
every other artistic medium. I’m quick to point out that even though we
try our hardest to preserve this digital artwork, there’s no real way to do
this, as the tools we use constantly change, and with digital works change
happens even more rapidly than ever before. It does draw a nice parallel
with the works, in that they’re always in the same state of change, never
fixed to one image.
WW: How did a project like “Solvency,” and the reaction to it, impact your
practice, do you think?
EM: I think it has given me the opportunity to focus on how to be an artist,
as a career. I felt like I couldn’t really make money from my art until now.
At least I wasn’t sure how, since I’m not yet involved in the “art world,” in
the sense of galleries, shows, et cetera. It was mostly something that ran
parallel to my commercial work.
In the past, I was constantly taking on new jobs with commercial
clients, and I became really burnt out and creatively uninspired. I enjoyed a
lot of the work I did, especially the music collaborations and performances,
and I hope I can still do that in the future. But I always wanted to find a way
to sustain and explore my art practice, instead of feeling stuck working my
way up the ladder of commercial fashion and brand collaborations. It can
be a pretty exploitative industry. I feel lucky that I made the decision to go
down a new path.
WW: As an artist, have you found the crypto space as a place to engage
with your followers or collectors in a new way? Is that valuable for you?
EM: Considering I didn’t have collectors until I started doing NFTs it is all
new to me. To be able to directly communicate with the people buying my
work, which in many cases turns out to be my friends or peers, has been

great. It’s rewarding to be able to get to know the people who support and
appreciate your art. In my own Discord server for “Solvency” owners,
we get to just talk about whatever we want and hang out in an informal
setting. It feels down to earth, they feel comfortable knowing that they
can hit me up about anything, and I feel good knowing they’re curious
to see what I’m working on and to hear my perspective about the works
they’ve collected.
WW: Right as you were having this big success with your art, you
were also experiencing great hardship in your personal life, with the
heartbreaking loss of your mother last year. What was that like, living a
career-high while grieving?
EM: It was really hard. My heart is still totally broken that my mom is
no longer here. I don’t yet have the words to describe how sad it’s been
for me trying to process her absence. She was such a big supporter of
everything I did, especially with my art. She was always curious to know
what I was working on, and genuinely interested in my work and the
people in my life, the people I worked with and admired. And she loved
my dad and my brother and me so much.
It all felt wrong to be finding success while knowing she was not
going to be there to experience it since she wanted to see everything and
be a part of it. I’m still getting used to the idea of working and putting out
my work without her around to witness it. It’s completely unfair to lose
someone so early on in her life.
WW: We are so deeply sorry for your loss. Have you been able to take
time to slow down, reflect, and be with your family? How has the past
year, which we know you’re still processing, fueled what you want to do
next, or shifted your focus in the studio?
EM: I’ve been able to be with family and friends and had some time to
think and reflect, but it still feels like I’m processing things every day.
As time passes it becomes easier, and occupying my time with work and
other distractions (my biggest lately has been basketball) has helped. I
think the thing I can see most clearly now is that I’ve got an opportunity
to do what my mom would’ve wanted me to do, which is just work every
day on my practice and develop what I’ve been doing for the last almost
decade. She believed in me as an artist, and I’m trying to channel her
energy and focus it into my work.

“
”

I want it to feel like you’re seeing
memories of things that never happened,
memories that quickly fade away

WW: You’re in L.A. right now for a few weeks. What are you doing there,
and why did you want to start off 2022 in Los Angeles?
EM: When I’m in L.A. I feel like my life slows down a bit, and I came
here because I wanted to find some time and space to finish my next
series, as well as avoid the cold in New York City. It feels like there’s less
distraction here for me, and I don’t feel the pressure of my work quite as
much. I just wanted to try to make things a bit easier on myself after what
was such an intense year last year. I found myself really losing focus the
longer I tried to force myself to stay in the same place. I just needed a
change to think about things in a different light.
WW: You’ve been working on a new NFT drop for this spring. Can you tell
us anything about that project?
EM: It’s a continuation of the things I’ve been thinking about in my
practice all year. It’s called “Silk Road.” I started with an idea of making
a series of moths, playing with ideas of symmetry, and color. It’s evolved
from there, into a varied series with a lot of different components. I
wanted to try to correct a few things that I felt didn’t work in “Solvency,”
especially with how the way textures are introduced to the simulation is
visible on screen. This time I’ve tried to hide it a bit.
I’m also really interested in landscapes and creating images that
look real with AI tools. They’ve become so powerful in the last year that
we’re now able to create images with text prompts in a matter of seconds
that look literally as if they’ve been shot by a camera. I’m incorporating
these photographic landscapes and still lifes into the series. I want people
to be able to see both abstract works and figurative ones, and find some
kind of shared language between the two styles. I want it to feel like
you’re seeing memories of things that never happened, memories that
quickly fade away.
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Ezra Miller, Solvency Print Test (Fire), courtesy of the artist.
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Ezra Miller, Untitled (Rave), Silk Road, 2022, courtesy of the artist.

Billie Zangewa in her studio, photo by Jurie Potgieter, courtesy the artist and Lehmann Maupin, New York, Hong Kong, Seoul, and London.

Billie
ZANGEWA

Depicting daily feminism in silk.
BY ELIZA JORDAN
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Billie Zangewa, The Rebirth of the Black Venus, 2010, courtesy the artist and Lehmann Maupin, New York, Hong Kong, Seoul, and London.

Billie Zangewa’s solo exhibition “Thread for a Web Begun” (October 20,
2021–February 27, 2022) at the Museum of the African Diaspora in San
Francisco brought together more than 15 years’ worth of her silk tapestries.
Curated by Dexter Wimberly, the presentation also marked the Malawi-born
artist’s first solo U.S. museum show, and it featured new and existing handstitched pieces that visualize the intimate meanings of life, work, and home.
With each silk scene on view, Zangewa addressed themes beyond culture’s
surface, from identity and gender to stereotypes and racial prejudice,
expanding her reflection of today’s complex world.
The artist’s earliest works were embroideries on found fabrics,
depicting botanical scenes from Botswana, where she was raised. Her works
then began to feature Johannesburg cityscapes, as she navigated womanhood
and personal relationships in this urban environment. And after the birth
of her son, Zangewa began creating her recognizable domestic interiors,
exploring femininity, motherhood, and home, posing questions about
how women’s roles in society are viewed and changing. Although many
of Zangewa’s works are autobiographical, they are immensely relatable,
drawing meaning from all aspects of life to understand how and why we live
the way we do today.
Before “Thread for a Web Begun” closed, Zangewa spoke with
Whitewall from her home and studio in Johannesburg about embracing
feminism, creating tapestries, and finding home.
Whitewall: Your tapestries depict your lived experiences as a woman—at
first through botanical landscapes inspired by where you grew up, then city
views of Johannesburg, and domestic spaces following the birth of your son.
How do you want to propose deeper themes through these everyday scenes?
BILLIE ZANGEWA: By sharing the intimate daily life of a Black African
woman, I was looking firstly to comfort myself by saying, “The world might
be a difficult place to navigate because of your identity, but you can make
a place for yourself in it. You can still access your personal power and find
pleasure and joy.” I also wanted anyone that had a dream that they felt was
out of reach, because of their identity and where they come from, to dare to
dream, because I did, evidenced in my work. I wanted to humanize this by
showing a Black woman doing things that are common to all of humanity, to
give a voice to a once silenced sector of our society.
WW: What was the starting point for “Thread for a Web Begun”?
BZ: After a chance meeting in London at a hotel bar in Shoreditch during
Frieze Week, Dexter Wimberly, who curated the show, asked me whether I
wanted to have a solo institutional show, and without hesitation, my answer
was a resounding, “Yes!” I had met Dexter in New York City a couple of
years earlier at 1-54 Contemporary African Art Fair in Brooklyn, where
we had a public conversation together as part of the fair program. I really
enjoyed his temperament, so when he asked that we work together again, I
was very happy to do so.
WW: You’ve described your works as representing “daily feminism.” What
is “daily feminism” to you?
BZ: It’s really about embracing the daily things that women do on the home
front, and outside, that make a significant impact on the daily runnings of
our society. It’s about embracing the daily feminine. No matter how society
minimizes the importance of these acts, they are important to our social
structure.
WW: Where do your works typically begin and end?
BZ: A work starts with an emotion or an experience that somehow speaks
to me. I ruminate over it in my head until a clear picture emerges in
my mind’s eye, at which point I compile my research photos. I then go
through my silk fabrics and pick a background silk that I think will best
serve the narrative. I then trace the edges of the fabric onto newsprint
paper and begin my pencil drawing on the paper. This drawing is my
template, and what I love about it is that once a work is complete, the
drawing is reduced to confetti and all traces of it are gone, transformed
into silk.

Once I’m happy with the drawing I pin fabric onto it, and then
cut and place the cut pieces of fabric onto the chosen background silk. I
usually work in layers, cutting and pinning the first layer of the different
selects in the work. Once this is done, I move on to the next layer, adding
details where I see fit. I also enjoy having flat areas with no layering or
details as places for the eye to rest. Finally, I hand-sew all the pieces onto
the background.
WW: About how long might this process take?
BZ: A work can take anywhere from two weeks to three months. It
depends on the work and time constraints. I usually work with dupion
silk, as it’s my absolute obsession, but I love to add nuance by adding
other types of fabric when it feels right.
WW: Your early creations explored the male gaze and led you to think
critically about how women view themselves—and eventually what selfportraiture could look like for women. How has this idea evolved in your
practice?
BZ: At some point I realized that I was seeing myself through a man’s
eyes—seeking approval from men, living my life in relation to another. It
came to me that whilst I lived this way, I was in essence giving permission
for others to take my power. I was giving it away. Then I asked myself the
questions, “What if I started to see myself through my own eyes? What
would happen if I took my power back and negated the omnipresent male
gaze?” This is something I started to explore in my work, portraying
myself as a poised, independent, empowered individual, not afraid to
share her intimate self and be vulnerable. I think it’s the same thing that
encouraged me to openly share the joys of motherhood, because it has
changed me in positive ways. My son has taught me to love in a way that
I didn’t know was possible.
WW: You grew up in Malawi, Zimbabwe, and Botswana through the
1970s and ’80s and have said that, because of that, you didn’t have a
sense of “home.” What does “home” feel like today?
BZ: I have spent my whole life trying to get to this place—home. My son
helped me realize it because I wanted him to have stability, at least in the
early years of his childhood. When he was born, he went home from the
birthing center to his paternal grandmother’s house, where his father still
lives, so he already is much more rooted than I was. My little house is my
sanctuary. I feel content here, and I’ve even bought some furniture! I’ve
always been a homebody, so it’s really important for me to have a place I
can call my own where I can be at ease.
WW: Last time we spoke, during June 2020 at the height of the pandemic,
you mentioned that you were finding hope by trusting that things are
happening for a reason. How has the pandemic impacted the way you
view your life or work since?
BZ: I am just grateful that a long time ago I had the courage to follow my
passion despite the limitations that I was faced with. In a period where
people were questioning their life choices, I didn’t have to. I’m doing what
I’m supposed to be doing. The pandemic has given me more compassion
for others and their position. I feel that I used to be a lot more judgmental
before. It has also made me realize that time is very precious, that power
is always in the present moment, but also that tomorrow is promised to
no one. I often check in with myself and ask myself if what I’m doing in
that moment is what I really want to be doing.
Ww: What are you working on this year?
BZ: I have quite a few things on the go, but I’ve decided to take the first
quarter of 2022 off to focus on my home, spending more time with my
son and actually using the kitchen to cook, work a little bit in the garden,
work through my snag list—all the things I don’t have time for when I’m
working on a project.
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Billie Zangewa, Self-Care Sunday, 2020, courtesy the artist and Lehmann Maupin, New York, Hong Kong, Seoul, and London.
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It’s about
embracing the
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Billie
Zangewa,
Soldier
of Love,
2020, 2018, courtesy the artist and Lehmann Maupin, New York, Hong Kong, Seoul, and London.
Billie Zangewa, An Angel at My Bedside, 2020, courtesy the artist and Lehmann Maupin, New
York,
Hong Kong,
Seoul,
and London.

Billie Zangewa, Afternoon Delight II, 2018, courtesy the artist and Lehmann Maupin, New York, Hong Kong, Seoul, and London.
Billie Zangewa, Afternoon Delight II, 2018, courtesy the artist and Lehmann Maupin, New York, Hong Kong, Seoul, and London.

WHITEWALL 109

JH
EE
PI
PN
E

Surprising audiences
“right here, right now”
with Ruinart.
BY OPHELIA SANDERSON
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Jeppe Hein, photo by Jan Strempel.

Jeppe Hein is known for his perceptually engaging, sculpturally inventive,
and conceptually whimsical works, which nod to the 1970s traditions of
Conceptual art and Minimalism. Designing artworks that require human
participation, the Danish artist challenges the idea of the viewer as a passive
figure silently contemplating a work of art. Imbuing the audience within the
work, many of his other pieces, such as Shaking Cube (2004) and Mirror Wall
(2010), react to nearing human presence so that, willing or not, the viewer is
forged as a key component.
Hein positions his works at the junction between simplicity and
surprise, balancing playfulness with structure as he incites lively dialogues.
Challenging his audience to imagine new possibilities, while drawing their
attention to the current moment, he invites us to navigate both metaphysical
and physical worlds as we look inside ourselves as well as to the outer world.
This spring, he invites viewers to step into RIGHT HERE, RIGHT
NOW, an interactive environment created for the champagne house Ruinart’s
annual artist commission. Welcoming artists like Jaume Plensa, Liu Bolin,
Vik Muniz, and David Shrigley to its vineyards and crayères at their
headquarters in Reims, the maison gives them carte blanche to pay tribute to
its cuvées.
Hein’s installation summons the senses through an artful
experience that connects the natural elements essential to the making and
tasting of Ruinart champagne. Transposing the four elements at the heart of
his project—earth, water, air, and fire—each is represented by a symbolic
equivalent: a piece of chalk (earth), a raisin (sun), a fragrance (smell), and
a drop of essential oil (water). Viewers are asked to extend their hand into
an opening within a mirror, accepting a moment of surprise while seeing
their own expression reflected in the glass. Then they can feel the soft
coldness of the chalk, the wrinkled structure of the raisin, and the melting
warmth of a drop of oil on a palm, each followed by their individual scents:
unexpected sensations connecting us to a pure, elementary memory, like a
great champagne linking us to its terroir.
Using humor as a facilitator, Hein sharpens the senses of his audience
and their understanding of themselves as he explores the purpose of art itself.
A multi-stage project designed to be discovered through the seasons, RIGHT
HERE, RIGHT NOW will launch at the Palais de Tokyo in Paris, April 1–3. It
will then travel to several major international art events, including this year’s
Venice Biennale.
To learn more about the project, we talked to the artist—whose solo
show at Moderna Museet in Stockholm opens on May 21, 2022—about his
practice, creating engagement between art and audience.
whitewall: What was the starting point for this year’s Carte Blanche
Project? Do you have any elements you would like to evoke?
JEPPE HEIN: I have been visiting Maison Ruinart several times and realized
that the process of making and tasting champagne—from harvesting the
grapes to the moment the wine sparkles in the mouth—is a totally sensory
experience.
For my Carte Blanche project, I translated this into a participatory
art installation to be experienced with all our five senses, and at the same
time to connect us to the four elements—earth, water, air, and fire—which
are essential to champagne making, too. Each element is represented
by a symbolic equivalent: a piece of chalk (earth), a raisin (sun), the scent
of a Chardonnay flower (air) in a drop of essential oil (water), and will be
experienced with the five senses: sight, smell, hear, taste, and touch.
In addition, my choice of colors (red, orange, yellow, green, blue,
indigo, and violet) and shapes (square, circle, triangle, rectangular, oval,
rhombus, and hexagon) allude to the seven chakras, energy points in the body
that help you to connect with yourself and that are inspirational for me on
many levels.
My project is entitled RIGHT HERE, RIGHT NOW, since I believe
it is only in the present you can really feel. RIGHT HERE, RIGHT NOW
is an invitation to embrace the moment; to activate all our senses; to open
our hearts and reflect; to join a collective adventure, and at the same time
to encounter a unique, individual experience placing us at the center of the
creative process. It will offer a moment of being right here, right now.
WW: Your works recurrently revolve around art’s communicative potential—
reminding us of the viewers’s vital part in the process with both humor and
surprise. How did you displace this outlook onto your project for Maison
Ruinart?

JH: My aim is to exhibit artworks that approach visitors on different levels,
awaken their senses and touch their hearts, activate various emotions, and
encourage mutual exchange. The element of surprise and the magic of the
unexpected, as well as a dash of humor, makes people approach art in a
different way. An interactive installation that transforms each visitor into a
co-creator makes them step out of their comfort zones and forget to protect
themselves for a moment. They open up their hearts, while they do something
they are not used to, and thereby learn something about themselves they were
maybe not aware of.
My project for Maison Ruinart is not a fixed artwork, but, rather,
an evolving creation in which everyone can take part. By putting their hand
into an opening of a large mirror, people are invited to accept a moment of
surprise and wonder. They will receive one of the four elements, and they are
asked to use the five senses: to touch and feel the soft coldness of the chalk;
to see the golden structure of the raisin and taste its sweetness; to hear a drop
of essential oil falling onto the palm of their hand and smell its fragrance of a
Chardonnay flower.
With the chalk people are able to draw their portrait onto colored
boards surrounding them, thus sharing their emotions. How they saw
themselves in the mirror, how they feel right here, right now—if they are
excited, happy, anxious, surprised, or angry, irritated, tired, or light-hearted.
Seven speech bubbles, each with an appellative message, hang next to the
boards and might help find their right expression.
The resulting paintings give an insight into very personal thoughts.
At the same time, they portray life in its entirety, reflecting the mood in our
society and thus encourage exchange about the respective situation.
RIGHT HERE, RIGHT NOW invites visitors to reflect on the
intangible value of the present moment, which is both fleeting and memorable.
WW: You play a lot with technology, like in your vibrating Shaking Cube
(2004) and Mirror Wall (2010), using perceptual tricks as vehicles to raise
engagement between art and audience. How do you mean to extrapolate such
an experimental outlook onto such a classic house as Maison Ruinart?
JH: Maison Ruinart may be a classic house, but it is also very innovative, and
their champagne always offers new experiences. I have been very inspired
by their approach and decided to take this up by focusing on a sensatory
experience and connection to nature, even though I make use of mirrors and
the resulting perception in this project, too. Mirrors let us reflect on our own
presence by addressing our physical and mental experience of an environment
and our position within it. My mirror installations always refer to the presence
of the viewer, asking them: “Who are you? Why are you here?” Thus, mirrors
are an important means of drawing the people’s attention to the here and now,
which is the main motive of my Carte Blanche project. In addition, their shape
and color relate to the reflective labels and bottles as well as sparkling bubbles
of Ruinart’s champagne.
WW: After a burnout in 2009, you started practicing mindfulness and breath
work, incorporating it into your daily life and artistic process, even creating
a public project entitled Breathe with Me, which, in light of recent turbulent
times, received a lot of positive attention. Tell us how such a mental shift
translated itself into your process, what you learned from it as an artist and
how it has evolved since you first launched the project in September 2019.
JH: Conscious breathing became an important element in my life after I
experienced a personal breakdown in 2009. The awareness of my breath
enables me to balance out the body and mind in all circumstances of life. A
crucial example of this balance can be found in my work entitled “Breathing
Watercolours.” Breath guides the strokes of the watercolor, to create a
repetitive pattern of vertical blue stripes painted onto a white paper or wall.
Each line represents one breath. The color is intense and vigorous at the
beginning of each stroke, but gradually fades towards the bottom. Each line
signifies the process of breathing in or breathing out in full awareness.
Initially, I painted “Breathing Watercolours” by myself as part of
my watercolor diary or as huge wall paintings. Then I began to ask visitors
of my solo exhibitions to join in painting their breath on the museum’s walls,
too. In doing so, I try to encourage people to focus on their body and mind
at the present moment and to enter into an inner dialogue. By painting their
own breath onto a medium, they will not only be able to experience their
breath, body, and mind in the here and now, but also be part of a collectively
experienced moment with their environment. Breathe with Me are “Breathing
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Jeppe Hein’s RIGHT HERE, RIGHT NOW, photo by Jan Strempel.

Watercolours” painted by the public that visualize the invisible—our breath
and the resultant relation between us—reminding us to cooperate if we want
to share this world together today and in the future.
Since its launch in 2019 at the United Nations Headquarters
during the 74th UN General Assembly and Climate Action Summit, and in
Central Park in New York City, Breathe with Me has invited communities
from all over the world to take part in different forms of the project. From
public participatory installations and educational activations in schools and
museums, to the virtual workshops and an array of ever-growing digital
content, Breathe with Me has had an estimated potential reach of over 125
million people across the globe until now.
WW: You often talk about communication and art’s communicative potential
in your work. How did it become such a point of focus in your personal
practice?
JH: I grew up in Denmark, a small country where education is free and even
financially supported, where social relationships in the society are highly
valued and so is the motivation to create art. In addition, my parents, who are
hippies living on an organic farm, influenced me a lot and made me value the
dialogue with people. I guess for this reason I consider art a language that,
even though it is not spoken, fosters communication.
WW: Have you always seen the power of art as lying in the interaction it
shares with the audience?
JH: I created my first interactive installation, Moving Wall #1, in 1999 for a
group show in Frankfurt. In the work, you basically sit down on a bench and
then a wall next to you starts to move and drive off into the space. When
I saw that the interactivity made people really happy and encouraged them
to communicate with each other, even if they didn’t know each other at all,
how much they wanted to communicate, and that I could help them with my
artworks, I decided to make interactivity the focus of my work.
WW: What were the first reactions you witnessed from viewers of your
interactive works? Were they the ones you had hoped for?
JH: When people start to be a part of your work, you have to be aware that
things might happen that you didn’t plan for. You have to be open and accept
that people behave the way they want. I learned a lot about humans by
observing how people interact with my work and it helped me to develop my
artistic practice further on.
WW: You use humor as a means of engaging the viewer, featuring surprising
and experimental, trickster-like pieces, which places the spectator firmly at
the center, focusing on their experience and perception of the surrounding
space. Why do you choose to use humor in this interactive process?
JH: Humor, playfulness, and participation make it easier for people—
especially for those who normally are not in touch with art—to approach
artworks. Art can be very appealing for people, creating joyful situations as
well as relaxing moments and opportunities for interaction with other people.
Art makes people laugh, and life is easier with a smile on your face—or as
Charlie Chaplin said, “A day without laughter is a day wasted.” I believe if
an artwork puts a smile on your face and gets you in high spirits, it can even
make your life better—at least momentarily.
WW: What is the usual thought process behind these artworks?
JH: Generally, I think no barriers should affect your research and creativity
when developing a new idea, and I always try to be open to new ways,
methods, and impulses from all sides. Though there’s a need to draw the line
at some point, of course.
I need a free mind and body to be inspired and creative, which I
experience either when I am far away from the art world, during meditation,
or when I am brainstorming with my team. When a new idea crosses my
mind, I usually discuss it with my studio and we start research on materiality
and feasibility. Often a model is produced and tested before the final artwork
is realized.
WW: Can you describe your studio for us? What is a typical day in the studio
like for you?
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Jeppe Hein breaks a chalk piece in Ruinart historic chalk cellars: The Crayères, 2022, photo by Mathieu Bonnevie.

JH: My studio is built up as a family. Each person is part of a bigger whole. It
allows me to be creative and free.
Usually, I start with a Smil Kaffe, organic coffee that I distribute
with a friend and that puts a smile on your face. I have a first chat at the coffee
machine and continue talking to my team while walking around. Often a few
meetings are arranged until noon. Then we all meet in the kitchen, which is
the heart of the studio, where we have lunch prepared by our chef. We also
have a rooftop garden with bees, herbs, and vegetables.
Cooking and food is very important for me, and we always have
lunch together, since it is a fantastic way to gather people and simply enjoy
being together. That’s why I am also very excited about the collaboration with
five international chefs for Ruinart’s Food for Art program, where we inspire
each other to create an unforgettable artist dinner as part of my project.
In the afternoon I meditate or do yoga; I paint, draw, and sketch new
ideas.
WW: Your works share many similarities with the traditions of Minimalist
sculpture and Conceptual art from the 1970s. Can you tell us a bit about
how the decade inspired you as an artist? What elements have you retained
in your practice, and which, if any, have you altered to fit today’s modern
landscape?
JH: I have been inspired by Dan Graham, Robert Morris, Robert Smithson,
Larry Bell, Olafur Eliasson, and Asger Jorn, because they are all working
with communication and experience. Their works are always physically
present and perceptible; people shall not only look at them but also feel
them. We always talk about what we see, but in my opinion, it is more
important what we feel and experience when we face an artwork. My work
shall sharpen people’s senses, raise their awareness and perception of their
surroundings, and encourage a dialogue between them. Ideally, my work
fosters communication and empathy that people will pass on to others, since
this is really important nowadays.
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Drawing by Jeppe Hein on a bottle, 2022, photo by Mathieu Bonnevie.
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This March at Nahmad Projects in London, Sarah Meyohas will present
new works showcasing her exploration of holograms and the HoloLens.
While the former is a technology that’s been around for over fifty years,
the latter is cutting edge, employing mixed-reality glasses that create an
AR experience, without the need for a screen.
Throughout her career, Meyohas has mastered taking on
complicated topics and technologies to reveal their poetic, even beautiful,
potential. She created her own cryptocurrency, Bitchcoin, in 2015 (which
notably predates ETH). She has made stock trading into performance art
and painting. She created an AI algorithm using roses, human labor, and
subjective ideas of beauty.
Equipped with both an MFA and a degree in finance, Meyohas
and the work she creates disrupt the notions of who an artist is and
what art should be. Whitewall spoke with her about the roundabout way
she found herself making holograms, the blessing of anonymity she
has found in the crypto world, and her next genre-defying project—a
feature-length film.
Whitewall: What interested you in working with holograms?
SARAH MEYOHAS: You know, I end up coming to the pieces in such a
circular way. I didn’t decide that I wanted to make holograms. It came
more out of an interest in structural color. Structural color is found in
iridescent animals or plants. It’s a structure that light is refracting off of.
I discovered that people are trying to create these structures in labs. We
are getting to the point where we are able to manipulate matter on such
a small scale, and it can impact the color that we’re seeing in the visible
spectrum at our human scale. It’s also very elegant as an idea, this tiny
structure that you can’t see that’s creating these bright colors. That’s such
a beautiful thing to think about.
And then I discovered diffraction gratings, which are another
optical tool, and they have structural color. And then I found out that
diffraction gratings were actually the technology that make up the
HoloLens, which I had separately been making a piece with. So it felt
like things were coming together in this kind of happenstance way. I had
made a piece in HoloLens, and then it incidentally had birds in it. It felt
very fortuitous.

For the music, I really wanted a piano, because I find a piano is a
beautiful object. I was looking into Olivier Messiaen, who was a French
composer but also an ornithologist. He made so many compositions
around birds. He advocated whole tone scales. They sound more fluttery,
so that whole theme became part of the composition. Fragments of these
compositions were put through a statistical analysis to spit out phrases
that were similar, and I worked with a composer.
WW: Last year, with the explosion of NFTs, you revisited Bitchcoin (2015),
both with a sale at Phillips and then late last year offering a free mint as
well. What’s it been like to have the art world wake up to cryptocurrency
and digital, having created this project seven years ago?
SM: It’s a funny thing. It’s been amazing and challenging. Bitchcoin is
pre-ETH, and people sometimes forget about it.
In terms of the crypto space, it’s been amazing and also been
very bizarre watching people make hundreds of thousands of dollars off
of my work in the course of a month. They are better traders of my own
work than I am. Literally. So the speculation has been shocking. And the
truth is that the crypto world is still very male-oriented. Identity politics
has no room in crypto, and that’s both an amazing opportunity and also
means that if your piece is—even in its name—aggressively female, it’s
not going to go to the moon as much as a Bored Ape.
It’s just a funny place. But it, frankly, is no different than the
traditional art world, in that way. The flex is the same.
I saw this coming. I made Bitchcoin. I invested in the seed round
of OpenSea. I think I’ll make more from that than from Bitchcoin. But
yeah, crypto is going to change a lot of worlds. The venture capital world
is going to get upended by how easy it’s going to be for people to selforganize and transact and invest. And information is just so accessible
these days. The gatekeepers are in trouble.

WW: What’s interesting is that holograms feel very futuristic, but they
aren’t new.
SM: Holograms are pretty old technology. It’s recording interference
patterns on surfaces and re-creating those in a piece of glass. And what’s
pretty amazing is the 3-D effect it creates—screens can’t re-create that.
And what’s amazing is that the piece of glass doesn’t need to
be plugged in. In fifty, one hundred years you can take the piece of glass
out of the box, shine a light at the right angle, and it’s re-creating the
interference pattern. The technology is baked into the glass.
I’m drawn to it now because we have all this talk of the
metaverse, there’s this whole push towards VR, and in a sense, both the
holograms and the HoloLens piece point to a metaverse, but still require
you physically. They can only be truly activated by you being physically
present in front of them. There’s no video rendition of a hologram; no
documentation of a hologram really does it justice. And the same for the
HoloLens piece. Making a trailer for it was a nightmare because it just
looked like a bunch of animations overlaid onto a video.
WW: And with both of these technologies, whether old or new, you’ve
connected them to something natural, like structural color in birds for
the HoloLens piece Dawn Chorus. What was the inspiration for this
work?
SM: The original inspiration for the Dawn Chorus was this phenomenon.
There is a phenomenon where people pick up sounds at dawn on radio
equipment that sounds like bird chirps. They call it an “electromagnetic
dawn chorus.” I thought that was poetically quite beautiful.
Experiencing the HoloLens, I was dreaming about its
capabilities. It was almost like a challenge to myself: What’s the best
artwork I can create in HoloLens? I felt like the promise of having a piece
that linked digital to physical, without you having to hold up your phone
in an AR app, is so much better.

Sarah Meyohas, Petal backing Bitchcoin #03.069, 2021, rose petal on archival paper, courtesy of the artist.
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Sarah Meyohas, Liquid Speculation #7, 2021, chromogenic print, courtesy of the artist.

“
”

To be an artist and only
an artist is
disempowering. I want
to actively shift that
Sarah Meyohas, Still from Cloud of Petals, 2017, courtesy of the artist.

WW: Your art addresses these ideas around value and gives visualization
to complicated structures and exchanges. How are you thinking along
those lines in future projects?
SM: One work that is in progress is a screenplay I wrote that is an
adaptation of the myth of Medusa set in the perfume industry. Perfume
becomes this really interesting, very visual language for a story that
has to do with value and capitalism. It’s a business that has amazing
steps from agriculture to chemistry to manufacturing to distribution and
advertising. How perfume is made and the amount of work that goes into
it is amazing, and all for smelling good.
It’s the purest form of desire, what you put on your skin and
smell—it’s very primal.
Medusa is this story that deals with sexual assault—that’s her
back story that people don’t usually know about. She is raped by Poseidon
in Athena’s temple, and that’s why she’s turned into a monster.
It’s a story of horror turned into beauty. It’s like the power of
art—you can now look at the thing you could never look at. It’s about the
gaze and the image. Her gaze petrifies, but you can look at her through an
image. I’ve put Medusa in the perfume world, and so desire, capitalism,
product, and sexual assault all become modern.
I’ve been writing it for over two years, maybe almost three
years. That is perhaps more in line with my previous work than all of this
structural color stuff.
WW: That’s so exciting! Is it feature-length? We know your Cloud of
Petals project included film. How long was that?
SM: It is feature-length. Cloud of Petals was a 30-minute experimental
film. Cloud of Petals made me feel like film was a really good medium
for me. In most of my work, even if you go back to “Stock Performance”
or even Bitchcoin, there is very much a story, a real narrative, an
engagement with the world. It’s highly visual and beautiful. It felt like

film was the most complete medium—sound, sight, story, emotion. And
I like working on things that have scale. And film feels like you can really
reach people. It’s a very different way of engaging with the market. It’s
somewhat more democratic.
WW: So aside from a feature-length film, which is a huge undertaking,
and your upcoming solo show at Nahmad Projects in London, are you
working on anything else we should know of?
SM: I’m doing more investing these days, which I’ve always kept
hidden because people don’t want to think that artists are investors.
But it’s taking a more active role in my life now. I feel like it’s time to
change the paradigm that an artist has to just be an artist, nothing else.
People wear multiple hats all the time. To be an artist and only an artist
is disempowering. I want to actively shift that. I’m an active venture
capitalist. I am investing in lots of different companies; I’m a part of a
pretty blue-chip VC fund called Spark Capital as a venture partner, parttime.
I have to say, crypto has been a very welcoming place because
a lot of people are anonymous—you aren’t socially embedded, in a way.
It’s been somewhat less political than the art world.
WW: It’s not as much of a social minefield. The male/female dynamic
does feel a little alienating, though, both in makeup and aesthetics.
SM: The way of collecting NFTs is much more designed for men than it
is for women. Women are not as much gamblers as men are, inherently.
That plays to men more. And crypto is much more related to gamer
culture. Gamers are skewed men, too. I agree.
Maybe this is going to change and maybe I’m naive, but in terms
of community-building, people have to be nice. If not, you’re going to get
called out or kicked out or ignored. Everybody is only engaging because
they want to.
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Thandiwe Muriu, CAMO 28, 2021, photography, Jet Ink Print of FineArt RAG+ MATT 310g, 60 x 90 cm, 100 x 150 cm, courtesy of the artist and 193 Gallery.
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