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Hannah Whataker, Eyes Shat. Sit, 2020. UV printed onto MDF with hand painted
edges. 21 x 1S inches
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8. Hannah Whitaker at Marinaro

With degrees from both Bard and Yale, Hannah Whitaker
has had no difficulty in getting her experimental
photography exhibited in museums and galleries around
the globe. Working figuratively and abstractly, her most
recent body of work features a singular female model
filmed using lighting techniques Whitaker acquired
through jobs as a commercial photographer. Her picture
Eyes Shut, Slit presents a silhouetted figure with a strip of
red lighting her eyes while she stands before a staged
sunset, optically created by gradated lights. Futuristic and
robotic looking at first glance, the figure, however,
maintains her humanity through the imperfection of loose

hairs revealed by the light glowing from behind.
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Hannah Whitaker

In a new suite of highly stylized portraits at the Marinaro gallery, Dec. 10-Jan. 24

Whitaker departs from her previous methods of elaborate in- 190':’:3;“;{0
camera masking and multiple exposures. Instead, the Desmiown
. ) 212-989-7700
photographer achieves spectacular effects—dark stripes of shadow i
and laserlike flares of color—by carefully staging each shot of the
same female subject. Sometimes the woman appears in silhouette; fF ooy &

other times, she emerges from shadow or is revealed in a slice of
light. Her naturalistic presence seems at odds with the pictures’
stark techno-futurism, which might otherwise call for android
perfection. A second intriguing series is installed in the gallery’s
lower level—assemblages of jigsawed, brightly painted, photo-
printed shapes are outfitted with light bulbs. These lamp
sculptures recall the designs of the Memphis Group, but, arranged
in a conspiratorial cluster on the floor, they are clearly more than

mere décor.

— Johanna Fateman

Fateman, Johanna. “Hannah Whitaker,” The New Yorker, January 2021.
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HANNAH
WHITAKER with
Naomi Elias
Hannah Whitaker speaks with

Naomi Elias on the occasion of
her new photobook Ursula, out in
2021 from Image Text Ithaca

‘i fEB

In her opening monologue at TechCrunch’s 2017 Annual Crunchies Awards, come-
dian and host Chelsea Peretti asked the room why every mainstream Al personal as-
sistant was given a female name. “I’m surprised there isn’t just one called
Mommy,” she exclaimed. Since then feminized Al assistants have only become
more popular and prolific, even making their way onto television shows like NBC’s
The Good Place where D’ Arcy Carden’s Janet character, though portrayed by a
woman, frequently reminds people she is neither a girl nor a person but rather a cre-
ation built in the shape of one to serve others. In her new book, Ursula, Brooklyn-
based photographer Hannah Whitaker explores this phenomenon and considers how
much modern technology and our very conceptions of the future are a product of
male fantasy.

Ursula’s cover shows a silhouetted woman. Modeled by Whitaker’s close friend
Karen Eydie Meléndez, she is the artist’s muse for the project; page after page
Meléndez’s body is transformed with the addition of geometric shapes, lights, radi-
ant color, celestial backdrops, and other imaginative tools from Whitaker’s studio.
The photographer uses these female figures—inspired by science fiction’s genre
tropes and gendered modern technology like digital servants and sex robots—to ge-
nially interrogate the ways the male gaze alternately deforms, sexualizes, and sub-
jugates the female form. They are luminous, lively, and transparently devised with
great attention to the nuanced and evolving visualy anguage of the tech industrﬁ.
Each image is crafted with confidence. Accompanying her photographs in the book
are two written Pieces from Dawn Chan, a former editor at Artforum and visiting
scholar at NYU’s Center for Experimental Humanities and Social Engagement, and
science fiction writer David Levine. Their pieces provide, respectivel ,%n'storica]
context and fictive narrative shorts for the images and ideas contained in
Whitaker’s portraits.

In advance of the book’s publication, I spoke to Whitaker about the project over the
phone in September. We talked about the sexist histories of photography and adver-
tising, and how she was inspired by the color of spaceships.

Elias, Naomi. “Hannah Whitaker with Naomi Elias,” The Brooklyn Rail, December 2020.



Hannah Whitaker, Hold, 2019. © Hannah Whitaker and Image Text Ithaca.

Naomi Elias (Rail): Tell me how this book came about and where the title Ursula comes from.

Hannah Whitaker: I started making the photographs before I necessarily envisioned them as a
book, probably two years ago. The initial impetus for making them was interested in a return to
making conventional photographs again. I had been working for many years using this really
labor-intensive analog process. I stil% do make those photographs—I layer multiple exposures
onto 4x5 film with the intervention of hand-cut masks. Through that method I create these
images that are really controllable from the %round up, and I can layer different kinds of graph-
ics onto an image while still using all optical means. The process feels very mechanical and
very automated in certain ways. | have to come up with a plan and carry it out in this very rigid
sort of predetermined, programmatic way. [ started thinking about that é)rocess and I got really
interested in the human form, specifically the female form, and I started using that form in this
mechanical, repetitive way.

I also shoot a lot of commercial work and have amassed lighting skills from doing that, so I
started thinking about who the figure was in my work and what her life is, or what her world is.
I started using a lot of the lighting techniques from my commercial life. It was just super satisfy-
ing because it took a lot of the ideas I’d been exploring as an artist, but I got to exploit the im-
media(:ﬁ of just making a straight photograph again, the sort of challen%e and joy of a conven-
tional shoot which I hadn’t really done as a part of my work in a really long time. Returning to
that sort of conventional form o picture-mas)(in was really rewardin%. So I started making
these pictures. They’re all of this close friend of mine. I’d just kind of have her over to my
studio regularly. That’s kind of how the project began.

I don’t know why really early on I wanted this project to be called Ursula. I think a lot of that
has to do with the fact that the most famous Ursulas I can think of are all relevant to the project
in certain ways. To me, the one that comes to mind first is Ursula the sea witch from The Little
Mermaid. And so there’s the villain. And then there’s also Ursula K. Le Guin, who’s a well-
known feminist sci-fi writer, and then there’s Ursula Andress, who is a sex
symbol/model/actress. I felt like the triangulation of sci-fi, villainy, and sex symbol was really
relevant to the project. I felt like the name Ursula is both retro and futuristic. My photographs
are meant to be futuristic but they also incorporate a lot of retro visions of the future. In some
ways, they embody a history of techno-futuristic design tropes. There’s a wide time period that I
feel is contained within them, so I feel like the name ngT;sula sort of goes in both directions.

Rail: What type of camera did you use for this project and did you use any other materials?

Whitaker: I used a Nikon digital SLR camera; it’s a high-end professional camera. I don’t
know why this is important to me exactly but I feel compelled to point out that the photographs
are not digital composites. What you see was constructed in the studio so the cloud backdrop,
for examgle, is a printed cloud backdrop lit with colored gel, and she’s lying on something in
front of that backdrop. I did do some things digitally—I’m not claiming to have done zero work
in Photoshop—but it’s very minimal stuff. I didn’t compose them in Photoshop. These worlds
were made in my studio.

Elias, Naomi. “Hannah Whitaker with Naomi Elias,” The Brooklyn Rail, December 2020.



Hannah Whitaker, The Eye, 2019. © Hannah Whitaker and Image Text Ithaca..

Rail: You have a lot of experience doing fashion/brand editorials which is a genre of photogra-
phy that I feel frequently disembodies women by highlighting specific body parts like their eyes
or arms. Was your approach to photographing the female body in this book more similar to how
you do product photography or to traditional portrait photography?

Whitaker: I think shooting artwork as opposed to shooting for a client is just a fun, different
kind of experience and assignment. When I’m shooting something, whether it’s for a magazine
or as a commercial assignment, I really feel cognizant that I’m doing something for hire and that
there’s a client involvecﬁ and that’s how I make my living. So I feel %ike—no, I don’t feel like
the treatment of the body would be similar in any way. With this close friend of mine, I was di-
recting her and she was very generously complying with whatever I wanted her to do, and there
wasn’t anybody to please lurking in the background of this project. It was really just getting at a
certain kind of imagery that I was after. But at the same time, part of this work and part of all
my work is informed by the history of photography, which includes the way that women are de-
picted in advertisements. In the history of photography, the woman is the traditional subject, and
aman is the traditional photographer. I do feel li%re that’s something I think about in the work
certainly, and also the kind of visual language of the tech industry like those Apple ads where
there’s a really silhouetted figure. I think this body of work in general is done with a critical eye
to the sources that I’'m referring to but at the same time, it’s also indulging in the same things
that I’m critiquing.

Rail: A couple of years ago I came across Julie Wosk’s work on what she calls “artificial Eves,”
the women that men manufacture, which feels like an apt term for the female forms in your
book. Wosk is a professor who incorporated her knowledge of writing for Playboy and how
women have been sexualized in advertising, and then also obviously contemgorary tech, into a
book.b It’ska very interesting read and she hits on similar themes that Dawn Chan brings up in
your book.

Whitaker: Artificial Eves? Sure. I’'m actually not familiar with that work. But thanks for bring-
ing that to my attention.

Rail: In Dawn Chan’s piece, she traces the genealogies of these manufactured women from the
original Pygmalion myth to film adaptations, like Audrey Hepburn’s Eliza Doolittle in My Fair
Lady ( 196{1% and ELIZA, an early chatbot named after Hepburn’s character, to the present day
where we’re surrounded by what she calls “servile female Als” like Alexa and Siri. Were you
influenced by that history when staging your portraits or was it something you wanted people to
think about while looking at the images?

Elias, Naomi. “Hannah Whitaker with Naomi Elias,” The Brooklyn Rail, December 2020.



Hannah Whitaker, Arms Up, Slit, 2019. © Hannah Whitaker and Image Text Ithaca.

Whitaker: I think both for sure. Dawn and I talked a lot about what areas of research would
make sense for the book. I wasn’t familiar with all of the references that she ultimately drew
from, but those figures and ideas are certainly something I was thinking about in the book. I was
thinking a lot about male fantasy and the sort of contemporary realization of long-imagined fan-
tasy from sci-fi, the way that science fiction from the past 50 years has imagined all this stuff
that is now suddenly possible, and how some of that emerges in the very gendered technology
that we are seeing explode right now. But I also think that’s not everything. The work is not all
critical. It’s also very playful and indulgent. Part of why I wanted Dawn and David Levine-
who are both actually good friends of mine—to write is because I felt like Dawn would write
something critical and smart and scathing about the world, and David would write something
that kind of drinks the Kool-Aid a little bit. I felt like both were important to the project.

Rail: His piece references some pop culture imagery like the chessboard in Alice in Wonderland
and the ﬁ'rld framework in the Tron movie and I noticed you use grids as a recurring motif in
this book. What attracted you to that pattern? How did it help you tell your story?

Whitaker: Well, the grid is this powerful symbol of techno-futurism and it’s something that
emerged in the *80s as a part of futuristic fantasy. It’s a handy and useful device. I trief not to
use it too directly. My grids are sort of deformed and colored, not like your standard black and
white. I didn’t want the work to be placed too squarely in the *80s. I was very cognizant of not
overusing the grid because of what a design trope it is.

Rail: A lot of the photos share a color gradient backdrop. Gradients were big in the *90s and
have obviously become really trendy again in web design, product packaﬁing, and even as
jigsaw puzzles. Can you talk about your color palette overall for this book and what interested
you in gradient transitions?

Whitaker: Oh that’s so interesting that you bring up jigsaw puzzles, I hadn’t thought about that.
I have for many years been using a lot of gradients in my work. What’s really interesting about
them is the way that they’re used by the tech industry to evoke a kind of confidence in a prod-

uct, or cleanliness, or a kind of clarity or capableness. I think that’s part of the interest in it. But

{hege’s also the sort of glow from science fiction—every spaceship has this kind of gradient
ight.

Rail: And you alluded to not wanting to use a lot of black and white or gray. It’s a very colorful
book. What’s the color story you had in mind?

Elias, Naomi. “Hannah Whitaker with Naomi Elias,” The Brooklyn Rail, December 2020.



Hannah Whitaker, Arms Up, Slit, 2019. © Hannah Whitaker and Image Text Ithaca.

Whitaker: It wasn’t really predetermined. I mean, I’ve had a lot of people come to my studio
and tell me that it’s sort of trashy, like not very sophisticated or elegant or something, which I
don’t really mind. The way we described the book when I pitched the idea was the photographs
are sort of maximalist, the opposite of modernist restraint. When making them I wasn’t intend-
ing for the palette to be so wird, it just came about instinctually.

Rail: Has working on this project made you look at the world or your field differently?

Whitaker: I guess working on the project has insfpired me to do a fair amount of research so in
that sense, it has complicated my view of some of these ideas. It’s so hard to pinpoint because
I’ve been working on this project for a couple of years now and there wasn’t a single moment
where I felt like it was finished and could reflect back on it. In reading and doing research, I
have gained some perspective certainly. While working on this project actually, the UN issued a
report about the gendering of technology and digital servants about how it’s actually damaging
to society and fosters damaging stereotypes towards women that have actual real-world conse-
uences. I feel like I wouldn’t necessarily have come across stuff like that if I wasn’t hyper-
ocused on these ideas.

Contributor

Naomi Elias

is a freelance writer based in Los Angeles. Her
work has appeared online and in print at a
variety of publications including New York
Magazine, Nylon, and the Los Angeles Review
of Books.

Elias, Naomi. “Hannah Whitaker with Naomi Elias,” The Brooklyn Rail, December 2020.



A Search Artsy ye

Visual Culture

The Women Photographers Redefining Surrealism
for the 21st Century

JacquiPalumbo Mar19,20203:13pm K1 ¥ M

In Surrealist circles in early 20th-century Paris, artists explored the
sensuality and desire of the subconscious mind. With prominent male
artists at the forefront of the movement, the female form came under
their gaze. Women’s bodies “became the ultimate surrealist object, it was
mystified, fetishized, and othered,” Izabella Scott wrote for Artsy in
2017. The photographers of the Surrealist movement were no

exception.

Man Ray famously turned Kiki de Montparnasse’s torso into a violin,
while André Kertész distorted models to monstrous effect. Women
photographers of the era—such as Dora Maar and Lee Miller—have
often been reduced to mere muses, their own important practices

ignored or overshadowed until being revisited in recent vears.

Today, there is no official movement for Surrealism in photography, but
many artists have picked up the torch, exploring what Sigmund Freud
called “the uncanny” to render the comfort of the known world a little

less recognizable.

Many women, in particular, are determining what contemporary
Surrealism in photography looks like, exploring dreamlike worlds,
strange juxtapositions, and futuristic concepts to comment on selthood,
wider social issues, the subconscious, and the illusory nature of the
medium itself. Here are seven female photographers redefining

contemporary Surrealism.

Palumbo, Jacqui. “The Women Photographers Redefining Surrealism for the 21st Century,” Arsy, March 24, 2020
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Hannah Whitaker

At first glance, Hannah Whitaker’s graphic photographs appear like
collages. Layering colors, shapes, images, and silhouettes, she builds her
compositions skillfully, but leaves room for the slight imperfections that

reveal the nature of her process.

All of Whitaker’s images are created in-camera, taking multiple
exposures of a single sheet of large-format film. The meticulous
approach requires extensive planning: Whitaker shoots through cut
paper placed inside the 4x5 camera and masks parts of the film as she
goes. “If you think of every hole or section of an image as being a
separate screen you can start to imagine how complicated it can be,”
Whitaker told Zime in 2016. “A single sheet of film can become several
days of shooting.”

Whitaker’s images form delightful patterns, referencing the textiles of
Anni Albers or the quilters of Gee’s Bend, and are often redolent of
1980s graphic design. She reveals striking silhouettes of arms, faces,
legs, and breasts in works like Dimensions (2019) and Five Hands 2
(2017). The exacting nature of her work is belied by its playfulness,

toying with the illusory nature of the photographic surface.

Palumbo, Jacqui. “The Women Photographers Redefining Surrealism for the 21st Century,” Arzsy, March 24, 2020
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Henie Onstad Art Center, Norway. Photo: Henie Onstad
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January 06, 2020 at 12:29pm
INAUGURAL HENIE ONSTAD TRIENNIAL WILL LAUNCH IN

‘" FEBRUARY

Next month, the Henie Onstad Art Center in Norway will hold its
first triennial for photography and new media. The exhibition will
feature new work by thirty-one international artists and will fill the
entire ground floor of the museum. Titled “New Visions”—a
reference to Laszlé Moholy-Nagy’s theory that photography can

capture the world in a manner in which the human eye cannot—

the show will run from February 20 to May 16.

“In line with the avant-garde legacy of the Henie Onstad, we are proud to present a new triennial that will showcase
recent experimental developments in photography and camera-based art more generally,” said Henie Onstad curator

Susanne Dstby Szther, who is collaborating with Behzad Farazollahi and Christian Tunge of Melk, an artist-run

gallery in Oslo, to organize the show.

According to a release, the exhibition’s inaugural edition “foregrounds practices that acknowledge the fluctuating and

networked condition of contemporary photography and society more generally, while also articulating a keen

sensitivity towards the history of photography and art.”

The list of participating artists is as follows:

Morten Andenas (Norway)
Viktoria Binschtok (Russia)
Lucas Blalock (US)

Lucile Boiron (France)
Asger Carlsen (Denmark)
Louisa Clement (Germany)
Sara Cwynar (Canada)
Ingrid Eggen (Norway)

Roe Ethridge (US)

Victoria Fu (US)

Espen Gleditsch (Norway)
Andrea Griitzner (Germany)
Annette Kelm {(Germany)
Nico Krijno (South Africa)
Owen Kydd (Canada)

B. Ingrid Olson (US)

Linn Pedersen (Norway)
Marr Rich (US)

Erin M. Riley (US)

“Inaugural Henie Onstad Triennial will Launch in February,”

Artforum, January 2020.



Maya Rochat (Swirtzerland)
Johan Rosenmunthe (Denmark)
Torbjern Redland (Norway)
Viviane Sassen (Netherlands)
Paul Mpagi Sepuya (US)
Timur Si-Qin (Germany)
Wolfgang Tillmans (Germany)
Sara VanDerBeek (US)
Hannah Whitaker (US)
Carmen Winant (US)

Letha Wilson (US)

Daisuke Yokota (Japan)

“Inaugural Henie Onstad Triennial will Launch in February,”
Artforum, January 2020.
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A, Stefano Marchionini

Stefono Marchionini &t un photographe
Italien né en 1985, 1 vit octuslemeant  Morsille
Aprés ovoir &tudié o peinture oux Beoux-arts
de Venise, il est diplome on 2014 de 'ENSBA
e Paris, Il o netanment collubord aux
magozines Dazed & Confised, Werteriollou
Fantastic Man,

St L ot

B. Hannah Whitaker

o miinepice de 'hisroire informatique et de
I culture numérique, moi i recours ala
photographia cnologique. Mas imogas, dont
legraphisme est inaparé des premien logiciels
de froltement, montrent des gestes de lu main
binaives, d'opprobation e de refus.

Ca sont des photographies créges par une
superposition da prises de vus, sur le méme
négatif 4x5, shootées & trovers des mamques
on popior decoupés o o mom. Ici, chaque
image est una coucha habitusliament irvisble
et déconstruit una seule at méme photographia
(nen montréa). Clest un travoll & rebows. o

Seucran Mo inand

Berland, Alain. “Portfolio” Mouvement, September 2017.
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Hannah Whitaker

Interview by Frédéric Caillard, April 2017

Hannah, can you please describe in your
own words your practice & your work?

Even though they might look not traditional, |
actually do make traditional photographs in the
sense that they're made through purely optical
means, | shoot with a view camera onto 4x5
sheet-film. The photographs are exposed
repeatedly onto the same sheet of film, and
each exposure is shot through a handmade
screen. Each of the screens are conceived as a
part of a set, which all go into the making of
just one photograph.

Where do you physically put the screens?
The screens are pressed up against the film
inside the holder, which is how they can create
a hard edge. If they were in any other position,
the edge would be fuzzy.

And what about your subject matter?

| often combine a limited set of subjects in a
given photagraph: silhouetted bodies; blocks of
colors, which are out-of-focus sheets of colored
paper; and black and white objects, like metal
grates or blinds.

American, b. 1980 in Washington, D.C.,
based in New York, NY.

At first glance, Hannah  Whitaker's
photographs might seem like they are the
product of cut and paste Photoshop coliage,
but she creates her images entirely in
comera, favoring analogue experimentation
to digital manipulation. In her new body of
work, instead of deconstructing existing
images, she mixes the conventions of
photography and abstract art with
silhouettes, geometric shapes and colors that
play with the ideas of handmade and
automated processes.

Hannah holds @ MFA from The International
Center of Photography and a BA from Yale
University.

“I asked myself how to
automate a photograph,
how to remove the artist’s
expressive voice as much as
possible”

Your work seems to be moving away from
classical photography. A few years ago your
compositions included recognizable
landscapes or full bodies, and you used
effects that are quite widespread like light
reflections. In your last few shows, colors
are getting flatter and body parts are
mainly reduced to their shape.

Yes, definitely. My work has evolved over the
past few years to become more mechanical
looking. Part of that has to do with an interest |
developed over the vyears in forms of
automation, the history of computing, and in a
screen-based visual culture. | ask myself how to
automate a photograph, or how to remove the
artist’s expressive voice as much as possible,
and if it is possible to program a photograph as
one does a computer. Photegraphy is already
an art form dependent on @ machine. For me,
once the initial idea is conceived and the visual
schematic is thought through, the process
becomes very automatic. Making a photograph
requires painstaking execution and
recordkeeping - a kind of automated system
takes over. | have a coding system to keep track
of which screens | have already exposed onto
which sheets of film. There is very little room for
spontaneocus expression.

Caillard, Frederic. “Hannah Whitaker.” Abstract Room, April 2017.



Hannah Whitaker, Stride 7, 2016 / archival pigment print / 128 x 102 em / edition of 3 ex + 2 AP,
@ Hannah Whitaker, Courtesy Golerie Christophe Gaillord.

Hannah Whitaker prepared geometrical cut-out screens to mask her analogic 4x5 film before shooting each
section of Stride 1. She exposed the same film numerous times and mixed colored surfaces and desexualized
female body parts as elements of this hybrid composition.

Calllard, Frederic. “Hannah Whitaker.” Abstract Room, April 2017.



In the literature about your work, there are
many references to early abstraction
masters, like Matisse, Arp or Anni Albers.

A lot of people bring up Matisse te me, but that
is not an association that | would offer. | do love
Matisse but he doesn’t directly influence my
work. | think one reason that people bring him
up is because of his cut-outs. | am also applying
blade to paper in making my screens but to a

“Bodies in my photographs are
very desexualized”

very different end. Matisse’s cut-outs are very
elegantly representational, and mine are
resolutely not representational - they provide
the armature for the content. | am dealing with
an inherently representational medium and |
am allowing the photographic process to do
that representing for me.

Hannah Whitaker, Verbs, exhibition view.

In Stride 1 the window shape of Matisse is
referenced as well. | also see some formal
similarities between your work and the work
of Peter Klasen, from the narrative
figuration movement, even though the
works are very different in the atmosphere
they convey.

| agree that the resulting effect is very different.
One of the primary differences is that the
bodies in my photographs are very desexualized.
Even though they are clearly female body parts,
which you could think of as highly sexually
charged territory, | make it a point to present
my bodies in this very deadpan, very flat way,
Just from the work of Peter Klasen | am seeing
here, it looks like he is employing the female
figure very similerly to how you might see it in
advertising.

Courtesy Galerie Christophe Gaillerd. Photo: Rebecca Fanuele.

Caillard, Frederic. “Hannah Whitaker.” Abstract Room, April 2017.



On top of being desexualized, the body
parts in your work are shaded, inaccessible,
often hidden behind shapes or patterns.
Why is that?

It is a visual language that | have developed. |
didn’t always photograph bodies this way and |
am sure | won't permanently. For the time being
| am interested in being able to reduce a human
form te a graphic system that has a lot of
associations. It makes me think about clip art
and highly reduced semiotic forms like Emojis.
The bodies are deployed in this repetitious
manner to refer back to the histories of
automation and computation that inform its
making. | also think it is interesting in -an
intuitive sense to see these hard edge forms
butt up against what is recognizable as a
human form. As far removed that | get from a
conventional photographic process, | still think
the photographic detail that is provided by a
4x5 negative can be really powerful. For
example | shot some works recently where the
body was wearing black tights and when | got
the film back the forms were perfectly
silhouetted. You could not see any details on her
feet or legs: no skin, no hair, no veins. Even
though the photographs took me weeks to
make, | had to start over and reshoot them all
with bare legs. Seeing these human details is an
essential part of the experience of locking at the
resulting photographs.

I am not sure that people who only see your
work on the internet can realize this.
Everyone says this about their work, but when
you see the work in person it looks pretty
different than how it looks in jpeg form. This is
why | make the prints large enough to actually
experience those photographic details. When
you look at the work in jpeg form, the forms
become so reduced that they become almost
indistinguishable from their source imagery.
That tension between the elegance of
photographic representation and the crudeness
of a jagged cut on paper is lost.

Can you tell us about your future projects or
about new directions that your work is
taking?

One of the newer aspects of the work in a
recent show is the introduction of seemingly
spontaneous scribbling. The photographs have
more wavy lines and organic forms than | had
been using before. The process is the same as
before, so this purported looseness is only an
image of looseness. The forms are as
painstakingly preplanned and repeatedly
redrawn (in the making of the screens) as in the
previous work. Conceptually | likened it to the
automated voice that you get when you call a
customer service line, how that voice has these
preset mistakes, they say oh, or make strange
vocal flourishes, or use idioms that make them
sound more human. But ultimately their
responses are all programmed and that
spontaneity is a total facade. B

Selected recent exhibitions
Live Agent, M+B, Los Angeles, 2017
Verbs, Galerie Christophe Gaillard, Paris, 2016

Metamorphosis - H. Whitaker, R. van Beek, J. Cockburn, Flowers, London, 2015

Cold Wave, M+B, Los Angeles, 2014
Limonene, Locust Projects, Miami, FL, 2013

Les Rencontres d'Arles, Discovery Award, Arles, France, 2012

Caillard, Frederic. “Hannah Whitaker.” Abstract Room, April 2017.
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Brocante. Ces samedi et dimanche, au centre de la
commune de Biévres (Essonne), se tient la Foire du marché
de F'occasion et des antiquités photographiques, avec expo
sitions {dont celles de Claude et John Batho), animations

et conférences... La nouveauté 2016 est la création

d'un «pdle procédeés alternatifss, avec un atelier

de cyanotype et Van Dyke, une demonsmmon do wage

au papier salé et la réali
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d'un sténopé. -+

dans des
ala Matisse.
n oubli¢ sou-
vent -& quel
point  pho-
tographie et
peinture sont intimes. Han-
nah Whitaker et sa dernidre

série, Verbs, sont 1a pour
nous be rappeler. Sur les murs
blancs du nouvel espace de fa
galerie Christophe Gaiblard,
des compositions géome-
trigues conjuguent cotleurs
et formes al'imparfait. Cest
beau, chatoyant et lége-
rement hésitant, comme
I'écriture d'un enfant. Trian-
gles bleus et rouges, disques
verts, Croissants orange,
rectangles jaunes ot paves
bicus, la partition abstraite
de Hannah Whitaker chante
Ia lumiére et la volupté des

couleurs, Des silhoucttes

féminines ponctuent les |

ponées.

«Jeu d'enfants. Comment
ne pas penser a Henri Ma-
tisse ot & son album Jazz? On
retrouve i les harmonles du
peintre fauve crédes  partis
de papiers gouachdés et dé-
coupds aux ciscaux, Immobi-
lis¢ par la maladie, Matisse
avait teouvé cc subterfuge
pour réconcilier forme ot
couleur sans se fatiguer,

ALLABD)

ket -en pleine forne, clle -
jonggle aves des papiers, Pour
cette série de dix-huit eli-
chés, elle a travadllé dur. prés
de cing mols, chaque photo
éant je résultat d'une Jongue
éaboration en studio.

«Jutilise un seul négarlf
de format 4«8 que jexpose
plusieurs fois grdce a des
masques. Ce ndgatlf subit
parfols une trentaine dexpo-
sitions et peut rester pendant
plusieurs semalnes dans Ie

| boltier de lappareil. On voit

Livwrarion Samedi 4 ¢t Dimanche 5 Juln 2016
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Art/ «\Weris, feuilles. cisealXx

sont on papiers découpés.
Ced uu/'nu\su.um;\zrﬁur .
Femme délicatede 35ans, &
Paris pour sa secondce expo-
sithon ¢n six mods, Hannah
Whitaker compare sa tochni-
que photographique & lasér-
graphie, Elle fait des dessing
de prévisualisation avant de
s lancer dans ce travitil ma-
nuct, ravie a l'ldée de pouvolr
manipuler un négatif grand
comme une main. Finale-
met, o travaill est commme
urt fewdenfant. Les matidres
SONE LONIES SEmpAes, ce sont des
papiers colorés ¢t du film.»
Elle reconnait le niveau de
précision technique que re-
quidrent ses compositions,
bien qu'elle tende A mini-
miser son travail, «Tout est
fait & Vaveugle fusquiau dé-
veloppement du film. Des
Surprises naissent. Je prends
ceba commie e sorte de futte
entre contrile ¢t perte de
contrile.

Si tout est prévisualisé a
I'avance, il saght d'un pro-
cddé argentique lourd,
difficile d maitriser, «Clest un
affronternent entre le contrile
de c¢ procédé et ce procddé
Qud me contride, mol,» Contre
toute attente, il y a dans
Verds une joute avec Je mys-
tere de la chambre noire.

Jacquard. Américaine née
n 1980, Hannah Whitakera
habité 4 Paris. C'est A 'uni-
versité Yale qu'elle a appris
& utiliser ta chambre 4+5,
quielle n'a pas quittée

Anclenne éieve du Centre in-

Comme lui, Hannah Whita- | les erreurs car mes 7

ternational de Ja photogr

phie (IC#) de New York. ellea
41e rémarquee sux Rencon:
tres d'Arles, ou elle a regu le
prix Découvertes en 2012,
Aujourdhul, elle ne fait pas
un dogme de Fargentique.
Pourtant, Hy & un aspect ow-
rech i ses tigures esthétiques
ot scientifiques qui ésoquent
les techniques de tissage &
lanclenne, comme le fac-
quard et ies vieux ordina-
teurs. «Jaime tes couleurs
malhabiles et infiégantes de
MacPaing, les langages visuels
dapparence Stmplifide.»

Pré-pop. Admiratrice de
Jean Arp et Ellsworth Kelly,
Whitaker sinspire aussi du
design textile moderniste,
celui dAnni Albers. Mais
pour cette ¢xposition, elle
sest pencheée sur I'histolre de
Patrick Henry Bruce. Peintre
matheureix, soutenu par
Matisse, il a fini par se sulci-
der. Ses amnis I'appelalent v
hormme parfait trop parfaits.
La photographe souhaitait
Intituler ainsi son travall
en hommage & ce peintre
cubiste aux natures mortes
pré-pop. Au fond, qu'y a-t-il
de purement photogra-
phique dans tout cect? Une
transparence, une matiére
transiucide inédite, qui évo-
que des vitraux anciens e
ultra contemporains.

CLEMENTINE MERCIER

VERBS

do HANNAH WHITAXER
Jusquiau 18 juin,

4 la galorie Christophe
Galllard, 75003

Mercier, Clementine. “Verbs,’ feuilles, ciseaux.” Liberation, June 2016
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Construction Sight

PHOTOGRAPHY

How a generation of artists is re-ordering the building blocks of
photography

Schuman, Aaron. “Construction Sight,” Frieze, April 2015.



Noémie Goudal, Observatoire VIII (Observatory VIII), 2014, Lambda print on Baryta paper,

1.5 x 1.2 m. Courtesy: the artist, Edel Assanti, London, and Galerie des Filles du Calvaire, Paris

Given the shape-shifting flexibility images have acquired in the digital age,
photographic content should have gained prominence over photographic form.
Indeed, as photographs migrate with ever-greater ease from the camera to the
screen, to the internet, to print, to the increasingly relevant photo-book and to
mass-media outlets, their physical properties fluctuate. So much so that many
artists working with photography are focusing less on how a photograph is made
than why.

For these artists, photography is defined more as a medium in the most
fundamental and intangible sense of the word — as a means by which something
is communicated or expressed — rather than as a singular object or substance in
its own right. But a number of young artists in recent years have been countering
this definition. As the artist and writer Chris Wiley noted in his essay ‘Depth of
Focus’ (published in frieze in late 2011), they are choosing to foreground the
formerly ‘repressed’ aspects of the medium — ‘the physical support upon which
the image is registered, myriad chemical and technical processes, as well as the
numerous choices that were made by the photographer in capturing the image’.
These artists were born in the late 1970s and early-'80s and were the last to be
educated primarily in darkrooms and photographic studios, spellbound early on
by the alchemical magic and intimate physical connection to the photograph that
these environments provided. They were also the first to mature alongside a
rapidly evolving and increasingly ethereal digital medium, which has rendered
the darkroom — along with nearly all of the analogue machines, methods and
materials associated with it — practically obsolete.

A remarkable shift has occurred in the years since the publication of Wiley’s text.
Many of the artists he cited — including Michele Abeles, Walead Beshty, Lucas
Blalock and Mariah Robertson — have become increasingly visible and fluent in
this new-found language. In tandem, many of the recent discussions within both
art and photographic circles have revolved around photography’s formal
properties, material processes and technical histories. A growing number of
artists working with photography are successfully countering both the
deconstructionist tendencies of 20th-century postmodernism and the increasing
ubiquity of digital imagery. Loosely gathered under the banner of ‘constructed
photography’, their work makes the scaffolding of the photographic medium

Schuman, Aaron. “Construction Sight,” Frieze, April 2015.



explicit and intricate. In so doing, it is re-establishing and, as the term implies,
re-building photography as both a technical endeavour and a physical medium.

N
9
E
i
1
-
y
.

Chris Wiley, Dingbat (12), 2014, archival inkjet print mounted on aluminium; artist frame with

faux ostrich leather, 106 x 71 cm. Courtesy: the artist and Nicelle Beauchene Gallery, New York

But with this emphasis on photographic form, certain fundamental structures
upon which the medium is built — and which these constructions still contain —
have perhaps been obscured. Several exhibitions in 2014 — including ‘What is a

Schuman, Aaron. “Construction Sight,” Frieze, April 2015.



Photograph?’ at the International Center of Photography, ‘Fixed Variable’ at
Hauser & Wirth New York and ‘Under Construction’ at Amsterdam’s Foam
Photography Museum, amongst others — centred upon formal and material
concerns to such an extent that content outside of these aspects was often
rendered secondary or even superfluous; so much so that the introduction to
‘Fixed Variable’ confidently stated: “These works are not about the content of
the photograph.’

In the face of a dominant digital culture, it is certainly valid to recognize and
reassert the formal potential of the photographic medium. But, no matter how
introspective, process-driven or structurally focused it is, photography is
foremost a medium based on seeing; it is always about content, even if that
content is photography itself.

Looking at the latest output of some of the contemporary artists working with
constructed photography, it becomes apparent that their content is not arbitrary;
rather, it is often precisely what determines its form. Furthermore, much of these
artists’ work continues to reflect upon traditions established within the medium
long ago. It remains a ‘window onto the world’, albeit one that explicitly calls
attention to the window-frame itself, and often bears partially obscured,
shattered, distorted, stained or digitally etched — rather than transparent — glass.

Schuman, Aaron. “Construction Sight,” Frieze, April 2015.



Hannah Whitaker, Portrait with Sweater (Albers), 2014, archival pigment print, 64 x 51 cm.

Courtesy: M+B, Los Angeles

Wiley’s own recent series, ‘Dingbats’ (2013—14), comprises frames made of
materials ranging from faux ostrich leather to seashells to carpeting to corrugated
steel. Within these frames are elegantly abstracted, closely cropped images of
various urban corners, surfaces and architectural details found throughout Los
Angeles. The framing, in fact, complements and powerfully emphasizes the
photographs’ potent textural qualities, as well as their rigorous compositions. The

matte tactility of the faux ostrich leather frame that surrounds Dingbat

Schuman, Aaron. “Construction Sight,” Frieze, April 2015.



(12) (2014), for example, is not simply an ostentatious gesture; it emphasizes the
rough finish of the sun-drenched red stucco, concrete and chipboard seen within
the image, and intensifies its glistening redness to almost blinding levels.
Reminiscent of canonical works by figures such as Paul Strand and Minor White,
‘Dingbats’ is a concentrated meditation on how physical spaces can be creatively
seen and lyrically constructed within the photographic frame — aspects amplified
by the eccentric framing.
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Daniel Gordon, Skull and Seashells, 2014, c-type print, 1.5 x 1.7 m. Courtesy: the artist and

Wallspace, New York

Hannah Whitaker’s ‘Cold Wave’ (2014), an exhibition held at Los Angeles’s M+B
gallery, was inspired by the logician Kurt Godel’s notions of incompleteness and
unknowability. Here, Whitaker presented works that used hand-cut geometric
interruptions in the film plane to prismatic and kaleidoscopic effect,
transforming a selection of landscapes, portraits and still lifes into complex and
disorientating structures. Her idiosyncratic, yet seemingly systematic, processes
are certainly foregrounded, complicating the conventionally straight
photographic images that underpin them. A snowy wood at dusk is filtered
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through a cut-paper illusion of stacked cubes (Artic Landscape (Pink Sky), 2014);
a serene portrait of a young woman in an intricately woven, woollen jumper is
scattered into an irregular pattern of small rough triangles (Portrait with
Sweater (Albers), 2014). But, rather than entirely obscuring or abstracting the
view, Whitaker draws our eye ever-deeper into her richly detailed works via the
picture plane itself. Recognizing the photographic material at their core, we
instinctually attempt to piece together the dispersed, but not entirely disparate,
parts — eager to make sense of these visual puzzles.

Similarly, Daniel Gordon'’s series of still lives, exhibited in ‘Screen Selections and
Still Lifes’ at Wallspace gallery in New York in 2014, determinedly rejects the
transparency and clarity of the traditional picture plane. But rather than
interrupting the structure of the images via the camera or print itself, Gordon
borrows photographs from the internet and digitally manipulates, enhances,
repeats and prints them. He then builds elaborate studio sets out of them, which
echo traditional still-life compositions, and ultimately photographs the sets
themselves to create a dizzyingly multilayered yet singular image. The works
explicitly reference the painterly approaches of Paul Cézanne, Henri Matisse and
Pablo Picasso (amongst others), in which classical perspective and realism are
ignored and relationships between objects take precedence. Yet, because Gordon
has originally culled each element from an ever-growing online archive of digital
images, his is a new vision of our contemporary visual landscape: one in which
photographic representations, rather than objects themselves, are the subject of
composition and contemplation; one where images have become symbiotic with,
rather than symbolic of, the physical world itself.

Schuman, Aaron. “Construction Sight,” Frieze, April 2015.



Matt Lipps, Art, 2013, from the series ‘Library’, 2013—14, c-type print, 1.8 x 1.2 m. Courtesy: the
artist, Jessica Silverman Gallery, San Francisco, Josh Lilley Gallery, London, and Mare Selwyn

Fine Art, Los Angeles
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Artists such as Sara Cwynar and Matt Lipps also use pre-existing photographic
imagery in their work, but they gather it from pre-digital sources that reference
analogue photography. Lipps’s series ‘Library’ (2013—14) draws from the 17-
volume set of books published by Time-Life in the early 1970s, Library of
Photography, which once served as a practical and historical guide to the
medium. Lipps takes images featured in these educational publications and turns
them into small, cardboard cut-out totems or souvenirs of photography’s past —
which he then places on shelves within a photographic cabinet of curiosities lined
with colour-toned images from his own back catalogue. ‘Library’ exhibits the
ways in which photography was once taught and understood, and how the world
at large was once categorized within the confines of photography.

Similarly, Cwynar’s interest lies primarily in dated darkroom manuals and pre-
digital commercial photographic culture. In her series ‘Flat Death’ (2014) she
applies forms of collage, sculptural construction, re-photography and
manipulation to images that once served to glamourize and fetishize what they
depicted. Mid-20th-century stock images, such as that seen in Display Stand
No. 64 cons h. 8 ¥4” w. 24” D. 16 V27, featuring a shop display of breath mints
and chewing gum, are dismantled and then refreshed through Cwynar’s various
processes. These highlight the antiquated trickery, waning effect and underlying
banality of the images and, at the same time, accentuate their renewed
contemporary value as forms of vintage curiosity and kitsch. Both Cwynar and
Lipps make their methods explicit, yet the subjects within each work — in these
particular cases, photographs themselves — are what captivate us.

Schuman, Aaron. “Construction Sight,” Frieze, April 2015.



No. 64 CONS. H.8%" W. 24" D.16%"

Sara Cwynar, Display Stand No. 64 H. 8 1/4” W. 24" D. 16 1/2”, 2014, chromogenic print,
76 x 91 cm. Courtesy: the artist and Foxy Production, New York

Rather than addressing particular histories, Asger Carlsen’s ‘Hester’ (2011—12)
and Noémie Goudal’s ‘Observatoires’ (Observatories, 2013—14) take on the
familiar photographic tropes of the female nude and architectural typology,
respectively. Both artists apply contemporary techniques to well-worn territories
in a bid to reinvigorate them. Carlsen’s deformed, excessively limbed and
headless nude bodies — created entirely on screen but bearing the influence of
artists such as Hans Bellmer — take full advantage of photography’s digital
flexibility and seamlessness. Carlsen’s manipulation is so upfront and extreme
that it's impossible to ignore — and yet the raw, physical presence of these figures
is powerful enough to introduce an entirely new photographic perspective on the
human form. Goudal also invents realistic yet fictional photographic
constructions through the amalgamation of existing ones — in her case, by
digitally aggregating fragments from images of concrete architecture found
throughout Europe. She then reworks them into large-scale photographic
backdrops that she re-photographs within barren landscapes or seascapes. The
series reflects the influence of Bernd and Hilla Becher, yet catalogues a group of
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imagined rather than real post-industrial architectural monuments, which
nevertheless convey a sense of rigour, purposefulness and stature.

Asger Carlsen from the series ‘Hester’, 2012, pigment print, 50 x 70 em. Courtesy: the artist and

V1 Gallery, Copenhagen

Lorenzo Vitturi’s cycle of work, ‘Dalston Anatomy’ (2013), is an evocative
exploration of London’s Ridley Road Market, an area threatened with rapid
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gentrification. Vitturi attempts to preserve the spirit of the market and the
neighbourhood by redefining the role of the traditional photographic
documentarian. In making this series, Vitturi not only photographed on site in a
traditional documentary manner, but also brought debris from the market into
his nearby studio to create precarious and exotically imaginative sculptures and
intricate collages, which he then re-photographed. Small towers of artificial
flowers, hair extensions, potatoes, pig’s trotters and powdery pigments are held
together in a slapdash manner by long nails, strings and skewers; photographic
portraits of market-goers are littered with, and obscured by, colourful dust and
detritus that chimes with their outfits. Blatantly manhandled and multilayered,
‘Dalston Anatomy’ places the emphasis on its own making, but the content of
these pictures also indicates a profound desire to commune with and
communicate the world outside of the limits of photographic production. As
Vitturi explained in a 2013 interview: ‘These images [...] were not just simply the
result of my secret imagination, but were, in fact, deeply connected with a wider
reality.’

Lorenzo Vitturi, Yellow Chalk #1, 2013, from the series ‘Dalston Anatomy’, archival pigment print

mounted on aluminium with coloured wood subframe, 1 x 1.5 m. Courtesy: the artist and Yossi

Milo Gallery, New York
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Edward Weston — the celebrated practitioner and champion of photography as a
distinet art form — wrote in his 1943 essay ‘Seeing Photographically’: “The
photographer’s most important and likewise most difficult task is not learning to
manage his camera, or to develop, or to print. It is learning to see
photographically.’ By contorting, Twister-like, across the realms of the darkroom
and the studio, the analogueand the digital, the artistic and the vernacular, and
the historical and contemporary, these artists collectively reflect the seismic
changes that have occurred within photography, and culture at large, during the
rise of their generation. Keeping up with revolutionary shifts in technology, they
have had to learn and then relearn their medium over and over again and, in so
doing, are experimenting with, and stretching the reach of, its processes and
properties. But in creating work that blatantly bears the marks of its making, and
wears its structural form like an exoskeleton, they have also cleverly established
new ways in which the content at photography’s core can be represented and
understood. In renovating and rebuilding photographic form, they are also
constructing new ways to see, and to learn to see, photographically.

Aaron Schuman

is an artist, writer and curator based in the UK. He recently served as the chief curator of
Krakow Photomonth 2014’s exhibition programme, ‘Re:Search’. Schuman is also a senior
lecturer in photography at the University of Brighton, UK, and is the founder and editor

of SeeSaw Magazine.

Schuman, Aaron. “Construction Sight,” Frieze, April 2015.



1000 Words

or an artist to toy with the material qualities of photography is a common

device, even at a time when that materiality is becoming increasing

anachronistic. The great majority of photographs have been abstracted out
of existence, transformed into reams of code. The original, material forms of
photography, like film, are now almost solely the domain of artists and
photographers with a point to make.

Hannah Whitaker’s Peer to Peer published by Morel Books uses a combination of
collage, in camera masking and other forms of manipulation to shatter the surface
of her analogue imagery, in the process disintegrating them into many parts. This
might seem like a well-worn path, were it not for the way these bits are organised to
form distinctive patterns appearing to the viewer like a lost visual code. Indeed
even the pictures in their arrangement across the pages seem to hint at some form
of eypher, with empty areas occupied with an almost imperceptible varnish which
echoes the shape of absent photographs.

The subjects of Whitaker’s photographs (a mixture of portraits, still lives,
landscapes and nudes) seem in many cases much less important than the patterns;
which dominate and overwhelm the images below. The shapes and forms used
create a powerful over-riding mood, with mosaics of dots and squares forming a
calm, stable pattern reminiscent of Morse code, while the more anarchic triangular
breakdowns prove enticingly aggressive. Vertical lines create the effect of a bar
code or zoetrope, and the image beneath takes on a strangely powerful sense of
motion.

The result of these experiments then is more than a nostalgic exercise in collage
and old-fashioned photography. Instead Peer to Peer is a bo mingly with one
foot in the material past, and with the other in the ever mor: aterialised
present. It is a book that plays with the codes and conventions of photography and
abstract art, and does it fittingly enough, with the very material of photographs
themselves.

— Lewis Bush

All images courtesy of Morel Books. © Hannah Whitaker
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Bush, Lewis. “Peer to Peer.” 1000wordsmag.com, February 2015.
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Hannah Whitaker; (Untitled) Blue Shirt

Bold, experimental photography from American artist Hannah Whitaker
Posted by Alex Hawkins, Wednesday 27 May 2015
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At first glance you might mistake the puzzle-like, optical quality of Hannah Whitaker’s photographs for the work of Photoshop, but her experimental
images are surprisingly physical. A far cry from a nostalgic experiment with film, Hannah plays with ideas about the technical and the handmade as
much as she confuses the conventions of photography and abstract art. Throughout her work, grids and mosaics of dots and triangles appear across
wintery landscapes and still-lifes.

Shooting through hand-cut paper she places inside the camera, Hannah pokes holes in the film holder or uses light leaks and multiple exposures to
create geometric patterns over her subjects. These surprisingly simple methods produce layered, fragmented photographs that reference Bauhaus
textiles like those of Anni Albers and remind us an image can still be a very material thing. There are always telltale signs of her in-camera
techniques, as in Blue Paper (Albers) where the corner of a blank piece of paper folds back over itself and breaks with the pattern superimposed over
1.

Last year the Washington native was one of 21 photographers selected for Foam Talent — one of the industry’s leading international contests and
platforms for young photographers — and exhibited at Amsterdam’s Unseen Photo Fair. Since then she has released a book of her distinctive
compositions with Morel Books, Peer to Peer and is currently part of a group exhibition at London’s Flowers Gallery 20 May — 27 June.

Hawkins, Alex. “Bold, Experimental photograpy from American artist Hannah Whitaker.”
It's Nice That, May 2015.
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Hannah Whitaker: Arctic Landscape (Pink Sky)
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Hannah Whitaker: Limonene 15
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Hannah Whitaker: Winter Landscapes (ML Bendolph)
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Hannah Whitaker: Limonene 23

Hawkins, Alex. “Bold, Experimental photograpy from American artist Hannah Whitaker.”
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Hannah Whitaker: Blue Paper (Albers)

Further reading:

www hwhitaker.com
www_flowersgallery.com

Posted by Alex Hawkins

Alex joined It’s Nice That as a Freelance Editorial Assistant in May 2015 after graduating in History of Art from Goldsmiths College in 2014. He
interned at Dazed & Confused, NOWNESS and the MAD Agency and was staff writer at Avaunt magazine before joining us.

arh@itsnicethat.com
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ArtReview

Fixed Unknowns

Taymour Grahne, New York 14 July - 6 September

The title of the summer group exhibition at
Taymour Grahne, Fivad Unknown s carated

by artist Ava Ansan and Molly Kleiman, deputy
editor at the online magazine and noaprofit
med @ organisation friple Carepy, prov
framework for understanding theshow, which
features the work of three very different arvists:

$06 2

Kamrooz Aram, Shirana Shahbazi and Hanmh
Whitaker. Each offers a clear lens through
whichco view their works — nods to art history

or references 1o the physical world, for cxample

while at thesame time denying any under

standing of bow they are made or swhar they
signify. In essenge they are macter-of fact
C\lnu\itlb‘\ that .\sk‘.‘:)u o F‘l';‘l{' over them.,

Shirana Shahbazi stands out for

Koarpoi go-2011] (2011), 3 Cpaint on Adumin-
ium thar looks like a poctal into 2 world in
which gigantic colourful spheres have replaced
planets in the dark vaouum of space. Although
the image Jooks digically manipulated, it was
creared using an analogue camera. Shahbazi
turned the spheres berween exposures to creare
rounded edees. She plays with the viewer's

perception in other works to lescar effect
[Kemposition-oz-2001] (2011), a monochrome
gelacin silver printon aluminum thatappears
to be a collage of geometric strips of paper,
would ook athome in the sterile boardroom of
2 hedge fund. And [Divero2-2001 | {z011) I8 A pring
that hangs high up on the wall asif to trick

the eye into bedieving its something more than
& suraighdorward documentary photograph
of adiver midflig

Iranian-born Kamrooz Aram has lived in

the United States for most of kis life but rermaing
fascinared by iconography plucked from Persian
and Arab culture and used in modern conrexts,

The wall-based sculpeure Anciznr Threagh Modera:

Monaey

ut fo the Sick Mant of Emope{ 204 4) looks
ikea cenotaph - three small ums 2re placed
on a platiorn in Front of an abstracr canvas thar
recalls both Constructivism and the pattern
o1 2 Persian carpet, Stuck ingo this canvas e
twogold, filigreed Perstan earrings, The work
suggests more than it reveals, just who the
‘sick man of Europc’ is today remains a myssery
but theassociation of the urns and jewellery

with funerary rites woutld be Familiar to school
children learning sbout ancient cultures
Hannah Whitaker ereares ber photogrzphs
by inserting paper cutouts mto the body of 243
view camena and using them to creare optcal
puzzles, Blwe Peper(Albers) (2014) looks like an
image of an Anni Albers textile printed on a picce
of paperand collaged on top of a picce of wood
Irrakes staring at from the side o be convineed

chat thisis a fat photograph, Ship
consists of 16 black-and-whit
resemble the photogramsof Lisz1é Moholy-Nagy.

of Tacsena |

2}
14)

amed peinesthat

The ritle refees to the conservation paradox posed

by Plusarch in the first contury:
of ashipare roplaced, he isked, it stll thesame

if all of the parts

ship? It’s not clear what exactly these photo
graphs are replacing - arguing ‘reality’ would be
pat— bar even just puzzling over how Whitaker
created thelayered surfaces masingle print
providesenodgh food for thought. Her works
are the highpoint in an exhibition that enlivens
the siick, sterile interior of Taymour Grahae
with artworks rich enough to inspire more than

just cursory contemplation.  Beeenme Walst

Shiraea Shahbaxi, [Kosspantongoa0e), 100, cprint on aluminiu

Coursery the arnis and Taymouwr Grabne, New York
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Walsh, Brienne. “Fixed Unknowns.” Art Review, October 2014.
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HANNAH WHITAKER

"EVERYTHING
THAT YOU PHOTOGRAPH
IS AT LEAST
SEMI-ARBITRARY; MEANING,
WE PHOTOGRAPH THE
PEOPLE, PLACES, AND THINGS
THAT WE HAPPEN
TO HAVE ACCESS TO IN
OUR LIVES.

Cold Wave, Hannah Whitaker's new body of work. combines
different image systems to produce optical puzzles;
layered, manipulated images that merge the photographic
representation of real referents in the world ..

.- the nuce. the portrait. trees. water — with In-camera
machanica! Interventicns — bars, light leaks, matts, masks
of geometric shapes. The images are all contained within
the rectangle in a 4 10 5 ratio proscribed by the view
camera, the fiteral boundary that providas the conceptual
framework for Whitaker's explorations.

Whitaker calls the mages shown together in Cold Wove
& set, not a teries. They belong to a cloged system in
which every element links and comments on every other
— plctarially and matarlady. The use of the term "set” may
be in homage te Kurt Gédel, the celebrated Austrian
logliclan Whitsker cites as a kay influence. Cofd

could be 5090 &5 an artist’s rasponse, with ‘preudo-

w0

mathematical maniputations™. as Whitaker |okingly puts it
to Gddels theory of & constructible universe as a modal
of set theory In which the only sets that exist are those
than can be constructed from simpler sets. Godel was
responsible for introducing the netion of unknonability
ta mathematlcs — a proposition doubtiess appealng

10 an artist Interrogating the dlalectics of the medium
of photography.

Waking {Green) 2014 — is an image containing & female
nude whe appears ta ba In motion In the act of descerding
— ke 2 paused lenticular, The ?I‘O\Jﬂd is acld green; the
figure Is Interrupted by vertical and horizontal black bars.
\Whitaker creates the Image by inserting hend made paper

Partfolos

COLD WAVE

screens Into the film holder placad in the camera. shooting
multipla scraens and multiple exposures that expase only
part of the film at a time and always on the same sheet

of film. The biack parts of the phetograph correspond

1o the light being blocksd by paper with the photograph
accordingly revealed — 2 process with some paraliels to
silk ecreen printing and Ethegraphy.

Portralt with sweater (Green) 2014 is of a woman with fong
halr wearing a bobble-stach top, apparently overlald with
regularly spaced. bright spots of green light These are
produced by small, controlled light laaks, made with pin-
pricks in the film holder. 'l held the fim holder against the
popar that the cutout still lifa Is on, Tha paper casts its
glow and accounts for the colour, S0, the process destroys
parts of the image but creates something else — an imprint
of 8 colour. | hope the repstition of her face, with its slight
shifts in her facial pasition, echo the movement that. in
other pictures, i¢ contained in a tingle image.”

These images contaln, within a single shaat of film, many
moments In time — and an Imprint of motion,

“| think so much more about the conditions for making &
picture than | do about what the effect of it is In the end.”
says Whiteker, ‘I think about the film plane as & formal
system, really focusing on these few inches — the interest
notin what the picture is of, but in the grid itself — these
few inches of material.

“l foel more of an affinity with artists who are task-oriented,
rute-based, and repetitve, and who establish a rapport
between & mechanised hand and crestive output and or
analytical thought” In fact. Whitaker takes many of the
screens from patterns in the work of other artists such
a3 David Bomberg and Anni Abers, and quilt-makers

like Annle Bendolph.

In Three Winter Londscapes 2014 and Boreroft (Taewber-
Arp) 2014, photographe taken by Whitaker of a vista, of
bare branched trees, of the reflections of the setting sun
in lake water. provide components of the final pictures,
The black bar screens are the interruptions in tho first
plcture, and the circle patiern borrowed from Sophie
Taeuber-Arp, tha masks in Barcroft. The Images are
about the imposition of a hand-crafted graphic system,
a geometric logic, on the familiar images and subjacts
of representations! photography.

But Cold Wove includes other pictures that have no real-
world referents at all. Cutouwts (Pink) 2014 and Cutouts
(Green) 2014 are images of scattered geometric black
peper forms on coloured papers. They are the re—
purposed surrounds of the cut-cuts Whitaker has used
to make her screens. ‘For me goometric shapes invoke

a lot of things — modernism and the history of geometric
abstraction, Industrialism and the standardisation of the
shapes of things; consumerism and the exquisite geometry
of all the crappy products in our lives {thats partly what
this project was about); mathematics and the abstraction
irom the world that this way of thinking offers; patterning
and Its relaticashlp to decoration (and its historical

to and its i
on gridding things cut — for me all of these things stand
in stark, conirast to the deadpan mimetic reprasentation
that photoegraphic deplction presenis”

The "cut-outs’ pictures are one of the staging posts In
Whitaker's clesed system — refarancing other warks in

Horvah Whitaker

the set, and exsting literally as parts of them. They present
to the viewsar the materiality of paper on paper mada by
expesing light that results in an image on paper — the alpha
and omega of the physical process of photography.

Hannah Whitaker's inteflectual framework is rigorous.

but there's a playful side. ¥ like to foster confusion.” she
says. confounding the viewer with *How did she do that?
questions. Purple Paper 2014 has no real refarent to the
workd, The abstract shapes on the paper ?rcund are
produced entirely through optical means There is nothing
in the image that oxiats in real life — ol the forms are
created through masking and ligh. it is. in a literal sense,
an Image of an abstraction,

Cold Wave does everything possible to re-focus our
perceptions: to re-wire the patiyways of how we read and
relate to images Yet, Whitaker completely owns that the
toe-holds she provides by way of the imagery not only resd
8s reality, but are the habltual subject-matter of the medium,
and wil be the tathering rope by which many find their way
across the contours of her world. She refutes however, all
representational attributes to the screens, pin-pricks or
other manufactured interventions she makes. Nor does she
ascribe to hee colour paletts (here black & white and acids)
any psychologically inflacted function. Her cholces may

be described as purpaseful but not prescriptive, The bars
are not intended to be read as “prigon bars”, cirdes are
not symbolic of scmething else; blue is not calm; pink is not
shorthand for flesh, Even the vay the bars appear 1o frame
nipple and crotch are not interded to comment en. nor
Induce & sexually Inflected reading of the female nuds.

“1am very interested in how human beings make meaning
out of photographs — how a photegraph mythologises

its subjecs,” explaing Whitaker. 1 love how everything that
you photograph Is at least semi-arbitrary; meaning, we
photograph the people, places, and things that we happaen to
have access to in our lives,” To this extent her image bank is
very parsonal. ‘Despite my own emphatis on the conditions
for meking the photographs, it is what they are of that is
really going 1o cannect vith people — the tiny bit of fiesh or
tree or what have you. This is partly why | dacided to call
the show Cold Wove, 10 acknowledge whet the photographs
are of, which is clearly something cold and wintery.”

Vihitaker's work is visual counter-point a fugue. |t delights.
in systems snd patterns and sequencing. which throw
up occaslonally unexpected varlants and provoke
unpredictable responses, and where chance plays a
randomising role.

SOPHIE BALHETCHET

Fanns Whtaker's mork wil bs nchided
In Figad Uskroms a group mshibition
iratad fry Moty Knlrian sndl fum Arase|
o Toymour Grahio Gallary in

which apens in Aily 2014

Balhetchet, Sophie. “Cold Wave Hannah Whitaker.” Hotshoe, June 2014.



B & & & N N YN
£l - & & & & & & & & -
o & & & & & & & 4 & s

* & & & & S & s

‘oaaaocv_&

& & & & 64 B N 5

% & o & & & & & &
B > & - & & &6 & & -
&> W & & & 5§ N & & &
& & & 5 & > & 0 b

aaocttq\auuo
‘r

¥ & oG ._‘.Pm\"hu
t.“.‘&.dﬁﬁ“

| | : “_“.‘I'»:_‘F'g ,y _n‘ &

Hannah Whitaker
Untitled 81

Sales, Liz. “Open Systems.” Foam, August 2014.



Sales, Liz. “Open Systems.” Foam, August 2014.



Sales, Liz. “Open Systems.” Foam, August 2014.



Sales, Liz. “Open Systems.” Foam, August 2014.



Sales, Liz. “Open Systems.” Foam, August 2014.



Sales, Liz. “Open Systems.” Foam, August 2014.



v A0 N

Sales, Liz. “Open Systems.” Foam, August 2014.



Sales, Liz. “Open Systems.” Foam, August 2014.



'OPEN
| SR
-~ TEMS

2

On Hannah W

Liz Sales

Sales, Liz. “Open Systems.” Foam, August 2014.




Talent

a8

The structire of o photograph is often in-
audible, muffled by the image it depicts.
Hannah Whitaher amplifies this edifice,
often working within sirict, self“imposed
structures derived from systems such as
music and mothomatics: the resulting
work purposefully undermines its own
logie by embraving ehance and bunan e
vor. Her light-based, in-camera work puts
the material flatness of the photograph at
odds with the dimensionality of her un-
derlying, figurntive photogeaphic repee
sestations. The agaregote of ambiguity
crvated by these paradoses diminishes the
certpintios of photographic signification
and compels us 10 contemplate the nature
ol photography.

Limonene is a body of wark that Whitiker
creoned early last year, with a mult Jevel
siee and material specificity, for installa-

tion ut Locust Projocts. o non-profit exbi-
hition spoce in Minmi. She states, ‘T weat
mtor that project ursure whist would tran-
spire, | found o bunch of plastic lids and,
whest put, together they remindeod me of a
Kandinsky painting.” With an interest in
exploring the formal qualities of these
recognizable objects, Whitaker utifized
the geometric shapes and vivid color of
consumer waste. foraged from Miomi
streets, to create s senes of still-Tfe com-
positions that form o visible connection
between mass production and art.

Whitiaker picked up her ttle, Limonene,
friom the streets of Miami as well A red
plastie cap included in o still life arronge
ment that appears seml unw-s Ihmuyr
out Li spedls out

e ‘Limonene 150 n-mi) “matho m!e
the artist explains, It refers 1o the chemi-
cal naturally occurring, in citrus fruits tat
1= extracied and used © mask the smell of
cleaning products. So. Limonene is o
wetrd combination of the notuml and the
synthetic”

Minmi finds its way into Limonene many
times overs after shooting her detrtus
assemblages. Whitaker created inten
uiomal light leaks in bee equipment in
order to re-eipose portions of the filim
diwctly 1o the Miami sun, Whitoker
explains, ‘| started doing in-ramern work
with the filen jtself after an experience
where gorme of my film had sccidental
light lenks. The leaks ercatod an interest-
ing tension botween the marerial of the
film and what was actunlly depicted pho-
togruphically. So, | started thinking about
different ways 10 take owneeship of it

| became very interested in mining that

territory, that spoce in between the
photographic plane and the actunl plane

ol the film | poked hales in the flm holder.

which created hot-spots on the film itself,
which became interosting 10 me as a the-
oretical proposition - they destrov the
imnge, but ore simultaneously genermtive
of something clse”

Similarly, Whitaker also exposed multiple
images onto single sheets of fim, layering,
for aplee. in L e 18,0 g d
cal pattern oftrhnglu across an im-
prosptu still-fife image of a roll of reel-
1o reel tape steung through a compact
disc on the street. These play fil, in-can-
ern technigues sdd o formal layer of
mark-making that calls attention w both
the flatness of the photographic frame
and the dimensionality expressed by the
primaey, Rgurative representation.

Burned into her negatives in simple
gruphic configurations (dots arranged in
o gid, for example). these experiments
created o formal connectivity acrass
Limenerte for Whitakor o further compli
care, | shot five or so frames of film of
each mrrangoment ol abjects, wsually tak-
ing thes exact sami picture. and then

| ereated o unigue layer of marks on each of
thase five sheets of film, often with divect
suntight. When | got all the film back,

| decided not o edit, to use all the images
instead of selecting one | realized that,
together, the images ereated o rhythm
through the repetition of the same ar-
rovigoments of obiccts over and over
again, with no two pictures actually being
the same.” Repeating each figurative rep-
vesemtation of found objects, which them:
selves contain repetitive shapes g col-

99

Sales, Liz. “Open Systems.” Foam, August 2014.

Open Systems



Talent

ours, as woll as cach configuration of light
leaks, creatod a complox multi-tayer
rhythm across the installation, akin to

o multi-insteument musical score.

Whitaker entithed her solu exhibition at
Galerie Christophe Guillord in Paris The
Fifth Hammer, after the story of Pythago-
ras, the historical source of Western mu
sical theary who discovered the mathe-
matical principles of musical tuning,
Pythagoras is said to have tested a black-
smith's hammers, realizing that the ham-
mers that were hiiemonios with each
other had a simple mathematical refation-
ship, The fifth harmmer was discordant
with all the others, so Pythagoras destroyed
it. Whitaker's choice points ta the limits

structure of John Cage’s historic 1939
scare. Imaginary Landscape No. 1 is
about borrowing a preexisting organiza-
tionsl structure. It's not about visualizing
his music. The experience of looking at
the photographs has nothing to do with
the experience of listening to Cage's com-
position. It’s a borrowing of his structural
approach to composing music,’ This visual
stratogy is echoed ncross The Fifth Han-
mer in works ik 36 Antipopes, in which
36 points of light complicate the depth
and texture of p mass of tropical foliage.
or, conversely. in works like fean Lafitte, in
which Whitaker’s optically shaded cubic
patterT crestes o unifnrm dqxh ucfossa
shallow land: b

Na ! exprosses Coges muunl notation

of any attempt to quantify scathetic expe-
rience, and congruently, her exhibition
disrupts the logic of proviously discreet
bodies of work.

Inn the spirit of the fifth hammer. Whitakes
included wark from Limouese, us well s
work made for her artist books fmaginary
Landscape No.l and Hed, thus discupting
the internal logic of these previously dis-
creet bodies of work Whitaker explains,

) wanted to mix all the projects up becauss
I felt like they were all dealing with similar
Issues in different ways. So, | thought thit
threads in prminus work could be compli-
cated by their proximity to one another.

[ interested in the malleability of the
photographic image. Our experience of
uny giver image in a book is entirely dif-
foront from our experience of a conven-
tionally framed photograph. | wanted to
see specific images re-substantiated for
the exhibition in Paris.” Imagfnary Land-
seape No. ] oppropriates the title and

100

phot s,
Th«ir linear perspoctive strikes o polpable
tensian once overlain with a grid com-
prised of paints of light, each resembling
adistinet sun.

Whitaker's other publication, Red. is the
first in o series of artist books entitled
Visible Spectrum, in which each partici-
pating artist was assigaed o color from
the spectrum to manifest in book form.
Whitaker's project tokes a single photo-
graph. shot by her in 2006, showing a
young woman in a red jumpsuit, which she

re-phatographed 36 times. Each iteration
employs a number of light-based iner-
ventions that are built upon a soquence of
nimmbers that culmmnted at the thirty-
sixth integer.

Thrrew that Ishould plan to make the
book cither 24 or 36 pages beeause of
how books are made. So, | used the page
count as a limitation and a starting point.’
She employed 8 numeric sequence con-
sisting of 36 numbers, Ench intsgeris
added tothenext (1 « 24 3, 1+ 2+ 4=6,
ete,). The sum of all the Integers from |
10 36 is 666, "I ove the absurdity of this
Ineredibly pregrant number that has cul-
turnl associations with the color red.”
Calling to mind Marco Breuer's simple
mathematic system for material interrup-
tion, each iteration of the image articu-
lates its place in this numeric sequence

by employmg Tight-boased mark-making
techniques, ochoing thase utilized in dm
ereation of Limonene.

Reorganized into an exhibition, it becomes
more apparent that o soft red circle is evi-
dentin the top-left cormer of each image
from Red. and that this idiosyncrasy is not
anintentional intervention but the pho-
tographer’s out -of focus thumb in front
of the lens, 've always loved that about
this photograph,” Whitakir laughs,

[ am interested in the

malleabilit

of the

photographic image.
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[ like the idea of
forcing your eye to
move across photo-
graphs like they do

when you read.

‘because accidently photographing one's
thumb Is the dumbest mistahe a photog-
rapher can make,” Whitakee's visual wit is
echoed in Coken's Fashion Optical, in

‘fmaginary Landscape No. 1 and Red
coincided with a growing interest in
applying the overarching structures of
music, language, and mathematics to pho-
tographs, | was interested in using the
book form as a way to place fimitations on
a particidar group of photagraphs. Mak-
ing an artist book forced finearity into the
process. Also, | ke the ies of forcing
your eye to move across photographs like
they do when you read.” Including these
projects in The Fifth Hammer allowed
Whitaker 1o revise them for the wall and
create new poinits of triangulation among
PSR i 0

which a slit in Whitsher's negative carrier
allowed for o white-hot stresk down the
center of her frame that reads like a rip in
space-time or a portal to another uni-
verse. This drama is humorously staged in
stark contrast to the ndvertisement for

eye-glasses depicted within the frame.
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d projects.

For Cold Wave, Whitnker's solo exhibition
at M+B in Los Angeles earlier this yeor,
the artist inverted the expansive approach
she sdopied far The Fifth Hammer in
favor of constructing a more insular body

pe y self

of work, "When | got back from Paris in
November, | wanted (o spproach the next
show differently and conceive of it from
A to B as o discrete exhibition.” While this
work is distinctive, it alio expands on pre-
vious themes, omploying repatitative
shapes, patterns. objects. figures, and
scenes, both within single images and
aeross multiple photographs, and binds
Itself through on even more complex
material connectivity.

Blue Paper, which st first glonce appears
to be the source of the geometrical pat-
tem of tri ncrass soverl other im-
nges in Cold Wave, reveals itself 10 the
careful observer. The pattern continues
just past ane corer of the paper, indicat-
ing that it is not actually printed on the
puper but expesed over it, Cutouts
(Green). Curoues (Pink), and Cutouts
(@range) ave three still lifes comprised of
the scraps Whitaker cut out of her dark
slides in order to create the 47 x 5" masks
used in marking the other photographs in
the exhibition with light. She areanged
and photographed the cutouts on thres
colored poper backgrounds, establishing a
material connection across the exhibition
and creating a closed systom with a sort
of internal logic.

The images that comprise Cold Wave are,
on the whole, formally darker than Whi-
takier's earlier work, with black space
occupying large areas of the artist's
frame. Despite these vast torritories of
nonrepr ional space, tho romaind
of Whitaker's initial subject is slways reso-
lutely legible. Snow-covered landscapes,
portraits, and still lifes peek from behind
dark geometry, recognizable despite gaps
in their representation.

Cold Wave strikes a difficult balance,
articulating itsell pictorially while simulta
neously bringing its edifice for articuls-
ton into sharper focus, 'l titled the shaw
Cold Wave, | wantod to acknowledge the
winteriness that, in spite of an emphasis
on the conceptual framework, must come
through, There is a certain furility
ascribing fixed meaning 1o a photogrophic
work becasse so much of o photograph's
literal content is arbitrary, | use what |
have access to, whot hoppens to be in my
life, where | happen to go, But, even when
werecognize this futility, we don't lose the
impulse to look at an image and create
meaning, * Here. kaying bare the photo-
graphic apparatus counter-intuitively also
hrightens the viewer's attention to the
representational images.

Human beings are evolutionarily hard-
wired o seek out human faces. Hence, in
255, the light-based grid that obscures
the subject’s gaze serves to intensify it.
Likewise, in Torsa, a work that recalls
James Welling's photagram series, the
viewer can easily piece together o female
form from fifteen interlaced exposures.
Moreover, dinmond-shiped gaps in the
black layer obscuring Undided (Blie
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Shirt) reveal selections of one woman's
face from multiple vantage-points, with
only slivers of her defining features visible.
‘I find it interesting that when we see a
person, even if part of their face is ob-
scured, the expression they're making and
their bodily gestures are still legible.
That's what we're wired to look for in a
picture. It doesn't take much. I can mask
out most of an image, and the tiny re-
maining sliver is all you need to make

a human connection.’
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Al images in the current portfolio
from the series 5th Hammer, Cold
Wave and Limoneae © Hannah
Whitaker, courtesy of the artist

HANNAH WHITAKER (b, 1980,
United States) is a New York based
artist and photographer. She re-
ceived her BA from Yale University
and her MFA from the international
Center of Photography/Bard Col
lege. Whitaker is a contributing
editor for Triple Canopy, she has
co-curated The Ceyseal Chain,

a group exhibition at Invisible
Exports, and co-edited Issue 45

of BlindSpat. She has shown her
work at Thierry Goldberg Gallery
and Casey Kaplan, New York; Pepin
Moote, Los Angeles, and inter-
nationally. She is ropreseated by
Galerie Christophe Gaillard in Paris
and M+ B Gallery in Los Angoles.

LIZ SALES (United States) is an
artist, writer, and teacher who
currently lives and works in New
York City. She graduated with o
MFA in Advanced Photographic
Studies from the 1ICP-Bard College
Program and with a BA from The
Evergreen Stae College. Her back-
ground as motion picture cameta
teohnician endorses her work, as
she deals primarily with the rela-
tionship between technology and
perception. She has written articles
for various publications, including
International Street Photogra-
pher, Triple Canopy and Musée
Magazine: she is also the editor of
Canveyor Magazine,
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Review: Hannah Whitaker plays deftly with experimental photography

Aprit 11, 2014
By Leah Oliman

Hannah Whitaker employs a variety of means to produce her large photegraphic
prints — multiple exposures, for instance, and shoofing through cut-paper shapes
-« but the how matters less than the memorable what. Her first L A. solo show,
at M+B, abounds in interesting complications, interruptions, interferences in the
field.

Based in Brooklyn, Whitaker regards the straight photograph as a mere starting
point, an image to be manipulated, an illusion to be subverted. She plays deft-
ly with concealment and revelation, structure and chance, shooting landscapes
and a female figure through opaque, cage-like screens. Dark bars turn each
single, continuous image into a halting, splintered spread, introducing a filmic
sense of duration and stop-motion rhythm.

In “Arctic Landscape (Pink Sky)," a snowy scene reads doubly as a faceted plane
of stacked cubes. lllusion layers upon illusion and each fragment serves as an
integral component of two diverse representational systems.

Whitaker adopts mathematical schema, Gee's Bend quilt patterns and the forms
of jazzy, hard-edge abstraction to add conceptual dimensionality to photographs,
which are aiready conceptually complex by nature, at once indexes and interpre-
tations, windows, mirrors and opaque objects.

There are a few facile dips here, but overall Whitaker's work makes a smart,
spnghtly coninbution to the present era of experimentation and expansiveness
in photography.

M+B, 612 N. Almont Drive, (310) 550-0050, through April 26.

Hannah Whitaker's "Arctic Landscape (Pink Sky)" at M+B

Ollman, Leah. “Review: Hannah Whitaker plays deftly with experimental photography.”
Los Angeles Times, April 2014.
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EXPOSITION HANNAH WHITAKER.
PROFONDEUR DE CHANTS

Par Clémentine Mercier
— 3 Janvier 2004 a2 2026
Sélectionnée au prix découverte des Rencontres d’Arles en 2012, Hannah
e il 7 4 sl f PARTAGER W TWEETER
Whitaker inaugure sa premiére exposition personnelle & Paris, a la
galerie Christophe Gaillard. La jeune Américaine née en 1980 compose = B

ses photographies comme on écrirait de la musique. Le titre de

son exposition, «The Fifth Hammer», évoque Pythagore ; le philosophe,
écoutant résonner une enclume frappée par des marteaux de masses
différentes, inventa les gammes et jeta les bases de 'harmonie. Whitaker
s'inspire de ses théories pour composer ses images : elle explore la
matiére a l'aide de motifs, en papier découpé par exemple, qu'elle intégre
a sa chambre photographique. Un dispositif logique se greffe alors  des
paysages de jungle, de caves et de détritus trouvés dans la rue pour créer
des compositions en plusieurs dimensions. Les couleurs et les formes
vibrent. On pense a des textiles, a la technique du quilt. Comme dans

36 Antipopes (photos), des trous de lumiéres font chanter le tout.
Quelques couacs font la saveur de ces images, ils sont un contrepoint
nécessaire dans une partition trés maitrisée. f PARTAGER W TWEETER

Mercier, Clementine. “Exposition Hannah Whitaker Profondeur de Chants.” Liberation, January 2014.
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Denny, Chelsey Morell and Leif Huron. “The Composed Image Hannah
Whitaker and Noise.” Conveyor Magazine, December 2013.
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FIELD NOTES

THE COMPOSED IMAGE
HANNAH WHITAKER AND NOISE

CHELSEY MORELL DENNY AND LEIF HURON

In the spirit of exploring contemporary photography’s place in a broad
cultural context,Field Notes draws parallels between the photographic medium
and technology, science, music and the humanities. In this issue, we discuss
elements of chance, repetition, and the everyday in the work of photographer
Hannah Whitaker and composers William Basinski and Richard Chartier.

Imaginary Landscape No. 1, composed by John Cage in 1939, marks
an early milestone in his exploration of extended techniques, a
non-traditional methodology used in the pursuit of new or unusual
sounds. As a student of Arnold Schoenberg, Cage first encountered
a self-described inability o work within the logical structure of
musical harmony. His carcer spans a decades-long proclivity for
reimagining the role of instruments and non-musical objects in
his work. Hannah Whitaker’s recent project borrows the tite of
this composition and translates Cage’s unconventional musical
notation into an artist book, also titled Imaginary Landscape No.
1. Whitaker's ability to apply Cage’s working methods—which
have no inherently visual basis—to the creation of photographic
imagery is a testament to the legacy of Cage's influence, which spans
generations and crosses artistic disciplines.

Whitaker's Imaginary Landscape No. 1 consists of traditional
landscape photographs overlaid with pinpoints of light in various
geometric configurations. To crearte this effect, Whitaker constructs
hand-made masks, which allow light to leak onto the film’s surface
during the time of exposure. The specific arrangement of the
light patterns Whitaker creates references and visually traces the
compositional structure of Cage’s original piece. By taking Cage’s
work as the starting point for her Imaginary Landscape No, I,
Whitaker references both the reimagining of the everyday and the
deliberate circumyention of logic thar comprise Cage’s legacy. The
format of the book mimics the rhythm of the original composition:

the four phrases are divided into four scctions, cach scparated
by a blank spread, which visually suggests an audible pause. The
rigor with which Whitaker translates the structured framework
of musical notation into her own visual language is critical ro her
artistic process, but it sill leaves room for the element of chance to
introduce varying and unexpected results in the final form.

The link to Cage in Whitaker's work is direct bur the process of
cranslating his ideas into images requires a healthy dose of creative
license, as Whitaker clearly demonstrates. One of Cage’s most
significant contributions to sound art in particular is his dogged
pursuit of the boundaries and margins of the medium and its
traditions. Cage’s work offers inspiration to the generations of
composers who follow him to break the constraints of both medium
and format, providing fertile ground for experimentation and the
license to do so wholeheartedly. With Cage'’s ideas and influence as a
linchpin, the collaborative work of composers William Basinski and
Richard Chartier is born from the same cultivated environment of
boundary-bending as Whitaker’s work.

Individually, their arristic backgrounds are vastdy different:
Basinski is classically trained whereas Chartier actively eschews
musical theory in his work. The combination of their divergent
methodologies—especially viewed in light of John Cage's early
struggles with harmony— are reflective of the common ground
that exists berween structure and dissonance, a balance both Cage
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and Whitaker search for in their own works. Basinski and Chartier’s
compositions are a form of dialectic favoring intuition over reason,
constructed through impulse and improvisation. They describe
Aurora Liminalis, their sccond collaborative work, as “the aural
equivalent of undulating trails of light” and the the album’s single,
45-minute track can not be easily labeled as musics it functions more
as an extended experience within a carefully constructed aural space,

Aurora Liminalis eases open with a spare arrangement of sound
forming the firmament upon which the piece rests, with subtle
chimes permearing the background. The transition from silence
as the album begins is fuzzy and indistinct, and this is a quality
that carries throughout the length of the work. The piece progresses
and evolves slowly with barely-thawed stillness. Moments of sharp,
focused sound are dotted throughout the work and prick through
the haziness but immediatcly dissolve into the background. Layers
and loops are collaged in crystalline, overlapping patterns. The
overall impression is one of a suspended, glacial churning; we are
left with ghostly echoes detached from their source.

It's impossible to describe the work metaphorically; rthe work
doesn’t sound “like” anything recognizable. This is a deliberate, if

somewhat unachievable effort. Basinski says, “I am trying to remove
the abvious cues in much of my work, bur it’s an impossibility. Our
senses make connections with tangible experiences, memories, etc.”
The experience of listening is, however, undiminished. Chartier
adds that, recognizable or not, “all sound is real. This is why sound
interests me. It's not an illusion.” What results is a tangible aural
space in which the listener is offered a densely ambiguous experience.
To draw a stark contrast: there is no element of the guided verse-
chorus-verse formula present in most pop music and therefore there
is an overwhelming degree of choice in how the work is consumed
by the listener. Without being rold how to listen, the choice to
follow one thread or another is left open. Rather than a rigid set
of directions, the listener is offered faded blueprints. Nowhere is
this more evident than in the creation of the piece itself, described
by Chartier as “an improvisational session, revisited over the years,
reworked, recomposed, extracted, pushed, and pulled until we were
both happy with it. We do not subscribe to a right or wrong way in
process. Things just evolve.”

“The cyclical nature of all three of these artists’ works invites patient

and medirtative contemplation without the promise of resolution.
Their use of loops and repeated imagery raises the possibility that

Denny, Chelsey Morell and Leif Huron. “The Composed Image Hannah Whitaker and
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no two experiences are identical, and small shifts and changes in
the work slowly move into the foreground of our experience over
time. If an answer does come, it is the realization thar what is
vital and what is distracting may in fact be the same. Whitaker's
work frequently relies on the use of repetiion—she often includes
multiple variations of the same base composition within a body
of work. Limonene depicts familiar, everyday objects in unnatural
and unusual compositions. As a result, these objects—bortle caps,
straws, plastic bags—become unhinged from their intended settings
and hang suspended in the picture plane as strange visual echoes of
the objects we encounter all the time, distorted by the process of
being collected and photographed.

No matter how effectively Whitaker reconfigures the latent meaning
in the objects she collects, they are never rendered unrecognizable.
Her vision of these objects does not blot out our memoty of their
former lives. This recycling of cultural marerial is a form of cyclical
repetition—a marterialistic loop. As with Basinski and Charrier,
the experience of the work lies not in the singular image or sound
passage but in the layering and repetition that comprises the work
as a whole. Each cycle of the loop, and each variation of the image
implies the possibility of a unique vision of the work, each iteration
a subtle but distinetly different version than the next.

Layered loops figure heavily in both the individual and collaborative
works of Basinski and Chartier. Chartier says, “Early on, I would base
everything around a rhythmic track and then by the end the rhythm
was completely excised ... so they just became ghost rhythms.”
Their work pushes the threshold of the listeners’ perceptions as well.
Basinski’s work is at times hazy and subsumed within layers of itself,
passages are often looped in overlapping patterns, and individual
tones dissolve into one another. Chartier’s work is characteristically
reductive, minimalist, electronic, and at times, strangely hyperreal.
Despite their seemingly disparate approaches, the work of both
artists has the unique ability to push and stretrch the experience of
time and duration for the attentive listener, offering alternatives to
our standard notion of linear time.

Art has the unique capacity to challenge traditional logic and
loosen the grip of the technology-driven routine we have imposed
on ourselves. It can provide a space to pause and listen to the
background noise around us. As artists, Basinski, Chartier, and
Whitaker embrace the static and sensory clutter that we might
otherwise have ignored. Their use of layering and looping in the
work suggests that a  bricf encounter is not enough, and that
patience and duration are more important than a quick read.

The nuanced choreography berween Basinski and Chartier stands
in stark conrrast to our overstimulated environment: we filter out
the majority of our sensory experiences in order to navigate through
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our everyday lives. As the rate of sensory exchanges inereases, we
are more likely to miss or ignore the small changes and background
information that linger in the margins of our culturc. Basinski and
Chartier offer listeners a space to engage at length with subtle and
delicate sounds which are increasingly absent from our daily lives.
Basinski observes thar there is “a growing appreciation for the work,
particularly amongst artists, writers, and creative people who need
to fall out of time for extended periods.”

Whitaker addresses our hecric post-industrial lives by embracing
visual dissonance. Her work explores the tension that exists between
order, fﬂmilim‘ir}: and interruprion. She uses systematic—somertimes
impenetrable—puzzles that challenge conventional photographic
logic and demand thoughtful contempladon. “The work, in it
most abstract, is about defying [reason],” she explains. “In essence,
noise is a kind of pattern defied.” Whitaker finds a kinship between
absurdity and logic by simultaneously inventing and undermining

rational systems. This strategy is apparent in works like Canon Per

Tonos, in which a series of images of photographic screens imply
the existence of an object that appears to skirt the laws of physics.
Despite being constructed our of simple marterials—light, film,
and screens—ithe composition simultaneously confirms and denies

[=]
@

the photographic capacity for indexical authenticity. As Whicaker
points out, this collision “creates an impossible visual realm which
is antithetical to what a photograph is supposcd to do.”

As sound artists, William Basinski and Richard Chartier are
descendants of John Cage, who continues to shape and influence
the work of the generations of composers that follow him. His work
playfully ignored the boundaries between musical composition
and studio art practice. Yet in a broader context, the work of
contemporary visual artists like Hannah Whitaker offers testimony
to the fact that his influence is scarcely limited to the world of sound.
While Cage was a critical player in reshaping the way art operares
within the tradition of music, he was, more broadly, a prescient
iconoclast who did not subseribe to a clean division berween high
art and the substance of daily life, a stance which remains vital and
relevant across arristic disciplines nearly a century later.

Photographs Courtesy of M+B Galiery, Los
Angeles and Gaolerie Christophe Gaillard, Poris
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Imaginary Landscape: For records of constant and variable
frequency, large Chinese cymbal, string piano. John Cage, 1939,
Holograph In ink. Courtesy of Music Division, The New York Public
Library for the Performing Arts, Astor, Lenox and Tilden

Imaginary Landscape No. 1, 2012
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LIVING WITH PHOTOGRAPHY

Hannah Whitaker

By Charlotte Cotton
October 2013

My first experience of Hannah Whitaker’s photographic practice happened in 2006 when she was a
graduating student from the conceptually driven, eminently interesting MFA program headed by
Nayland Blake at the ICP/Bard in New York. | was immediately taken with the ways in which Whitaker
photographs invite the viewer to project meaning, analogy and symbolism into her acute and gorgeously
rendered depictions of her subjects. | recently went to Whitaker’s studio between Brooklyn Queens
Expressway and the East River’s Navy Yard to see her, hours before their shipping to her first solo
exhibition in Paris at the Galerie Christophe Gaillard. Whitaker is a fluent French speaker, having spent
two years teaching English and learning French while in Paris after graduating from Yale University in
2002. Whitaker made a circuitous route to art in her Yale undergraduate program, alerted to the
possibilities of contemporary art photography by the presence of the well-known MFA photography
program and its students that included Mark Wyse, Walead Besthy and Shannon Ebner while Whitaker
was an undergraduate.

When we meet, Hannah Whitaker reflects on how essential her experience of the ICP/Bard graduate
program was to her development of a critical framework for her photographic practice. Frustrated by
her own efforts to make photographs while in Paris (“l was locked in the landscape mode of
photography “) using 4 x 5 format film (which she uses to this day), the “very conceptual” emphasis of
her MFA program offered her the intellectual nourishment to push her photographic practice into
untested terrain. Looking around her studio walls, it is clear to me that Whitaker has not stopped
innovating and pushing since we last met, using her exhibition opening deadlines to propel her ideas
into new material photographic forms.

Whitaker describes her experience since graduation from ICP/Bard as unusual in that she has shown her
work in exhibitions annually commenting, “Without an exhibition, | don’t know how | would realise the
final state of my work”. Whitaker exhibits her photographs ‘non-serially’, creating dynamic installations
of singular pictures that narrate her artistic proposal about the profound illegibility of the supposedly
explicit and easily read medium of photography. Whitaker cites Roni Horn’s 1999 exhibition Pi, held at
the Matthew Marks Gallery in New York as an early touchstone for her own exploration of combining
seemingly disparate photographic subjects into a powerful exhibition whole. She also reminds me of
what an important trailblazer American artist Roe Ethridge has been in the 2000’s for her and her
contemporaries in his vivid combining of ostensibly separate photographic genres, “I’'m very interested
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in the codification that goes on when you place a photograph in a frame on the wall of a gallery. Itis
very important to me that the art work overtly addresses that coding of photography.”

Whitaker’s most recent change of gear has been to complicate her picture-making processes and their
optical effect. Many of the photographs pinned up in her studio on my visit meld clearly photographic
images with graphic disruptions created with hand-cut thick paper masks of idiosyncratic geometric
patterns that go into the dark slide with her 4 x 5 film for exposure, creating images that Whitaker can
anticipate but cannot fully control. As she explains, “ | have always been looking critically at the formal
quality of a photograph but I've been doing this much more actively in my recent work by combining a
‘straight’ photograph with hand-made elements”. The viewing experience is undoubtedly intense with
each graphic and photographic combination carrying its own character and collectively creating a
dynamic of connections and juxtapositions on the wall. Whitaker’s work is generous in that the viewer
has ownership of the experience, able to elect to see the photographic and the hand-rendered devices
as a quasi-optical game. In some of the works, the photographic image wins out over Whitakers manual
gestures. In others, the conscious references to Modern Art (for instance, Whitaker knowingly puts
artists including Bridget Riley, Wassily Kandinsky into an visual conversation with the geometric patterns
of traditional quilt design) force the photographic image into being a material deployed in an optical
scheme. Whitaker acknowledges that her current working processes have shifted the extent of her
control of her photographic images, “There is a degree to which | am submitting to the process. Even
though | am knowingly creating permeations on different techniques, there is an undetermined aspect
to the process and of me having to let something unfold.”
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Hannah Whitaker

In a new suite of highly stylized portraits at the Marinaro gallery, Dec. 10-Jan. 24

Whitaker departs from her previous methods of elaborate in- 190':’:3;“;{0
camera masking and multiple exposures. Instead, the Desmiown
. ) 212-989-7700
photographer achieves spectacular effects—dark stripes of shadow i
and laserlike flares of color—by carefully staging each shot of the
same female subject. Sometimes the woman appears in silhouette; fF ooy &

other times, she emerges from shadow or is revealed in a slice of
light. Her naturalistic presence seems at odds with the pictures’
stark techno-futurism, which might otherwise call for android
perfection. A second intriguing series is installed in the gallery’s
lower level—assemblages of jigsawed, brightly painted, photo-
printed shapes are outfitted with light bulbs. These lamp
sculptures recall the designs of the Memphis Group, but, arranged
in a conspiratorial cluster on the floor, they are clearly more than

mere décor.

— Johanna Fateman

Fateman, Johanna. “Hannah Whitaker,” The New Yorker, January 2021.



