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Informed by her background in photography, Willa’s paintings intentionally 
evoke the translucency and flatness of photographic images and investivates 
the validity of reality depicted in photography. There’s a sense of erotica in 
her work, that explores the antinomy that inanimate objects can evoke 
sensuality while body parts can be simultaneously de-sexualized. The 
ambiguity in each work plays with dualities of meaning and proposes an 
unraveling of boundaries as they relate to gender and power. 
  
Office sat down with Willa to discuss her introduction into the art world, her 
relationship with photography, and the process behind her latest exhibition. 
 

 
 
Office- This set of works had a much more vibrant tone than some 
previous works. What was the inspiration behind this exhibition? 
  
Willa- Kodak makes a film called Portra VC that I used to hate, but now I 
love. VC stands for vivid color and it produces these super saturated colors 
that in some cases can be cloying but when done right can feel so lush. I don’t 
actually use that kind of film in my work but it is a palette reference for my 
paintings especially. I am using acrylic, which is a synthetic, and because of 
that it can be misunderstood as harsh. But it’s possible to produce something 
softer and deeper with it. I’m using a material that on its face feels artificial 
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but can be worked into some kind of harmony with itself. When I think about 
tone I think about finish as well. The photographs are printed onto the 
underside of plexiglass so they feel buried in a thick gloss - it reminds me of 
cibachrome printing. I want to make things that feel both wet and dry, 
translucent and saturated. 
 

 
 
Were you always interested in art or was this something you 
delved into when you moved here for school? 
  
I knew I wanted to go to Cooper Union, which is an art school, so I had some 
conception of myself as an artist by the time I got here. As a teenager, my 
entry into thinking about “Art” was through subculture. I grew up in southern 
California, I was into skateboarding and inline skating and different music 
scenes. I thought about making art not really as a career but as a vehicle to 
connect with likeminded people and to articulate who I was and what I cared 
about. Going to school didn’t show me much about how to combat the 
professional stressors of the art industry, which are intimidating and difficult, 
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but it did solidify this idea that making things consistently is a useful way of 
processing the world. As a counterpoint to religious faith or other devotional 
practices, it allows you to feel some other kind of purpose over a lifetime. 
  
What is it that draws you to photography and distorting your 
images? 
  
Photographic images have a unique emotional impact - they moonlight as 
objective truth tellers even though we know they’re subject to such intense 
manipulation. Noticing that power and pulling it apart through distortion is a 
rich problem. I like the relationship to chance in photography, that you don’t 
know what you’re going to end up with. Finding ways of surprising myself 
through photographic effect keeps me interested. 
 

 
 

Do you prefer one medium of paint and photography over the 
other? 
  
No. Generally, people really want you to choose one thing, but when I spend a 
long time working in one way it makes me miss the other. I’m more interested 
in how two distinctly different ways of making things can balance one another 
out. This widens my ability to interface with the world. I like reflecting the 
history of one medium onto another so when I make photographs, I think 
about the history of painting and apply that kind of analysis to an image - but 
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my paintings often are more grounded in different imaging processes or 
technologies as a subject than painterliness. 
  
Tell me more about how you depict the human body in your 
works- is sensuality playing a role or is it merely an analysis of 
form from varying perspectives? 
  
Erotic charge is absolutely a subject of my work but the non-human or 
inanimate can be sensual too. Meaning the most sensuous parts of the body 
can be desexed and at the same time you can make something inanimate feel 
hot. I get satisfaction out of flipping those things around. 
  
Where do you gather inspiration and resources for your pieces? 
  
I find things on the street a lot. I just took an inventory of the trunk of my car 
to answer this question. Right now I’ve got a fire hydrant screw top, a car 
boot, one of those cinder block flower shaped tiles that people build front yard 
walls with, some dried out pods that fall out of this tree by my studio, and a 
football helmet. 
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To Do: March 16–29, 2020 
 
 
 

ART 
 

13. See Willa Nasatir 
A photographer-slash-painter. 
Chapter, 249 East Houston Street, through March 29.  
At only 29, Willa Nasatir is already something of an 
artist about town. In 2017, she had a Whitney 
Museum project exhibition of her wild assemblage 
photographs that conjured fetish objects, desire, 
cast-offs, and do-it-yourself low-tech photography, 
all with muted but garish beauty. Behold, she’s a 
painter too. Blowing up her scale and dialing in her 
inner image-maker, Nasatir is already an impressive 
colorist whose details begin to sing the song of 
painting electric. Call this a great beginning and 
stay tuned.              J.S. 
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Willa Nasatir 
Whitney Museum of American Art 
By Annie Godfrey Larmon 
October 2017 
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A Glove, a Car, and a Camera 

By Erin Schwartz 

September 16, 2017 

 
Willa Nasatir: Hitchhiker, 2017         
Willa Nasatir/Chapter NY 
 

In Hitchhiker, a glove and a toy car seem to 

break the surface of their own mirror images, 

like flotsam sinking into reflective water. 

Glove and car have both been sliced in half 

and are photographed on mirror tiles with 

their cut sides facing down. A drinking straw 

affixed to the glove lifts a scrap of white cloth 

like a handkerchief, and in the background, 

another mirror reflects a blurred brick wall. 

The car is a glowing, neon fuchsia, the glove 

chalky white. What seems to be a liquid 

patina on the print’s surface obscures the 

scene under swirls of indigo, mauve, and 

vermillion; a streak of gold, on closer 

examination, is distorted police tape, 

intimating the aftermath of a car accident. The 

image sets up a dark, absurdist joke: a 

stranded car and hand aren’t able to hitch a 

ride. 

 

Nasatir—whose exhibition currently at the Whitney Museum features ten large chromogenic 

prints and seven smaller black-and-white prints, all produced in 2017—shoots on film and does 

not digitally retouch her images. This is uncommon enough for a contemporary photographer (her 

work could not be further from the commercial detournement of Elad Lassry or Amanda Ross-

Ho, or the ecstatic digital portraiture of Ryan McGinley) and her analog production is made all 

the more surprising by the complexity of her compositions, which densely layer objects, tangles 

of wire, mirrors, surface glare, and textured patina in a shallow depth of field. These dream-like 

tableaux are the product of clever staging using mirrors, plexiglass, sheets of reflective plastic, 

and colored spotlights, as well as manipulation and re-shooting of the original prints. 

 

The photographs begin as sculptures of found objects, often assembled from pieces of trash that 

Nasatir picks out near her studio. Butterfly depicts a doll bed and what appears to be a plastic 

butterfly hair clip, leopard-printed and covered with small holes, angled and lit to cast a looming 

shadow. Nasatir made the butterfly “clip” by stretching patterned stockings over a handmade wire 

frame. Presented with the deliberation of a still life, such makeshift objects gain a sense of 
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significance not fully explained by the image; they imply a story or character, but stop short of 
imposing a clear narrative. In a 2015 exhibition at White Columns in New York City, Nasatir 
recreated scenes from film noir—Crime #1 (Heel) presents a stiletto heel as an object charged 
with menace. It evokes the shock of discovering a clue while withholding the details of the crime. 
 

 
Willa Nasatir: The Green Room, 2017     Willa Nasatir/Chapter NY 

 
In the past, Nasatir has soaked prints in water, sanded them down, burned and frozen them, to be 
photographed a second, third, or fourth time through translucent screens textured with dense 
bubbles or hand-marbled streaks. The works now at the Whitney represent a simplification of this 
process. The scenes are photographed only twice: the first time captures the still life, and the 
second is shot through a spotlit latex screen to produce the craquelure on the image’s surface. 
Nasatir does not physically alter these prints. The surreal effects happen entirely in the camera. 
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Nasatir’s photographs reward extended viewing—it takes time to make spatial sense of the scenes 
pictured. A careful observer can almost piece together how each image is made: for example, a 
puzzling reflection in Blue Girl, created by an aquamarine mirror that duplicates an image without 
reversing it horizontally, implies that a second mirror faces the scene, set up outside of the 
photograph’s frame. Nasatir extends the moment between apprehending an image and 
comprehending it; she seems unwilling to let it end. 
 
This evasiveness counters photography’s tendency toward rapid commodification and 
consumption of images, especially representations of the human figure put to commercial use, or 
circulating without consent of their subjects in the age of social media. It’s no mistake that bodies 
appear only in allusions and fragments in these photographs: the glove in Hitchhiker, a single 
doll’s leg in The Green Room, and a wooden hand manikin in Conductor, Candy, and Half-Heart. 
How can a photograph reveal enough to communicate meaning, but not so much as to violate its 
subject? Or, as Nasatir asked in an interview in Document, “How much of a figure needs to be 
shown for something to register as human?” This question produces restive, rich, and 
challengingly indeterminate works—there is no authoritative solution to the riddle, but parsing 
what the photographs reveal and occlude prompts you to imagine your own. 
 
“Willa Nasatir” is at the Whitney Museum through October 1. 
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 July 14, 2017 
 
Over the past several years, Willa 
Nasatir has engaged in a studio 
practice that avoids being 
dominated by the culturally 
prevalent digital technologies.1 At 
a moment when the medium has 
turned inward and disengaged 
from the hand of its maker—and, 
as a result, is often labeled as 
being in a state of crisis—Nasatir 
has pursued a more manual 
approach, creating found-object 
sculptures to be photographed, 
altered, and re-photographed. 
While routinely playing with our 
expectations of what we imagine 
a digitally constructed image to 
be, Nasatir exploits the 
possibilities of photography as an 
expansive platform for 
experimentation across 
composition, scale, and process.  
In many respects, Nasatir’s 
approach is mediated through 
other disciplines—specifically, 
sculpture and painting. 
Distinguishing her photography from documentation reflecting truths about the world 
(she describes her work as “a depiction rather than a document”2), she has asserted the 
medium’s capacity for formal invention while simultaneously pushing beyond the 
boundaries of her studio into the outside world. Nasatir maintains a long-standing 
interest in what she calls “the texture of the city.”3 Many of her recent compositions are 

Willa Nasatir. Conductor, 2017. Chromogenic print mounted on wood, 79 
1/2 x 61 in. (201.9 x 154.9 cm). Courtesy the artist and Chapter NY. 

https://whitney.org/Essays/WillaNasatir#_ftn1
https://whitney.org/Essays/WillaNasatir#_ftn2
https://whitney.org/Essays/WillaNasatir#_ftn3
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distinguished by images and details of (and out of) her studio window, subtly suggesting 
urban views that locate the photographs in the New York environment in which she lives 
and works. While her works begin as objects in the studio, they emerge conceptually 
from dreams or memories, or even art history, while also drawing upon details of things 
she sees in the city: a woman on the street, a particular outfit, a general impression of 
the gentrification and persistent change of New York, and corresponding aesthetic.  

Two ideas have surfaced repeatedly in conversation with the artist and in my thinking 
about Nasatir’s work: the phrase “psychic junkyards”4 and the notion of painterly 
abstraction. The former gets to a core idea about her photographs: while they begin as 
sculptural assemblages in her studio, her images are ultimately intended to reflect some 
otherworldly, invented place. As Nasatir maintains, “I’m less interested in photography 
as a medium for depicting the ‘real’ than I am in its capacity to display the 
otherworldly.”5 Although her compositions often originate in dreams or things fleetingly 
witnessed, they emerge from a psychic space that is tethered to her use of found 
objects—that is, the detritus of the world we inhabit. The works become “psychic 
junkyards” as they reflect the things around us and the limitless number of evocations 
that might result from them. Ultimately, the images suggest a place never realized, only 
imagined and implied; they are reflections of the world but not strictly about the world.  

Equally important for Nasatir has been her engagement with notions of abstraction. 
While each work retains referential vestiges—a familiar object, an architectural detail, a 
distinct reflection—the end result is often abstract in its totality, both visually and in 
terms of any implied narrative. Accordingly, Nasatir shares an affinity with Charline von 
Heyl (b. 1960),  given the ways in which the German-born painter incorporates familiar 
forms while denying us any clear or straightforward reading of them or of the work more 
generally. For Von Heyl, any figurative element becomes subsumed into the overall 
painting. Similarly, Nasatir’s use of discrete objects and elements is ultimately in the 
service of her largely ambiguous compositions; these items remain present but are 
never a resolved end unto themselves. As Von Heyl tellingly explains about her work, “a 
painting can have several flip points, where things, while you are looking at them, shift 
from one state to another. They have a way of slipping out of your control, which makes 
them more interesting.”6 

Beyond this implied ambiguity, Nasatir’s photographs function visually in ways similar to 
paintings, suggesting the value she sees in her medium’s ability to render what might be 
called figurative abstraction. Many of her immersive images, created at a scale that few 
contemporary photographers outside documentary or landscape have pursued, 
immediately imply a spatial relationship to painting. After creating and photographing 
sculptural compositions in her studio, Nasatir routinely alters the surfaces of her initial 
prints and re-photographs them to generate the final work, often experimenting with 
materials such as latex and Plexiglas to create partially obscured or highly reflective 
surfaces with deliberate imperfections that abstract the overall composition. These 
unorthodox techniques produce an almost painterly scrim through which the image must 
be deciphered. Nasatir’s compositions thus bring to mind the complex, layered, and 
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highly worked surface of an abstract 
painting where the viewer is left struggling 
to determine which brushstroke came first 
amid interconnected layers of paint, here 
mimicked through her multiple layers of 
photographic process.  

Nasatir’s works also incorporate critical 
historical precedents of her medium, 
particularly through her nod to 
photography of the 1930s and 1940s. This 
relationship is especially apparent in a 
series of silver gelatin prints debuting here 
at the Whitney and largely installed 
together. Nasatir produces these images 
at a more conventional size of roughly 
twenty by twenty-four inches, referencing 
historical photography through technique, 
scale, and even the experience of viewing 
the works. While the visual vocabulary of 
her gelatin prints is similar to that of her 
larger-scale work, she forces a more 
intimate engagement with each 

photograph as the viewer must approach the image—almost as a portal—to experience 
its myriad intricate details.7The monochromatic nature of these works results in an all-
over quality that is unique within her practice; each image seems to function as a single, 
unified moment within the mind’s eye. Unlike in her larger, chromogenic prints, where 
Nasatir uses disparate colors and objects to clue us that she has drawn from many 
sources and ideas, here she suggests an encapsulated moment—a single memory or 
idea that is arguably more fictionalized than factual. (Creating black-and-white 
photographs allows Nasatir to distinguish these works fundamentally from the reality of 
what we actually see with our own eyes.) Ultimately, her exploitation of scale and 
medium enable her to complicate the delivery of ideas and references, as these 
experiments in black and white become what she describes as a sub-medium of her 
own photography.   

Nasatir’s explorations of the formal possibilities of black-and-white photography is 
perhaps most specifically related to examples by Man Ray’s contemporary and student 
Maurice Tabard (1897–1984). Tabard trained as a portrait photographer and worked 
extensively as a commercial fashion photographer, an important experimental platform 
for the development of the medium at the time. What frequently resulted were dreamlike 
works that made use of both the female body and domestic or mundane objects, fused 
into surreal, unsettling tableaux. But a distinguishing factor that links Tabard’s approach 
with Nasatir’s is the sophisticated layering effect he achieved, through the use of double 
exposure and developing techniques such as solarization. His most sophisticated 

Willa Nasatir, Street Sweeper, 2017. Gelatin silver print, 27 1/4 
x 22 in. (69.2 x 55.9 cm). Collection of Jonathan Goldberg 
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works—often containing strange, spectral silhouettes—yield complex arrangements that 
become difficult to parse given his ambitious technique and the visual elements that 
comprise each photograph.  

Nasatir’s work shares visual affinities with that of Tabard and his Surrealist colleagues 
such as Man Ray, both stylistically and through her use of unconventional photographic 
techniques (particularly in the face of what is available digitally), as well as her de-
emphasis on photography’s indexical capability. Arguably, her works in this vein take 
these qualities and techniques to a new level. Whereas much of this earlier photography 
emphasized the medium’s relationship to composition and only loosely played with 
ideas of materiality and texture, Nasatir foregrounds these elements acutely. There is 
an unsettling handiness to the strange, almost inexplicable sculptural arrangements that 
appear in her work, and that serve as essential points of origin for her compositions. 
The tableaux she composes and the photographs she produces from them seem hastily 
assembled and almost deliberately dysfunctional. While committed to formally imparting 
the technical acuity of historical precedents from this emergent moment for 
photography, Nasatir implicitly denies the cool, transcendent slickness of these 
Surrealist images, seeking instead to depict “something eroding or precarious.”8 Her 
hyper-materiality maintains a deliberate connection to the world we inhabit and the 
detritus of lives lived, here reimagined amid a certain level of chaos and visual noise. 

The photographs of Alvin Baltrop (1948–2004), who famously documented Manhattan’s 
West Side piers in the 1970s and 1980s, and specifically its gay cruising culture, are an 
important body of work for Nasatir. Baltrop’s images—primarily in black and white—are 
perhaps more often read as documents of a now-disappeared New York, but they also 
suggest an otherworldly realm through their textures and unique sensibility.9 (In this, 
they indicate the haven this space represented for the gay community from the harsh 
reality of persistent homophobia at the time.) Many of Baltrop’s figures seem to float in 
unreal spaces. He presents us with surreal images that, while based in the 
documentary, equally point to something imagined or dreamed. While the photos are 
essential documents, often of beautiful male bodies lovingly and erotically intertwined, 
they become utopic images suggesting an open-ended invitation to free love. The 
anonymity of the figures in many of the photos is an essential element, implying some 
hoped-for future; many of Baltrop’s images are portraits without specified people, much 
in the way that Nasatir’s photographs suggest portraits but never a figure or specific 
presence. “I think it’s possible—if not more seamless—to depict the felt experience of 
the body without showing the form of the figure itself,” Nasatir has said. “I think I’m most 
successful at it when the figure is androgynous, faceless, abstracted, or even 
disfigured.”10 Similar to Baltrop’s interest in personifying the piers as places that evoke a 
particular moment, Nasatir has consistently implied figures and even narratives without 
ever creating a straightforward portrait. And for both artists, the ruined or decaying 
object has been a productive means to eliciting these ideas. 
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Some of Baltrop’s most dreamlike (though 
perhaps least iconic) photographs are images 
taken from within buildings along the piers, with 
figures lurking only at the edges, if at all. In these 
examples, the windows frame views onto the 
Hudson River or the piers themselves, many of 
which were soon to be demolished. Baltrop’s 
poetic documentation seems to acknowledge the 
sanctity of this location, likely to disappear and 
already heavily in ruins. And notably, these 
photographs share a recurring element within 
Nasatir’s works, present in some of her new 
series of images made specifically for the 
Whitney exhibition. Nasatir regularly works from 
her studio, often leaving the viewer with few clues 
as to where a photograph was made; these are 
studio photographs about composition, decidedly 
less about place. However, in a number of 
instances Nasatir includes—often in the corner of 
her composition—a clear detail of a studio 
window, looking out onto buildings that we 
somehow know are New York. This is no 

accidental or arbitrary addition. Nasatir openly acknowledges the significance of New 
York within her work—and particularly her interest in the aspects of the city’s culture 
slowly being lost to gentrification.11 And while this preoccupation is not primary to her 
compositions, it lurks in the corners, imbuing the photographs and objects within them 
with new significance. Strange found objects suddenly read as items cast off by the 
city’s inhabitants—possibly part of some downtown culture slowly being disassembled 
and discarded—suggesting a shared interest with Baltrop in “picturing the city as a 
vulnerable rather than heroic subject.”12 Nasatir selects what read as inherently urban 
objects, things of little monetary value but important for the stories they hold. A student 
of Baltrop’s timely documentation, Nasatir seems to warn us that if we are not careful, 
the city’s rich and varied fabric—already fraying as we speak—will someday be cast 
off.  
 
For the Whitney exhibition, Nasatir has produced a six-part installation of large-scale, 
color chromogenic prints made specifically for the gallery space. The images—which 
Nasatir describes as “six individual yet interrelated scenes”—introduce a new palette 
within her work, an almost fluorescent blue-green in addition to the dark, film noir–like 
overall palette. Nasatir has acknowledged that this highly saturated color represents a 
notion of the future (as well as a contrast to her previous and recurrent use of red). 
“There's a certain type of green that I wanted that I hadn't used in a photograph,” she 
told me. “It reminds me of the ways that the future was depicted in films in the eighties, 
kind of this neon, spooky green.”13 Her comment brings to mind the film Tron (1982), 

Alvin Baltrop, Untitled, (1977). Gelatin silver print, 9 
x 6 7/8 in. (22.9 x 17.5 cm). Whitney Museum of 
American Art, New York; purchase with funds from 
the Photography Committee 2009.31 
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where the “digital” world in which most of the action occurs is depicted as a dark black 
space punctuated by color, often a deep blue that resembles the palette for 
Nasatir’s Conductor, 2017. In this composition, Nasatir allows this deep blue to 
permeate the view we see out of the window, suggesting an immersion in a strange, 
futuristic, and almost dystopic realm. This distinctive palette becomes one of the 
unifying compositional elements of her six-part installation, augmenting Nasatir’s ability 
to suggest an otherworldly future across the tableaux. These colors cue viewers, even 
from a distance, that we are entering an alternate space.14 

 
Installation view of Willa Nasatir (Whitney Museum of American Art, New York, July 14–October 1, 2017). From left: R.V., 
2017; The Green Room, 2017; Bird, 2017; Blue Girl, 2017; Sunbather, 2017; Conductor, 2017. Photograph by Ron Amstutz 

 
Nasatir’s ambitious installation—as an unexpected hybrid of painting, photography, and 
sculpture—points to the significance of her work residing within this space of multiple 
mediums. While the complex legibility of the individual images directly references 
painting, the works are suffused with sculptural elements, both visual and physical. The 
installation reads as a physical object or intervention into the gallery: the presence of 
the six mounted photographs, installed directly against one another, imparts an object-
like quality—what she describes as a “solidity”—to these images, placing the work in 
dialogue with yet another medium beyond photography.15 It is in these liminal spaces—
among various media, between the suggestion of form and abstraction, between place 
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and no place—that Nasatir has opened up possibilities for contemporary photography to 
complicate and to slow down the very process of looking; as a result, her works are 
never straightforward and are difficult to digest in a single take. As Nasatir explains, “I 
hope to make work where the experience of viewing is extended, and new meaning 
occurs with time,”16reinforcing her sustained interest in the ambiguity of looking through 
the creation of her unique, photographic conditions. 

 

 

1. In contrast to contemporary photographers such as Michele Abeles, Lucas Blalock, and Eileen Quinlan, who have productively 
harnessed and privileged digital technologies in their studio-based practices to address the fundamental challenge our digitally 
dominant culture presents to photography, Nasatir has made images with a related visual affect but without the benefit of 
digital manipulation. This, I would argue, yields a different sensibility and tactility to her work. 

2. Lauren Cornell, “Psychic Junkyards: Willa Nasatir,” Mousse Magazine 54 (Summer 2016). 

3. Nasatir, interview with the author, June 2017. 

4. See Cornell, “Psychic Junkyards.” The phrase was also used by the artist’s friend Tip Dunham in conjunction with Nasatir’s 
work. 

5. Cathleen Chaffee, Willa Nasatir, exhibition brochure (Buffalo, NY: Albright-Knox Art Gallery, 2017), p. v. 

6. Jason Farago interview with Charline von Heyl, Even, no. 7 (Summer 2017), p. 55. 

7. Nasatir acknowledges the influence of a work like Marcel Duchamp’s Étant donnés: 1° la chute d'eau, 2° le gaz d'éclairage . . . 
(Given: 1. The Waterfall, 2. The Illuminating Gas . . . ), 1946–66 (Philadelphia Museum of Art), on these smaller-scale prints. 
Much like the way in which Duchamp forces the viewer to peer into his invented tableau, Nasatir’s works function as 
transportative portals that present a highly constructed yet contained space. 

8. Nasatir, interview with the author, August 2017. 

9. See Valerie Cassel Oliver, Alvin Baltrop: Dreams into Glass, exh. cat. (Houston: Contemporary Arts Museum Houston, 2012), 
p. 15. As Oliver notes, “Baltrop would continue to create texture with a palette of light and shadow for much of the decade that 
followed. . . . The artist would reprint negatives until he achieved the texture and emotional tenor he sought.” 

10. Drew Sawyer, “Willa Nasatir’s Spectral Images,” Document Journal (September 21, 2015). 

11. Nasatir has had a long-standing interest in the changing face of New York over the past decade, particularly notable in 
downtown Manhattan where she lives. She routinely references Jeremiah Moss’s blog Jeremiah’s Vanishing New York. 

12. Chaffee, Willa Nasatir, p. ii. 

13. Nasatir, interview with author, June 2017. 

14. Nasatir is interested in creating photographs that she describes as “looking ahead rather than in the past.” Despite the 
medium’s logical association with things that have already occurred and been recorded, she strives to signal the future and 
unknown, and therefore the intangible. 

15. Nasatir, interview with the author, August 2017. 

16. Cornell, “Psychic Junkyards.” 
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Two Emerging Artists Highlighted in Summer Exhibitions at the Whitney 
ArtfixDaily.com 
May 4, 2017 
 
Two new exhibitions by emerging artists will be presented by the Whitney this summer. 
 

NEW YORK, New York    
 
“Following close on the heels of the Biennial, the 
Whitney’s summer season builds on the strong energy 
of our emerging artists program,” remarked Scott 
Rothkopf, Deputy Director for Programs and Nancy 
and Steve Crown Family Chief Curator. “Both born in 
1990, Bunny Rogers and Willa Nasatir offer a pair of 
distinct but complementary visions. Each explores 
mysterious, often dark, narratives within stagey, 
lapidary tableaus, Rogers through sculpture and video, 
Nasatir in photography.” 
 
For her first solo museum exhibition, Bunny Rogers 
will create a new body of work to be installed in the 
John R. Eckel, Jr. Foundation Gallery on the Museum's 
first floor, which is free and open to the public. The 
exhibition goes on view on July 7. 

Willa Nasatir (b. 1990), Butterfly, 2017. C-print.  
Courtesy the artist. 
 
In her work, Bunny Rogers (b. 1990, Houston, TX) draws from a personal cosmology to explore 
shared experiences of loss, alienation, and a search for belonging. Her layered installations, 
videos, and sculptures begin with wide-ranging references, from young-adult fiction and early 
2000s cartoons, like Clone High, to autobiographical events and spectacles of mass violence, such 
as the 1999 Columbine High School shooting. Rogers’s techniques are as idiosyncratic as her 
subject matter. She borrows from theater costuming, design, and industrial furniture 
manufacturing, and often crafts her work by hand. This hybrid approach gives Rogers’s objects 
and spaces a distinct texture; they read simultaneously as slick and intimate, highly constructed, 
but also sincere. 
 
Elisabeth Sherman, an assistant curator at the Whitney, who is co-curating the exhibition with 
curatorial assistant Margaret Kross, noted: “Rogers’s work reveals how certain emotions and 
traits that we consider to be completely opposite, like empathy and hate, sincerity and deceit, 
really exist in shades of grey. To paraphrase Rogers’s own words, the viewer may find that both 
extremes sit within themselves.” 
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Rogers has had solo exhibitions at Greenspon Gallery, New York; Foundation de 11 Lijnen, 
Oudenburg, BE; Société, Berlin; Musée d’Art Moderne, Paris. An artist book, Flowers for 
Orgonon, will be published in 2017. 
 
For her Whitney exhibition, Willa Nasatir will present a significant new body of work in addition 
to a selection of earlier works, produced over the past few years. The exhibition will be installed 
in the Kaufman Gallery on the Museum's fifth floor, adjacent to the exhibition Hélio Oiticica: To 
Organize Delirium, with which it runs concurrently from July 14 through October 1. 
 
In her work, Willa Nasatir (b. 1990, Los Angeles, CA) creates photographs that routinely begin as 
makeshift sculptures, assembled in her studio out of an array of unexpected objects. Using 
elements as disparate as decorative fans, copper tubing, and a car headlight, Nasatir composes 
these objects, which she then photographs and re-photographs, subjecting the surfaces to various 
material and light effects. The resulting works are hand-manipulated images that become 
psychologically charged and difficult to discern; the viewer is left to parse out unresolved 
narratives that the image only implies. As Nasatir herself explains, “I’m less interested in 
photography as a medium for depicting the ‘real’ than I am in its capacity to display the other-
worldly.” Creating works of varying scale, Nasatir makes compositions that function as part-still 
life, part-portrait (notably without bodies), as they evoke a surreal urban landscape that’s 
simultaneously difficult to place while seemingly amidst a state of decay. 
 
Nasatir has had solo exhibitions at Chapter Gallery, NY; Albright-Knox Art Gallery, Buffalo; 
Ghebaly Gallery, Los Angeles; and White Columns, New York. 
 
The Nasatir exhibition is organized by Jane Panetta, associate curator. 
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After 'Picasso,' Albright-Knox sets sights on emerging artists 

By	Colin	Dabkowski	
February	14,	2017	
 

Since November, the big draw at the Albright-Knox Art Gallery has been the work of Pablo 

Picasso, an undisputed master of 20th century art.  Now, as Picasso: The Artist and His Models" 

draws to a close, the gallery is shifting its focus to five artists you've probably never heard of. 

On Feb. 18, the Albright-Knox will open solo exhibitions featuring five new kids on this 

hallowed artistic block: Tamar Guimarães and Kasper Akhøj, a duo from Brazil and Denmark; 

New York-based sculptor and painter Eric Mack; Lewiston-born artist Jacob Kassay; 

and photographer Willa Nasatir of New York. 

 

The public can take a free sneak preview at the exhibitions on Feb. 17 from 7 to 9 p.m. 

The shows are the first solo exhibitions for each of the artists in an American museum. Willa 

Nasatir and Eric Mack's exhibitions are the first-ever museum solo shows for those 

artists. Collectively, the openings serve as a reminder of a longstanding commitment by the 

Albright-Knox to exploring the vanguard of contemporary art. 

 

"Doing four exhibitions at once allows visitors to really see this commitment at the Albright-

Knox not only to contextualizing the collection and bringing in masterpieces, but also 

introducing audiences to new voices," said Albright-Knox Senior Curator Cathleen Chaffee. "I 

love the idea that for a lot of people, this is an opportunity to say you saw it here first." 

The artists will be on hand for a public discussion with Chaffee at 7:15 p.m. Feb. 17 in the 

Albright-Knox auditorium. A fifth exhibition, featuring a single sculpture by French artist 

Camille Henrot, also opens Feb. 18. 
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Artist Willa Nasatir poses with her recently installed photograph "Out of the Blue, Part 3" in the 

Albright-Knox Art Gallery. (Robert Kirkham/Buffalo News) 

 
Willa Nasatir 

By arranging found objects in her studio just so, Nasatir photographs and creates abstract 

compositions that might be interpreted as distant landscapes or architectural structures. Working 

in the same mode as Rochester-based photographer Carl Chiarenza, her artwork attempts to 

create mystery out of familiarity. According to a release from the gallery, "her cobbling and 

filtering is a sleight of hand that unmoors her subjects from their origins, and the resulting 

photographs call on us to create our own storylines." 
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30 UNDER 30 
PROFILE / Willa Nasatir 
Edited By Caroline Howard with Natalie Sportelli 
January 3, 2017 
 

 
Willa Nasatir 
Artist 
 
Nasatir's still-life photographs depict elaborately arranged objects against shadowy backgrounds, 
some positioned in front of mirrors: a singed fan, a pair of open shears, a crown made of wire. 
She uses techniques like re-photographing prints through a screen made of Plexiglas and latex. 
She's had solo shows in New York and Los Angeles and in 2017, her work will be at the Albright-
Knox museum in Buffalo. 
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6 Artists to Watch in 2017 
Text by Emily Steer 
January 2017 
 
Whether newly graduated or following up on a successful 2016, all six artists have at least one 
solo show in 2017 which promises great things — in cities including Berlin, Shanghai, New York 
and Paris. 

 
Willa Nasatir 
Willa Nasatir will have her first institutional solo show at New York’s Albright Knox this 
February, running until June. Her photographic images are both familiar and illusive, using 
recognizable subject matter which is then obscured and disturbed by multiple compositions and 
physical interventions. There’s a darkness that spills across many of her images also, avoiding 
the overexposure and mass of light leaks which often occur in these kind of overlaid images, 
instead focusing on pools of black and deep purples. 
 

 

	 									
Willa	Nasatir,	The	Red	Room,	2016	C-print	on	
panel,	tacks	82	x	67	3	inches,	Unique.	

Willa	Nasatir,	Boy,	2016	C-print	on	panel,	tacks	82	
x	67	x	3	inches,	Unique.	
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By Lauren Cornell 
Issue #54, July 2016 
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    SPRING 2016 
 

 



C H A P T E R  N Y 

60 Walker St., New York, NY 10013 



C H A P T E R  N Y 

60 Walker St., New York, NY 10013 



C H A P T E R  N Y 

60 Walker St., New York, NY 10013 



C H A P T E R  N Y 

60 Walker St., New York, NY 10013 

 



C H A P T E R  N Y 

60 Walker St., New York, NY 10013 

 
    April 8, 2016 
 

 

4/8/2016 Willa Nasatir - artforum.com / critics' picks

http://artforum.com/index.php?pn=picks&id=59310&view=print 1/1

Willa Nasatir
CHAPTER NY 
127 Henry Street 
March 20–April 24
Over the past two decades, photography, like film, has suffered an
identity crisis in the face of proliferating digital technologies. The
situation has led to a rise in selfreflexive practices—photography
about darkroom processing, for instance. This impulse, however, is
waning, and photography seems ripe for experiments with narrative
that fly in the face of objectivity and indexicality. Willa Nasatir is a
young artist who steers away from the strictness of medium
specificity and embraces psychological subject matter in her work.

Nasatir’s four glossy Cprints feel as though they’ve come out of an
earlier group of works about crime photography—a “neutral” genre
that is, at its core, anything but. Nasatir’s characters here are
things, not bodies: a singed fan, bloodred candles, a pair of open
shears, and a crown made of wire. They function as items plucked from some violent, satanic rite, symbols we
project all manner of visceral horror upon. Nasatir photographs her objects in front of disorienting mirrors and
subjects her shadowy prints to various manipulations, including burning. To add a sense of temporal disjuncture,
she rephotographs her original prints through cobwebby skeins of Plexiglas and acrylic. Her moody aesthetic seems
indebted to the theatrical, propcentric performance art of the 1970s seen in the 2013–14 Whitney Museum
exhibition “Rituals of Rented Island,” featuring artists such as Jack Smith, Stuart Sherman, and Sylvia Palacios
Whitman. The images also recall the quasiSurrealistic scenarios of Jan Groover and, of course, Goth music videos
of the 1980s and ’90s.

— Wendy Vogel

View of “Willa Nasatir,” 2016.

All rights reserved. artforum.com is a registered trademark of Artforum International Magazine, New York, NY
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October 22, 2015 
By Emily Rappaport 
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UHSHDWHGO\�OLNH�V\PEROV�Ő�DUH�WKHLU�RZQ�LGLRP��7R�LQWURGXFH�ODQJXDJH�WKURXJK�SUHVV�PDWHULDOV�RU
D�UHYLHZ�ZRXOG�HYHQ�VHHP�WR�UXQ�WKH�ULVN�RI�YLRODWLQJ�WKH�YLVFHUDOO\�DUUHVWLQJ�YLVXDO�H[SHULHQFH�RI
WKH�SLFWXUHV��%HDXW\�LV�WKH�UHDO�FRGH�KHUH��DOORZLQJ�YLHZHUV�WR�DFFHVV�WKH�ZRUN�QRW�E\�XQGHUVWDQGLQJ
LWV�FRQFHSWXDO�IRXQGDWLRQ�EXW�E\�PHGLWDWLQJ�RQ�WKHLU�RZQ�PHPRULHV��IHHOLQJV�DQG�LPSUHVVLRQV�

1RQH�RI�WKLV�LV�WR�VD\�WKDW�WKH�FRQFHSWXDO�JURXQG�LVQŒW�SUHVHQW�DQG�ULJRURXV��7KH�VL[�SKRWRJUDSKV
Ő�ILYH�RI�ZKLFK�DUH�IURP�D�VHW�FDOOHG�Ŕ&ULPHŕ�DQG�WKH�RWKHU�IURP�RQH�FDOOHG�Ŕ3LQNŕ�Ő�DUH�LQVSLUHG
E\�HYLGHQFH�SKRWRJUDSKV��ZKLFK�UHSUHVHQW�DQ�HYHQW�ZLWKRXW�DFWXDOO\�GHSLFWLQJ�LW��1DVDWLU�XVHV�D
SDLU�RI�JODVVHV��D�KHHOHG�VKRH��D�SDSHU�VXLW��D�IDQ��D�SDLU�RI�QHZVSDSHU�XQGHUZHDU��DQG�GLIIHUHQW
UHQGHULQJV�RI�D�KDQG��KHU�RZQ��LW�VHHPV�IDLU�WR�VD\��JLYHQ�WKH�HODERUDWH�PDQXDO�SURFHVV�WKDW�HDFK
SLHFH�UHTXLUHV��WR�UHOD\�WKH�SHUVRQDV�RI�GLVWLQFW�FKDUDFWHUV�ZLWKRXW�LQFOXGLQJ�DFWXDO�ERG\�SDUWV�
�3LQN�����ZKLFK�SRUWUD\V�D�KXPDQ�VWRPDFK�DQG�OHJV��LV�DQ�H[FHSWLRQ���6KH�UHIOHFWV�WKH�QRWLRQ�RI
FULPLQDOLW\��ZKLFK�IODWWHQV�PRUDOLW\�LQWR�D�ELQDU\�RI�SRVLWLYH�DQG�QHJDWLYH��WKURXJK�KHU
SKRWRJUDSKLF�SUDFWLFH��ZKLFK�HQWDLOV�XVLQJ�GLUHFW�VXQOLJKW�WR�UHFRUG�QRLU�VW\OH�VKDGRZ�DQG
VLOKRXHWWH�

&RPPHUFLDO�LPDJHV�KDYH�VDWXUDWHG�HYHU\�VSDFH�LQ�RXU�OLYHV��LW�LV�FDWKDUWLF�WR�VHH�SKRWRJUDSKV�WKDW
PDNH�XV�WKLQN�QRW�RI�DGYHUWLVLQJ�EXW�RI�WKH�GDUN�PDJLF�DQG�P\VWHU\�RI�RXU�RZQ�JD]H�
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aVg\Z�YgVl^c\h�dc�\aVhh!�VcY�i]Zc�b^ggdg^c\�i]Z�gZ[aZXi^dc�d[�i]dhZ�YgVl^c\�dcid�i]Z�hjg[VXZ�d[�V�eg^ci#�I]^h�Vaadlh�[dg�i]Z�ldg`�d[�bn�]VcY�id�WZ
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Issue 302, March 2015 
By Jared Baxter 
 

Joshing the Watershed Del Vaz Projects / Los Angeles 
A glass of absinthe, such as those as seen in two of Willa Nasatir’s rephotographed photos on display in 
“Joshing the Watershed” at Del Vaz Projects, can evoke a certain nostalgia for a particular era in the life 
of a Western artist, roughly spanning the period from Impressionism to the Lost Generation of the ’20s 
and ’30s. The exhibition space itself, an unassuming two-bedroom apartment in a dense part of 
Westside, can then suggest the domestic settings of the artists’ salons of Mallarmé or Stein. Yet 
perhaps a closer comparison could be made between the academic salons of the 19th century and our 
present-day art fairs. The challenge of navigating hundreds of canvases hung closely together has 
something in common with the bewilderment provoked by mazes of gallery booths, and our more 
democratic incarnation remains beholden to our schools of art. All this only highlights the contrast 
between the dying gasp of an idea of art as an imitation of life on one end of the timeline and a situation 
in which art claims its legitimacy as an imitation of art on the other. 
 
Nasatir’s work is especially keyed in to this conflict. The anxiety latent in the formal process of damaging 
or altering the surface of a photograph and photographing the results recalls the crisis provoked by the 
medium’s emergence well over a century ago, when painting began to emphasize individual perception 
over mimesis and so approach the sort of self-referentiality that has become the hallmark of modern art. 
This quality being now thoroughly fetishized, the work seems imbued with a life of its own, entering a 
sort of society as a debutante, only to go to die in a domestic grave, the trophy of some collector. 
 
Here, in an apartment that may as well stand in for this twilit space, a carnivalesque atmosphere takes 
hold, playing Jessica Williams’s bittersweet, painterly portraits against the chrome, chains and key-ring 
charms of Dena Yago’s Human Applause, while Math Bass’s tortoise stages a lightly comedic encounter 
with Sam Davis’s anthropomorphized mic-stand readymade. In the show’s other room, a bedroom, the 
intimacy of the space invites a disarmingly empathetic relationship with Adrian Gilliland’s camp male 
playing-card nudes, and Dwyer Kilcollin’s vases, produced through what could be called an artisanal 
version of 3-D printing, address questions relating to technology, the human hand and failure. These are 
rooms that seem hardly fit to host a person’s watershed moments, yet are much like many in which 
people come into the world and leave it. 
 
by Jared Baxter 
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