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David Kordansky Gallery is pleased to present Like Looking in a Mirror, a solo exhibition of new paintings by 
Jenna Gribbon. The exhibition will be on view in Los Angeles at 5130 W. Edgewood Pl. from September 13 through 
October 19, 2024. An opening reception will be held on Friday, September 13 from 6 to 8 PM. 

Over the past two decades, Gribbon has maintained a consistent engagement with portraiture and the ways in 
which—through the incorporation of props, and the positioning and gaze of her subjects—she can alter the view-
er’s experience of looking. In a departure from recent work, which predominantly featured her wife Mackenzie 
Scott, the artist returns to a familiar subject—her son—in an effort to explore the replication of traits, appear-
ance, and mannerisms between parent and child that create a sameness which extends beyond the physical 
into the experiential. 

The artist’s past work has depicted sweeping scenes—created with props such as clamp lights, projectors, 
mirrors, and backdrops—that initially appear intimate, but reveal themselves to be constructed upon closer 
looking. However, these paintings offer a counterpoint by utilizing the large canvases to portray tighter crops 
of figures’ heads and shoulders, shifting the focus away from narrative towards more psychological, close-up 
readings. The paintings become examinations of the tensions and anxieties that arise when an artist confronts 
an image that closely mirrors their own. The works on view also offer a rare glimpse into the dynamics between 
a parent and child, where the child lives as a double or a projection of a parent, mirroring aspects of their inter-
nal self and therefore, heightening the sense of confusion around selfhood and prompting questions about 
perception. 

Reflective surfaces and mirrors play a central role in this body of work conceptually, as a device that can aid in 
the act of seeing and representing doubles or doppelgangers. While doubles and doppelgangers have existed 
throughout time and are often perceived as a bad omen or threatening force, which the artist alludes to through 
the use of predominantly darker tones, Gribbon’s impressionistic brushstrokes and empathetic and collabora-
tive approach to figural painting reframe the traditionally disturbing or eerie connotation of doubles to create 
tender portraits imbued with care. In one example, Gribbon and her son are seen with their arms entangled 
around one another as their eyes look back at the viewer. The artist’s own presence in the painting, along with 
her stern gaze, reinforces her role as the child’s protector, as her arm lightly shields him from behind. This is 
one of several instances in which Gribbon distinguishes herself by her position as a secondary yet omnipres-
ent figure, simultaneously watching after her son and after the viewers looking at the two of them. 

The artist explores ideas of the uncanny and projection—both literally and metaphorically—by utilizing projec-
tors as a tool to further distort an image and blur the lines between her face and her son’s. In one work, we see 
a close-up of her son with an image of Gribbon projected onto—and partially obscuring—his cheek. The eyes, 
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nose, and lips appear in duplicate. Though this could be a result of image manipulation, it is in fact the result of 
the physical layering of Gribbon’s image atop her son’s. The projected image of Gribbon’s face originated from 
a photo taken by her son which appears in several works on view, further emphasizing the artist’s commitment 
to collaboration and a multifaceted engagement with her subjects.

While the larger paintings in the exhibition offer a physical manifestation of replication, the smaller paintings 
represent the physical passing on of a shared understanding. In the instance where her son is seen reading, 
it’s implied that his thoughts may also be shaped through the same language that shaped Gribbon’s thinking. 
Even though Gribbon isn’t visible in the smaller works on view, her presence looms largely in other, and argu-
ably more significant, ways. In Looking at a painting of Florine Stettheimer’s mother with M (2024), Gribbon’s 
son is seen with Scott in front of a painting by Stettheimer titled Portrait of My Mother (1925). In Gribbon’s 
painting, as in Stettheimer’s example, the artist’s presence exists beyond the canvas in an attempt to repre-
sent themselves in the other.

Taken together, the paintings in Like Looking in a Mirror connect to Gribbon’s larger project, in which she utilizes 
a cinematic approach to create scenes that appear private, but touch on universal themes; in this case, parent-
hood, identity, and the transfer of thought and experience between generations. While the artist often pulls from 
art historical references and techniques, this show exemplifies her commitment to radicalizing—and personal-
izing— these traditional modes to incorporate the surreal, the psychedelic, and the uncanny. 

The Rose Art Museum at Brandeis University is planning a major solo exhibition of Jenna Gribbon’s work, tenta-
tively scheduled for Fall 2026. The planned show will be a comprehensive survey of 25 years of painting. Gribbon 
was the subject of a solo exhibition at Collezione Maramotti, Reggio Emilia, Italy (2022–2023). Recent group 
exhibitions include Day for Night: New American Realism, Palazzo Barberini, organized by the Aïshti Foundation, 
Rome (2024); Living Histories: Queer Views and Old Masters, The Frick Collection, New York (2022); and I will 
wear you in my heart of heart, FLAG Art Foundation, New York (2021); and Paint, also known as Blood: Women, 
Affect and Desire in Contemporary Painting, Warsaw Museum of Modern Art, Poland (2019). Her work is in the 
permanent collections of institutions including Kunstmuseum The Hague, the Netherlands; Dallas Museum of 
Art; Marjorie Barrick Museum of Art, Las Vegas, Nevada; New Orleans Museum of Art, Louisiana; Kurpfälzisches 
Museum, Heidelberg, Germany; Rubell Museum, Miami; and FLAG Art Foundation, New York. Gribbon lives 
and works in New York.
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A Projection Felt, 2024 

oil on linen 

72 x 92 x 1 3/4 inches 

(182.9 x 233.7 x 4.4 cm) 
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A Reflection Held, 2024 

oil on linen 

80 x 64 x 1 3/4 inches 

(203.2 x 162.6 x 4.4 cm) 
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My Face on His Face (Warm), 2024 

oil on linen 

80 x 64 x 1 3/4 inches 

(203.2 x 162.6 x 4.4 cm) 
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My Face on His Face (Cool), 2024 

oil on linen 

80 x 64 x 1 3/4 inches 

(203.2 x 162.6 x 4.4 cm) 
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Entwined, 2024 

oil on linen 

92 x 72 x 1 3/4 inches 

(233.7 x 182.9 x 4.4 cm) 
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Looking at a painting of Florine Stettheimer’s mother with M, 2024 

oil on linen 

16 x 12 x 1/2 inches 

(40.6 x 30.5 x 1.3 cm) 
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Co-constructed in Red, 2024 

oil on linen 

92 x 72 x 1 3/4 inches 

(233.7 x 182.9 x 4.4 cm) 
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Me Prismatic and Fragmented, He More Concrete, 2024 

oil on linen 

92 x 72 x 1 3/4 inches 

(233.7 x 182.9 x 4.4 cm) 
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Reading a book that I read at the same age, 2024 

oil on linen 

12 x 16 x 1/2 inches 

(30.5 x 40.6 x 1.3 cm) 
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Confusing Obstructions, 2024 

oil on linen 

72 x 92 x 1 3/4 inches 

(182.9 x 233.7 x 4.4 cm) 

 



sales@davidkordanskygallery.com    
www.davidkordanskygallery.com    
T: 323.935.3030   F: 323.935.3031

 

 

 

Jenna Gribbon 

Replication through family recipes, 2024 

oil on linen 

14 x 11 x 1/2 inches 

(35.6 x 27.9 x 1.3 cm) 
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Dual Reflection at Home, Early Evening, 2024 

oil on linen 
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STUDIO VISIT

Jenna Gribbon Explores the Dynamics 
of Motherhood

The artist’s upcoming show in Los Angeles centers her relationship with her child 
at a pivotal moment in his life.

by Maxine Wally
Photographs by Jeff Henrikson

Styled by Tori López
July 10, 2024

Gribbon wears a Commission top and jeans; Edgar Mosa necklace; G.H. Bass shoes. Photo by 
Jeff Henrikson
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“Hang on a second.” The painter Jenna Gribbon fiddles with her 
phone over FaceTime, then switches her camera to front-facing, re-
vealing her Brooklyn studio, filled with the typical detritus of a visu-
al artist’s workspace: jars of brushes, half-squeezed bottles of paint, 
stacks of canvases. Gribbon, a Tennessee native now based in New 
York City, wanted to show me one work in particular—a large-scale 
canvas that will be included in her next solo show, Like Looking in 
a Mirror, which opens at David Kordansky Gallery in Los Angeles 
on September 13 (through October 19). In the painting, two people 
who look like Gribbon—long brown hair, sleepy eyes, dignified bone 
structure—stand beside each other. One is hanging up lights, while 
the other is taking a picture. They look like identical twins. In fact, 

Jenna Gribbon, A reflection held, 2024
Photo by Jeff Henrikson
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“it’s my son holding the light, and me taking the photo,” the artist 
says. “He’s kind of my little doppelganger.”

Gribbon’s 13-year-old child, their dynamic, and her experience with 
what she describes as the “psychedelic” and “trippy” experience of 
motherhood are all central themes in Like Looking in a Mirror. 
“I’m seizing on this little window in time where he looks more like 
me than he ever will,” she adds, noting that they have the same 
hairstyle. “He’s in this androgynous state, where he doesn’t quite 
look like a child anymore, but he’s not exactly looking like a man 
yet.”

During this pivotal moment in his life, Gribbon is integrating her 
son into her paintings for the first time—and also portraying herself 
in the works. The idea of mirroring the subject and artist, reflect-
ing the self against and toward other people, has been a key part 
of Gribbon’s artistic practice since 2006, when she first gained 
notoriety for being commissioned to create three portraits for the 
set of Sofia Coppola’s Marie Antoinette. Group exhibitions at the 
Frick Madison and Museum of Contemporary Art Jacksonville have 
included portraits of her wife, Mackenzie Scott, the main subject in 
many of Gribbon’s most well-known works. Mirror is a stark depar-
ture from that series.

“It’s even more challenging because not only is the parent-child 
relationship arguably the most intimate relationship there is, it’s 

Maison Margiela shirt; Commission jeans; Edgar Mosa necklace; Comme Si socks; JW Anderson shoes.
Photo by Jeff Henrikson
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extra tough to really see kids for themselves and not get your own 
self-concept entwined in how you view them,” she says. Gribbon 
explores this concept in pieces where the lines between herself and 
her son are blurred, quite literally. In one example, Gribbon had 
her son take a photo of her, which she then projected onto him; she 
then painted what she saw. “The experience of seeing yourself, out-
side of yourself, in another totally separate human being, with their 
own world, makes you evaluate what’s important to you and what’s 
meaningful to share,” she says. “What do you want to pass down? 
What do you want to replicate and what do you want to not repli-
cate? It becomes a process of assessing your own values, too.”

Photo by Jeff Henrikson
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Along with the large-format paintings, there will be another group 
of smaller works that zero in on all the things she’s passed down 
to him: a family recipe, or books she’s read and loved. “I gave him 
a CD player and a stack of my old CDs,” she says with pride. “It’s 
a shared sensory experience. Not only does this person share your 
genetics, they also share an experience of what food tastes like, or 
how to make something.”

Photo by Jeff Henrikson

Gribbon has been working on the paintings for Mirror over the 
course of one year. During that time, she’s learned to give her inner 
child a little more grace. “You have so much empathy for your kid 
that it turns into empathy for yourself,” she says. “You look back at 
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yourself and certain things that you maybe disliked, but then you 
see them in your child, too. And you have so much love for them 
that you’re able to have empathy for yourself for those things.”

Commission trench coat; Maison Margiela shirt; Commission jeans; Edgar Mosa necklace; Comme Si socks; 
JW Anderson shoes.
Photo by Jeff Henrikson

Still, the artist is not just in these works metaphorically. “I’m pres-
ent in the paintings as his guardian,” she says. “You can absorb the 
image of my child, but I will be watching you. I’m also here. He’s 
not in this alone.”
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Styling assistants: Celeste Roh and Maia Wilson.

Commission blazer, top, and jeans; Edgar Mosa necklace; G.H. Bass shoes.
Photo by Jeff Henrikson
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The Artists Depicting the 
Power and Strangeness of 
Breasts
New generations of women painters are challenging 
centuries of art history with their nuanced, empathetic 
renderings of bare-chested bodies.

Hayv Kahraman’s Boob Gold (2018) is one of several works by the 
artist addressing the objectification of immigrants and refugees. 
© Hayv Kahraman. Courtesy of the artist, Jack ShainmanGallery, 
New York, and Vielmetter, Los Angeles

By Zoë Lescaze
May 16, 2023

Women’s breasts have been a fixation of Western artists since Western art began. The 
prehistoric sculptor who carved a hunk of mammoth ivory into the “Venus of Hohle 
Fels” — the earliest known depiction of a human being, unearthed in Germany in 2008 
— gave her proportions fit for the pages of Juggs magazine. Since then, male artists have 
portrayed breasts as erotic objects, fonts of nourishment and sometimes both at once, 
as in the case of racy Baroque depictions of the Roman virtue Caritas as a young woman 
nursing her father. Bare-chested women have represented our brightest political ideals 
(as in the French Romantic painter Eugène Delacroix’s 1830 allegorical work “Liberty 
Leading the People”) but also our worst transgressions: In medieval European art, lust 
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Bare-breasted women have served as allegories for political causes in paint-
ings such as Liberty Leading the People (1830) by Eugène Delacroix. © 2013 
RMN-Grand Palais (Louvre Museum). Photo: Michel Urtad

But what do female painters see? It was only in the early 20th century that 
women began to regularly depict their own nude bodies. In 1906, the German 
artist Paula Modersohn-Becker, who had recently left her husband to pursue a 
bohemian life in Paris, scandalized viewers with two portraits of herself wearing 
little more than a favorite amber necklace. The French model turned painter 
Suzanne Valadon began to produce nude self-portraits in 1917 and continued to 
do so as she aged — a radical pursuit then as now. By the end of the century, the 
American artist Joan Semmel had taken the project of women regarding their 
own bodies to its logical extension by painting first-person views of herself — 
incandescent landscapes of pink and ocher flesh in which breasts dominate the 
foreground — and the British artist Jenny Saville had launched a career depict-
ing, with urgent slashes and stippled patches of oil paint, bulging breasts that 
flop and sag on bodies that defy mainstream standards of beauty.

Left: the German artist Paula Modersohn-Becker was the first woman known to have painted 
and exhibited nude self-portraits, including “Self-Portrait on Sixth Wedding Anniversary” (1906). 
Right: the French model turned artist Suzanne Valadon’s “Autoportrait aux Seins Nus (Topless 
Self-Portrait)” (1931), currently part of a retrospective exhibition at the Centre Pompidou-Metz. 
From left: Paula Modersohn-Becker Museum, Bremen; © Akg-Images

often appeared as a woman with snakes biting her breasts, an allusion to their suppos-
edly ruinous seductive power. Indeed, these humble mounds of tissue, as the feminist 
scholar Marilyn Yalom writes in her 1998 book, “A History of the Breast,” have long been 
the focal points for various desires: “Babies see food. Men see sex. Doctors see disease. 
Businessmen see dollar signs.”
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When women paint nude women, it’s often said that they are “reversing” the 
male gaze that has dominated art history. But the reality is more complex, and 
the range of perspectives among these artists is broader than this shorthand 
would suggest. New generations of painters are depicting breasts in unortho-
dox shapes and colors, adding them to figures who are not necessarily female 
and challenging other conventions, both social and stylistic. We might think we 
know what a breast looks like, but even the most basic preconceptions falter in 
much of their work.

“In some ways there are parallels between my gaze and the male gaze,” says the 
Brooklyn-based artist Jenna Gribbon, 44, who mostly paints her spouse, the 
musician Mackenzie Scott. “There is a sexual and romantic component to my 
depictions of my wife. But the difference is, as a woman, I’m painting her from 
a deep well of experience of knowing what it is to be seen and regarded and to 
have my image consumed.” Tall and blond, Scott appears semi-undressed or 
fully naked in everyday domestic settings — hunched over a laptop on the couch 
in one canvas, clipping her toenails above the toilet in another — and in more 
theatrical tableaus involving harsh lights, mirrors, blindfolds and green-screen 
backdrops. In all these works, Gribbon renders Scott’s nipples in a searing shade 
of fluorescent pink, a hue so electric, it makes the viewer inescapably aware of 
themselves as a voyeur and, Gribbon hopes, more empathetic with the person 
on display.

Jenna Gribbon paints her wife, the musician Mackenzie Scott, with 
fluorescent pink nipples, infusing domestic scenes such as Toe Nail Trim 
(2021) with a dash of science fiction. Courtesy of the artist and David 
Kordansky Gallery

Hayv Kahraman, 42, who was born in Baghdad and now lives in Los Angeles, 
remembers wandering the halls of Florentine museums as a young woman, 
surrounded by pale painted bodies with small, spherical breasts. “I was so 
enamored with that aesthetic,” she says. “I still thought Europe was the epito-
me.” Kahraman spent her adolescent years in Sweden, where she perfected a 
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Left: Sarah Slappey, who painted Cloud Tangle (2020), has chafed against erotic interpretations of her work. 
Right: nipple hairs are proudly on display in the work of Larissa De Jesús Negrón, including Soy Libre Mami 
(2023). From left: courtesy of the artist and Sargent’s Daughters; courtesy of the artist.

Not all artists painting breasts are interested in them as sexual objects, but their 
erotic associations can be difficult to shake. In 2020, the American artist Sarah 
Slappey, 39, exhibited a series of surreal canvases in which disembodied arms, 
creamy lozenges and liquid tendrils collide with petal pink breasts resembling 
long balloons, complete with puffy areolas and noodle-like, upturned nipples. 
Some breasts ooze drops of milk that morph into strings of pearls. Slappey, who 
painted these works after night feeding her nephew with a bottle for several 
weeks, was thinking about the transformation of nipples after childbirth, and 
the mingled pleasure and pain of being in a woman’s body (she compares it to 
a “cupcake full of thumbtacks”). Still, viewers were quick to read the tangles of 
rosy limbs as erotic. “Maybe in our language we don’t have enough separation 
between eroticism and sensuality or touch and the body, so people just overlap 
them too much,” says Slappey. “Or people just like sex.” Frustrated, she took a 
temporary break from breasts to focus on ankles and hands.

Stockholm accent and bleached her dark hair blond, and in her 20s, this cultural 
dissonance unleashed a hybrid avatar in her work: an alluring, almond-eyed 
woman with a jet black unibrow, white skin and impossibly round breasts. She 
has rendered the character as an acrobat, whose body contorts without break-
ing, and with breasts mutating into the mortars Kahrtaman saw on the streets 
of Baghdad as a child — a comment on the idea of being “at war with one’s own 
body.” Breasts become weapons in less literal ways in other works. The woman 
in “Boob Gold,” an oil painting on wood from 2018, stares defiantly back at us 
as she tugs open her dress to expose a coin slot, the kind you might find on a 
donation box, at the center of her chest. The work addresses what Kahraman 
sees as the exploitative dimensions of humanitarian aid. “Your body becomes 
a spectacle,” she says. “But on the other side, she’s exuding this power.” Sexual 
objectification may be an unavoidable condition of being a woman, especially 
one seen as exotic by the West, but Kahraman suggests it comes with its own 
forms of strength.
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In oil paintings such as Figure and 
Monstera (2022), Somaya Critchlow 
imbues her subjects with a sense of 
interiority and unapologetic sensuality.
© Somaya Critchlow. 
Courtesy of the artist, private collection, 
London, and Maximillian William, 
London. Photo: Prudence Cuming 
Associates

The British artist Somaya Critchlow, 30, who depicts Black women with big 
hair and pneumatic breasts in compact oil paintings saturated with warm earth 
tones and jewel-hued shadows, has similarly expressed exasperation with one-
note readings of her work. “People try to position my work as being sex-posi-
tive or political or whatever — and it’s not, it’s just investigative,” she told The 
Guardian. Her subjects might lie back luxuriously or bend forward, squeezing 
their breasts together, like pinup girls, but they also tend to exude a strong 
sense of interiority — mingled states of ambivalence, mischief and desire that 
make them whole human beings. Endowing them with exaggerated breasts is a 
provocation to the viewer to move past the obvious. “I’m just going to blow this 
up as big and silly as I can,” she told one journalist, and still “make it a serious 
painting. And what can you say to me about that?”

Larissa De Jesús Negrón, 28, renders breasts more realistically than some 
of her peers, using airbrushed acrylic and soft pastels to create subtle gradi-
ents of color, but they also speak, in her work, to the ways in which selves can 
transform. Raised in a devout Christian family in Puerto Rico with what she 
describes as “really harsh rules revolving around being modest and not showing 
too much skin,” she began painting naked women as a teenage rebellion. Soon 
it became a form of therapy. “I was able to process a lot of self-hate and shame 
that I felt around my body, and nudity in particular,” she says. Now based in 
Queens, De Jesús Negrón portrays herself, in all-consuming bouts of worry, 
spells of serene self-acceptance and ambiguous moods somewhere in between, 
flaunting the nipple hairs her mother once told her to pluck. In “Soy Libre 
Mami ” (2023), a close-up view of a single breast in shades of green and mauve, 
the curlicue strands form cursive letters spelling the first two words of the title. 
Translation: “I’m free.”
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According to the artist Maryam Hoseini, breasts are “a place of transformation” in many 
of her works, including Hello-Goodbye Bad Dreams (2020), above left. At right, a detail 
of the painting. Courtesy of the artist and Green Art Gallery, Dubai. Photo: Lance Brewer

Queer painters, perhaps because they understand better than most that body 
parts aren’t always reliable indications of identity, are creating some of the most 
original images of breasts, ones that topple assumptions and rigid categories. 
The New York-based Iranian artist Maryam Hoseini, 34, depicts breasts without 
necessarily depicting women. Some of the headless figures in her paintings — 
bodies composed of flat, interlocking shapes inhabiting science fiction land-
scapes and fragmented rooms rendered in vivid shades of violet, teal and acidic 
blue — have three or more. Others have needle-sharp nipples or geometric voids 
instead. “For me, breasts are a place of transformation,” says Hoseini, whose 
desire to imagine alternative, futuristic worlds in art reflects, among other 
things, her experiences with restrictive laws dictating gender expression and 
sexuality in Iran. “I use them in a way to subvert this power structure, as a place 
to empower my figures.”

Christina Quarles, whose work They’ll Cut Us Down Again (2020) is pictured here, 
observes that factors beyond sex and gender, including age and weight, can determine 
the presence or absence of breasts. © Christina Quarles. Courtesy of the artist, Hauser 
& Wirth and Pilar Corrias, London. Photo: Fredrik Nilsen
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The 38-year-old Los Angeles-based painter Christina Quarles, whose riotously 
unpredictable figures embrace, merge and collide in kaleidoscopic environ-
ments of gestural shapes and patterns, is always amused when critics call her 
characters women just because they have what look like breasts. “Sometimes, 
gender is the last thing in the world that’s indicated by a breast,” says the artist, 
who regularly attends life drawing classes and references a range of different 
models with each figure she paints. A woman whose fair skin belies her multira-
cial heritage, Quarles is acutely aware that physical features can be misleading. 
“Boobs are an interesting marker of gender because they interact with age and 
weight so much,” she says. “I think, regardless of your gender identity, it’s a part 
of your body that does shift over time.” Her figures have breasts that dangle low, 
point skyward or sink into what might be rolls of flesh or stacks of ribs.

When Quarles was pursuing her M.F.A. at Yale University, a teacher once told 
her, “The boobs in your paintings are like the eyes: the windows to the soul.” 
She remembers thinking this “was kind of a weird thing to say,” but that it “may 
be true in some ways.” Depictions of breasts — objects of both obsessive fasci-
nation and strict social control — have long provided insight into the mores and 
politics of their time. But in the work of these painters, breasts also communi-
cate something more personal; not simply metaphors for larger ideas, they give 
form to individual experiences. They are weird, unruly and sometimes playful. 
If this work conjures something universal, it’s the constant flux of flesh — the 
bizarre phenomenon of being in a body that is changing by the second.
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Artists Jenna Gribbon, Mickalene Thomas, and Lily 
Stockman on How Motherhood Has Impacted Their 

Work
“I am an artist. I am a woman. I am a wife. I am a mother (random order),” Mierle Laderman 
Ukeles wrote in her 1969 “Maintenance Art Manifesto.” Motherhood is a broad canvas, but it 

often demands similar traits as art-making: resilience, patience, and originality, to name a few. 
Ahead of Mother’s Day, hear from some of CULTURED’s favorite artists about the dialogue 

between parenthood and their respective practices.
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Photography by Dani Okon. Images courtesy of Jenna Gribbon.

Jenna GribbonJenna Gribbon

How has being a mother informed your art practice in unexpected ways?
Being an artist is about having open channels and tapping into them. Motherhood is 
an incredible channel opener. There’s also this shedding of ego in certain ways that’s 
helpful. As a mother, you have to get used to some states of being you would’ve found 
embarrassing before. Not getting easily embarrassed is completely invaluable in art 
making. 
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How have you handled the delicate balance of being a working mother?
I think part of it is to not treat it too delicately. Things will get messy and that’s OK. 
You’re juggling eggs and occasionally you drop one. I have this mantra when I’m over-
whelmed. I just repeat to myself, “It’s all getting done,” and it’s miraculously true. The 
important eggs rarely fall.

What are the lessons you learned from your mother that you hope to also impart 
to your child?
My mom is a fighter. She’s always willing to speak up in the face of injustice or on be-
half of someone with less of a voice. She’s also always helping someone. She and my 
stepdad adopted four kids from the foster care system. I hope I can instill in my son a 
sense of responsibility to his community and a willingness to fight on behalf of the most 
vulnerable among us. 

Photography by Mackenzie Scott.
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Jenna Gribbon, Painter of Intimate 
Portraits, Joins David Kordansky
BY ANGELICA VILLA

November 14, 2022

Portrait of Jenna Gribbon.
ANNIE KLEBANOFF, COURTESY OF THE ARTIST AND DAVID KORDANSKY GALLERY
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Jenna Gribbon, whose intimate paintings of her partner have attracted a cult following, is 
joining the roster at David Kordansky gallery in Los Angeles. She will continue to be co-rep-
resented by Massimo De Carlo and LGDR, which are headquartered in Milan and New York, 
respectively.

The Brooklyn-based figurative painter’s work has gained significant attention from collectors. 
Gribbon’s partner, the musician Mackenzie Scott, also known by her stage moniker TORRES, is 
the subject of much of her work.

She has cited artists such as Édouard Manet, Jean-Honoré Fragonard, Karen Kilmnik, and 
Mary Cassatt, as well as the filmmaker Agnes Varda, as being among her influences.

For dealer David Kordansky, Gribbon’s paintings go beyond mere trends in the contemporary 
art scene.

“The current fascination with figuration tends toward a well-worn Surrealism,” he said, de-
scribing the artist’s vision as “bolder” than many of her peers trafficking in similar imagery. Ac-
cording to him, her work presents “a picture of desire not normally made available to viewers.”

Gribbon often portrays Scott in up-close, cropped shots, making for portraits that are more like 
the diaristic imagery seen on social media platforms than traditional portraiture. Kordansky 
said that he sees in the work an invitation to a “psychosexual personal space.”

“I wanted to make paintings that could only come from the privileged, up-close, and unguarded 
perspective of a romantic relationship,” Gribbon told ARTnews, adding, “Seeing her over and 
over produces a feeling of familiarity and specificity. She’s no longer ‘the subject’—she’s her-
self.”

This closeness between Gribbon and Scott runs both ways—references to Gribbon can be found 
in Scott’s music.

This January, curators at the Frick Museum in New York showcased one of Gribbon’s recent 
portraits of Scott, titled What Am I Doing Here? I Should Ask You the Same (2022). That 
work, showing a partially nude Scott, appeared alongside a portrait by Hans Holbien.

The news comes on the heels of Gribbon’s addition to LGDR in June, making her one of the few 
contemporary artists the gallery—the result of a merger between several major New York spac-
es—took on after its founders shed many others they previously represented. She was among 
the several artists the power dealer brought for its inaugural booth at Art Basel’s newly-minut-
ed French flagship, Paris+.

Gribbon’s paintings have also garnered attention on the auction circuit. Since the debut of her 
work at Phillips in 2020, when her work first fetched prices around $14,000, records for her 
paintings have been rising. The current benchmark of $100,800 was set when her painting Pol-
lyanna Wrestlers (2018), featuring two brawling women, sold during a Phillips contemporary 
art evening sale in May. It had been given an estimate of $75,000.
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ART

Jenna Gribbon and Her Musician Muse 
Mackenzie Scott Blend Love and Paint

With a current exhibition at MASSIMODECARLO in London, painter Jenna Gribbon and 
her muse, musician Mackenzie Scott, AKA Torres, discuss the potential dangers of mix-

ing pleasure and business, art and love.
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“A reluctance to be painted was something I was really trying to get into the work,” Jenna 
Gribbon tells me. We are sitting on a leafy rooftop in Brooklyn overlooking her skylighted 
studio where the artist has been focused on portraits big and small of her lover, musician 
Mackenzie Scott. Gribbon shares that recently her desire to capture reticence has mani-
fested in the form of a favorite prop: the clamp light. In the largest, most lubricious works 
in the studio bound for a January 2022 solo show with MASSIMODECARLO in London, 
her girlfriend is depicted blinding herself in an almost cop-like interrogation. In others, 
Scott turns the bulb on Gribbon, and then on us. Now we are the suspects. This follows 
on the heels of recent paintings like Comment Section (2021), in which the musician holds 
up her fingers as a temporary shelter, Kanye in his shutter shades. “Comment sections 
are crazy and when they’re about you, they’re even crazier,” Gribbon says. “It’s that thing 
of being seen, your image being consumed and then having to deal with every person’s 
thoughts about who you are or what you’ve said or what you’ve done.” Scott, who per-
forms as Torres, the indie rock star, makes a rich subject for inquiries into how our images 
are constructed and distributed with and without our blessings. “I’m always interested in 
the way that people are seen versus the way that they think they are or the way they want 
to be,” Gribbon says. “Because my partner is a public figure, it ends up also being about 
public versus private, how she’s depicted outside of our home versus inside of our home 
and what those two things look like next to each other.”

Scott shares Gribbon’s fascination with Zen and the art of image maintenance. “We are 
co-conspirators,” Scott diagnoses a few days later, on a group FaceTime. “When you have 
a romantic relationship with an artist of any kind, you’re signing up for exhibitionism at the 
mildest and, at the most extreme, maybe exploitation.” A reflexive pause. “I would like to 
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think the tail is not wagging the dog. The relationship is what informs our art. There’s prob-
ably crosspollution but that’s the most fun thing about the relationship and the work.”

“Uscapes,” Gribbon’s fall 2021 exhibition at Fredericks & Freiser in New York, was com-
posed of a suite of small nudes, mostly of Scott’s ass, paintings which you had to almost 
get inside of to see clearly. In these works, Gribbon’s culpability is acutely framed, some-
times as a camerawoman taking quiet advantageous footage, sometimes as an outright 
villain pushing the limits of consent. Scott is rarely pictured smiling but rather betrayed in 
various shades of discomfort, from suspicion to contempt. The lovers’ rapport isn’t ideal-
ized by Gribbon’s brushstrokes, but rather worked through in the medium’s crude terms, 
arms and thighs carved out with the same winding licks. Big patches of careful color are 
devoted to knees, which rise like mountains to screen Scott’s expressions. We are as 
close as we can get but her calves are still in the way. The canvas creates our frame, and 
then Scott’s legs cut it into unequal halves— channeling our sight lines. These are the joint 
decisions that make them co-conspirators. With her posture, Scott demands a break—a 
cigarette off-screen. A painting of Scott captured through a slit in the bathroom doorway 
titled Small Crack (2021), shows her form bent over examining her chin (zits, perhaps?) in 
a mirror. Her body is not composed for us but instead doubled over in earnest examina-
tion. It’s the opposite of Balthus’s Nude Before a Mirror (1955). We are still the voyeur but 
here Scott, like us, is an accomplice in judgement—picking at her body in the same way 
the viewer inspects the paintings. I feel a blush of shame for us all.

In writing about Gribbon’s work, I set out to avoid the generally mawkish conversation 
around figuration in contemporary paintings— the ones that dawdle on the erotic (which 
Gribbon seems to initiate in most paintings depicting Scott nude, but ultimately dodges by 
giving her neon pink nipples), the ones that gawk at frenzied markets and auction highs, 

Musician MacKenzie Scott and artist Jenna Gribbon pose in the latter’s Brooklyn studio surrounded by new paintings of Scott.
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the ones that overuse the word “intimacy” while flattening love and painting into LGBTQ 
thought. I wanted to explore inclusion and agency within the context of romance and art, 
which use public and private platforms to survive—just like the market and pornography 
and politics.

Gribbon’s film-world hero, Agnès Varda (to whom she dedicated an entire exhibition in 
2021), offered a way in. The last beat of Varda’s cinematic love letter to Los Angeles, Li-
ons Love (…and Lies) (1969), is given to Warhol Factory darling Viva (aka actor Janet Su-
san Mary Hoffmann). Viva’s wish is to spend her time silently looking into the camera: “I’m 
so sick of doing monologues, I would like to just breathe for one minute,” she announces. 
Rather than ignore the victims of her sharp autofictions, Varda provided an avenue for 
friends, peers and strangers to air out their grievances. Viva is permitted to be tired of the 
camera and Varda’s direction.

The French director’s diary mingled so frequently with her plotlines that the collateral 
emotional damage became a structural concern of the work, just as it is in Gribbon’s. Var-
da’s solution was to implicate herself in the hardships of being candid—by placing herself 
never too far from the frame even when she was technically invisible. Gribbon’s images of 
her lover and other select subjects function in the same charmingly self-sabotaging way, 
aligning the artist with memoirists like Varda but also Chris Kraus, Hannah Wilke, Nan 
Goldin, Diamond Stingily, Alice Neel.

I’m mad at Neel lately. (I carry my admiration for historic figures out like little affairs.) 
Neel’s recent Metropolitan Museum of Art retrospective, ironically titled “People Come 
First,” made the painter’s resentfulness of others so unbearably two-dimensional that I ha-
ven’t been able to enjoy the paintings ever since. What I like about Gribbon’s work, which 

Painter Jenna Gribbon.
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deals in the same familiarity, is how it spreads any loathing, self- or otherwise, equally 
over viewer, maker and subject. I am at once curious and guilty. Try not feeling like a perv 
observing one of her canvases too close in a public space.

But what exactly is the comeuppance for turning your relationships into art? Gribbon says 
she finds herself needing to set internal reminders to turn off painter’s brain and “live in the 
moment” and that the trepidation in Scott’s painted eyes is real. She also acknowledges 
that her son, who occasionally appears in the work, flinches whenever the iPhone, her 
preferred camera, comes out. The caveat is that he enjoys seeing himself once the paint 
dries. I suggest that perhaps this is because he can sense the love demonstrated in the 
labor, the same labor photography obscures in its haste. Gribbon nods, but then tempers 
it with her motivations. She says painting is precisely the space to engage our impulse to 
resist and that in some way it is the reflexive recoil that she feels compelled to document. 
“We assume people want to be seen but is that true?” Gribbon asks. “We’ve only been 
documenting, composing ourselves in obsessive ways for less than a century. I’m interest-
ed in investigating that assumption and what the costs are for those who are represented.”

A surprising upshot of their relationship’s entanglement with Gribbon’s work is that the 
paintings occasionally provide a counterintuitive privacy. Scott is such an idiosyncratic 

Gribbon’s Lavender scarescape.



Herriman, Kat, “Jenna Gribbon and Her Musician Muse Mackenzie Scott Blend Love and Paint,” CulturedMag.com, 
February 16, 2022

fixture of the work that the art world sometimes addresses her in the shorthand of plu-
sones. “Some people don’t even know I’m a musician. I’m just Jenna’s girlfriend,” Scott 
laughs. “Jenna is a star and I love that it gives me this place to burrow and get to watch for 
once. I’m such an exhibitionist because of what I do but with Jenna, she’s on display just 
as much as her subjects are because she has such a strong point of view.” Gribbon’s take 
is so invested in how all readings and facets of a figure could potentially occupy the same 
canvas that every new perspective it touches is subsumed into its own logic. Your world 
becomes a part of hers but it’s an exchange of information, not a surrender. “Painting is a 
way of understanding an image down to its minutiae,” Gribbon says. “It’s a way to have a 
relationship to every inch.”
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Advisory Perspective

In the Studio with Jenna Gribbon
By Will Hine | London, 20 January 2022

Jenna Gribbon’s depictions of overlapping figures take on a monumentality in their 
close frames, approximating undulating limbs to landscapes while subverting the tra-
ditions of portraiture.

Ahead of the Brooklyn-based artist’s solo show at MASSIMODECARLO in London, 
Ocula Advisory correspondent Will Hine spoke to Gribbon about her unique dialogue 
with the act of looking in art history.

It strikes me that your practice and subject matter has a ‘through line’ but 
is always evolving with each body of work. How would you reflect on or 
characterise what you’ve been working towards with your recent paint-
ings?

I think the through line in my work has been the ‘looking at the looking’ and in a way 
that has gotten more and more explicit recently.

It started by trying to position myself in a way where my relationship to the subject 
was really obvious, either by incorporating parts of my own body into the composition 
or including my shadow or something. Or sometimes I’m implied in the title, which 
might suggest that I was there looking at something or someone.
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I’m trying to show the behind-the-scenes way an image is constructed. Light can be 
a kind of metaphor for the malleability of reality. I thought it was nice to include the 
actual mechanism, so the whole process is kind of laid bare.

Scale seems to have an important role in your paintings. Sometimes the 

Jenna Gribbon, Me, a lurker (2020). Oil on linen. 152.40 x 121.92 cm. 
Courtesy the artist and GNYP Gallery, Berlin Photo: Ludger Paffrath.

The title for your show at MAS-
SIMODECARLO, Light Holding, 
seems to refer to the use of the prop 
that recurs throughout these paint-
ings, the clamp light you use in the 
studio?

Yes, I decided to include it to highlight 
the constructedness of the image. I 
brightly lit my subjects so that they were 
a little bit uncomfortable and a little bit 
blinded, to make us—or the viewer—more 
aware that sometimes being viewed or 
being the subject can be uncomfortable.

A common misunderstanding is that my 
work is about intimacy, which it’s not. It’s 
just as much about a sort of constructed 
intimacy or consuming what we think 
of as other people’s intimate moments, 
which maybe aren’t intimate at all.

Jenna Gribbon, Bioluminescencescape (2021). Oil on linen. 203.2 x 162.5 
cm. Courtesy the artist, MASSIMODECARLO and Fredericks & Freiser, 
NY. Photo: Todd-White Art Photograph.

smallest works have the most vi-
sual information, while the largest 
paintings are the most immediate 
and enveloping. How do you decide 
which image is ‘right’ for a particu-
lar scale?

Scale is really important to me and the 
way I make a painting. I’ve always had a 
love for small paintings, and the way that 
they’re almost like little worlds you enter 
into.

I paint them with the assumption that 
you’re going to get very close to them, so 
I paint them with details that you have to 
get close to see.

Early on in my exploration of more sexual 
subject matter, I really enjoyed making 
very sexually explicit paintings very tiny 
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being seen is more explicit. When the subject is holding the light, they are sort of in 
power and we, the viewers, are maybe being blinded, unable to see a lot of detail or 
something.

When the light is shining on them, they are visibly uncomfortable, in a position that is 
not traditional for the subject of a portrait.

Jenna Gribbon, When I looked at you the light changed (2019). 
Oil on Linen. Courtesy the Artist, Fredericks & Freiser, NY and 
MASSIMODECARLO. Photo: Cary Whittier.

because I liked the idea that the viewer would 
have to get extremely close to them.

In a room where someone is viewing the 
painting, they can’t look at the painting with-
out owning the act of looking. Everyone in the 
room can see that they’re looking at the paint-
ing, which is how I think it should be if you’re 
going to look at something—that you’re going 
to own your looking.

Whereas the medium-scale works tend 
to be a bit more of a typical size for a 
portrait?

Yes, the medium-size works are a bit more 
classically scaled. They tend to refer to the 
history of portraiture a little bit more.

In the case of the works in this exhibition, 
however, their relationship to seeing and 

Jenna Gribbon, Stormy sea tropescape (2021). Oil on linen. 
203.2 x 162.5 cm. Courtesy the artist, MASSIMODECARLO and 
Fredericks & Freiser, NY. Photo: Todd-White Art Photography.

I also noticed, perhaps more than I 
have seen before in your work, that 
with the largest works there is a greater 
element of building a scene that maybe 
isn’t based in reality, exploring certain 
ideas of theatricality in some cases, or 
the sublime, in your use of backdrops?

The larger works certainly have more of a 
physicality. They’re very physical to make. I 
think of them almost like landscapes—that 
they should feel monumental in some way.

They should dwarf the viewer a little bit. Even 
though they’re nude, I don’t think of them as 
sexual. They’re more like landscapes or entan-
glements. In the case of these ‘scape’ paint-
ings, it’s parts of my body entwined with my 
partner’s body but they’re in kind of impossi-
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ble configurations— the limbs don’t exactly make sense.

They’re not actually in sexual positions—the limbs don’t relate to each other in a feasi-
ble sexual way, but it’s funny how often they get read as very sexual paintings. They’re 
much more, like you said, kind of theatrical.

Jenna Gribbon, Gushing Crevicescape (2021). Oil on linen. 203.2 x 162.5 
cm. Courtesy the artist, MASSIMODECARLO and Fredericks & Freiser, 
NY. Photo: Todd-White Art Photography.

ticularly with oil paint. I’m devoted to the material and I love it. But it’s kind of about 
finding a way to both love the medium and question the ways it is and isn’t relevant to 
contemporary life.

We’re more image-based than we ever have been. We all carry a camera around at all 
times, and that’s a pretty new thing. We each have countless photos in our pockets, 
which are essentially marking memories from our lives.

I’m really interested in the way those images inform the way we construct our personal 
narratives. I think that the photos that we take on our phones inform the way we think 
of our past, so it seems natural to me to also have photographic imagery of that nature 
inform the way paintings are made. It feels truer to the reality of this moment.

It feels like your practice is engaging with both contemporary and his-
torical ideas of the gaze and of looking. Particularly in relation to figure 
painting and the nude, interrogating that balance between voyeurism and 
intimacy.

Do you deliberately try to explore that friction or duality?

The curtain is a recurring thing; like a 
sort of stage curtain. Or a lot of the back-
grounds could be seen as scenic, painted 
backgrounds that are highly constructed 
psychological spaces.

I also wanted to ask about your 
work in relation to technology, 
as I understand you take a lot of 
your compositions from your own 
smartphone images. I also noticed 
that there is a subtle gloss on the 
surface of your paintings, which in 
some way connects with the reflec-
tive surfaces of screens.

Is that something you’re thinking 
about when you make them or is it 
more a by-product of the medium?

I think it’s both. I obviously have had a 
lifelong romance with painting, and par-
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Jenna Gribbon, S lighting me (2021). Oil on linen. 121.9 x 91.4 cm. Cour-
tesy the artist, MASSIMODECARLO and Fredericks & Freiser, NY. Photo: 
Todd-White Art Photography.

Definitely. I think it’s a subject that is 
relevant to the history of painting, but 
also to our daily lives, with the way we are 
positioned as consumers of other people’s 
lives and intimacy.

It’s something that I think about a lot 
along with the implications and ethics of 
the consumption of naked bodies. I have 
no problem with imagery of naked bod-
ies, but I think there is something funny 
about the history of painting and how it 
has made such imagery so benign.

That’s something that I’m trying to undo: 
the feeling that a painted body is benign, 
and to make us see it again as a person in 
a body and not just a trope. —[O]
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DECEMBER 15, 2021
–

MOTHER AND CHILD | 
BECAUSE THE UMBILICAL 

CORD IS NOT ONLY 
DELICIOUS IT’S NUTRITIOUS

–
BY NATE RYNASKI

SAVORING THE GIFT OF LIFE WITH NEW GROUP EXHIBITION, 
MOTHER AND CHILD

A gift is often thought to be a tangible thing. Perhaps a plaid tie 
for Christmas. A quinceañera Corvette. An apricot-hued bottle 
of skin contact for your Echo Park housewarming. All delightful 
gifts. Yet it could be said the greatest gift we receive is the unmis-
takably unique journey otherwise known as life. Working back 
from here, we see Mom, Mother, Mamma. There she is, glorious, 
hard-bitten, vanished, immaculate, rugged, fair, pious, lost... 
whatever our connection to maternity, its universality super-
sedes. 

And so, the uncanny experience of birth-giving radiates through 
new group exhibition, Mother and Child, at Friends Indeed Gal-
lery in San Francisco, CA, now showing through December 17. 
Featuring a handful of artists, including Catherine Opie, Deana 
Lawson, Sasha Gordon, and more, the exhibition enlists its art-
ists to explore and depict an interpretation of mother-making, of 
gift-giving and taking away. Herein, artists Jesse Mockrin, Jenna 
Gribbon, and Omari Douglin interpret this bond and consider 
this gift of which we’ve all been humbly bestowed.
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Jenna Gribbon. “Pose of an artist’s child” (2021). 20” x 16”. Courtesy of the artist and 
Friends Indeed Gallery.

JENNA GRIBBON
BY BREE CASTILLO

Jenna Gribbon approaches the canvas with unwavering sincerity as she captures 
intimate encounters in her life, displaying how the everyday is merely a medium. 
The Brooklyn-based artist received her MFA in New York at Hunter College and 
has been featured in galleries in Berlin and London, as well as Los Angeles and New 
York. Known for blurring lines, the figurative painter explores point of view as she 
balances between both intrinsic intimacy and the questionable impertinence of voy-
eurism. 

Gribbon’s barely clothed subjects clip their toenails and share subtle touches, as 
viewed through a slightly ajar bathroom door. The artist’s textured bodices re-
nounce objectification and what is known about women through traditional West-
ern art, with female subjects that hold agency both daring and vulnerable. These 
scenes propose that it may not be about what we are perceiving, but how we per-
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ceive. Here, Gribbon shares on motherly perspective, the art of motherhood, and 
the tension between pleasure and discomfort. 

“Pose of an artist’s child,” which features in Mother and Child, appears to be from 
the mother’s perspective. What made you decide to not depict the mother with the 
child in this work?

My presence is almost always implied in my work, but often without being physical-
ly represented. In this painting, I wanted my gaze—as an artist and a mother—to be 
the subject, and I thought the most direct way of doing that would be to show you 
what I see, and show how my child reacts/performs under that gaze. 

What is motherhood to you?

Well, I think there are infinite ways to perform motherhood. The maternal impulse 
is probably in everyone to some extent.

What is the greatest gift a mother can give her child?

What I try to give my child first and foremost is space to grow naturally into himself. 
In some ways, kids are like plants, and if you provide them with light and nour-
ishment and shield them from the harshest conditions, all the information that’s 
contained in the seed will be able to present itself in the strongest, healthiest way. 
They’re designed to flourish. I also think it’s important to live life in a way that 
models going through the world fully engaged and open—but also, and maybe most 
importantly—resiliency. 

What was creating this work of your son like for you?

My paintings tend to follow my attention, so painting my child is a very natural 
occurrence. 

A lot of your recent works have limbs and appendages taking up large portions of 
your works, obscuring parts of the body. Is this intentional, and what is the aim in 
doing this? 

Those paintings are of my partner and me. I use my own body to drag the viewer 
into the frame, and into an entanglement of desire and pleasure. Paint, bodies, and 
intimacy are all an entanglement of pleasure, desire, and discomfort. My paintings 
invite the viewer into a place to own their pleasure and sit with their unease.
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Toyin Ojih Odutola with ‘New Found Land; A Vow,’ 2020, at Jack Shainman Gal-
lery. Photographed by Tommy Kha.

FROM THE MAGAZINE

Changing the Perspective
As queer art becomes more mainstream, a group of young talents finds itself at the center 

of a larger cultural conversation.

by Arthur Lubow
11.30.21

A sideways glance, the locking of eyes, a wink. Historically, that was the queer gaze: 
furtive, coded, clandestine.

And now? In shows that sell out before they open, paintings by a group of emerging art-
ists in New York have pulled back the curtain to let the public stare openly at queer car-
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nality and domesticity. Same-sex intimacy no longer feels transgressive; it’s at the center 
of art world conversations. “The question is, will I sell the big landscape I made?” said 
Doron Langberg, 36, who is known for scrutinizing the male body as sensuously as Dela-
croix or Courbet depicted the female nude. “Because there is a movement in the art world 
to support queer content, something like a landscape might not sell.”

At various Chelsea galleries last fall, Jenna Gribbon, 42, exhibited canvases nearly seven 
feet high of her nude blonde partner, as seen through the artist’s parted naked legs. Justin 
Liam O’Brien, 30, depicted his husband eyeing a man being orally and anally penetrated 
at a sex party. Anthony Cudahy, 32, showed scenes of gay men, including his husband, 
relaxing in cozy familiarity and casual states of undress. This loosely connected group of 
artists attend one another’s openings and discuss their work on studio visits. Some go out 
dancing together and meet up on Fire Island. “It’s amazing to feel that I’m part of a com-
munity,” Gribbon said, noting that she has met many of her cohorts via a DM on Insta-
gram. “Finding friends has been easier in this age of social media.”

Doron Langberg in his Queens studio. Photographed by Tommy Kha.

In parallel with their success in commercial venues, these painters are being heralded 
by museums. Salman Toor, 38, who had a solo show at the Whitney Museum of Ameri-
can Art last year, is preparing for exhibitions at M Woods, in Beijing, in April, and at the 
Baltimore Museum of Art, in May. In a show of eight young figurative artists that opens at 
the end of March, the Institute of Contemporary Art Boston will feature three queer New 
York painters: Ambera Wellmann, Louis Fratino, and Langberg. And, most remarkably, 
the Frick Collection is elevating young queer artists to celestial heights in a yearlong proj-
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ect, “Living Histories: Queer Views and Old Masters,” in which Gribbon, Toor, Langberg, 
and Toyin Ojih Odutola each present a painting made in response to a masterpiece by 
Vermeer, Rembrandt, or Holbein.

As appreciative as they are to be making a living from their art, many of these politically 
progressive talents view their collective conquest warily. If your shows sell out, does that 
make you a sellout? “Pleasure and the depiction of pleasure is necessary,” said Michael 
Stamm, 38, who had his own solo exhibition this year at Shulamit Nazarian in Los Ange-
les. “I just worry that the cultural freedoms that we are enjoying are the Trojan horse for 
the proliferation of capitalism—that queer intimacy is becoming more of a commodity.” 
In one painting in the L.A. show, he portrayed a pair of postcoital lovers reading Walt 
Whitman (cultural privilege), with a bottle of poppers (sexual license) and a potted or-
chid (bourgeois luxury) on a table, oblivious to a tragedy that is occurring outside their 
window: the self-immolation of David Buckel, a prominent gay-rights lawyer and envi-
ronmental activist who killed himself in Brooklyn’s Prospect Park, in 2018, as a protest 
against fossil fuel consumption. “I’m selling all my paintings,” Stamm said, “but I’m try-
ing to make them a little less digestible to justify it to myself.”

One of the strengths of this flowering of queer art is its variety. Unlike some of his peers, 
Stamm shies away from explicit evocations of sex. He paints sharp-edged, stylized, and 
exaggerated figures in smooth acrylics, often adding a layer of laser-cut wood veneer over 
the surface. Kyle Dunn, 31, also depicts figures (sometimes in bas-relief) that aren’t life-
like but seem, instead, with their articulated and simplified bodies, to emerge from the 
digitally rendered realm of animation, video games, or fantasy. And while his men might 
be naked, they are not engaged in sex. “I’m certainly not a prude, but I like the titillation 
maybe more than the dick and ass,” Dunn said. “Courtship is as erotic as actual sex. For 
my own work, painting is where you can explore fantasy and desire, and things that aren’t 
there to look at.”

On the other hand, Langberg luxuriates in thick, voluptuous brushwork in oil paint-
ings that often graphically depict gay sex, including acts that some viewers might find 

Langberg’s In My Lap, 2021.
© Doron Langberg, courtesy of the artist and Victoria Miro.
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eye-opening. “I love painting rimming scenes, because there is still something subversive 
about it,” he said. “But I don’t make my explicit work to be shocking. This is how I expe-
rience sexuality; it’s not aimed at the pearl-clutchers.” He also likes to portray undressed 
men from their waist to their upper thighs, in what he calls “dick portraits.” However 
loaded the subject matter, he succeeds at generating his charge not through X-rated 
content, but by his handling of the paint. “They’re all made from observation,” Langberg 
said of the dick portraits. “I try to be led by my own desire, and I want that process to be 
evident on the surface—some areas fast, some slow, some with more information. That 
level of specificity directs the viewer in a way that recognizes this desire.”

When they were coming out, some members of this group found it easier to reveal their 
sexual orientation in a painting than with words. O’Brien was in the closet until he gradu-
ated from Pratt, at 24. “Those first paintings were a way of explaining to people that I was 
gay,” he recalled. “To come out isn’t just to say, ‘I’m gay’; it’s a process that takes years.” 
Unlike O’Brien, Cudahy was out at Pratt. “But I was more out in my art,” he said. “In real 
life, I was quiet and shy. In art, I felt a freedom. It’s a proxy object that can do the talking 
for you.” And it is an arena that welcomes risk-taking. “Painting was a space where I 
started to test the waters and experiment before I was ready to come out,” said Wellmann, 
39. “Being able to visualize something and realize it is a way of moving toward it.”

Gribbon had been living in Long Island City with her male partner and their child, work-
ing in a basement studio on what she describes as “cerebral diagram paintings with sym-
bols.” Although their open relationship meant she could date women, she felt alienated, 

Salman Toor in his Brooklyn studio.
Photographed by Jack Pierson.
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Ambera Wellmann, Yurning, 2019.
Courtesy of the artist, Company Gallery, New York, and 
K-T-Z, Berlin.

Wellmann in her Brooklyn studio.
Photographed by Tommy Kha.
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and that feeling surfaced in her work. “Everything tended to be kind of obscured, the way 
I was obscured,” she said. “The figures were fragmented or superimposed into spaces 
where they didn’t belong. I was living this life that didn’t feel like it was my life, or like the 
life I was supposed to be living. When things clicked into place and I started living with 

Michael Stamm in his Brooklyn studio.
Photographed by Jack Pierson.

Kyle Dunn in his Brooklyn studio.
Photographed by Jack Pierson.

Dunn’s Into the Crevasse, 2019.
Courtesy of Kyle Dunn, Galerie Maria Bernheim, Zurich, and PPOW, New York.



Lubow, Arthur, “Changing the Perspective,” W Magazine and WMagazine.com, November 30, 2021

a woman exclusively, the painting was so much less of a struggle. Things were less frag-
mented and collage-y.”

Similarly, Wellmann had been in a 10-year relationship with a man in her native Canada. 
“I was so committed to this idea of hetero life,” she said. “It was so boring.” Even after 
leaving her partner, she said, she “embedded what I really wanted to talk about. I cloaked 
it.” She painted porcelain figures of women “as a way of talking about the representation 
of women’s bodies, a way to think about women’s sexuality without representing it direct-
ly.” When she looks at those works now, she said, “I see an intense desire to control expe-
rience.” After winning a major Canadian art prize, she moved to Berlin and embraced her 
anonymity there. “My paintings changed completely, almost overnight,” she said. As in a 
tale by Ovid, the porcelain bodies metamorphosed into complete, erotically limned wom-
en. In a 30-foot-long tour de force that is currently on view in the New Museum Triennial, 
Wellmann depicted a porcelain drain at the center of a dramatically lit beach populated 
by swirling, ambiguously defined female forms, alluding to the exit path she had followed.

Langberg, for his part, was painting bottles and landscapes until, as a junior at the Penn-
sylvania Academy of the Fine Arts, he made graphite drawings based on a sex video he 
had recorded of himself and a friend in Israel, where he grew up. “My work that I recog-
nize as my own really started with the sexual subject matter,” he said. “The more I al-
lowed myself to paint in accordance with my desires, the better I think my work became, 
and the better the response was.”

Anthony Cudahy in his studio in Manhattan.
Photographed by Jack Pierson.
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For Nash Glynn, who is trans, the breakthrough was even more dramatic. Despite having 
painted self-portraits since childhood, Glynn, 29, abandoned the medium as a student at 
the School of the Museum of Fine Arts at Tufts University, working instead in video and 
performance. Things changed after graduation. “I started transitioning, and it was very 
intuitive to pick up a brush,” she said. “When you grow up without a reflection, some-
times you just need to make your own.” Glynn paints herself in the nude, exposing her 
breasts and penis. “I’m definitely my own muse,” she said. “Vulnerability is not a weak-
ness; it’s a strength. I also don’t know any other way.” She is intentionally laying claim to 
a tradition, saying, “I needed to see myself in the history of female nudes in this Western 
white male tradition, as the creator with a semblance of control.”

Many of these artists have been obsessed with finding a footing in the Western canon. 
Toor, who was raised in Lahore, Pakistan, studiously copied paintings in museums when 
he arrived in the U.S., 20 years ago. Enamored of such rococo painters as Pietro Longhi 
and Antoine Watteau, he adapted their compositions with a more gestural and brushy 
style, to depict his fellow South Asians. Three or four years ago, he broke away from the 
constraints of the past by making what he calls “dumb paintings that were not very deep,” 
representing his gay friends in domestic settings. “Once I became fluent, they just poured 
out of me,” he said. Those “dumb” works led to his exhibition at the Whitney.

Jenna Gribbon at Fredericks & Freiser gallery, with recent works.
Photographed by Tommy Kha.

Housebound during the pandemic, O’Brien stocked up on art books. His latest show 
featured riffs on the Italian Renaissance masters Michelangelo and Piero della Francesca. 
“I was very much interested in how we can show gay affection or desire in an art-histor-
ical context,” he said. In one painting, he altered Piero’s The Nativity by substituting his 



Lubow, Arthur, “Changing the Perspective,” W Magazine and WMagazine.com, November 30, 2021

husband for the Virgin Mary worshipping the Christ child. “Piero was setting the Bible in 
his own world,” O’Brien said. “I wanted to be in Brooklyn painting like Piero in Tuscany.” 
He made another painting from a detail of two hands raised above the water in The Battle 
of Cascina, one of the few non-homoerotic bits in that unrealized work by Michelangelo 
of soldiers bathing in a river. But O’Brien isn’t sure he is done with The Battle of Cascina. 
“I want to do a bathhouse like Spa Castle with this arrangement,” he said.

Ojih Odutola, 36, has invented her own mythology. Born in Nigeria, she immigrated as a 
child with her family to Alabama. At the Frick, she is preparing a seven-foot-tall portrait 
of a Nigerian woman to be in dialogue with a Rembrandt self-portrait. It is in the same 
style as the 40 drawings in her just-opened show at the Hirshhorn Museum and Sculp-
ture Garden, in Washington, D.C., in which she imagines a society where only same-sex 
relationships are permitted. In subject matter, the Frick drawing is subtler about its 
queerness. Ojih Odutola said the woman radiates both strength and attentive receptive-
ness. “She is not fem or masc, but both, in presentation,” she said of her subject. “I feel 
that way. It’s a queer view.”

Sasha Gordon in her Brooklyn studio.
Photographed by Tommy Kha.

The secret history of gay picture-making appeals powerfully to young queer painters. 
“The Young and Evil,” a show at David Zwirner curated by Jarrett Earnest in 2019, dis-
played the work of a coterie of interconnected gay New York artists from the 1930s, ’40s, 
and ’50s: Paul Cadmus, Pavel Tchelitchew, George Platt Lynes, Jared French, and George 
Tooker chief among them. Much of the work was sexually explicit and could not be ex-



Lubow, Arthur, “Changing the Perspective,” W Magazine and WMagazine.com, November 30, 2021

hibited publicly during the artists’ lifetimes. “That show blew my mind,” O’Brien said. 
Toor concurred: “ ‘The Young and Evil’ was such an important show for all of us,” he said. 
Finding predecessors can be as confidence boosting as connecting with contemporaries. 
“There’s nothing new about queer painting,” Glynn said. “What’s new is that we’re capi-
talizing.”

But sexuality is only part of anyone’s identity. For people of color, ethnicity can be as sig-
nificant as queerness, and the task is to tie the two together. “Through the paintings and 
my relationships, I am trying to draw a line between growing up in a conservative Islamic 
country and being an authentic inheritor of the liberation movements of gay men that 
happened in the 1970s and ’80s here,” said Toor, who travels from his East Village apart-
ment to visit his family and friends in Lahore every year. “That’s the line I hope to draw 
that encompasses both of those things: to make them coexist in the world of pictures. The 
only way they can coexist is in fantasy and allegory.”

Justin Liam O’Brien, Each Man Kills the Thing He Loves, 2021.
Courtesy of the artist and Monya Rowe Gallery, New York.

For Sasha Gordon, 23, sexual orientation is the least obvious component of her self-pre-
sentation. “I’m Asian and queer, and also in a bigger body,” she said. “It was hard for me 
to accept that, so I put these three functions together under one umbrella.” Her clearest 
prototype is the contemporary Chinese artist Yue Minjun, who makes brightly colored 
pictures peopled by caricatured self-portraits. Gordon does something similar, reimagin-
ing scenes from her childhood and inhabiting them with empowered versions (frequent-
ly nude) of her current self. “As a minority, you feel wrong to take up space,” she said. 
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“That’s why my paintings are loud, crazy figures that are really chaotic and bizarre. White 
artists don’t get why seeing this nude body is so important. They felt it was for shock val-
ue.”

Ojih Odutola believes the concept of queerness transcends sexuality and challenges the 
prevailing power dynamic. “I hope my pictures can express the erotic without being ex-
plicit, and the pride of the Black body that doesn’t seem like a reaction to its treatment,” 
she said. “Queerness permeates every picture I make.” She pointed to the skewed per-
spectives and the patterned mark-making in her recent drawings, and to her use of white 
and gray chalks and pastels on a black background. “I think it’s a very powerful way of 
starting,” she said. “How does white operate as a material in that? That’s what I interpret 
as queering the image.”

A queer vantage point is a matter of how you see, not what you see. If these artists make 
work that challenges assumptions about sex and domesticity, leading in turn to questions 
about other conventional beliefs, they will be gratified. “When I think about queerness, 
it’s indefinite,” Ojih Odutola said. “ ‘Queer’ is so open-ended now. You don’t have to iden-
tify as LGBTQ to be queer. I think queerness expands our definitions, and makes them 
more fluid and less striated. There is space for all of us here.”

O’Brien in his Brooklyn studio.
Photographed by Tommy Kha.
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Nash Glynn in her Brooklyn studio.
Photographed by Jack Pierson.



Ruigrok, Sophie, “Five Up-and-Coming Painters to Keep a Close Eye on,” Frieze, issue 222, October 2021 and Frieze.
com, November 3, 2021

Five Up-and-Coming Painters to Keep a Close Eye On
Our critics drum up an international list of their favourite promising artists

Jenna Gribbon 

An encounter with the loose, sensual canvases of New York-based painter Jenna Gribbon feels like venturing 
into heady memory. We glimpse intimate moments – hands clutching fleshy thighs, a sleeping boy with his 
thumb pressed between his lips – and our eyes act as surrogates for the artist’s own. But, as Gribbon beckons 
us in, she also pushes us away: the truncated compositions, the titles (Wholesome Sunday Fuck, 2020) and the 
fervent gaze of her subjects define us as mere intruders. 

Gribbon’s spontaneous licks of paint recall masters such as Édouard Manet. Her brush lingers on areas of acute 
observation before collapsing into eddying, gestural impressionism. This diversity in mark echoes the selective 
nature of memory, which crystallizes certain moments to allow others to dissolve. Gribbon’s vision teeters on 
the edge of fantasy: whilst her attention to tone and light lends her world a gravity, her perspective buckles and 
wobbles, and her palette can leap from muted and earthy to rousingly vivid. Brilliant pink nipples decorate her 
figures’ naked chests – a device employed to jolt the viewer and emphasize our voyeurism. 

Ideas of looking and being looked at pervade Gribbon’s work. In Mackenzie’s Lack of Interest in Gallery 827 
(2019), the artist’s girlfriend glances at weighty oil paintings, while in Midday Watch (2020), her son lies spell-
bound and bare-bottomed before a scene from the US cartoon Family Guy (1999–ongoing). The series ‘Agnès 
V. par Jenna G’ (2020) depicts close female friends watching the work of new wave filmmaker Agnès Varda, her 
subjects both spectator and spectacle. Gribbon’s paintings allow for the multiplicity of the female experience: 
in her world, the women are at once queer, friends, lovers, voyeurs, mothers. She picks up where Varda left off: 
contemplating the objectification of women through a contemporary lens, reminding us that this conversation is 
far from over. – Sophie Ruigrok
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New Talent: 6 Queer Figurative Painters 
Reimagining Intimacy
BY EMILY WATLINGTON

July 13, 2021

Whether painting figures beyond the confines of the gender binary with blurry ambiguity 
or memorializing formative moments of sexual exploration in exquisite detail, a growing 
group of painters is developing a new visual vocabulary for depicting queer intimacy. 
Melding ambitions at one personal, political, and painterly, this cohort celebrates queer 
intimacy—emphatically and at times with trepidation, delicately refuting the oppressive 
gazes that sometimes accompany visibility. Their works range from sexy to sad, rowdy to 
raw, and hot to heavy, all the while doing the important work of expanding our repertoire 
of intimate imagery.

Take a look below at some of the most exciting queer figurative painters working today.

Jenna Gribbon
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Jenna Gribbon, Tenderness and Trust, 2019, 8 by 10 inches, oil 
on Linen.

Jenna Gribbon, who was born in Tennessee and lives in Brooklyn, has made dozens of 
paintings of her fiancée, the indie musician Torres. In her paintings, the artist seeks a 
mingling of “motherhood, sexuality, humor, and the everyday, since we often act as if we 
have to relegate separate parts of ourselves to these things, which is a bit absurd,” as she 
told Art in America in 2019. Her subjects have neon nipples that are impossible to miss. 
The move to highlight that part of her figures’ bodies is a playful effort to make viewers 
self-conscious about their gazes.

Photo : Courtesy the artist and Fredericks & Freiser, New York.
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Jenna Gribbon
The Pleasure of Looking

Interview by Shaquille Heath // Portrait by Bryan Derballa

For the past year, with interactions among each other relegated to the digital realm, what 
we see is exactly as dictated. Even if there were 80 selfies taken wearing a torn T-shirt in 
front of apartment houseplants, the “authentic” becomes artificial when it’s pared down 
to a single IG story. The notion of how we present ourselves, in knowing that what we 
share will be seen, becomes loaded. What are we participating in? What is real? And who 
is looking?
 
Lucky for us, Jenna Gribbon is a painter whose work aims to reckon with the peculiarity 
of this indulgence. Her obsession with scopophilia creates contemporary daydreams that 
reveal our remarkable ability to devour with devotion, yet consume with indifference. 
Confronting our proclivity for voyeurism is the stallion inside the Trojan horse. The inti-
mate visions may beckon, but that’s only one part of the story. Gribbon told me to relax 
and take pleasure anyway.
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Shaquille Heath: How are you doing and where are you finding your joy 
right now?
Jenna Gribbon: I am… I’m feeling well, actually. I’ve strangely—I feel a little bit out of 
sync with everyone else in the way that I’ve just been really working a lot in the last year. 
I feel really lucky about that. But also, sometimes it makes me feel like there’s a little bit 
of a disconnect with the experience that other people are having, because sometimes 
it feels like I’m the only person who is constantly sort of on deadlines. But I feel really 
lucky, because I’ve been able to have a few shows. I had a show last September in Berlin, 
and it just happened to be at this moment when Berlin was a bit open for a little while 
and everyone was going around and seeing shows. It was in between shutdowns, so I 
got really lucky in that little window. And then I’ve been working on another show that’s 
going to open in May in London, and it feels like that timing is going to be okay too. Like 
things are gonna be open again by then. So... I don’t know. It’s weird. I think that if it 
were a different time, I would be feeling really sad about how much I was missing out 
on being with friends and things. I can just be in the studio and not feel like I’m missing 
anything, which is actually kind of nice. So, I don’t know, I don’t really want to be like, I 
love covid because I’m selfish.
 
No! I mean, I totally hear what you’re saying. And for me personally, putting 
covid aside… like just putting life aside, I feel like I’ve been able to connect 
more with my work. If I was still living the life where everything was open, 
and everything was normal, I would be continuing to try to keep up with reg-
ular life.
Yeah, exactly. It’s really hard… I don’t know, especially in a city, where there’s always 
something kind of pulling at you, you know. Something trying to get you to like, leave 
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your space and engage with the outside world. I’m kind of an introvert. So I find a lot of 
enjoyment in the quiet alone time. Time for thinking, introspection. I don’t mind it.
 
I hear you. I’m not necessarily an introvert, but I’m a homebody. So when 
this first started, I was like, “I’m not mad about not having to stay home. 
This is exactly where I want to be.”
Same!

I’m glad you brought up your show in Berlin. When I was speaking with an 
artist for our last issue, Shannon T. Lewis, she mentioned that she was liv-
ing in Berlin, and one of the last things she was able to do before the second 
shutdown was to see your show. 
That’s great. It’s always nice to hear of people who actually got to see it in person. I love 
that people sometimes meet my paintings for the first time online, that’s cool. And I love 
that there’s so much more access to art now than ever before. But I also feel like there’s 
this whole other layer that is just so different in person with painting in general. I really… 
I work very hard on my paintings to make the surfaces really beautiful. And to make that 
experience worthwhile. 
 
People now, because you can see everything online… sometimes become a little bit lazy. 
And they’re like, “Oh, I don’t have to go see art in person, because I’ve already seen it,” or 
whatever. But then I think of the people who do go to see it, and it’s almost like a pil-
grimage or something, you know? And you want it to pay off for the people who make the 
pilgrimage to see the work. 
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Totally. I’m in San Francisco where museums just got the green light to 
reopen, so I’ve been able to see art in person this week. And it’s just so dif-
ferent… you need that interaction in person. I’ve needed that. I want to talk 
about some of the shows that you had last year. I especially want to talk to 
you about “The Artist, Eroticized,” series, these  gorgeously seductive por-
traits. And I’m wondering, what sparked the series?
I was asked to do a show at The Journal Gallery–and I love those kinds of opportunities. 
It’s a pretty small space, so just a different kind of thing, you know, not my usual New 
York gallery, very much an opportunity to do something that might be slightly different 
than what I’m otherwise working on. And I just had this idea kind of rolling around in 
the back of my mind for a while, a little bit because I think it’s really funny how artists 
are always expected to provide photos of themselves in the studio. I just think it’s such a 
strange, kind of voyeuristic expectation that we have to be able to, like, see the artists in 
their natural habitat. 
 
Also, you know, the artists’ studio photos are often just really sexy. Like, everyone tries 
to look really good. And I don’t know, I just think it’s such a strange practice that doesn’t 
really get scrutinized at all. Part of it is that, I get it, because I love those images, too. You 
know, I love seeing an artist’s studio and what the artist looks like. But I think it’s weird 
that there’s such an expectation, also that there’s this anticipation that artists somehow 
be like, physically presentable, you know. So, we do eroticize artists in this way, which I 
think of as being kind of simultaneously loving and critical. Like, these are artists I love, 
that I also think are really beautiful subjects to paint. But I’m also thinking how ridicu-
lous that we do this, you know?



Heath, Shaquille, “Jenna Gribbon: The Pleasure of Looking,” Juxtapoz.com, June 2021

That was actually one of the questions that I had! Because I feel like an art-
ist’s studio is such an intimate and personal space. You know, it’s just this 
very sacred space for an artist. And I found it so interesting that you posi-
tioned them there. I mean, it goes with a lot of your work, in that, as view-
ers, we often get to peek into places where, typically, our gaze is not usually 
granted. I love that you bring this up, because you’re right. It’s funny that 
it’s always, like, “artist with paintbrush in hand” [laughs]. Or even, on that 
Instagram promo that you did with The Journal where you’re posing with 
the apron. 
Yeah! Totally! It’s like, so fake. Either they’re wearing clothes that are way nicer than 
they would normally wear in the studio. Or they’re wearing their painting clothes, but 
you know that they’re not really there to be painting. They’re just there to have their 
photo taken. So, either way, it’s like, weird and fake. And I don’t know, staged and just 
funny. It’s just a funny practice. So I  thought I wanted to give the artists themselves a 
chance to kind of troll the viewer a little bit, you know? To just show some sort of self 
awareness. We know what we’re giving you when we take these photos and present them 
to the public.
 
It’s very tongue in cheek! How did you create these paintings? Were they 
made throughout the past year in quarantine? How did you formulate the 
imagery?
Yeah most of them, because it was covid times, were made in quarantine. The artists 
would send me photos. 
 
That’s exactly what I felt when looking at them… OK, so, you know those 
days when you’re just really feeling yourself? You’re like, “Damn, I look 
good today!” And so you take some sexy selfies? They’re not for anybody or 
anything–they’re just for yourself. That’s what those paintings felt like… ex-
cept when you decide to send the photo off to your best friend instead. 
Exactly. I did enjoy that aspect of it. Because, yeah, there’s something to that vibe, right? 
It does make it feel very of-this-moment. Like, recognizing that way of positioning your-
self. It’s intimate, but also you can feel that that’s the way the artist wants to be seen, and 
for sure, it’s hard to describe, but I think you’re exactly right.

Your works have so much to do with this personal narrative. I love how 
you’ve really jumped onto this idea of how we present ourselves online, and 
I feel that, over this past year,  the essence of our interactions with others 
has become completely dependent upon what we decide to share online. 
Have you thought about that?
Yeah, I’ve always been interested in this thing of “seeing people being seen.” Like, watch-
ing people present themselves to be seen and how it’s a little bit different than seeing 
someone who is not expecting to be seen. I mean, I like looking at both, as in having 
something to compare it to. I am kind of on the cusp of Gen X and so I remember a time 
before people first started taking selfies. I remember it being really shocking, and being 
like, “I can’t believe people are doing this!” It just was so strange and kind of antithetical 
to a Gen X sensibility, you know? I just found it really fascinating that it was such a phe-
nomenon, and now it’s, like, completely accepted—I accept it and I love it. I love that this 
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is something that people do now and that they’ve embraced. People are just owning their 
individual presentation of their own image, doing what they want with it, and really, with 
so little self consciousness. I don’t know, it was an interesting shift for me. You know I 
think it’s partly coming from a place where it was really kind of alien to me or something. 
Obviously now people are even more choosing to live in that digital space.  
 
I mean, in general, don’t you think this is the most voyeuristic time that’s ever been? You 
know, all sort of peeking into each other’s intimate lives, the intimate details of each oth-
er’s lives. But I think people get it wrong when they make it all about voyeurism because 
that’s only one aspect. Really, I’d say it’s more the pleasure of looking—scopophilia. It’s 
an interest and a curiosity about investigating that, but not in a way that’s damning. 
 
Which is what I have really enjoyed when spending this intimate time with 
your work. So, yes, there is this voyeurism, but at the same time, there’s also 
power that we have in ownership. I don’t know, I’ve also felt, for lack of bet-
ter words, that the joke was on the viewer. That we think that we’re peering 
in, but really, these figures are holding that power and we’re seeing exactly 
what they want us to see.
There’s also my desire to make people a little bit more self-conscious of consuming an 
image of a body or an intimate moment or whatever. Because I think that painting is so 
old that people forget that it’s a depiction of a person that they are consuming, that they 
are in a voyeuristic position. Which is kind of why I started using the fluorescent pink 
nipples. It was a way to make the viewer like, a little uncomfortable, a little self con-
scious. Also it’s just this funny thing where you can’t not look at them. Even though we’re 
trained all our lives to skim over that part of the body—it’s not polite to stare—but yeah, 
you’re forced to, you know, kind of reckon with the discomfort of looking.
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What questions do you hope people might ask, or might think about when 
put into that position?
I guess I want people to kind of own their pleasure in looking. And you know, question it, 
but also recognize that it’s not benign. Looking at a body depicted on a canvas… you are 
participating in something. And what are you participating in? You are receiving plea-
sure in that act. 
 
Maybe the question is, what do you find pleasurable? I’m not making a judgement about 
that, I need to point it out. I don’t think people realize that it’s sometimes a bodily ex-
perience when they’re looking at paintings. It’s like, you think you’re having an intellec-
tual experience, but you’re also having a bodily experience, as well as a relationship to a 
physical object that holds the physicality of paint. But then also, when you’re looking at 
figurative painting, you’re responding to a depiction of a physical human being. And, you 
know, there is absolutely a physical response. I think it’s just interesting to remind peo-
ple of that.
 
So tell me, what have you been working on?
I’m working on this show with Sim Smith that opens in London in May. And it’s a 
two-person show with the estate of Agnès Varda. I’m a huge fan of her work—she’s been 
an influence on me for many years. Like always, I’m really focusing on the looking that 
happens, and I think that she also actually focuses on that in her work. So, in that way, 
I’m kind of looking for the common thread. 
 
One way I was doing that was in trying to capture these moments where her subject looks 
directly at the camera, which obviously is more rare in film. It’s a lot about how import-
ant a real experience with an image can be. The importance of encountering her imagery, 
the importance of that to me in my work, and really focusing on that in a nuanced kind of 
way. 
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I could have made 50 of these. There’s so many beautiful moments. I think there’s a nice 
parallel with painting. The work ends up being… it’s not specifically about the work of 
Agnès Varda, but about my relationship to the work, which has been really fun to investi-
gate.
 
From there, Jenna shuffled her phone around her studio to give me a virtu-
al tour of the new work. Spoiler… gorgeous.



 

press@davidkordanskygallery.com 
www.davidkordanskygallery.com 
Los Angeles: 323.935.3030 
New York: 212.390.0079 

 
 
 
 
 

Jenna Gribbon 
b. 1978, Knoxville, TN 
lives and works in Brooklyn, NY 
 
 
 
Education 
 
2019 MFA, Hunter College, New York, NY 
2008 BFA, University of Georgia, Athens, GA 
 
 
 
Selected Solo / Two-Person Exhibitions 
(* Indicates a publication) 
 
2024 Like Looking in a Mirror, David Kordansky Gallery, Los Angeles, CA 
  
2023 *The Honeymoon Show!, Lévy Gorvy Dayan, New York, NY 

A Domestic Cast, Massimo De Carlo, Hong Kong 
  
2022 *Mirages, Collezione Maramotti, Reggio Emilia, Italy 

Light Holding, Massimo De Carlo, London, UK 
  
2021 Uscapes, Fredericks & Freiser, New York, NY 

Agnes V. par Jenna G., Sim Smith, London, UK 
  
2020 The Artist Eroticized, Tennis Elbow, The Journal Gallery, New York, NY 

Regarding Me Regarding You, GNYP Gallery, Berlin, Germany 
GAY, GAY, GAY!, Howard’s Gallery, Athens, GA 

  
2019 When I Looked at You the Light Changed, Fredericks & Freiser, New York, NY 
  
2017 I promise I won’t paint you while you’re sleeping, Modern Love Club, New York, NY 
  
2010 re: The Mirrored Veil, Priska C. Juschka Fine Art, New York, NY 
  
2008 Shoshana Wayne Gallery, Santa Monica, CA 

Visions of an Insomniac Soothsayer, Priska C. Juschka Fine Art, New York, NY 
  
2007 Shoshana Wayne Gallery, Santa Monica, CA 
  
2006 Empty Paintings and Imaginary Sculptures, Sarah Bowen Gallery, Brooklyn, NY 



  

press@davidkordanskygallery.com 
www.davidkordanskygallery.com 
Los Angeles: 323.935.3030 
New York: 212.390.0079 

Jenna Gribbon and Sarah Chuldenko: New Paintings, Album Co., New York, NY 
 
 
 
Selected Group Exhibitions 
(* Indicates a publication) 

 
2025 *Making Their Mark, Kemper Art Museum, St. Louis, MO 
  
2024 *Licked by the Waves | New Bathers in Art, Museum MORE (Museum voor Modern Realisme), Gorssel, Netherlands 

A New Subjectivity 1974/2024, Parrish Art Museum, Water Mill, NY 
Day for Night: New American Realism, Palazzo Barberini, organized by the Aishti Foundation, Rome, Italy 
*Making Their Mark, Berkeley Art Museum and Pacific Film Archive, Berkeley, CA 

  
2023 The Emotional Show, Marjorie Barrick Museum of Art, Las Vegas, NV 

*Making Their Mark, Shah Garg Foundation, New York, NY 
*Framing the Female Gaze: Woman Artists and the New Historicism, Lehman College Art Gallery, Bronx, NY 
Friends & Lovers, FLAG Art Foundation, New York, NY 
Dreaming of Home, Leslie-Lohman Museum of Art, New York, NY 
Brigid Berlin: The Heaviest, curated by Alison M. Gingeras, Vito Schnabel Gallery, New York, NY 
*20, David Kordansky Gallery, Los Angeles, CA 
Dreaming of Eden, Timothy Taylor, New York, NY 
Rear View, LGDR, New York, NY 
In New York, Thinking of You, FLAG Art Foundation, New York, NY 

  
2022 Painters, Painting, Painters, Green Family Art Foundation, Dallas, TX 

*Living Histories: Queer Views and Old Masters, The Frick Collection, New York, NY 
Women Painting Women, curated by Andrea Karnes, Modern Art Museum of Fort Worth, Fort Worth, TX 
I do my own stunts, curated by Jack Siebert and Caio Twombly, Spazio Amanita, Los Angeles, CA 
Pictus Porrectus, Art & Newport Foundation in conjunction with Newport Preservation Society, Newport, RI 
Taxonomies of Imagination, curated by Andrew Sandor, Make Room, Los Angeles, CA 
Queering the Narrative, NAK Neuer Aachener Kunstverein, Aachen, Germany 
Empowerment, Kunstmuseum Wolfsburg, Germany 
Pupils, Casa Masaccio, San Giovanni Valdarno, Italy 

  
2021 Frauenkörper Der Blick auf das Weibliche von Albrecht Dürer bis Maria Abramović, Kurpfälzisches Museum 

Heidelberg, Heidelberg, Germany 
Mother and Child, curated by Micki Meng, Friends Indeed Gallery, San Francisco, CA 
Towards a More Beautiful Oblivion, Fredericks & Freiser, New York, NY 
Portraiture One Century Apart, Massimo de Carlo, London, England 
Portraiture One Century Apart, Massimo de Carlo Pièce Unique, Paris, France 
Women in Paris, curated by Henry Relph, William Leung, and Michael Dupouy, Hussenot Gallery, Paris, France 
Equal Affections, curated by Edwin Oostmeijer, Grimm Gallery, Amsterdam, The Netherlands 
I Care Because You Do, curated by Matt Black, The Mass, Toyko, Japan 
and I will wear you in my heart of heart, Flag Art Foundation, New York, NY 
San Damiano Sessions, Carl Koystál, Milan, Italy 
Contemporary Domesticity, Taymour Grahne Projects, London, England 

  
2020 
 
 

Folie à Deux, curated by Piotr Uklanski, Massimo De Carlo VSpace, London, England (online) 
Romancing the mirror, curated by Yiva Rouse, MoCA, Jacksonville, FL 
Sound and Color, crated by Brian Alfred, Miles McEnery Gallery, New York, NY 



  

press@davidkordanskygallery.com 
www.davidkordanskygallery.com 
Los Angeles: 323.935.3030 
New York: 212.390.0079 

Intimate Companions, Mary Heaton Vorse House, Provincetown, MA 
REFLECTIONS: OPEN ENDED, Gana Art Hannam, Seoul, Korea 
I Want to Feel Alive Again, Lyles & King, New York, NY 
Sit Still, curated by Deborah Brown and Patty Horing, Anna Zorina Gallery, New York, NY 
Solitude, 56 Henry Gallery, New York, NY 
If On a Winters Night a Traveler, Mamoth, London, England 
To Paint is to Love Again, Nino Mier Gallery, Los Angeles, CA 

  
2019 Nostos, Matthew Brown Gallery, Los Angeles, CA 

Meet me in the Bathroom: The Art Show, curated by Hala Matar and Lizzy Goodman, The Hole, New York, NY 
THEM, curated by Donald Ryan, Galerie Perrotin, New York, NY 
They Catch Feelings, I Catch Bodies, Sim Smith Gallery, London, England 
Paint, Also Known as Blood: Women, Affect, and Design in Contemporary Painting, Warsaw Museum of Modern Art, 
Warsaw, Poland 
Damn! The Defiant, curated by Damon Brandt and Andrew Freiser, Fredericks & Freiser, New York, NY 

  
2018 Sweet Cheeks, Big Pictures Gallery, Los Angeles, CA 

Skins, Greenpoint Terminal Gallery, Brooklyn, NY 
Another History, Thierry Goldberg Gallery, New York, NY 
Summer of Love, Freight + Volume Gallery, New York, NY 
4 Artists, Fredericks & Freiser, New York, NY 
A Rose is a Rose is a Rose, Jack Ganley Gallery, New York, NY 
The Therapist’s Office, 1969 Gallery, New York, NY 

  
2017 Dogs!, curated by Austin Lee and Oliver Clegg, Raymond Duck, Brooklyn, NY 

Body-ody-ody, 205 Project Space, New York, NY 
Implied, curated by Marine Cornuet, Here Performing Arts Center, New York, NY 
Anger Management, curated by Marilyn Minter and Adrianna Campbell, Brooklyn Museum Shop, Brooklyn, NY 

  
2016 Olympia’s Eyes, Zevitas Marcus Gallery, Los Angeles, CA 

Power Flower, Magic Beans Gallery, Berlin, Germany 
  
2014 Sargent’s Daughters Gallery, New York, NY 
  
2013 Typhoon Haiyan Benefit Auction, The Lodge Gallery, New York, NY 
  
2012 Secret, The Secret Space, Brooklyn, NY 
  
2010 Cleopatra’s Presents, Leo Koenig Inc. Projekte, New York, NY 

Autosuggestion, curated by Caris Reid, hosted by Dossier Magazine, 267 Elizabeth Street, New York, NY 
America Exhibition, coordinated by Elina Tukhanen and Cathrine Dahl, Babel Kunst, Trondheim, Norway 
7:10, curated by Michael Martin, National Arts Club, New York, NY 
Realism – The Adventure of Reality, Kunsthalle der Hypo-Kulturstiftung, Munich, Germany; Kunsthalle Emden, 
Emden, Germany 

  
2009 Everybody, Envoy Gallery, New York, NY 

My Strawberry Roan – New Art From America, Finnish Academy of Fine Arts, Helsinki, Finland 
  
2007 With Teeth, Priska C. Juschka Fine Art, New York, NY 

The Magical Mundane, Bucket Rider Gallery, Chicago, IL 



  

press@davidkordanskygallery.com 
www.davidkordanskygallery.com 
Los Angeles: 323.935.3030 
New York: 212.390.0079 

Selections from the 60 Second Southern Video Festival, Ausstellungsraum Klingental, Basel, Switzerland; Fugitive 
Projects, Nashville, TN 
INADMISSABLE!, HP Garcia Gallery, New York, NY 
MoCA Salutes the Young Movers and Shakers, Georgia Museum of Contemporary Art, Atlanta, GA 

 
 
 
Selected Bibliography 
(* Indicates non-periodical book, catalog, or other publication) 
 
2024 *Gingeras, Alison M., A.M. Homes, and Jenna Gribbon, Jenna Gribbon: The Honeymoon Show!, New York: Lévy 

Gorvy Dayan, 2024 
*Rolls-Bentley, Gemma, Queer Art: From Canvas to Club, and the Spaces Between, London: Quarto, 2024, p. 117 
*van Dijk, Maite, et. Al., Licked by the Waves: New bathers in art, Zwolle, Netherlands: WBooks, 2024, p. 87, cover 
Mabille, Marthe, “5 Artistes Queers Contemporains à Connaître Absolument,” Vogue.fr, July 2, 2024 
Ruiz, Cristina, “Collector Christian Levett on Opening a Museum Devoted to Female Artists,” FT.com, June 22, 2024 
Frattini, Anna, “Jenna Gribbon Frees Us from the Male Gaze,” Collater.al, May 24, 2024 
Fortini, Amanda, “Still Life,” T: The New York Times Style Magazine, March 3, 2024, p. 88; “Is There Something 
Radical About Painting Flowers?,” NYTimes.com, February 28, 2024 
Tremayne-Pengelly, Alexandra, “Miami’s Rubell Museum to Stage Plays Inpired By Its Collection,” Observer.com, 
January 31, 2024 

  
2023 *Ng, Aimee, Xavier F. Salomon, and Stephen Traux, Living Histories: Queer Views and Old Masters, New York: The 

Frick Collection, 2023 
*Roelstraete, Dieter and Alison M. Gingeras, Rear View, New York: LGDR, 2023 
*Full Frontal, New York: LGDR, 2023 
*“Muse & Pygmalion: Conversation between Jenna Gribbon and Anthony Cudahy,” in Chauvin, Laetitia, ed., Anthony 
Cudahy: Conversation, Dole, France: Musée des Beaux-Arts de Dole, 2023 
King-Clements, Eloise, “Patiner Jenna Gribbon Is In Her Honeymoon Phase,” InterviewMagazine.com, November 17, 
2023 
Urist, Jacoba, “With a New Honeymoon-Inspired Show, Artist Jenna Gribbon Charts the Topography of a Sapphic 
Life,” CulturedMag.com, November 17, 2023 
Lescaze, Zoë, “The Artists Depicting the Power and Strangeness of Breasts,” TAustralia.com, October 2, 2023 
Cieslik, Emma, “A Queer Homecoming at the Leslie-Lohman Museum in NYC,” WhitehotMagazine.com, September 
12, 2023 
Schiffman, Rebecca, “A Rear View of Art History,” Hyperallergic.com, May 18, 2023 
Lescaze, Zoë, “The Artists Depicting the Power and Strangeness of Breasts,” NYTimes.com, May 16, 2023 
Yerebakan, Osman Can, “Bottoms Up! A New Exhibition Explores the History of the Arse,” AnOtherMag.com, May 15, 
2023 
Harrelson, Sarah, “Artists Jenna Gribbon, Mickalene Thomas, and Lily Stockman on How Motherhood Has Impacted 
Their Work,” CulturedMag.com, May 12, 2023 
Farago, Jason, “‘Rear View,’ a Show About Butts, Is Forward Thinking,” NYTimes.com, April 20, 2023 
Woodcock, Victoria, “Art’s Nude Awakening,” FT.com, January 24, 2023 
Romitelli, Valerio, “What and How Do We See? ‘Mirages’: Jenna Gribbon’s First Solo Exhibition in Europe at the 
Maramotti Collection,” Juliet-ArtMagazine.com, January 23, 2023 

  
2022 *Gingeras, Alison M., et al., Great Women Painters, London and New York: Phaidon, 2022, p. 124 

“CULTURED’s Top Art Stories of 2022,” CulturedMag.com, December 26, 2022 
Bardi, Andrea, “Miraggi della pittura. L’esordio di Jenna Gribbon in Collezione Maramotti,” InsideArt.eu, December 
22, 2022 
Abate, Federico, “Jenna Gribbon. Mirages | Collezione Maramotti, Reggio Emilia,” ATPDiary.com, December 2, 2022 



  

press@davidkordanskygallery.com 
www.davidkordanskygallery.com 
Los Angeles: 323.935.3030 
New York: 212.390.0079 

Frau, Silvia, “L’Art: Jenna Gribbon è ‘allo Specchio’ in Collezione Maramotti,” lOfficielItalia.com, November 20, 2022 
Kazanjian, Dodie, “Jenna Gribbon’s Pursuit of Pleasure In Queer Portraiture,” Vogue, November 2022, and 
Vogue.com, November 15, 2022  
Villa, Angelica, “Jenna Gribbon, Painter of Intimate Portraits, Joins David Kordansky,” ArtNews.com, November 14, 
2022  
“La Collezione Maramotti Dedica Due Mostre a Due Artiste: Emma Talbot e Jenna Gribbon,” FinestreSullArte.info, 
October 30, 2022 
Arrigoni, Marco, “Tutte le Novità della Collezione Maramotti, Tra Arte, Mode e Storie Femminili, 
HarpersBazaar.com/it, October 28, 2022 
Hessel, Katy, The Great Women Artists, podcast, October 2022 
Airoldi, Silvia, “L’Agenda Delle Mostre da Vedere Questa Settimana,” ElleDecor.com/it, October 22, 2022 
Tainari, Valeria, “Le fluidità di Gribbon e le reinterpretazioni di Talbot,” IlGiornaledelleArte.com, October 19, 2022 
Sereni, Matilda, “Mirages. La Prima Mostra Europea di Jenna Gribbon è alla Collezione Maramotti,” ArtsLife.com, 
September 30, 2022 

  
2021 *Higgie, Jennifer, Brenda Hollweg, and Alison M. Gingeras, Jenna Gribbon, Berlin: GNYP Gallery, 2021 

Wilcox, Molly, “Art World Couples We Can’t Stop Watching,” Cultured Magazine, December 2021 
Burns, Sean, Terrence Trouillot, and Chloe Stead, “Frieze Editors on the Artists and Trends of 2021,” Frieze 
Magazine, December 2021 
Castillo, Bree, “Mother and Child: Because the Umbilical Cord is Not Only Nutritious, It’s Delicious,” Flaunt 
Magazine, December 2021 
Lubow, Arthur, “Changing the Perspective,” W Magazine, November 2021 
Ruigrok, Sophie, “Five Up-And-Coming Painters To Keep Close Eye On,” Frieze Magazine, October 2021 
Hughes, Millree, “Love Songs,” Culture Catch, September 2021 
Stoilas, Helen, “Contemporary Paintings Will Hang with the Frick’s Old Masters in New Art Series,” The Art 
Newspaper, September 2021 
Graham, Jay, “The Review’s Review: These Were The Angels,” The Paris Review, September 2021 
Pricco, Evan, “Jenna Gribbon Explores Intimacy and the Inner Gaze of a Relationship in ‘Uscapes’,” Juxtapoz 
Magazine, September 2021 
Watlington, Emily, “New Talent: 6 Queer Figurative Painters Reimagining Intimacy,” Art in America, July 2021 
Heath, Shaquille, “Jenna Gribbon: The Pleasure of Looking,” Juxtapoz Magazine, June 2021 
“Balenciaga Advertorial,” Flash Art Magazine, #335, Summer 2021 
Jansen, Charlotte, “The Challenge and Allure of Portraying Sex in Art Today,” Artsy.net, February 2021 
“Jenna Gribbon and Her Intimate Paintings of Your Favorite Artists,” The Art Gorgeous, January 2021 

  
2020 Samper, Cristina, “Jenna Gribbon’s ‘The Artist, Eroticized,’ Takes on Individuality as a Necessary Expression Come 

2021,” Art of Choice, December 2020 
Reyburn, Scott, “All Ears: Why Collectors Can’t Get Enough of Industry Hype Right Now,” The Art Newspaper, 
November 2020 
Zahm, Oliver, “Painting Empathy with Jenna Gribbon,” Purple Magazine, Issue 34, October 2020 
Crain, Julia, “Jenna Gribbon: Muse to Her Muse,” PIQUE Magazine, October 2020 
“’I Love Trying to Make the Viewer Self-Conscious’: How Rising Star Jenna Gribbon Paints the Feelings of Seeing and 
Being Seen,” Artnet News, August 2020 
“Women of Substance: The Work and Style of Three Originals,” REALSTYLE 
Luong, Tony, “Can a New Arts Center Revitalize Provincetown?,” The New York Times, July 2020 
“Jenna Gribbon, Point of View,” Slash Magazine, May 2020 
Feldman, Sonia, “Jenna Gribbon on Fictional Relationships, Fluorescent Pink Nipples and Her New Series of Double 
Portraits,” Creative Boom, February 2020 
Woolbright, Andrew, “Painting and the Anti-Oedipal Insurgency,” Two Coats of Paint, February 2020 

  
2019 Bogojev, Sasha, “When I Looked at You the Light Changed,” Jutzpoz, October 2019 



  

press@davidkordanskygallery.com 
www.davidkordanskygallery.com 
Los Angeles: 323.935.3030 
New York: 212.390.0079 

Watlington, Emily, “Jenna Gribbon on Neon Nipples and Wrestling Women,” Art in America, October 2019 
Bonilla-Edgington, Jennifer Rose, “Jenna Gribbon,” artspeak, October 2019 
Saltz, Jerry, “What the Hell Was Modernism?,” Vulture.com, October 2, 2019 
Indisek, Scott, “Playful Slash Erotic,” Artforum, September 2019 
White, Katie, “Editors’ Picks: 8 Things Not to Miss in New York’s Art World This Week,” Artnet News, September 
2019 
Vogel, Maria, “Jenna Gribbon’s Figures Gel With the Present Moment,” Art of Choice, August 2019 
“Paint, Also Known as Blood: Women, Affect and Desire in Contemporary Painting,” Art Reveal Magazine, July 2019 
Tenzer, Harrison, “The New Canon: 7 Queer Painters Who Are Tapping Into the History Books,” Cultured Magazine, 
June 2019 

  
2018 Goldstein, Caroline, “Beat the Heat With These 19 Summer Group Shows on View Now in New York,” Artnet News, 

July 2018 
Greenberg, Kevin, “Jenna Gribbon’s Paintings Subvert the Male Gaze,” The Last Magazine, April 2018 
Neuman, Barry N., “A Dialogue With Painter Jenna Gribbon,” Whitehot Magazine, January 2018 

  
2017 Wylde, Kaitlyn, “7 Contemporary Artists Keeping Traditions Alive,” NYLON, June 2017 
  
2015 Leverett, Louise, “Interview with Jenna Gribbon,” Rock the Tribes, December 2015 

Guzio, Taryn, “Ask a Curator: Which New Artists Should I Invest In?,” Real Style, July 2015 
Elwick-Bates, Emma, “Art Out of Town,” Vogue, July 2015 

  
2014 Bar, Karin, “Artist Profile with Jenna Gribbon,” The Unlimited Magazine, October 2014 

“Sargent’s Daughters: A Gallery, and a Show There,” Interview Magazine, July 2014 
  
2012 “The 10 Most Inspiring Artists in NYC Right Now,” Refinery 29, April 2012 
  
2010 *Lange, Christiane, and Nils Ohlsen, Realismus: Das Abenteuer der Wirklichkeit, Emden: Kunsthalle Emden, 2010, p. 

86 
“Jenna Gribbon,” NY Arts Magazine, October 2010 
“My Favorite Things: Jenna Gribbon on Her Super 8, Old Books and Borscht,” Fine Art of Family, October 14, 2010 
“Upcoming Picks,” ArtLog.com, February 2010 
“Lucky Seven: Gallery Go Round,” W Magazine, February 1, 2010 
“7:10: New Guard in New York,” Vogue.com, January 25, 2010 
“Jenna Gribbon,” Beautiful/Decay Magazine, January 7, 2010 

  
2008 Barmeyer, Mary Logan, “This Week in Art Openings: Joshua Lutz, Jenna Gribbon, and ‘Democracy in America’,” 

PaperMag.com, September 18, 2008 
“183rd Annual: An Invitational Exhibition of Contemporary American Art,” Journal of the Print World, Inc., Summer 
2008, p. 29 
Rosenberg, Karen, “Where Have All the Paintings Gone? To The National Academy,” The New York Times, May 30, 
2008 

  
2007 Yun, Helen, “You Oughta Be in Pictures,” Time out New York, February 2007, p. 45 

Feldman, Jenny, “Visual Arts,” Elle Accessories, Spring 2007, p. 122 
Gibson, Mike, “Ubiquitous Spaces,” Metro Pulse, June 25, 2007 

  
2006 Manfra, Laurie, Socket Magazine, November 2006 

Feldman, Jenny, “Making History,” Elle, November 2006, p. 178 
Rubin, Nadine, “A Fashionable Life,” Harper’s Bazaar, October 2006, special section 



  

press@davidkordanskygallery.com 
www.davidkordanskygallery.com 
Los Angeles: 323.935.3030 
New York: 212.390.0079 

Purves, Miranda, “Tainted Decadence,” Elle, September 2006, p. 456 
Edelson, Sharon, “Opposites Attract,” Women’s Wear Daily, April 4, 2006, p. 13 

 




