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Epic Eye is an artistic collaboration 

between Epic Litho and IF Studio. It 

is a custom–and we hope inspiring–

publication born from our long-term 

relationship as printer and creative 

agency, our mutual respect for 

each other’s craft, and our shared 

admiration of the artists who inspire 

us. Each edition celebrates the 

participants and processes that 

unite to create evocative print, art 

and design.

For our second issue, we are 

featuring the work of creative people 

from fashion to film, art to science. 

These artists illustrate the many 

ways in which design creates a 

dialogue with the world around us. 
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Soukup is pictured here with model, 
Nikki Haroldson, wearing one of her 
design collaborations with architect, 
Ludovico Lombardi, and the Belgium-
based 3D print company, Materialise. 
The result is a necklace articulated like 
an elegant DNA ornament. 

Clothing Design by Hanna Soukup
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Inverted Peplum Cashmere Jacket and Shorts

Fashion designer, Hanna Soukup, 
explores the paradox of the psyche 
in her structural, otherworldly 
Opalescent collection. Seeking to 
express the intangible concept of 
self through the duality of fragility 
and strength, superficiality and 
depth, Soukup draws inspiration 
from a material popular during the 
Art Deco era, Sabino Glass. 

Sabino Glass was invented by Marius 
Sabino in 1925 and was popularly 
used by brands such as Lalique 
and Jobling’s to make chandeliers 
and sculptures. The glass has 
an iridescence that mimics the 
impressions of clouds against a blue 
sky or light reflecting off a soap 
bubble. 

Emulating this quality, Soukup 
shapes opalescent fabrics and 
structural wools to drape over the 
body. “My approach is sculpture 
on and with the body that blends 
intimate psychological concepts, 
curvilinear shapes and textures to 
create a world of organic sensuality 
for the wearer.” 

Having completed her BFA in 
Apparel Design at the Rhode Island 
School of Design with honors, 
Soukup is a CFDA award recipient 
and has shown her work as a finalist 
for The Supima Design Competition 
at Lincoln Center; at New York 
Mercedes Benz Fashion Week; and 
the International 3D Print Show in 
both Paris and New York.



" I aspire to create fashion 
that is more than 
fashion–fashion that 
uses technology but 
is not 'techy'–fashion 
that is grounded in 
historical techniques and 
craftsmanship, combined 
with technological 
innovations, IN ORDER to 
create new experiences for 
the wearer.” 



Strapless Bubble Dress
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Creative Director of his design 
studio, FORDESIGN, and newly 
signed to artist agency ArtPort 
Los Angeles, Frank Ford is 
grateful for his self-described 
“rockstar pedigree.” That’s not 
to say Ford regards himself 
superordinate to his peers. In 
fact, he’s incredibly camera-
shy and avoids self-promotion, 
preferring instead to let his work 
do the talking. With a couple 
of decades worth of projects 
in advertising, branding and 
communication arts under his 
belt, Ford’s attitude towards 
his craft comes from an 
unquenchable desire to keep 
improving himself and learn from 
the people he calls “some of 
the true maestros of the design 
and art worlds,” all the while 
pushing the boundaries of what 
is necessary in design and what 
is up to his interpretation. 

Ford lists some of the big names 
in graphic design as personal 
heroes for whom he has worked 
and have helped shape his design 
aesthetic: Rick Valicenti (AIGA 
2006 Medalist), Michael Jager 
of renowned design firm, JDK, 
communication Design Master 
Dann DeWitt and Clement Mok 
from Sapient. “They chiseled 
away a lot of the frustration and 
doubt you have when you’re 
first starting out and refined my 
critical eye, helping me to see the 
world differently. As artists and 
communicators, isn’t that what 
we all ultimately want—a unique 
perspective? These men gave 
that to me through experience.”

Like many impactful artists 
before him, Ford’s story 
interweaves struggle and 
survival. Hailing from Louisiana, 
Ford was born in Casablanca, 
Morocco and lived there until the 
age of 10. While a child, he was 
hit by a serious affliction that 
continues to affect him to this 
day. “Coming close to death as 
a child in Casablanca, I learned 
real quick to appreciate every 
sandwich, every bottle of water. I 
carry that appreciation now. I am 
a grateful sum of everyone I have 
ever worked with. They helped 
me be something I couldn’t 
see on my own,” he says. And 
even though he continues to 

go through down periods, Ford 
regards his illness as a challenge 
that has led to a “spiritual and 
artistic rebirth.” It is perhaps 
this life-shaping experience that 
imparts Ford with the intensity, 
independence and verve that 
emanates from him and channels 
into his work. 

Ford recalls the exact moment 
that he found his calling as an 
artist. “I was killing time in the 
school library, grabbed several 
big books on modern art, sat 
down on the floor right there in 
the aisle for hours consuming 
every color palette as though I 
was seeing television for the first 
time. I was blown away. And it 
hit me like a ton of bricks—I fell 
in love with all things art, visual 
design and architecture.”
 
Following his calling, Ford 
graduated with a Bachelor of 
Fine Arts from Louisiana State 
University in 1986 and went on to 
work at NOMA and Arthur Roger 
Gallery in New Orleans. A few 
years later, he hit a roadblock. 
Ford’s father had recently passed 
and he was also beginning 
to truly understand the term 
‘starving artist.’ “I was hungry. 
Literally. I could not pay the bills 
and eat. I was going nowhere 
in the fine art world… [and] 
it became painfully obvious I 
needed more marketable skills. It 
was time to reevaluate my entire 
existence.”

While other men may have lost 
their resolve, Ford persevered by 
swerving onto a new trajectory, 
and wisely so. Technology 
became Ford’s savior. He 
enrolled in computer classes and 
happened to hit it off with an 
Apple representative who hired 
him soon thereafter. “All of a 
sudden, I was immersed in this 
very new, very strange world of 
computer graphics, and I loved 
it. I attended all the training and 
workshops and certification 
sessions I could, hanging out 
with these brilliant people, 
realizing the future was here 
for any artist who would dare 
abandon turpentine for Digital 
Darkroom 1.0.” 

Simultaneously liberating and 
restrictive, computers gave Ford 

a new dimension to explore. 
He says, “To get anywhere in 
design these days, you have 
to understand technology and 
its ever changing boundaries. 
Clement Mok helped me 
understand the rules of the 
internet and ultimately, which 
rules I can break.”

But when it comes to breaking 
rules, no one was more inspiring 
to Ford than the legendary 
painter and graphic artist Robert 
Rauschenberg. “I wanted to be 
him when I was just starting out, 
and he’s at the back of my mind 
whenever I’m juxtaposing an 
image with text. I had four or five 
meetings with him at [his home] 
in Captiva, Florida that proved to 
be priceless.”

Ford’s roster of clients is wide-
ranging—from working on 
identity for brands like Saab, 
Avid and Softimage, to designing 
a VH1 Mick Jagger record cover. 
Regardless of the project or 
client, he adheres to a strict 
work philosophy: “Treat every 
client like they’re a patron saint. 
Their brand, their product, is 
sacrosanct. They want the Sistine 
Chapel, I will break my back 
to make sure they get it. Upon 
completion of each project, I’ve 
got to know that I gave it my all.”  

Perhaps one of the biggest 
things to take away from 
knowing Frank Ford is his ability 
to extract the extraordinary from 
his connections with people. 
As he looks back on his career 
and reflects on where he is 
today, Ford expresses gratitude 
to the people in his life who 
have helped him “reject the 
mundane.” He continues, “If I 
can’t do [a] project with passion 
and originality—screw it. The 
end product is likely to be white 
noise. Ordinary is about the 
worst thing you could ever do in 
this business.” 

And, that’s who Frank Ford is. 

--Q&A--

What is your work philosophy?
I have a phrase I use with my 
interns and workshops: “Be a 
sponge. Not a rock.”

How do you try to get the most 
productive and imaginative 
work from your studio team?
It took me a lifetime to learn how 
to be a decent creative director. 
It happened for me when I 
realized I have only one task—my 
job is to inspire—and I’ll go to 
any extreme to do it. Collectively, 
what does my group love? What 
generates positive energy? If 
it’s the beach, pack it up folks! 
Daytrip! 

Who among your 
contemporaries today do you 
most admire?
Can I pick someone in music? 
Because I love music so much, 
I’d say Lou Doillon. There is an 
edge to this woman; the way she 
dresses, her low-key approach, 
the edge she’s puts on her voice, 
the raw emotion of her poetry, 
her imperfect perfectness and 
her strength. I love Keith Richards 
in a similar way. He’s what—70-
something?—yet bangs those 
five strings with a twang that 
most people with six strings 
can’t. I’ve always been a sucker 
for the underdog and the rebel. 
The fighters.

What would be your dream 
assignment?
One million dollars to make the 
opening credits for a movie. 
If that movie involved Robert 
DeNiro, Martin Scorsese or 
Francis Ford Coppola, I’d do it 
for free. [I have] so much love for 
Coppola; he battled an affliction, 
prevailed, followed his dream and 
never quit.

What are the most important 
ingredients you require from a 
client to do successful work?
Trust me, to be relevant to your 
business. Invite me to all the 
meetings, big or small. The more 
I learn about you, the better the 
delivery. Let’s do a field trip if 
possible—I’m not sure I’ve ever 
had an idea worth a shit inside 
four walls. 

Where do you see yourself in 
the future?
I’m laser-focused on getting 
my work placed in significant 
collections. I think my work is 
perfect for Gagosian or Lehmann 
Maupin galleries. I won’t ever 
stop until I’m in MoMA.

“All of a sudden, I was immersed in this 
very new, very strange world of computer 
graphics and I loved it…the future was here 
for any artist who would dare abandon 
turpentine for Digital Darkroom 1.0.”





MAN BEHIND
THE MIRROR

COLLECTION BY BOBBY ROACHÉ
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“I never knew I would be a designer, but I 
knew I had infinite ability. 
 
I attended Duke Ellington School of Arts 
in Washington, DC, where I studied Visual 
Arts. However, at the time, my passion was 
sports. I played basketball and football 
from grade school through to college; I 
was good, I won awards. I guess you could 
say I had my mind set on an athletic career. 
After a while, though, I started to think 
about how short-lived an athletic career 
might actually be.  

Over the years, people told me that I 
should pursue modeling, and one day I 
decided to go for it. I packed my bags and 
moved to New York City. Before I knew 
it, I was appearing in fashion shows for 
some of the most prominent designers 
in the world, in magazine editorials, ad 
campaigns and even music videos. After 
being in the fashion industry for 12 years, 
constantly working with designers and 
creatives, my dormant creative ability was 
reignited. I thought, ‘I should design...’ and 
from there, The Bobby Roache Brand was 
born. 

I started out wanting to channel all of my 
experiences in the fashion industry and my 
travels around the world into something 
that would be timeless and appeal to 
most people, wherever they may live. So 
I made a collection of unisex sunglasses. I 
wanted to make pieces that could appeal 
to anyone, so I made sure the collection 
consisted of classic, vintage and fashion-
forward styles that have a timeless appeal 
and a luxurious quality.”

SYDNEY IN BLACK



LONELY
MISSION

PHOTOGRAPHY BY JENS UMBACH
TEXT BY SARAH TAN

P O R T R A I T S  O F  W A R

Since January 2002, German Bundeswehr soldiers have been fighting in Afghanistan, with dozens wounded and 
killed in the conflict. But in contrast to how actively the Afghan war is discussed in the United States, the German 
public has been relatively opposed to the military involvement of their troops there. Portrait photographer, Jens 
Umbach, noticed this general sense of detachment when he moved to Hamburg after 13 years living in New York. And 
he couldn’t help but wonder, “Who are these men and women who leave behind their homes and families to risk their 
lives 5,000 kilometers from Germany in a conflict that isn’t theirs?”

In 2010, he embarked on his “Afghanistan Project”—a photographic reflection of the German military engagement in 
the war-torn region of the Hindu Kush, through stark black and white portraits of German soldiers stationed there 
and their family members. 

Umbach’s minimalistic photo series is strikingly different from most photojournalistic coverage of the Afghan war. 
Instead of depictions of fighting, death and destruction, Umbach set up a studio in a hanger next to fighter jets and 
photographed all his subjects against a clean white background, isolating those portrayed from the dramatic events 
going on around them. Nevertheless, Umbach’s skill at capturing the essence of his subject’s personality and emotion 
comes through in serene, yet haunting photographs, and he effectively showcases the evidence of war in just the 
people themselves.

Umbach’s “Afghanistan Project” culminated in a museum exhibition at the Museum for Sepulcral Culture in Kassel, 
Germany and the publishing of the photo book Afghanistan in May 2014. Following its success, Umbach immediately 
wanted to return to this controversial land, this time, to take on the perspective of its native people and how they 
have been influenced by the 10-year presence of the Bundeswehr in the region. 

Titled The Afghans, this photo project tells the stories of the local residents who lived near the German military camp 
in north Afghan near Mazar-e Sharif. Umbach reached out to all manner of people, including village elders, juveniles 
and Taliban insurgents, as well as female teachers and doctors. Umbach describes, “My team and I spent two weeks 
exploring the region, erecting our pop-up photo studio at roadsides, deserts, fields and courtyards to photograph the 
local population. It was an unforgettable experience that will stay with me always.” 

As with his earlier project, Umbach once again isolates the subjects from their background. In front of his neutral 
white backdrop, victims or perpetrators alike are simply humans. 

Umbach has been hoping to turn this second photo series into a book too, and both Afghanistan and The Afghans 
were exhibited at Leica Masters of Photography Gallery and Photokina in Cologne, Germany in September 2016. 

Staff Sergeant 
Ralf U. at 
Training Camp 
Hammelburg 
prior to his 
deployment.
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Mohammed 
Rookai, Bricklayer. 
The construction 
industry in 
Afghanistan is 
booming since the 
country was freed 
from Taliban rule. 

Bundeswehr 
Master Sergeant 
Helge S. during 

his deployment to 
Afghanistan May-

Sept 2010



Platoon Sergeant 
Thorsten N. in 
Mazar-e Sharif, after 
his return to Camp 
Marmal after a day in 
the desert.

Platoon Sergeant ret. 
Tino K. at his home 

in Bavaria.



Close-up detail 
of a dog tag 
from a German 
soldier during his 
deployment to 
Afghanistan.

Mr Saifudin, 
Moneychanger. 

Currency Exchange 
is a respected job 

in Afghanistan 
and does not have 
the same touristy 
image as in other 

countries. The 
exchange rate with 
a moneychanger is 

said to be as accurate 
as that of any bank. 



Model: Caroline Kim
Hair: Shinya Nakagawa

Makeup: Hiro Yonemoto

C
L
O

T
H

IN
G

 D
E

S
IG

N
 B

Y
 A

L
E

X
A

N
D

R
A

 N
A

M
P

H
O

T
O

G
R

A
P

H
Y

 A
N

D
 T

E
X

T
 B

Y
 A

T
H

E
N

A
 A

Z
E

V
E

D
O

C
O

N
TO

U
R

4241



Powder Blue Organza Suit

What is classic fashion? 
NYC-based fashion designer 
Alexandra Nam reinvents the 
concept of basics through her 
self-named womenswear fashion 
label. Her Contour collection 
interprets classic formal 
wear through Eichler’s 1960 
home constructions, treating 
each piece as an outcome of 
structural analysis on clothing, 
taking apart the basic lines and 
abstract components before 
realigning the pieces of fabric 
into their final designs. The 
brand seeks to create “new 
classics” by merging tradition 
and innovation and elevating 
how people recognize “basics.”

Born in Boston and raised in 
Seoul, Korea, Nam spent most 
of her youth in her father’s 
science lab, observing his 
pioneering work in the field of 
life history. His methodical and 
scientific approach influenced 
Nam, and she has always found 
the creative process equally, if 
not more, fascinating than the 
result. In 2012, Nam graduated 
with a Fashion Design BFA 
from Parsons School of Design 
in NYC. She then headed to 
Paris to continue her fashion 
studies at the Arts of Fashion 
Foundation, where she honed 
her craftsmanship in couture 
techniques like Le Sage 
embroidery, and cultivated her 
interest in mixing details from 
classic fashion with architectural 
shapes.



White Cocoon Coat, 
Deep Blue Silk Skirt

Geometric Neck 
Panel, White 

Leather Harness, 
Pleated White 

Blouse, Powder 
Blue Organza Skirt



Typography by Moshik Nadav
Text by Athena Azevedo

In the world of type design, achieving a font that is elegant, chic and contemporary is more complex than 
it might seem. Moshik Nadav Typography Studio took two years to design its magnum opus, a typeface 
called Lingerie. Aimed at the fashion and luxury industries, Lingerie has 700,000 glyphs in six differentiating 
styles, and three different swashes plus alternates, thus offering tens of thousands of different variations 
in style. To give some perspective, even the Chinese, who held calligraphy in high esteem, developed only 
a few distinct and complete fonts in the first two thousand years of printing. And yet, the vast quantity of 
characters in their written language is simply astounding. The myriad ways to create words with Lingerie 
allows for truly unique and visually arresting text.

Born and raised in Israel, Moshik’s passion for type design has always run deep. Moshik was immersed in 
design and typography at a young age, for his father, Jacob Nadav, was also a graphic designer and skilled 
calligrapher who helped shape Moshik’s unique understanding of aesthetic beauty. Moshik believes that 
once typography leads the design principle–with real understanding of letter forms and their minute details, 
a layout emerges with a more cohesive, sophisticated meaning. Every element is carefully examined, from 
bold line strokes to delicate serifs, as he bends each shape. His distinct style references fashion and the 
admiration of the female form. In fact, he approaches designing a new typeface like a fashion designer producing 
a new collection, blending sharp, sculptural edges with sexy, sweeping swashes.  In all likelihood, you’ve 
probably come across Moshik’s work on a poster or while flipping through the pages of a magazine. The 
designer’s signature “g” from his Paris typeface personified today’s “It Girl,” Gigi Hadid, on the cover of 
Vogue Magazine’s Special Edition Issue last October. 

Form

Beauty
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“These were explorations 
in texture and reflection. 
The heart moves a little 
more into my penchant for 
dark absurdist humor. I just 
find it funny translating a 
cartoony iconic image into 
something real and gross. 
The mascara was a study 
in contrast and reflection 
to see how elemental I 
could make it. The needle 
was a study in color and 
transparency, and the pills 
were actually a project 
from an assignment; The 
blue circle was a graphic 
from their identity and it 
was just a cool concept 
to organically create this 
optical illusion in camera.”

OBJECTS BY ASHTON WORTHINGTON 
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We are driving through steep cobblestone 
streets, curving between 18th century 
Portuguese Empirical homes with gated walls 
surrounding many of them. All are colorfully 
painted in bright hues: green, purple, yellow 
and pink. Graphite marks the walls with 
humorous and heartfelt, and sometimes 
political murals. The neighborhood, Santa 
Teressa, known as “the artist enclave of Rio 
de Janiero”, is home to my driver, artist 
Cila MacDowell. MacDowell, thoughtful 
and articulate, is an inter-media artist and a 
professor of art at the Federal University of Rio 
de Janiero. While unassuming and humble, her 
art practice was sparked while doing projection 
art in the post punk rock scene of her 
hometown, Brasilia, and later evolved to the 
stage of the Rio de Janiero’s municipal theater 
for major operas such as The Lindbergh Flight, 
Bluebeard, and Rigoletto. 
As she shifts gears, MacDowell tells me how 
her formative years growing up in Brasilia had 
a large influence on her most recent body of 
work, Plasma Resonance, which has at the center 
of the work an alternative persona of the artist 
herself called “Cecilia Spell.” Part performance, 
part installation, part research project, Cecilia 
Spell combines a Brazilian nationalistic 
narrative with mid-century aspirations driven 
by technology. In the theme of retrofuturism, 
Cecilia Spell looks like a character from Fritz 
Lang’s famous 1927 sci-fi film, Metropolis. 
Dressed in structural silver, painted with doll-
like makeup and crowned with a biofeedback 
headset, Cecilia Spell’s medium of choice for 

casting visual spells is plasma, which is the 
visible light that is formed when electricity 
ionizes the gas it touches. 
MacDowell uses the Metropolis reference to 
draw a nostalgic parallel to her hometown, 
Brasilia, Brazil’s futuristic and utopian capitol 
city built in 1960. Her mother and father were 
pioneers to the new city, and MacDowell was 
amongst the first to be born there. Brasilia was 
an idealized city built on the dream of a future 
Brazil full of potential for economic growth, 
which, in theory, would result in a more equal 
society. The modern city planning of Brasilia 
expressed ideological concepts like common 
open space under and between the buildings 
as a free territory for all. The city itself was 
imagined by Brazilian landscape architect 
Roberto Burle Marx in the shape of an airplane. 
The buildings were designed to embrace a new 
aesthetic of the future, sometimes foregoing 
functionality as a result. Designed in the spirit 
of Constructivism with Bauhaus concepts, 
architect Oscar Niemeyer was contracted to 
build out the city. However, his radical curves 
and geometry demanded complex engineering 
solutions, and after the military coup of 1964, 
only four years after the city’s birth, Brasilia fell 
to dystopia. 
Brasilia became characterized by political 
corruptions that prioritized the economic 
power of mega-corporations and brought 
poverty, a lower level of education, and 
consequently, poorly used natural resources, 
resulting in environmental degradation. The 
city grew more quickly than the original 

planners had intended, and smaller workers’ 
encampments surrounding the pristine city 
center developed chaotically with no formal 
planning. Compared to the imaginations of 
the future, retrofuturism, as expressed through 
MacDowell’s body of work, Plasma Resonance, 
suggests a world that may be more comfortable, 
or at least more capable, of being understood 
while evoking nostalgia for a time of hope. 
Still, MacDowell doesn’t look at today’s 
expectations of the future with dystopic 
perceptions. Rather, she views Plasma 
Resonance as a living project and a continuous 
work in progress, always changing and 
adapting towards a system involving video, 
music and performance, as well as art, 
science and spirituality in an auto-fictional 
narrative. This leads MacDowell to ask me a 
phenomenological question, “Can live images 
actually become alive?” It is in learning about 
MacDowell’s art practice that I realize she is 
thinking complexly and holistically with her 
Plasma Resonance project. It doesn’t serve me 
to try to compartmentalize her persona Cecilia 
Spell, and I think she may be further ahead 
in her ruminations than most of us. At one 
point, we will look back at Cecilia Spell and 
understand the spell she casts; it is the same 
spell that we are living in now, at the cultural 
colonization of technology, a convergence 
of space travel, neuroscience, virtual reality, 
quantum physics, time, space, ethics, 
spirituality and art, which continually evolve as 
one dynamic system, while reconciling with the 
material world. 



STARDUST
THE UNIVERSE ACCORDING TO ELIZA MCNITT
PORTRAIT AND INTERVIEW BY ATHENA AZEVEDO
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Still Image from Fistful of Stars



Eliza McNitt–fascinating, articulate, thoughtful, and a lover of hats–is an accidental 
space explorer. Her parents are both involved in the arts: her mother writes and 
stars in a one-woman cabaret show, and her father was a photographer, writer 
and editor for Newsweek International. But the person whom McNitt felt most 
influenced by was her grandfather–a preeminent scientist who once turned down 
working on the Manhattan Project to work on the mass production of penicillin. 
With an upbringing immersed in art and science, it seems only natural that McNitt 
should become a show woman for exploration, a pioneer of Virtual Reality space 
travel. 

In celebration of the Hubble Telescope’s 26th anniversary in 2016, The Hubble 
Cantata was a new performance combining an orchestra, a 100-member choir, 
and two Metropolitan Opera star singers with astrophysics, virtual reality, and 3D 
sound. McNitt is the directing force behind Fist Full of Stars, the virtual reality 
exploration of the cosmos created in collaboration with composer Paola Prestini, 
librettist Royce Vavrek and the famed astrophysicist Mario Livio. Fist Full of Stars 
celebrates and gives audiences the chance to experience the birth, life and death of 
a star: no small feat or cost. Here, she reveals the inspiration and motivation for her 
directorial foray into VR and the re-creation of traveling through space. 

Still from Artemis Falls



Athena Azevedo: Do you consider yourself a 
scientist?

Eliza McNitt: Science is in my bones. My 
grandfather’s background in science has always 
been with me and though my mind is more 
that of an artist, science influences the way that 
I approach the artistic process. My experience 
with science in high school happened because 
I joined a research class by accident. I was 
supposed to take the prerequisite courses to be 
a part of it, but because of a scheduling fluke 
I ended up in an advanced research class that 
I wasn’t qualified to be in. But I was given this 
environment in which I could come up with 
any research project that I could dream of. 
Thankfully, they let me stay in the class. 

AA: When you were approached to do the 
video footage for the Hubble Cantata, did you 
have any idea of what you were getting yourself 
into?

EM: I had no idea of what I was about to get 
myself into with this project! I was approached 
by National Sawdust (Brooklyn performance 
space and recording studio) and the composer 
Paola Prestini to create an innovative visual 
experience that would make people feel as if 
they were floating through the cosmos. When 
they told me that, my mind immediately 
jumped to “virtual reality” because there is 
no other medium that can make you feel as if 

the feeling that you are floating through 
the cosmos and becoming a star we wanted 
to condense that experience to within five 
minutes. This is a journey that could take 
billions of years. I think that is the power of 
virtual reality, to give you this glimpse of other 
worlds that you wouldn’t be able to experience 
in your lifetime. 

The Hubble Cantata by Paola is about the birth, 
life and death of stars. That is why I chose 
specifically to focus on the Orion Nebula 
because it is the birthplace of star life. One 
thing that Dr. Mario Livio says that inspires 
this piece so deeply is that, “The atoms of our 
bodies were forged inside the furnaces of stars; 
therefore, it is true, we are literally stardust.” 
That idea was a source inspiration that I 
wanted to bring into the visual experience.  

AA: How does it feel to be one of the pioneers 
of virtual reality? Do you see this as a mark and 
a shift in your career?

EM: This is my first Virtual Reality experience 
and I was lucky enough to find a team of 
extremely talented virtual reality pioneers to 
collaborate with. I worked with a wonderful 
producer, Jess Engle, who really brought 
this project to life from the ground up and 
with our Visual Master and VFX Supervisor, 
Duncan Ransom, at the Endless Collective 
whose work includes the films Gravity and 
Interstellar. Terence Caulkins at ARUP designed 

you’ve been transported into another world. 
I had no idea that there would be over 6,000 
people showing up, that we would have to 
develop an app to put the experience on 
the phone of every audience member, that 
everyone would need their own cardboard 
headset. I had no idea that we would have to, 
literally, unlock the largest Wi-Fi force in all 
of Brooklyn and accomplish these immense 
technological feats in order to make this 
project come to life. 

One of the most gratifying moments for me 
was when everyone lifted up their cardboard 
headsets. There was a collective gasp from 
the audience when the first image of the 
experience appeared. They were staring at the 
pale blue outline of the earth suspended in this 
cosmic dark. This was a powerful moment for 
me because, first of all, it worked! And second 
of all, people connected to this experience and 
were transported to outer space.

The project was developed as a commissioned 
cantata to celebrate the anniversary of the 
Hubble telescope, but in many ways, this piece 
is the celebration of the death of the Hubble, 
because in a matter of years it will be replaced 
by the James Web, which is a far more powerful 
piece of technology that will show us worlds 
further than even the Hubble can see. So this 
is a celebration of the legacy of the Hubble 
and the pockets of the universe this incredible 
telescope has opened our mind to.  

a thunderous 360-degree soundscape and 
created the world of sound that surrounded 
viewers at Prospect Park under the stars. I was 
really thankful to be working with masters of 
their craft. 

AA: So did you catch the VR bug? 

EM: I’ve definitely caught a bug. People 
always ask this question about virtual reality, 
“Is it going to replace film?” and to me, it is a 
totally different experience. I think there are 
experiences suited to 2D and others suited 
for VR. And this is a question that we always 
ask ourselves when we are about to create 
VR, “What about this project is so specific 
that it has to exist in this 360-degree world”? 
And what I am most excited about with VR is 
that we are defining this emerging genre of 
storytelling. Narrative VR is not documentary 
and it is not gaming it is a distinct form of story 
establishing itself as its own experience that is 
being developed by the leaders of this medium. 

AA: And what is on the horizon for you?

EM: I’m developing an episodic interactive 
experience that takes you on a journey 
amongst our future in the stars. You take on 
different perspectives from the first to third 
person perspective and experience the future 
of man and machine in outer space. I think 
that VR will plateau at a certain point with 
regards to people’s obsession with it, but 

AA: In addition to the orchestra, the large 
chorus, and the 360 sound design, there were 
two components to the visual experience: the 
VR component and the several-story high 
floating figure projected onto a large scrim on 
the stage. Can you tell me more about these? 

EM: Yes, the VR experience is generated from 
photorealistic simulations of Hubble telescope 
imagery. So we took several assets from the 
Hubble Telescope and transformed them into 
computer generated images that you could 
experience in VR. Collaborating with scientists 
including Dr. Mario Livio, who worked on 
Hubble for 24 years, Dr. Philliip Plait, and Dr. 
Jeffery Silverman, we developed the visual 
experience and what it might actually look like 
if you were to go there. The best part is that if 
we were wrong, no one would ever really know, 
at least for now, until we learn to tele-transport 
ourselves to another part of the universe. 
We also worked with visually-driven scientists 
to create the visual landscape of this far 
nebulae. To do this we would ask questions 
like, what color would a star be when it is born, 
how would it move, etc. The Orion Nebula is 
earthlike in many ways; it actually looks like a 
canyon. In other ways, the color scape of the 
nebulas is pink and orange, but it's nothing 
like we would experience on earth.
One thing I don’t get to talk about often, in 
regards to the film, is the scale of time. The 
birth, life and death of a star would take 
millions of years, but to give the audience 

our responsibility as creators is to reinvent 
storytelling. This is the time to come in with 
more intriguing and captivating material that 
takes the medium forward. 

Last year, when we created Fist Full of Stars, 
no one would take the risk to fund the piece, 
because the focus was on technology, not 
content. This year that has shifted to an 
energetic push to create captivating content. 
This is a medium-defining moment in which 
the content that we create will define the 
future of virtual reality and how people 
consume it. 

AA: Right, it took 150 years for “flat” film to 
arrive at its current manifestation with a very 
elevated editing language. Even TV is “cinema 
beyond cinema.” So it will be fascinating to see 
how VR, with a 360 experience, will reach back 
to the theater and yet evolve as we go forward. 

EM: Yes, you know, Charlie Chaplin thought 
that sound would never stick, but look what 
happened with sound, it transformed the way 
that we experienced film. I think the same 
way for VR. It will change the way that we 
experience storytelling. 

Look for Eliza McNitt at the SXSW March 
14-16 where Fistful of Stars will have its Film 
Festival World Premiere. The film will be 
distributed through VICE on Beyond The Frame 
on the Samsung Gear VR in June. 

Still Image from Fistful of Stars



Bravo
There seems to be a strong (and somehow enigmatic) connection between Brazil 
and Ingmar Bergman. It was the São Paulo Film Festival in 1954 that granted 
the Swedish director his first international award for Sawdust and Tinsel. Other 
countries would soon catch up and show their recognition for Bergman’s 
singular and exceptional talent, but tropical Brazil remains a niche for admirers 
of Bergman’s vast and growing years.

João MacDowell’s ambitious adaptation of The Seventh Seal is a clear example 
of one Brazilian’s devotion to the great Swedish master. After his first experience 
with Cries and Whispers in 2014, MacDowell now takes the Brazilian Opera 
one step deeper into the Bergman world, turning The Seventh Seal into a 
contemporary opera. Sixty years after the release of the film, the Brazilian 
composer has followed the clues that an extremely music-influenced Ingmar 
Bergman left embedded in both script and film, and translated this icon of 
contemporary culture into a fresh format, which will attract new audiences to 
Bergman’s work.

Portrait  of  João and Interview by Athena Azevedo
Introduction by Helen Beltrame-Linné 

Makeup by Leo de Brasilia
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João MacDowell’s vision 
of opera is the art form 
of the future. The Seventh 
Seal is Joao’s fifth opera 
and second Bergman-
inspired opera, the first 
being Cries and Whispers. 
João first watched 
Bergman’s films as a child, 
spending afternoons in the 
international film house 
within walking distance of 
his family home. 

Ingmar Bergman is 
Sweden’s most influential 
filmmaker. His face even 
graces the $20 krona. He 
directed over sixty films 
and documentaries for 
cinematic release and for 
television, most of which he 
also wrote. He also directed 
over 170 plays. Most of his 
films were set in Sweden, 
and numerous films from 
Through a Glass Darkly 
(1961) onward were filmed 
on the island of Fårö. 

Det sjunde inseglet ©1957 AB 
Svensk Filmindustri

Still photography: Louis Huch



Athena Azevedo: In The Seventh Seal 
Bergman explores the role of the artist 
through the actor and musician Jof. How 
do you relate to this character?  

João MacDowell: Jof is the clown. He 
is also the visionary, the songwriter, the 
poet. He and his wife Mia portray the 
troop of starving actors on the road. They 
seem to represent Bergman’s hope in 
the face of death and despair. These poor 
traveling performers are present in many 
of Bergman’s films. In many ways, that is 
the life of all of us artists hoping to find 
redemption in the moment of communion. 
The Seventh Seal is the film that is 
usually described as a very dark serious 
philosophical parable of apocalyptic 
dimensions. For me, it was interesting to 
find that the longer I spent with the text 
and as I became very intimate with each 
frame of the narrative, Bergman’s story 
became more and more a comedy to me. 
I can see the filmmaker and the crew 
having fun doing it. I see the little private 

had immigrated to Brazil and taught a 
generation of professionals, while also 
bringing attention to the achievements of 
Swedish film art. Of course, it is an honor 
and a great challenge to be working with 
the text of a writer who is of Shakespearean 
importance, certainly one of the greatest 
dramaturges of the 20th century. Part of the 
challenge was studying the language and 
listening to the music of it so that I could 
find melodies that made sense with the 
original text. 

AA: What is the long-term vision for The 
Seventh Seal opera?

JM: It is a grand opera in scale, even though 
we have designed it to make the most 
use of an orchestra and cast of modest 
size. I hope the Opera goes on to tour 
many countries and becomes part of the 
repertoire. We are currently negotiating 
premieres in Brazil and New York for 2018, 
as part of the Ingmar Bergman centennial 
celebrations.

jokes planted here and there. The story 
makes sense because we have a troop of 
actors who manage to find humor and 
dance even in the darkest of times. Human 
society needs people like us. At dark and 
fearful times, like the ones we live in, 
where thoughts of doom prevail in our 
subconscious minds, that’s when it’s most 
important for us to have art. It’s a measure 
of the greatness of the spirit in all of us 
performers, no matter how small.

AA: Twice you stayed on Bergman’s estate 
on the far-off and rugged island of Fårö, in 
the Baltic Sea. Not even the Swedish are 
privy to this kind of access. What was it like 
and what did you work on there?

JM: The artistic residencies at Bergman’s 
estate on the island of Fårö in the Baltic 
have been a very spiritual experience 
of affirmation on the artist’s path. It 
was validation from a spiritual master, 
and transformation on a deep level, as 
if reaching to the depths of my own 
expression as an artist. In the first summer 

AA: Following in Bergman’s footsteps is 
quite the challenge. How do you manage it?

JM: It is a very humbling experience. There 
is the risk of being paralyzed by admiration 
for this great sensitive artist who was so 
influential to me in my formative years. The 
only way to get the work done is to leave 
all of that false sense of self-importance 
behind and at the same time let the drama 
and the story guide me. In many ways 
this may be the best music that I have 
written so far, and yet still the most fluent 
and easy work that I have written for the 
operatic stage. It is as if Bergman's hand 
is always guiding me, I just need to listen 
very carefully and follow his lead. The 
quality of his writing is unbelievable. The 
hardest part is leaving elements out, there's 
always something that I wish I could use 
but due to limitations of the format with 
the music there's a lot of great lines that I 
just need to choose and in that moment it 
becomes a melodic choice. I have been very 
lucky to have some amazing collaborators 

I was there, I finished composing the opera 
Cries and Whispers. In the following year, 
I presented an instrumental based on the 
opera at the opening ceremony of Bergman 
week. That was a very special moment for 
me. During the same summer I also started 
writing the music for The Seventh Seal.

AA: You are the artistic director of the 
International Brazilian Opera Company 
(IBOC), which is the producing non-profit 
for The Seventh Seal opera. It seems so 
funny that a Brazilian composer and a 
Brazilian focused opera company would 
champion an operatic adaptation of this 
Swedish film. What is the connection 
between Sweden and Brazil? 

JM: There is a cultural tie between these 
two distant countries. There are many 
Brazilians working with the Bergman legacy 
in Sweden. Brazil is also the country that 
licenses the most of Bergman’s work for 
theatrical productions–it is a mysterious 
connection. Some explain it by the fact 
that Swedish filmmakers in the 50’s 

such as Bengt Gomér, who has been 
working closely with me as a dramaturge 
and Sophie Sorenson, who has been 
fundamental both in helping edit prosody 
and coaching the singers in the Swedish 
pronunciation. Some of the changes that 
we made were necessary in the adaptation, 
always trying to keep in mind that a loyalty 
to the spirit of the drama should be more 
important than to literal elements of the 
form.

Bergman’s generous personality opens the 
door. He has this vulnerable courage to 
deal with the greatest themes, at the same 
time exposing the frailty of our existence 
and the comedy of our anxieties. Humor 
plays a big part in it. Not the open slapstick 
kind of humor, but a more subtle one, as 
in accepting the fact that there is no “final 
truth”, and living with the humor that 
reveals Beauty in the uncertainty.

Det sjunde inseglet ©1957 AB 
Svensk Filmindustri

Still photography: Louis Huch



PHOTOGRAPHY BY RICARDO RIVERA
TEXT BY ATHENA AZEVEDO
New York-based Creative Director and photographer, Ricardo Rivera, constantly draws inspiration 
from his homeland, the original “Banana Republic,” Honduras. Possessing a Master’s Degree in 
fashion photography from the School of Visual Arts in NYC, Rivera utilizes his work experience 
in advertising to broaden his understanding of the relation between art, culture, commerce and 
fashion. His photographic work explores the tension between concepts of identity: “us” and “them.” 
Through his lens, he raises questions about what really differentiates us humans from the animal 
kingdom and draws parallels between the commodification and exploitation of slavery in the 
banana trade with the exploitation of the body in fashion. 
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THE ART OF KRIST
IN SIM

MONS

PORTRAIT BY ATHENA AZEVEDO

TEXT BY GABRIELLA COFFEY

The gun is a canonical Western symbol of power. Whatever one’s opinions 
on gun control, the topic itself is polemic and provocative. And Simmons 
does not shy away from such politics or provocation. Rows and rows of 
silver, gleaming guns: the object itself is indisputably political. 

Simmons flirts with Warhol’s elevation of the everyday and Koons’ 
recreation of the ‘readymade’ by reworking and decorating mass-
produced plastic guns. She explores its transformation from an instrument 
of war to a simultaneously political and commercial object, idolized and 
idealized. In contrast to the menacing solemnity of guns mounted on a 
gun rack, Simmons’ plastic guns are lacquered in high-gloss silver and 
mounted on canvas. Reduced to wall décor, they lose their functional 
significance as weapons but still carry with them the weight of their dual 
symbolism: that of life and freedom vs. death and destruction.

As we shall see, the sheer number of guns also plays a part. With so many 
on the canvas, if forced, which one would you choose? It is impossible to 
wield more than two at once, so is the value of the remaining guns then 
diminished, as they lie unused? Simmons’ art in this way enters into a 
discourse about excess: how much is too much, what is satiety? The artist 
does not proffer an answer, nor does she offer her own opinion. Instead, 
she spurs us to challenge our own. 

In another piece, tumbling out of an ordinary pharmacy bag aren’t pills, 
but diamonds. Ironic? Yes. Plays with our expectations? Yes. But Simmons’ 
artwork also makes us question what we oftentimes take for granted. The 
jolt is playful but sinister: are the diamonds meant to be as addictive as 
drugs, or are the drugs themselves as precious as diamonds? Do we see 
consumerism as a cure, a panacea to life, a way to self-medicate from 
living? Or have prescription pills become something to revere, hoard, 
and value? 

The three-dimensional Rx paper bag is seemingly unremarkable, a 
reminder of a quotidian errand. But the diamonds, on closer inspection, 
are a trompe l’oeil and merely printed on paper. Juxtaposed against the 
real paper bag, the two-dimensional paper diamonds are in fact illusory 
and arguably more ‘worthless’ than the bag. As with the guns’ plain 
dark canvas, the diamonds are set against velvety black, illuminated and 
framed like the case in a jewelry store. We are confronted with conflicting 
realities: are we the purchaser or the patient? 

Provoking these apparently conflicting roles is deliberate, and forces us to 
question the value of a venerated consumer good like a diamond, and of 
the market for medication, for both are controlled substances with high 
barriers to entry. The De Beers family has notoriously and ingeniously 
manipulated the diamond market, hoarding and releasing to keep supplies 
low and demand high. In the same way, Big Pharma have monopolized 
their patents, treatments and cures. But like the silver guns, presented 
with the sheer number of jewels—whether you see diamonds or drugs— 
we are confronted with a blunt reality: having a lot of something may feel 
powerful, but ultimately devalues the item itself. 

This is the crux of Simmons’ work: the bias of the beholder and the 
influence of past experience. She does not present objects as provocative 
or seductive, as guns, narcotics, or diamonds in order to condone or 
condemn them, but instead uses irony and juxtaposition to coerce us to 
question our initial perceptions of them. 
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Second Amendment: Silver, 30 x 40 x 1.75 in., 2014
Plastic guns and spray-paint on canvas



Safe and Effective Medication:Grey 25 x 31 in., 2016
Collage and mixed media on paper. Framed with mirrored matting.



Butterfly
Wardrobe Stylists: Asa B. Thorton & Kumiko Ide

Photography: Athena Azevedo
Models: Alyssa Daugherty, Yury Matrukhovich

Hair: Shinya Nakagawa
Makeup: Hiro Yonemoto

Location: 30th Street Studios
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With every gust of wind
The butterfly changes its place
On the willow.”

“

-Unknown Author



“He is more myself than I am. Whatever our souls are made of, his and mine are the same.” 
– Emily Brontë 
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ARTisTs cOcO AnD c.FiNlEY hAVE An ongoiNg collABORAtiON iN wHicH 
Finley PAinTs cOcO AnD cOcO DANCEs THROugh FiNlEY’s exHiBiTiOn. it is 
As iF CocO is A living PAinting THAT slinks OFF tHE CANVAs wHen YOu 
sTOp lOokinG. iN A CONVErsAtiON BeTween The Two ARTisTs BeFOre 
C.FinleY’s ReCENT solO sHow AT lA MAMA gAlleRiA, NyC, “sAMe BeD, 
DiFFeRenT DReAms,” WE gEt A glimPse OF How The ArTisTs ActivATE 
inTuiTion AnD mYsTeRy TO engAGe AuDiences OF All Types.
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everyone’s 
int iMATe experieNce 
is ePic to them.” 

“

Coco Karol: I had a dream that I was painted 
and I came out of Finley’s dumpsters. This 
was during the time that I was working on the 
Carnegie Hall piece, in which I was painted all 
in white and coming out of boxes. 

C. Finley: Yes, I have a dumpster series in 
which I beautify dumpsters with designs and 
patterns. 
 
C.K.: I started choreographing her paintings 
and began to know them so intimately.  
Specifically, I studied her work through cutting 
each piece out, moving the pieces around and 
reassembling them. Through this, I got to know 
the geometric form of her paintings. 

C.F.: Our collaboration with the dumpster 
piece made Coco’s dream come true. Coco 
was in a rainbow box of color and she was 
painted with rainbow designs and we had the 
accompaniment of an electro-acoustic cellist. 
All the walls were colorful and Coco came out 
in the middle of the show, first a finger, then a 
toe. She had never even been in the box before. 
On the night of the opening, there was a mad 
rush to finish painting Coco. Just painting her 
took much longer than we anticipated. We 
were already five minutes late by the time we 
got her in the box.

C.K.: You would think with a triangle, it would 
be so easy to paint, but having Finley painting 
on my body was so much different than anyone 
else. I’d say it was the quality of her painting 
that stood out. What interested me in that 
moment was the biomechanics of her painting 
and what organized her actions. This informed 
my performance. I think that was the first time 
Finley saw me dance live…for her show. 

CF.: She had this idea already of a limb coming 
out of an object. 

CK.: Yes, that is interesting, the language of 
camouflage or decontextualized limbs. It is 
a no-brainer for painters, but as a dancer, I 
hadn’t thought about the foreground, middle 
ground and background of a painting.  So my 
painted arm coming out of a painted surface 
played with the dimensionality of the work. 

CF.: When Coco first came to the studio, I had 
some canvas frames in the room and Coco 
rearranged them and started weaving in and 
out around them. Through working with Coco 
it became so much more obvious that I am 2D 
and Coco is like, 6D.

A lot of my stuff comes up to the front plane. 
I’m not scared of putting work right there. The 
Taurus painting likely demonstrates the most 
depth in my work. I was inspired by Katsushika 
Hokusa, a Japanese artist, ukiyo-e painter and 
printmaker, yet, I made his technique more 
stylized. He would do a very tight white with a 
blue to create a subtle atmospheric shift. 

CK.: I do love myself a little astrology and I am 
a Taurus, and this summer I was doing some 
cyanotypes self-portrait photography (which 
also is blue and white) and the crazy thing is, I 
created almost exactly the same image as this 
painting by C.Finley without ever seeing her 
work before!

CF: Yes, it was really wild.

CK.: There is another synchronous moment 
like this related to our show. The singer that I 
am working with, Lacy Rose, is a lyric poet. 

CF.: She has a tattoo of Santa Lucia on her 
arm. And she just happened to show up to 
the exhibition at the exact time that we were 
rolling out my Santa Lucia painting. It just got 
crazy.

C.K:  And, clearly, she had her own connection 
to the work. It is the imagery that Finley 
chooses; there is a symbiology that everyone 
connects to. There is a poet that I work with 
who says, “Everyone’s intimate experience 
is epic to them.”  And I think the upcoming 
opening night will be just that, a series of 
stories. 

CF.: I think some people have a hard time 
with painting as it can be esoteric, and people 
may not feel empowered to connect to it. So, 
I was trying to create universal themes that 
anyone who came to the show would be able to 
connect with. 

CK.: Yes, similarly, my interest in bodypaint 
gives a blank space where people can connect 
to the humanity and less with the personality 
or individuality of the dancer. This has a similar 
affect with a piece I did with my shadow. I 
think people easily connected with shadow 
that had all the “humanity” without the gunk. 

CF.: And it is playful. You want to give people 
the ability and the curiosity to want to know 
more. That is basically what we love doing, 
creating pathways for a deeper connection for 
people to receive love, joy and light. 
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Hannah Soukup
apparel designer
hannah@hannahsoukup.com

Hiro Yonemoto
makeup artist
Represented by Atelier Management
darrell@ateliermanagement.com

Jakob Bokulich
set designer
jakobbokulich@gmail.com
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fitness trainer/model
matruhovich@gmail.com
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photography studio
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photographer
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model 
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Ben Miller 
writer
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model
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Dale Williams
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Daniel Zender
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photographer
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João MacDowell
composer
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photographer
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model
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photographer
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Shinya Nakagawa
hair stylist
Represented by Artlist New York
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Yui Ishibashi
makeup artist
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A prolific makeup artist, Hiro Yonemoto was born and raised in Tokyo. 
He gained experience and inspiration through his travels around the 
world but it was in Europe where he honed his craft, working extensively 
in commercial, advertising and fashion markets. In 1999, Yonemoto 
made the move to NYC where he continues to work internationally for 
renowned magazine titles like Vogue Italia, Elle, Harper’s Bazaar China, 
InStyle, and esteemed fashion brands such as Marc Jacobs, Ralph Lauren, 
Derek Lam, 3.1 Phillip Lim and Theory.
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Shinya Nakagawa’s career as a salon hairstylist began in 1995 while 
he was living in Japan. In 2010 he moved to New York to take on the 

coveted role of Julien D'Ys assistant. With Julien, he worked on many 
photoshoots alongside the fashion industry's legendary photographers 

such as Peter Lindbergh, Mario Testino, Annie Leibovitz, Steven Klein, 
and Mert Alas and Marcus Piggott. In 2015, he joined Artlist to start 

his own session stylist work. Inspired by his mentor Julien, he makes 
use of organic and architectural shapes to mold his innovative and 

timeless looks. Shinya’s work displays a combination of both creative 
and technical flexibility and his work has appeared in magazines such as 

Vogue China, Vogue Brasil, Vanity Fair, Dazed and Self Service.
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