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QT Bags for Maison Margiela 
Maison Margiela Crosby Street, New York
28 October 2021- 07 January 2022



The Club Bunns 6.1 Laundry Bag, 2022
Flatbed direct print on mirrored acrylic with polished edge, zinc hardware, 

pine tray-frame
60 x 60 in / 152.4 x 152.4 cm



The G. Central 7.30 Freezer Bag, 2022
Flatbed direct print on mirrored acrylic with polished edge, zinc hardware, 
pine tray-frame
60 x 60 in / 152.4 x 152.4 cm



The Migration 7.25/8.11 Bag, 2022
Flatbed direct print on mirrored acrylic with polished edge, zinc hardware, 

pine tray-frame
60 x 60 in / 152.4 x 152.4 cm



The Hippo 10.8 Vacuum Bag, 2022
Flatbed direct print on mirrored acrylic with polished edge, zinc hardware, 
pine tray-frame
60 x 60 in / 152.4 x 152.4 cm



Domestic QT and The 
Spatial Anomalies
von ammon co, 
Washington DC 
12 December 2020 - 22 
January 2021







BDSM SWAN from the 
Jockey Lot, 2020

Welded metal, wood, PNG printed on 
Plexiglass, webbing, hardware, 

presentation fruit, ice cubes, epoxy, dog 
bowl

56 x 84 x 14⅝ in.
142.2 x 213.4 x 37.2 cm



Lindsay Brien, 2020
Dye sublimation on canvas, wood, hardware, 
beads, artist frame
106 x 97 x 3¾ in. / 269.2 x 246.4 x 9.5 cm



Romance as Intrusion, 2020
Dye sublimation on canvas, wood, furniture feet, 

PNG printed on Plexiglass, wood stained frame
112 ⅛ x 87 ⅝ x 10 ⅞ in. / 285 x 223 x 28 cm



Selection
Gillespie Gallery of Art, 
George Mason 
University, Fairfax, VA, 
2019







Culture’s Panic Room
The London EDITION, 
London, 13 - 22 October  
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The Writer’s Room 
Reginald F. Lewis 
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DUOX4Odell’s: You’ll 
Know If You Belong 

Neighborhood Lights / 
Light City

(The Former) Everyman 
Theatre, Baltimore, MD,
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Wormhole Odell’s, 2017 
https://vimeo.com/212586546?embedded=true&source=vimeo_logo&owner=2521837
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Cohen Gallery, Brown University, Providence, RI
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Installation by art collective Wickerham & Lomax. COURTESY

Maison Margiela Unveils Art Installation by Wickerham 
& Lomax

KRISTEN TAUER | 28 OCTOBER 2021

Maison Margiela is marking its ongoing support of artists with the debut 
of a new installation inside its SoHo boutique in New York.

On Oct. 28, the brand will unveil a new mixed-media work by 
Baltimore-based artists Daniel Wickerham and Malcolm Lomax, who 
collaborate as Wickerham & Lomax. The installation incorporates imagery 
of various bags, a recurring motif in the artists’ practice. Their latest work 
expands the idea of the handbag to include domestic iterations like a 
laundry bag, vacuum bag and freezer bag.

The four works, displayed as a grid, are named for shuttered gay bars in 
Baltimore: The G. Central, The Club Bunns, The Migration and The Hippo.

“Margiela’s ideas have influenced our work since the very beginning back 
in 2009 when we started working together. We structured a whole show at 
Artist Space around three jackets Margiela made in 2008. His 
consideration of modes of representation and questioning the reality of a 
garment have always interested us,” said Wickerham & Lomax. “For the 
work hanging at 1 Crosby, we added to the chaos by making digital 
images of domestic appliances turned into gay purses and printed on 
mirrored acrylic. What we’re calling ‘Quarantine Bags’ are each 4 by 4 feet 
set in a digital dig site that evoke our favorite gay bars now closed due to 
the pandemic. All four works are framed in estate sale jewelry in a moat of 
epoxy with lots of silver gold leaf. Come see them at noon and the sun 
hits them at the perfect blinding angle all authorship disappears.”



Image credit: courtesy of the artists and von ammon co, Washington DC.

ART COLLECTIVE WICKERHAM + LOMAX DEBUT A NEW 
ART INSTALLATION AT THE NYC MARGIELA STORE

SHELTON BOYD-GRIFFITH | 26 OCTOBER 2021

The house of Maison Margiela has a long standing history of its, 
abstractionist, artisanal approach to design. From the ever-so iconic, all 
white atelier, to the deconstructed sustainable ethos of the brand’s rtw 
and artisanal Haute Couture lines—the Maison has consistently centered 
itself around pushing the zeitgeist forward, using art as their vehicle. To 
continue that same dadism-esque spirit, the Maison has collaborated with 
Baltimore-based art collective-duo, Wickerham + Lomax, to activate a new 
site specific installation. The Wickerham & Lomax installation at Maison 
Margiela’s Crosby Street store is part of an ongoing artist program. 
Previous installations included Nude Descending a Staircase No.3 by 
Marco Brambilla, Cardboard Monsters by Tom Pruitt, and Tabor Robak’s 
Jumbotron. The W+L piece, on view at the brands’ store in Soho, New York 
until January 7, 2022, uses mixed media to depict multiple bags; from the 
tote bag to the luxury bag. Wickerham + Lomax (W+L), is the collaborative 
name of artists Daniel Wickerham and Malcolm Lomax. W+L are new 
media artists focused on the impact of cultural practices and productions 
as formative structures on the individual and the collective. The art duo, 
since 2009, have been creating work that delves across various 
mediums— sculpture, digital imagery, video work etc— and often 
explores queer theory, marginalization, and connectivity. “We have 
admired the house and its evolving relationship to its codes and are 
deeply inspired by what they do,” says the collective on their collaboration 
with Maison Margiela. Taking inspiration from an Ursula K. Le Guin essay, 
the duo uses the works on display at 1 Crosby street, to pay homage to 
the LGBTQIA club scene of their native Baltimore.



Ahead of the public unveiling of the site specific installation, GRAZIA Spoke to the new-media disciplined duo of Wickerham & Lomax all about 
the work, their prior work in the Baltimore gay club scene, their approach to merging fashion and visual art, and about a dream collaboration 
come true with Maison Margiela.

GRAZIA: Can you tell us more about the inspiration for the installation?

W+L: The instillation at Margiela’s Soho store was inspired by the visualization of handbags based on the loss of gay nightclubs in Baltimore City. 
We bridged some of the themes from our previous exhibition Domestic QT & The Spatial Anomalies where domesticity and cohabitation 
were central themes. The 3D rendered purses were based on household appliances. These appliances were then placed back into models of the 
demolition sites of these nightclubs attempting to reconcile the loss of businesses during COVID and the nation wide quarantine. 

You both were involved in the club culture/gay club scene in Baltimore—How has that experience, translated into your practice?

We ran a small bar for nearly a year while also curating events at various local spots.  What we learned from that experience was the distinction 
between life and art, and the amount of work that goes into something that has the potential to start to render itself as social practice and the 
red tape, investment, and time. We thought potentially the bar could become our work, but it did not. The work we did take on though was 
centered on thinking about the process of one’s individuation in relationship to society, the material and cultural practices these things create. 
And because of this, social spaces are a huge subject in the work. Afterwards, we moved back into our practice often trying to figure out ways to 
introduce more people and gestures.

How has this collaboration with Margiela been?

The collaboration has been a dream. We have admired the house and its evolving relationship to its codes and are deeply inspired by what they 
do.



I lot of your practice stems from queer theory and with each piece of this installation titled after defunct Gay bars in 
Baltimore—what was the reasoning behind this?

We wanted to pay homage to these spaces that have contributed to Baltimore’s cultural landscape. They were formative spaces for a lot of 
people in the city.

With this collaboration, both you and Margiela are continuing the conversation of art x fashion collaborative spaces. How does 
fashion inspire your practice?

Fashion is always a point of departure for the practice. Consideration for the way a house functions and how it can be helmed by others is an 
idea we often talk about. We also create accessories for certain works and exhibitions so that during the reinstall the works can be subject to 
change. They can be readdressed. 

What do you hope the viewer takes away from the installation?

We hope the viewer can see the deep consideration we had for the house’s interest in repurposing, deconstruction and raw elements.That this 
collaboration always made sense.



All photos by Guy Bell

Step inside Wickerham & Lomax’s panic room 
installation at Frieze

THE FACE | 13 OCTOBER 2021

Daniel Wickerham and Malcolm Lomax, AKA Wickerham & Lomax, best 
describe their work as a  “funhouse of questioning”. They question 
everything: gossip, distancing, surfaces, framing, scripting, storytelling, 
community, friendships and seduction. See, everything.

Emerging on the Baltimore art scene in 2009, the new media artists focus 
their work on cultural practices and productions, using digital imagery, 
sculpture, CGI video and the internet – proper techy stuff.

Through a range of mixed media, they make work that looks like the 
inside of a circa 1999 computer. Think collages that resemble puzzles 
made up of layered images, or jungle gym-like sculptures from metal 
scaffolds painted in lime green acrylic. Less Intel inside, though, is a 
series titled Time Capsule, which confronts the American Dream through 
warped portraits that are superimposed over the American flag, in a series 
of different archetypes framed as an alien couple visiting contemporary 
America as tourists.

So, what influences their practice?  “Essentially, [we’re influenced] by the 
material and cultural practices that are produced from self-actualisation 
and its arrival in the group, as well as the images created in this process.” 
Eh?

“It takes into account how we as individuals work on becoming: by 
mirroring others, rebelling against the culture at large and/ or bonding,” 
the duo say. Hmmm.  “Through certain queer sensibilities paired with 
individuation, a kind of dissonance is created while showing ourselves as 
tethered and interconnected.”



Head-scratching stuff. But as part of Frieze London 2021, which launches today, the pair was asked to work with The London EDITION, the 
hotel-slash-club on the outskirts of Soho, London. In its dark basement, which has hosted many a hazy-headed party over the years, Wickerham 
& Lomax have set up an installation, Culture’s Panic Room, initially stemming from the culture surrounding wine and its associations to wealth 
and luxury.

“Eventually it took another direction,” Wickerham says.  “It became more about access and how one could store something important and 
significant for multiple people and what that would look like.” That storing of something ended up being a money box for people to donate to, 
with all the proceeds going to an organisation of the artist’s choice.

Planted in the club, the mirrored installation is as reflective as a disco ball, while its sensory experience imitates a panic room with CGI 
characters mapped out: the heist, the encounter, the intruder and the stranger as subjects of imagined realities.

“They ultimately function as prompts from which to engage common iconography associated with these figures that tend to be elusive – those 
who are hard to pin down, those that start to define themselves in the margins,” says Lomax.  “The speculative aspects of our practice allow us a 
kind of unintended world-building.

“What we are commonly doing is taking a typical form and readdressing it, radicalising it,” he continues.  “And hopefully putting it back into 
various spaces and art context, a kind of  ‘obscene cuteness’ and  ‘professionally DIY’ are just a few ways of approaching the work’s aesthetic.”



Wickerham & Lomax, The Migration 7.25/8.11 Bag, 2021, digital rendering.

PROJECT: WICKERHAM & LOMAX

JEFF GIBSON | 01 APRIL 2021

If it is a human thing to do to put something you want, because 
it’s useful, edible, or beautiful, into a bag, or a basket, or a bit of 
rolled bark or leaf, or a net woven of your own hair, or what have 
you, and then take it home with you, home being another, larger 
kind of pouch or bag, a container for people . . . then I am a 
human being after all.
—Ursula K. Le Guin, “The Carrier Bag Theory of Fiction,” 1986

THE DENSELY PACKED COMPOSITIONS of collaborative duo Daniel 
Wickerham and Malcolm Lomax pulsate with a formal and referential 
dynamism that binds the work’s mess of elements into something far 
greater than the sum of its myriad parts. Though initially dizzying to 
behold, a harmonizing consonance quells the apparent chaos, allowing 
networks of sensory and cognitive associations to coalesce and cohere. To 
further assist navigation through their built-up material and pictorial 
environments, the artists often provide textual road maps. For their recent 
show at Von Ammon Co. in Washington, DC, titled “Domestic QT and the 
Spatial Anomalies,” the pair supplied an alphabetically organized glossary 
of ideas informing the exhibition’s development. Dilating skeptically on 
no fewer than fifty concepts and phenomena pertaining mostly to home 
quarantine, popular culture, and sociality, the document served to clarify 
and enrich the viewer’s apprehension of the works’ corralling of swarming 
signifiers, while preserving sufficient ambiguity to facilitate poetic 
communion. Broad-ranging, idiosyncratic, and incisive, these texts 
demonstrate an active intelligence that dissects and analyzes everything 
in its path.



For this project, Wickerham & Lomax have taken their thematic cues, for the most part, from Ursula K. Le Guin’s “The Carrier Bag Theory of 
Fiction,” a short essay critiquing the thrust and parry of heroic narrativity, touting the tote, as opposed to weaponry, as the most significant 
human—and, metaphorically, literary—invention. Picking up where the DC show left off, each of the following pages explores different aspects of 
domestic containment, though in this instance conflated, per Le Guin, with visual musings on that most intimate and thereby self-defining of 
receptacles, the handbag. And because too much is never enough when it comes to maximal aggregation, these images also allude to a variety 
of household appliances—the vacuum cleaner, the washing machine, the freezer, the stove—while additionally calling attention to a series of 
gay-bar closures and generational renovations (name-checked by the titles) in Baltimore, where the artists reside. To say these pictures are 
loaded is a grand understatement; meaning and affect churn and proliferate within them. Created via the aptly named 3D-modeling software 
Blender, Wickerham & Lomax’s flawless synthetic concoctions shred, queer, and reconstitute heteronormativity as critically charged fields of 
multivalent intensity.



Lauren LaRocca

Wickerham and Lomax Generate Dialogue for Creatives 
in New Reginald F. Lewis Installation

LAUREN LAROCA | 12 JULY 2018

Can an artistic preoccupation with a subject matter be reduced to
a troubling personal one?

Isn’t part of what distinguishes artists the way they transcend their 
personal preoccupations by making aesthetic order out of the 
inner disorder that is our common human lot?

How does one read their own subjectivity and how does that drive
and motivate what one does?

How can representations of ourselves complicate how we see
ourselves. Can one be over represented?

These and other questions will serve as prompts to generate community 
discussions at the latest Wickerham and Lomax exhibit, which opens 
tonight at the Reginald F. Lewis Museum.

Malcolm Lomax and Daniel Wickerham, aka 2015 Sondheim prize winners 
as artistic duo Wickerham and Lomax, are known for pushing the 
boundaries of art and conversation through their collaborative work. They 
met as students at MICA and began producing work together in 2009.

In their newest installation, Channel Heal: The Writer’s Room, they visually 
depict the messiness of creative work and the thought processes behind it 
in an installation inside the Reflections gallery at the Lewis, the final show 
to be held in the space under its Reflections name and mission to bring 
contemporary art to the Lewis. It runs from July 12 through Aug. 1.



Wall-to-wall murals line the installation—printed material, hand-drawn images, white boards, and other elements are used to depict indoor and 
outdoor spaces that evoke a fluid and open atmosphere—the kind of magical place where creative work happens.

The show hinges upon two Channel Heal events, open to the public, to stimulate conversation around four topics: transcendence, physicality, 
ego, and mysticism.

The duo invited people in the Baltimore community for each discussion.

“Everyone serves as a panel host,” Wickerham says.

“People are like prompts,” adds Lomax, who is also a poet.

They’re interested in how art and the creative process relate to healing, as they’ve seen creatives navigating these four areas to improve their 
lives. Through the roundtable discussions, they want to externalize some of the thoughts and feelings that have resulted from conflict and 
trauma.

Wickerham & Lomax will serve as the show-runners, as the installation is part of a larger body of work that will live online and examines in a 
part-fictional, part-nonfictional way, TV.

The show opens tonight with a reception from 6-8 p.m.

Channel Heal work sessions to generate dialogue will be on July 18 (exploring physicality and mysticality) and Aug. 1 (transcendence and 
egotism).

“The conversations we want to have here are conversations we have with friends all the time, out drinking or whatever,” Lomax says. “These are 
things that have fallen to the side that we have pulled back up.”

In TV-speak, he’s referring to all the drafts and ideas that have been on the back burner and maybe fell out of consciousness completely.



Some thoughts and questions generated from the dialogues will be thrown into a large net suspended from the ceiling; others will be placed into 
8-foot-tall fabricated coffins, serving as burial grounds of sorts, a repository for ideas. The front of each coffin will be clear, however, so visitors 
can see inside and read the written ideas.

“What is normally hidden will remain in the physical space,” Wickerham says.

Wickerham and Lomax essentially lift props, characters, and other elements they’d created in a digital space and move them into a physical 
space. And then ultimately, elements created as a result of the show will move back into the digital realm onto a future website project titled 
Channel Heal. The stories that they help people to tell will eventually become interactive and extend beyond Baltimore. Some might even be 
scripted and turned into movies.

“When you do an installation, you’re like—what are you left with?” Wickerham says, standing in an empty Reflections gallery just weeks before 
their show went live.

“I love ideas, I like seeing ideas put into form, but installations are laborious. They’re labor intensive,” Lomax says, then adds, “With poetry, I just 
snatch it and put it down and I’m on my way.”

Through Channel Heal online, their hope is that the installation will live on and continue to evolve in new ways—in the Baltimore community and 
the creative community worldwide—as it continues to ask what it means to be an artist, and what it means to be whole.



“DUOX4Odell’s: You’ll Know If You Belong” installation view. All images courtesy 
Wickerham & Lomax 

The Last Day of Disco; DUOX4Odell’s: You’ll Know If 
You Belong

MICHAEL ANTHONY FARLEY | 28 APR 2017

I have a soft spot for any exhibition that’s promoted with coasters left in 
gay dive bars.

In this case, coasters featuring local personalities Elon Battle and Keenon 
Brice, painted silver, posing in fashion-editorial-like tableaus advertise: 
DUOX4Odell’s: You’ll Know If You Belong. They lead visitors to an 
abandoned theater, where collaborators Wickerham & Lomax have staged 
an installation inspired by an even more abandoned nightclub. The space 
isThe more documentary-style “Wormhole O’Dells” begins with the 
building’s current owner leading the camera through the gloomy, 
dilapidated former dancefloor, excitedly talking about the flexibility 
afforded by column-free floors. It transitions to interviews with former 
regulars, such as Chuckie Dennis, who explains “Going to O’dells in those 
days gave us a sense of identity… O’dells brought glamour to Baltimore.” 
The oral histories, many of which focus on the rituals of dressing up for 
nightlife, are intercut with snippets of disco and poetry by Janea Kelly and 
Malcolm Lomax. It seems every humorous anecdote is balanced by a 
sentiment of loss or regret. dominated by industrial-looking contraptions 
that hang larger-than-life prints from the coaster photoshoot, loosely 
framed by three even larger projection screens. They’re printed on 
plexiglass, overlapping with transparent silhouettes evocative of 70s 
Blaxploitation posters. Theatrical lighting streaks across the floor, like 
disco lights fallen from the ceiling, occasionally casting faint projections of 
the dancing figures on the black walls, giving the impression of an archaic 
iPod commercial. Only visible up close, tiny blocks of poetry are printed 
into the negative space.

I’ve visited Wickerham & Lomax’s ambitious installation more times than I 
can count. But it didn’t occur to me why the space feels so uncomfortable 
until I attended a discussion between the artists and the philosopher Luce 
Delire, who bluntly stated that her first reaction to the work was 
disappointment: “When I first came in I was expecting something 
celebratory.” Instead, an almost sullen, eerie vibe hangs over the work.



The installation feels a bit like a funeral for a queer time traveller, glamorous but sad. It’s not what one would picture as existing in the realm of 
“community arts”—the project was commissioned through Neighborhood Lights, the community-focused satellite programming of the Light City 
festival. And Wickerham & Lomax are even less likely to be described as “community artists”. Their rabbit hole of multimedia work—full of 
allusions to past projects, inside jokes, and everything from pop references to critical theory—isn’t always “accessible”, even to many in the arts. 
But the one constant with Wickerham & Lomax’s work is surprise. I’ve known the two for years (full disclosure: they rent their studio space from 
me, and we’re good friends) but despite this familiarity, their work is seldom what I expect. How does one evaluate a show that seems, on some 
level, to be about the futility of its own nostalgia?

I’m not sure I can. Most of the work is polished and beautiful. Parts of a documentary-style video feel important as a piece of untold oral history. 
But as a whole, I can’t place exactly why I like the exhibition or why it simultaneously leaves me feeling unfulfilled. I suspect that feeling of 
unfulfillment is deliberate. They’re not trying to give us a simulacrum of fun. In one video, “Wormholes Robert + Allen”, a couple sits at home, 
surrounded by moving boxes. They’re debating going out dancing, and talk about the impending death of one man’s estranged father. It’s hard 
to watch, and feels almost like a home movie not intended to be seen by others. It’s not readily apparent how the piece relates to the rest of a 
show about an abandoned disco. It ends with them dancing alone at home. It’s aesthetically incongruous, but speaks to notions of loss and 
placelessness.

DUOX4Odell’s: You’ll Know if You Belong, which closes tonight in Baltimore’s former Everyman Theater, is the result of a months-long research 
project. The pair were partnered with the rapidly-gentrifying neighborhood Station North, which until about a decade ago was known as Charles 
North and was a center of the city’s LGBTQ Black community. At the heart of the neighborhood, a block away from the theater, stands O’Dell’s, a 
disco that operated from 1976 to 1992. Since closing, it’s sat vacant and fallen into disrepair (it was recently purchased by a developer with 
plans for coworking space). DUOX4Odell’s is less about resurrecting the club for one last wild night, and more about admitting that task is 
impossible—through interviews with former patrons that inform meandering collaborations with their peers.

For anyone who came of age gay and/or weird in Baltimore in the past few decades, O’Dell’s holds a special allure. It’s a place of not-so-distant 
mythology. A discotheque with a curious facade, it’s felt like a mysterious ruin from a bygone civilization since the 1990s. My eccentric former 
landlord used to regale us with unsolicited stories of drug-fuelled nights there with drag icon Divine. The old drunks at gay dive bars tell 
kids-these-days about the better fashion of yesteryear. Countless art students have broken into its abandoned dancefloor for midnight 
photoshoots. But for those who wistfully remember the club’s heyday in the late 70s and early 80s, there’s a sharp thorn of sadness in the side 
of all that glamour.



“The doors trembled, quaked not knowing that music had a grudge against exclusion.
That music would pass through the membrane, inciting and inspiring.
That music would be a contagion if caught, turns bodies into brick and mortar – turns gentrification into a common cold.
Lump of flesh not just corpse and cadaver but sentient forms that knew love and its expression.
Let me fall somewhere between two pillars and let them catch me, and I’ll be burning wounds to prevent infection.
They, in not knowing me, ripped my innards out – a horror, gore, zombie fuck. A string of one-night stands going from one owner to the 
next. Causing whole communities to look like shells or fallen soldiers in war-torn Baltimore, fixated only on keeping composure.
Can there be a process, a practice, a poetics to knowing [remove the word “that” here] the pulse of city as body and buildings as organ? 
Would our steps to render them living make us better care for them”

-From ODELL’S FLESHY EDIFICE (SPACE)

It’s hard at first to see the connection with the other two videos. In “Wormholes Antiques,” frequent Wickerham & Lomax collaborators Blairè 
Leòn and Kentrell Searles search a cluttered antique store for a gift for Blairè’s love interest, an older man. The two exchange quips with each 
other and the store’s proprietor, who warns them that used objects carry with them the memories of previous owners. It feels a bit like a caveat 
for the gentrifiers circling Baltimore’s historic building stock—perhaps all the “character” and curb appeal that old buildings possess might 
include the ghosts of former occupants. The video ends with Blairè walking away holding a vase stuffed with peacock feathers, a motif that 
recurs throughout the videos and photo installations.

But one question from the video, directed at the camera by the antique store owner, sticks with me the most: “So you guys come around, prying 
into other people’s lives… why are you so curious about back histories? Are you storytellers? Old World gossips? New World liars?”

This perhaps gets to the root of the exhibition’s (seemingly deliberate) awkwardness. Wickerham & Lomax made it clear they don’t want to 
recreate the experience of the club, or delve too deeply into nostalgia. And they certainly don’t want to tell someone else’s story. The installation 
feels instead like a reflection on the O’Dell’s-shaped-hole in their own lives, or the idea of loss at its most obtuse. It touches on the disruptive 
nature of gentrification in queer and Black communities, but explores the feeling through extended metaphors more often than direct political 
finger wagging. Kimi Hanauer, Program Director for Station North introduced the work as “a positive interruption to some of the changes that are 
happening in the city.”

Daniel Wickerham, in their discussion with Luce Delire, described the frustrations of working with someone else’s histories: “How inefficient is it 
to ask someone to give you their memories? Its failure of being so boring. I wanted to ask ‘remember better! Remember differently… just make it 
up!’ I want to be dazzled.” But also the problems of using those memories for entertainment: “It’s about negotiating responsibility… are we 
allowed to access the space we’re working through?”



You’ll Know if You Belong references O’Dell’s signature catchphrase, and it’s evident that here no one belongs anymore. Malcolm Lomax 
explained that the installation was conceived shortly after the Pulse nightclub shooting in Orlando, in the midst of a years-long trend of gay bars 
shuttering. The story of O’Dell’s regulars, for all its specificity, became a starting point to describe queer placelessness and loss in more abstract 
terms. Referencing the numerous allusions to absent bodies (the silhouettes, shots of empty spaces) he summarized the project as “Eulogizing. 
It’s about the way we frame absence… at one point in a poem I ask ‘am I a church housing my own funeral?’ It’s about these empty spaces in 
Baltimore where we’re still negotiating their uses.”

The more I return to the space, attempting to center my thoughts about the show, I find myself gravitating to Lomax’s poetry. Interspersed 
throughout the video works or printed on the sculptural image/objects, it remains one of the most salient components of the show:

“The way tears cause avalanches
Is the way orgasms cause earthquakes,
But my body is still a stranger to this Earth.
And because this planet is dying, an ad is placed:
Kinky club seeks asylum on another planet.”

–From Monuments & Moments:
AM I OLD? (TIME)
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The Artist Duo Examining Social Cubism, Forensics 
and a Sense of Place
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Daniel Wickerham and Malcolm Lomax, the creatives behind 
Baltimore-based artist duo Wickerham & Lomax, began their collaborative 
relationship in 2009 while attending Maryland Institute College of Art. The 
team's work spans across various media and contexts, predominantly 
investigating networked virtual spaces, accessibility and codified 
language. For their current exhibition, entitled "Local Atonement: A 
Nutshell Study of Unexplained Death" at American Medium gallery in 
Brooklyn, Wickerham & Lomax continue to tackle the key themes that 
structure their exhibitions through a speculative, condensed body of 
paintings and HD animation. We met with the eponymous Malcolm Lomax 
and Daniel Wickerham in Baltimore to discuss why proximity to crime is 
interesting, our networked culture as a form of contagion and police 
shooting of unarmed citizens.

Your show, "Local Atonement: A Nutshell Study of Unexplained 
Death", is a reiteration of many of the key themes that framed the 
Artist Space show "DUOX4Larkin". Tell us about what some of 
these themes are and why they continue to hold importance. 
Malcolm: Daniel and I have arrived at a point where we are tracing our 
steps, consciously noticing some of the overarching themes that keep the 
work slipping into various other fields – a lot of the themes have to do 
with narrative and biology. In the Artist Space show "DUOX4Larkin", it was 
important for us to focus a lot of that attention on a protagonist, a single 
catalyst for carrying ideas. But in "Local Atonement", the idea was about 
articulating space as a protagonist through images – something similar to 
a comic strip or set design, but done through a conventionally fine arts 
lens. Daniel: The metaphor of a fashion house, which we presented in 
"DUOX4Larkin", was used in both shows.



Specifically, using the idea of a label’s DNA as a way to think about our collaborative language. The idea of a fashion brand's DNA returns in our 
new show, too. Digital paintings are set in a flooded antique store, with shelves displaying reworked motifs from the practice. By imagining an 
artist would need to take over the collaboration, the paintings can function as a blueprint of the fashion house’s DNA.  

"Crime has been a big part of our work" – Daniel Wickerham  

In the press release for the show, you mention that the characters in your web-based narrative "BOY’Dega: Edited4Syndication" 
serve as storage units for data. Given that the exhibition deals with renderings of death and personalisation, are you framing 
both concepts as containers for blueprints? Malcolm: I think they could be seen in a similar way. The title for this exhibition comes from a 
really distinct place, referencing dioramas constructed to teach forensic scientist about crime scenes. Some of our fascinations have to do with 
avoiding dominant truths and tackling some of the supplemental and peripheral means of articulating an experience. I think with the characters 
in their initial iterations they were supplemental for the actual actors, in that we used their lives as starting points. Daniel: The second part of the 
title, “A Nutshell Study of Unexplained Death,” was lifted from a book written by Frances Glessner Lee, who taught forensic scientists how to look 
at crime scenes. She built crime dioramas and established a working method on how to see that is still in use today. Crime has been a big part of 
our work and proximity to crime is interesting – in particular, the eye witness on the street. When multiple people see the same crime, you get 
many subjective realities that beautifully personalise the truth – this is known as social cubism. This is valuable because multiple voices are more 
valuable than one, and I think that shows in the work.  

"Networked culture today, ironically, seems more like isolated expression and self presentation" – Daniel Wickerham

3D-printed figurines of your heads, respectively, are incorporated into the works on view. Is there a pertinent reason why you 
chose to include these figurines? Malcolm: We wanted a contemporary means to present authorship. The heads were incorporated to 
acknowledge the trope of the artist’s signature on paintings. I wonder if this at all extends to the tar and feathered frame. Malcolm: The 
frames come from previous sculpture work that was rather quickly made and terrible but we loved the effect. It's the first time it’s come back 
since rather early in the practice. You reference Patricia Storace’s "The Shock of the Little", wherein she talks about scale, proportion 
and material alterations of environment as “one of the fundamental physical dramas of childhood.” How does this understanding 
of phenomena relate to the works on view?



Daniel: The sense of control that comes with building and arranging a dollhouse had parallels to the world building aspects of the BOY’Dega 
website. In Storace’s writing it is suggested that mastery has failure built in: “no one can realize the ultimate fantasy a dollhouse awakens.” 
Those worlds behind the shelves of the antique shop are another fiction, which are television sets in various stages of construction. If the 
paintings contain a blueprint to the collaborative language and are in fact linked to dollhouses, what an interesting position this places on the 
work; suggesting access is limited or even purposefully withheld, forever holding a viewer in limbo between fictions. Networked virtualities 
and contagion also play a thematic role in your practice. Do you consider our networked culture as a form of contagion? Daniel: 
Yes, and it deserves the word contagion – if you prefer the definition of contagion as being the harmful or undesirable contact or influence. I 
would say we have new machines that allows us to share and stay connected, but what we are spreading isn’t ideas so much as emotions. 
Networked culture today, ironically, seems more like isolated expression and self presentation. We all know the codes of how to network, but it’s 
a kind of inert field in terms of invention.  

"Since we began working together, we’ve had to develop not only a group language but also a group way of thinking" – Daniel Wickerham

I’m curious as to how your formulation of the workplace as an articulation of one’s identity structures your working relationship, 
especially as a collaborative duo. Daniel: We often work with locations in a way that the hierarchy and codes of conduct are considered and 
then recoded.The studio mutates to the demands of the project being worked on, at times turning itself into an animation studio, a computer lab 
or a wood shop. More than workplace, place is simply something we often consider. Since we began working together, we’ve had to develop not 
only a group language but also a group way of thinking, where two voices could speak equally, merge often and even be distinct at times in 
order to function.

"Knowing the parameters of a place in regard to fiction and nonfiction creates this other weird layer of viewing" – Malcolm Lomax

In the description of the show you mention the "idea of location as character" and how it can at times lead its occupants to 
escape. What do you mean by this? Malcolm: I remember we were watching the Netflix original series "Easy" and became curious about the 
setting. After rounds of suggestions, we summed it up: nondescript, medium size city. But my frustration stemmed from one specific location 
that the production team shot. It felt overwhelmingly detailed and they kept showing multiple shots of the exterior, so I had an urge to know. 
Knowing the parameters of a place in regard to fiction and nonfiction creates this other weird layer of viewing - this complicated negotiation if 
it's at all really like that.



"Knowing the parameters of a place in regard to fiction and nonfiction creates this other weird layer of viewing" – Malcolm Lomax

In the description of the show you mention the "idea of location as character" and how it can at times lead its occupants to 
escape. What do you mean by this? Malcolm: I remember we were watching the Netflix original series "Easy" and became curious about the 
setting. After rounds of suggestions, we summed it up: nondescript, medium size city. But my frustration stemmed from one specific location 
that the production team shot. It felt overwhelmingly detailed and they kept showing multiple shots of the exterior, so I had an urge to know. 
Knowing the parameters of a place in regard to fiction and nonfiction creates this other weird layer of viewing - this complicated negotiation if 
it's at all really like that. Do you feel this way about Baltimore, particularly in wake of high-profile police shooting of unarmed 
citizens? Malcolm: I’m reminded of this real moment I was having with myself regarding all the happenings taking place in Baltimore. It 
reminded me of the need for one’s home to give credence to safety. It made me consider the emotional trauma of my past and in my childhood 
home and not knowing how to correctly provide love and or safety in such a space. I’m constantly trying to siphon the emotional abuse from 
those affirmations into an open imaginative existence.  

If neither of you were making art, what would you ideally focus your creative energies on? Malcolm: For me it would be cooking. I 
don't think I'd fully become a chef, though – just a hobbyist. Or, a facilitator of some sort – making things happen for other people. I think the 
real goal is to de-professionalise my creative energies and have them for myself in order to share them at will. Daniel: Making art has always 
been at the mercy of our creative energies. We’ve made the practice porous enough to adjust to our changing interest, but I don’t think that is 
uncommon among artists today.  I like to think about how those energies can be of imaginative quality and less about it being right for the field. 
What are you working on next? Malcolm: We are working towards a film. The script is written. Through the winter it will probably go through 
a couple drafts. It's gonna be interesting to work with actors. Is this going to be the one that pulls together the elaborate series of 
exhibitions, or something different? Malcolm: It extends this trilogy that we’ve been attempting to work on. It’s the second installment, and 
we're currently calling it "The Opposable Thumbs Monologues". But I think Dan and I are gonna change a few things about it.


