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carries stories, sentiment, and a kind of 
wish that moves forward through time. It 
doesn’t need walls, it’s not bound by archi -
tecture. That’s where the idea of creating 
an indeterminate score comes from. This 
approach was new for me, though repe-
tition, structure, and composition �ow 
throughout my practice.

DSP: I’d like to take a moment and pay 
homage to the late Koyo Kouoh. You were 
included in a show she helped curate: 
“Photography Beyond Capture.” She is 
still with us and will always be with us. 
I wonder what proximity to her was like 
and how it felt to be cared for with such a 
�tting conceptual title like that?

LH: Well, it felt like a huge honor. I met 
her for the �rst time in preparation for 
“Currency: Photography Beyond Capture” 
for the 8th Triennial of Photography in 
Hamburg, Germany — Oluremi Onabanjo 
introduced us. And if I may say, her smile 
was electric. Her style — so elegant, beauti-
ful. She �oored me just on that alone. What 

moved me immediately, and one of the rea-
sons I love being an artist, is that you speak 
through your work. Though I didn’t know 
her before, I knew of her. I didn’t know 
that she knew of my work. And when we 
met, she was so exacting in her language. 
I didn’t have to explain anything. She saw 
it, and it was clear. That a�rmed for me 
why I didn’t stop when I was a student. I 
made the work, but wondered, “Is it?” That 
kind of belatedness — it just felt like an 
embrace. Her energy — positive, critical, 
�rm, and clear — is not lost at all.

DSP: You have exhibitions at Perrotin New 
York and the Norton Museum of Art this 
fall. I am reading The Most Secret Memory 
of Men by Mohamed Mbougar Sarr right 
now and there’s a part where he writes 
that the worst question anyone can ask is, 
“What is a book about?” Because it feels 
like a trap — you can never adequately an-
swer it. Instead of asking what your pres -
entations are about, I want to adjacently 
ask what emotional landscapes you are 

putting forth in these shows?
LH: I hope the shows carry a sense of 

freeing oneself from obsolete notions of 
time and space. I hope it is an atmospher-
ic, visual, and, to use your term, emotional 
landscape that echoes this critical posi -
tion. I hope it o�ers a sense of quietude. 
That it moves, like Ri�s on Real Time does, 
as a slow read, a slowing down that car-
ries di�erent qualities — of observation, of 
deepening, of opening eyes — a feeling of 
moving slowly across the surface of some-
thing, of touching something for the �rst 
time, of seeing something anew.

do the installation I wish it were true along 
with �lm screenings. Project Row Houses 
collapsed perceived gaps in such a beau-
tiful way, where a work like that could �t 
so seamlessly as both a critique and a cel-
ebration. I lived at Project Row Houses in 
one of the renovated shotgun houses as 
part of a partnership between the Core 
residency and PRH. It has left a huge im-
pression on me — the way such a �uid 
and porous space for conceptual art and 
communal socio-political discourse chal -
lenged gentri�cation and everyday life. 
It reminded me that art does not have to 
yield to extractive logic. PRH represented 
a kind of maroonage, in the way Greg Tate 
describes staying where you are and build-
ing a sacred political and artistic space all 
at once. So Dope!

DSP: In that sense of porosity and the 
sculpting of space, I want to pivot to your 
project at DIA Bridgehampton, which was 
formerly an African American Baptist 
church. What was your process of arrival 

there and how did you use that exhibition 
as a paradigm? The sonic was also an in-
tegral investigation as Jamal Cyrus, Imma -
nuel Wilkins, Rashida Bumbray and Jason 
Moran were involved.

LH: Part of my existence as an artist 
is the realization of the importance of the 
less obvious, just below the surface. I am 
interested in ancestry, and there is still 
more to uncover. On my maternal side, 
we can trace our family in New York back 
to 1827, which is rare. That awareness 
complemented my interest in cemeteries, 
census records, and city maps. The names 
tell stories about eminent domain and 
the general disregard for Black cemeter-
ies or burial sites. I was also attracted to 
the spaces where free people of color and 
indigenous burial grounds intersected, 
speci�cally along Long Island. Land has 
stories and so does the ocean. DIA Bridge-
hampton was the perfect moment to ex -
plore this fascination. Dan Flavin decided 
not to erase the history of the church by 
preserving artifacts. The colors he used 

in his permanent installation pointed to a 
sonic logic of the history of the building as 
well because it was also a volunteer �re -
house along its timeline. When I saw that, 
I knew it was the right moment to address 
mid-20th century Formalism in its his -
torical context. In the mid-20th century, 
you had the Civil Rights Movement, the 
anti-war movement, and more. Looking 
back, you can fold time and resist the �c -
tion that isolates artists from their social 
and political landscapes. Flavin had al -
ready done that, so I made a work that ex-
panded horizontally. Once a work touches 
the ground, it obeys gravity and extends 
outward so the walls become a point on 
a line rather than barriers. I was reading 
Ti�any Lethabo King’s Black Shoal, which 
gave me a conceptual framework for faith 
in such an encounter. 

Amiri Baraka in Blues People helped me 
to realize that there was another story in 
the sonic register. As much as we want to 
imagine that what makes it a church is the 
four walls, the reality is that sonic space 
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Akin to the jazz tradition of “keeping time,” 
Hewitt’s distillation of images and language measures 

the tempo at which place and history intertwine 
itself with meaning making.


