Exhibiting Forgiveness

Production Designer: OLIVIA PEEBLES

Art Director: ZEBAH PINKHAM

A film by Titus Kaphar

Set Decorator: ERIC TUMOLO






Tarrell is an admired American painter who lives with his
wife, singer Aisha, and their young son, Jermaine. Tarrell’s
artwork excavates beauty from the anguish of his youth,
keeping past wounds at bay. His path to success is derailed
by an unexpected visit from his estranged father, La’Ron , a
conscience-stricken man desperate to reconcile.

Tarrell’s mother, Joyce, a pious woman with a profound and
joyful spirituality, hopes that Tarrell can open his heart to
forgiveness, giving them all another chance at being a
family. Tarrell and La’Ron learn that forgetting might be a
greater challenge than forgiving.

Working with a painter on a deeply personal film fostered an
intimate collaboration between director and production
designer. We talked color, color, color. It allowed us to build
an entire intuitive narrative using color. Here are some of the
ways we chose to explore this language in our sets.



The north facing wall is covered with photo references and
paintings. Four blank canvases are hung on the other walls.
Tarrell opens the back door of the studio for fresh air. The
faint sound of Aisha playing piano comes from inside the
house.

Tarrell turns to the center of the studio. A tattered CLUB
CHAIR with his COVERALLS draped over the arm waits for him.

Tarrell sits down and studies the pages of a MAGAZINE.

He comes to a picture of a little boy standing by a
lawnmower. The handle is just below the child's chin. He
looks at the image for a moment, then carefully pulls it out
and tacks it to the wall. He studies the photo.

Tarrell stares into the blank canvas like a mirror. He suits
up, walks to his PALETTE, loads his BRUSH, and approaches the
canvas in front of him.










While scouting for set dec storage in the abandoned Lackawanna bus terminal in Montclair, NJ, we stumbled upon an old store with walls wet and moldy, and...we loved
it. With some persuasion and remediation, we transformed the space into Tarrell’s painting studio and sanctuary:.

The architecture of the skylights felt both in keeping with that of Tarrell’s house set, which is tied to the studio, and with the North-facing windows of the painter’s studios
of our references.

We plugged the sliding doors to the mall, creating an exit “to the yard,” utilized by Tarrell’s gallerist during an intrusive visit, and added a window wall to the back of the
space matching the style and dimensions of the windows of an unused space at Tarrell’s house location, giving us an additional source of light deep into the set and a
geographical tie in to the exterior of his home.
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Tarrell + Aisha’s House''



As a location-based film with limited resources, scouting for locations that would fit our design needs without much
scenic/construction work was essential, and our location manager, Philip Prince, pulled through for us such that we__
didn’t have to compromise on our color strategy. One of the first locations we locked was Tarrell and Aisha’s house.
The design of this house, built by architect Barry Poskanzer, centers around one curved wall that spans the length of
the entire home, painted in a custom green that echoes the nature outside. The deeper into scouting we got, the

more these color throughlines serendipitouslyg ared. Tarrell became green and his mother,

Joyce, became red. An example of the serey finding the motel near Joyce’s house—which
enters the film when Joyce and Tarf empt to co-navigate their stories—was

already equipped with green fftains. Joyce’s house already happened to

have red walls with Which felt indicative of Joyce needing the

presence of Tarrell. g Street from Joyce's, the awning of the

bodega is red, and the :ath it are green. We saw in this the story of
Joyce attempting rotect st she could through their drive to rise
above J r conversation was\ rea
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Tarrell’s green wall runs through the whole set, the foundation and the belly of the home



ARRI Alexa 35 4.6K 3:2 (4608 x 3164) Open Gate Tilt: 4° Bearing: 23° (NE) ARRI Master Prime
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Our introduction to Tarrell’s green




In Tarrell’s childhood flashback
room, we wanted to convey that
creativity was always an escape
for him - we crafted sculptures

and toys from things he could

have found working with his

father at the dump.







Perhaps a tactic he learned from
mama Joyce, who brought love
and pride to her spaces through

simple bits of decorative flare. In

her flashback bedroom, we

introduce Joyce’s love of the color




It is in the spaces of these two characters - mother and son - a pair both affected, though differently, by La’Ron’s

addiction, where our color story unfolds. Tarrell’s green and Joyce’s red become prominent. Red and green,
opposite on the color wheel, but complimentary colors nonetheless.
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Tarrell’s green and Joyce’s red again in
conversation at the motel where

Tarrell stays when he visits Joyce.




In La’Ron’s space, we see pops of Joyce red




and when
Tarrell
challenges

C
La’Ron in an

interview
about his past,
his father is
enveloped in a
green velvet.







We even tried to integrate the mother son
color story into subtle elements in the
flashback moments — La’Ron’s rusty
green truck and the front door of Tarrell’s
childhood home.




The wall at Tarrell’s exhibition, in his green
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A green,
subtly in
the wall
of his
gallerist’s
office,
where
Tarrell
and
La’Ron
have
their final
confronta
tion.
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INT/EXT. TARRELL'S CAR - TRAVELING - MOMENTS LATER
BEGIN MONTAGE:

With his son in the backseat, Tarrell drives through the old
neighborhood at a crawl. One street after another. Past AUNT
JEAN'S HOUSE, past the EMPTY LOT where Uncle Willie's house
burned down.

Pink Rev. (06/09/23)

It's a surreal city block. Five paintings, stand-ins for
actual houses.

An array of dilapidated structures painted in bold strokes
and saturated colors, aligned in a row.

Tarrell's car stands still but the paintings pass by his
window, as if on a conveyor belt, Young Tarrell pushing them
out of frame.

When the procession of paintings ends, they reveal the real
houses behind them.
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These sequences put Tarrell’s
controlled world out into the elements.
We wanted to see the medium out in
harsh sunlight; viewing paintings
outside of the context of the interior in
an analog surrealism - are they
memories? Dreams? Tangible realities?

They are exposed, being clunkily

manipulated in the present-day world.










We worked with cinematographer,

Lachlan Milne, to compose shots that
felt like the paintings, and were nods

to still lives.
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Production Designer: OLIVIA PEEBLES Graphic Designer: IKE OEDEL

art Director: ZEBAH PINKHAM Scenic Charge: COURTLAN GREEN

Set Decorator: ERIC TUMOLO
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