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Beer speaks.  People mumble.   @lagunitasbeer

DO YOU HEAR COLORS?
WHAT DO THEY LOOK LIKE?
GO AHEAD AND SKETCH, SCRIBBLE,
DRAW OR  DOODLE ‘EM HERE … OR NOT. 



#lagunitasjux
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 ISSUE NO 183
IT’S 2016 AND WE ARE IN THE THROES OF PURE PRIMARY 
madness. While Juxtapoz is not The Atlantic or New Yorker, 
or even Politico, you’d have to be living under a rock to not 
feel a disconnect between verbosity and action. We all know 
people will say anything, as hurtful as can be, to get votes, 
portray a show of strength, and profess how they would 
act in hypothetical situations if they were president. It’s no 
longer hope and change, but fear and retread.  
 
Maybe that is why Jean Jullien’s simple, and now globally 
iconic Paris peace symbol, created on the night of the 
November 13th attacks, reverberated with so many people. 
It didn’t reimagine fear-mongering or hate, or take sides. 
What it did was plainly convey a perfect message of unity 
to people who really do, in fact, believe reconciliation is 
far mightier than violence. This peace message became 
the emblem of the world’s connection to not only Paris, 
but all the violent conflicts scorching the world. And it took 
guts to create this image. Jullien, in the great tradition of 
cartoonists and satirical artists, makes creative work that is 
both clever and quietly complicated in its ability to speak to 
multiple cultures without the use of words. It’s playful and 
smart. Yet his stance on one of the biggest news events 
that has happened over the past decade, in a simple stroke 

of genius, touched us all. It didn’t have to be controversial, 
positioning one side against the other. This act of an artist 
using special gifts to speak his mind, strengthened by the 
fortitude to react with his heart, has made him one of the 
most recognized artists in the world.  
 
We were excited to work with Jullien on this issue, and 
after his residency day at the Juxtapoz x Victory Journal 
Times Square Newsstand in October 2015, we knew 
that the artist had begun to resonate with audiences in 
a way that is rare. His work is friendly and sophisticated, 
approachable with an amusing edge. With fellow satirical 
artist Kimou “Grotesk” Meyer interviewing Jullien this 
month, we get to share the tradition of smart cartooning 
and clever messaging, where like-minded people unite to 
speak in a common creative voice.  
 
Enjoy #183.

Jean Jullien

London, England

Photo by Ian Cox









STUDIO TIME

14  |  APRIL 2016

MY STUDIO IS IN MY GARAGE. IT’S A BIT OF A MESS 
and there’s not much room to walk. There are giant, 
wrapped paintings, kids’ bikes, a refrigerator, cornhole 
boards, and an old Pontiac—a turquoise blue ’66 Catalina. 
She gets half the garage. I have two tables and a miter 
saw for cutting frames or messing around. 

I have a pretty makeshift lighting situation in there, probably 
not doing my eyeballs any favors. I’m already stressing them 
out with the way I paint. I have a magnifying glass with a 
light on it that I rarely use, but it helps. Some of my lines and 
colors get so close together, and when you’re using a color 
that’s barely different from the one next to it, and they’re 
only spaced a sixteenth of an inch apart, you don’t have 
much of a margin for error. 

When I’m working in the studio, I’m pretty heads-down. 
I usually have a fairly good game plan. In the house, 

there’s a lot of art, bookcases and stuff that I can walk 
by and notice out of the corner of my eye. I have more 
possessions than 5,000 people should have, including 
thousands of books. It’s visually appealing for me to see 
the way thousands of objects look when they’re all in 
a space. There are at least 80 different colors of books 
in the bookcases, and subconsciously, I’ll get ideas for 
color combinations. I like when things just strike me out 
of nowhere, when they naturally manifest subconsciously 
and spark a wildfire. The more objects that are in my 
space, the more that I find these weird little moments.  
I can grab a book and flip through the pages really fast, 
and then walk away with three new ideas. 

The house is for thinking and the garage is for getting 
things done. —Dalek

 DALEK
 DON’T TRIP ON THE INSPIRATION

Photo by

Nick Pironio
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THE REPORT

IT DOESN’T TAKE A TRANSPACIFIC FLIGHT FOLLOWED  
by massive jet-lag that causes all-hours-of the-night 
watching of BBC World News to understand that the world 
is a brutal, brutal place. It helps, of course, to set a standard, 
a universal agreement amongst people of the globe, if 
you will, that a world in constant flux is a world in constant 
negotiation between the powerful and the powerless.  

There has been notable global recognition and appeal 
regarding Los Angeles-based fine artist Cleon Peterson, 
who, until 12 months ago was balancing a career as both 
a designer at a reputable agency and a full-time artist. 
The work he was creating struck a chord, an arguably 
universal and language-defying portrayal of the bitter 
and disproportionate use of violence that plagues the 
power and class struggles of humanity. With the twenty-
first century mired in multiple wars, whether domestic or 
international conflicts, Peterson’s paintings actually depict 
a ubiquitous world climate.
 

This past January, Peterson’s newest body of work, Purity, 
found itself showcased in the burgeoning international art 
capital of Hong Kong. It opened just as China announced 
a 25-year low in economic growth, the immigration crisis 
in Europe surged rampantly and the GOP’s presidential 
candidates aimed to turn back the clock on many social 
issues. Purity, in that sense, seemed like an appropriate 
moniker. With the HK-based arts organization, Over the 
Influence, hosting the exhibition, Peterson was able to 
create his largest works to date, adding to the immediacy 
and chaotic cinematic content of the work.  

“The world is in crisis mode right now, and nobody knows 
what is going to happen,” Peterson remarked in a quiet park 
in the Sheung Wan neighborhood of Hong Kong, “But they 
feel and know things are changing, and not for the better. 
And it’s hard because there are people who say we need to 
change, and that violence is a human problem to fix. But if you 
look at our past, there isn’t a lot of evidence that humans will 
make some positive changes and people are going to respect 

THE BRUTALITY OF THE ABSOLUTE
CLEON PETERSON’S PURITY IN HONG KONG 

above
Cleon Peterson painting  

in Sheung Wan, Hong Kong

Photo by Evan Pricco

right
A Taste of Death

Acrylic on canvas

84” x 84”

2015
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THE REPORT

one another. Why would it start now? We are almost seeing 
a crisis of what it means to be an individual right now on a 
global scale, and that is sort what the work speaks to.” 

What Peterson’s work may also be exploring is the concept 
of marginalization, of the increasing effectiveness that world 
powers have in labeling masses of people as “the others” 
or even more dire, “the enemy.” Each painting graphically 
demonstrates a big winner and an obvious big loser, 
heightened by the “dominating” character’s lack of remorse 
and almost revelry of excitement in the violence. 

“I was curious about how people were going to react [to 
the work] here,” commented Dimitri Lorin, head of Over the 
Influence, a few days before the exhibition opened. “But a lot 
of the younger generation here in Hong Kong is open-minded. 
Maybe for the older generation, it’s more shocking, but the 
reaction is interesting to me. I like what Cleon is doing in the 
message with these recognizable icons you see in the work.”

What makes the presence of such work in Hong Kong so 
compelling is not only the city’s international citizenry and 
long history as an imperial outpost, but the 2014 “Umbrella 
Revolution” protests that marked the Chinese government’s 
proposed reforms to its electoral voting system. The street 
conflicts and resulting censorship proved to be another 
example of the world’s increasing separation between 
decision makers and the disenfranchised. Asking Cleon about 

that connection with the Umbrella Movement, he noted, 
“Maybe what we are going through is on a global scale. For 
the U.S., we have been at this stuff for decades, been at war, 
and perceived by the rest of the world as sort of a pariah. But 
now some of these issues are being felt in Europe and other 
places, so maybe my work is being felt in different places now 
as the world goes through these policing conflicts?” 

Make no mistake. This work wasn’t made specifically with 
Hong Kong in mind, nor does it take a generalized swipe at 
any one specific conflict. This is what humans do: we perfect 
the theater of brutality, almost to absurdity.  

“I think it’s sort of like Kurt Vonnegut,” Cleon says. “As things 
gets worse and worse, you start to recognize that the world 
is completely senseless. Violence is arbitrary, the whole ‘So 
it goes’ philosophy. In a way, it’s depressing, but I think you 
just need to be honest, and you just need to be making the 
work you feel like you should be making.”

—Evan Pricco

Cleon Peterson’s Purity was organized by Over the Influence in Hong 

Kong from January 21–31, 2016. 

 

overtheinfluence.com

above
Purity (Installation view)

Over the Influnce

Hong Kong

2016
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E VENT

above (from left)
Namsa Leuba (Echo Art, Lagos)

Untitled I, from the series Cocktail 

Fuji Crystal archive matte print  

reverse mounted on acrylic 

17.25” x 23.5”

2011

Ibrahim El-Salahi (Vigo Gallery, London)

Calligraphic Forms III

Ink on paper

9 Panels, each 17.75” x 17.75”

1989

GLOBETROTTING  
WITH THE ARMORY SHOW
THE NYC FAIR PUTS AFRICAN PERSPECTIVES IN FOCUS
IN 2008, WHEN JUXTAPOZ PUBLISHED OUR SURVEY ON 
contemporary African art, issue curator Simon Njami wrote 
in his introductory essay, “The artists gathered in this issue 
all have Africa in common. But their way of being African 
is singular and cannot constitute a community that would 
deny the individual.” Under that proclamation, we featured 
Kenya’s Wangechi Mutu, South Africa’s Mikhael Subotzky and 
Jane Alexander, Egypt’s Ghada Amer and Congolese artist 
Cheri Cherin, amongst others. For us, it was an eye-opening 
opportunity to cover the region, and in recent years, more 
and more fairs and biennales have documented the art 
movements from the world’s second largest continent.  
 
The Armory Show 2016, held at Piers 92 and 94 in NYC from 
March 3–6, 2016, will feature eight special projects that 
brings together a group of emerging artists from Africa and 
the diaspora under the title Focus: African Perspectives. 
Curators of the projects, Julia Grosse and Yvette Mutumba, 
specifically sought to create a program that sees the artists 
“moving beyond conventional ideas of the African continent 

and its ‘counterpart,’ the Western hemisphere.” Focus will 
include artists Kapwani Kiwanga, Karo Akpokiere, Jared 
Ginsburg, Lebohang Kganye, Mame-Diarra Niang, Emeka 
Ogboh, Athi-Patra Ruga and Ed Young—all internationally 
renowned artists in their own right.  
 
It’s important to note the range of nations represented—
home countries of the artists and regions that have 
showcased their work. From Cape Town to Berlin, Lagos to 
London, the Focus: African Perspectives showcase has an 
all-encompassing global reach. Njami, in 2008, wrote that a 
movement—although slow and often times disingenuous—
was upon us. In 2016, The Armory Show celebrates that next 
decade where another generation asserts itself and breaks 
new ground. 

Focus: African Perspectives will be on view at The Armory Show in 

NYC at Piers 92 and 94, March 3–6, 2016.
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AT AGE OF 22, AFTER DROPPING OUT OF THE YALE  
MFA program, Mark Steinmetz headed west to Los 
Angeles to continue his pursuit of making photographs. 
Despite his dependence on a car within a city of vast 
sprawl, he repeatedly had chance encounters with the 
illustrious photographer, Garry Winogrand. During the last 
year of Winogrand’s life, Steinmetz would subsequently 
photograph alongside him and adopt similar approaches 
to his own photographic ethos. Steinmetz has said that 
for a significant portion of his young adult life, he would 
allot the bedroom of his living space to a darkroom, and 
kitchen to the print washer, while alternatively sleeping 
in the living room or hallway. The traditional process of 
shooting film, as well as self-developing and self-printing, 

continues in Steinmetz’s practice to this day, but he now 
does the chemical work separately from where he lays his 
head at night. He has produced over a dozen bodies of 
work, in categorically nebulous categories, with titles like 
South Central, Summertime, Greater Atlanta and South 
East. Steinmetz has explained that the names are more 
abstract than informative or useful. An exploration of the 
multitude of compelling images Steinmetz has created over 
30 years reveals a cohesiveness and uniformity from which 
he never deviates. Steinmetz’s work has been included in 
a number of renowned museum collections across the U.S. 
and, working closely with Nazraeli Press, he has produced 
several monographs, many of which have sold out and now 
command high resale values. —Austin McManus

MARK STEINMETZ
THE LYRIC OF LIGHT

above  
From Summertime (2011), 

a book which focuses on 

kids and teenagers.

left
From Greater Atlanta 

(2009) 
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“FOR ME, PHOTOGRAPHY IS A FORM OF 
LITERATURE, AND I HAVE ALWAYS SEEN MY 

WORK AS BELONGING ON THE PAGE.”
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above
From the upcoming book 

about summer camp.

left
From a book released by Nazraeli 

in 2015 called The Players, which 

is on little league baseball. These 

were made, for the most part, in 

the late ’80s in the Boston area 

and in Chicago.
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left
From the series on summer 

camps, which will be published 

in the next year by Nazraeli. 

The scene is the aftermath of a 

skirmish with shaving cream.

above
From Summertime (2011).
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MIKE PERRY
WIGGLY POP SENSATIONS

above
World Within a World

Facebook Commission

NYC

2015

“FOUR AND THREE AND TWO AND ONE-ONE!”  
Fans will recognize the opening countdown to Broad 
City, that revolutionary feminist show on Comedy 
Central. Each episode has a different invigorating title 
animation powered by the hand of Mike Perry. Like a DJ, 
he instigates the energy in the room with everything he 
makes. Prolific in both design and art, he is a genuinely 
happy dude, and the joy in his work is contagious. 

Juxtapoz: What adjective best describes your aesthetic? 
Mike Perry: I don’t know if I’m allowed to use the term, but 
I’ve been playing with the idea of Pop Surrealism. I’ve been 
in a surrealistic headspace for a while, but I didn’t realize it 
until I started to do a little research. I was always interested 
in art history as a concept, but never found it relevant. The 
older I get, the more comfort I find in history repeating 
itself, and in theories and methodologies. I got introduced 
to some of the bigger principals of Surrealism and thought 

they were amazing. If I could go back in time and hang out 
with anybody, it would be the Surrealists. I know Pop art is 
a thing, and I participate in pop culture, and I like those two 
things combined into this goofy, banana-filled, fluorescent 
pink landscape. 

Tell us about your upcoming show of paintings. 
I’m attempting to push the Pop Surreal aesthetic, but at 
the same time, go back to this world of historical art by 
celebrating the classic elements: the figure, the still life and 
the landscape. There will be some naked people and some 
weird bowls of fruit. I’m just trying to be painterly and feel 
good and loose about it. 

What’s a new skill you’ve recently picked up that has 
changed your work?
Animation has changed my life completely. I didn’t even 
know I was interested in it until I did the Broad City stuff. 
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above (from left)
Running Free

Pen on paper,  

digitally colored

24 x 36”

2015

Bowl of Fruit

Pen on paper,  

digitally colored

24 x 36”

2015

Working with the element of time is a completely new 
universe to me. When things you make can suddenly move, 
they exist in their own realm in a way that you no longer 
have control over. It’s incredibly refreshing. 

Broad City is a hit and your work sets the tone.
I’m a very fortunate human being because of that. 

It’s all hand drawn?
Yes. It’s all frame-by-frame. 

Have there been other significant shifts in your work?
I made that book, Hand Job, in 2003. I was really into type 
and drawing a lot of it, and then I realized type was a whole 
separate industry in itself. When you get some kind of credit 
for something, all of a sudden you have to fight against 
being pigeonholed. I just want to be the person who makes 
things and has the best answer for the problem or question 
at hand. 

Would you like to recite your most recent poem?
I have a painting and show title that is kind of a poem—

Intoxicating Pollen Wiggling in the Moist Journey of 
Constantly Blooming Tides. 

That’s a very visual title. 
It’s a complicated pile of words. I like words and how they 
look on the page. I’ve always had a hard time spelling 
things and putting words together, so I think that’s led 
to being really visual so that I can remember what words 
look like in order to spell them correctly. I had a period 
of time where I was writing poems and wanted to share 
them, so I made these incredibly complicated typographic 
pieces that had the poems in them but were nearly 
impossible to read. 

What’s your favorite word?
My wife is named Anna, and I really love her name because 
it’s so fun to draw. I also like things that start with the letter 
W for some reason. I really like the word wiggly. I try to use it 
in sentences regularly.

Do you have any current obsessions?
Blue. I’m deep into the blue world. 
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above (from left)
Broad City Animation artwork

Oozing Sandwich of Time

Collaboration with Andy Byers

24 x 8 x 8”

How long has this been going on?
It’s probably been a year or two. Sometimes I want to 
change my palette, just because you get so used to using 
colors that you like, and you wonder if it’s becoming too 
easy. Fluorescent pink is a great color and has its own 
power, so then I wonder if it’s a crutch or something. I try to 
mix it up, but it makes me happy, so who cares? I tell myself 
to just chill out and use the pink. 

Do you think it’s the happiest color? 
For myself, I think the happiest color is a really beautiful, 
sun-kissed yellow color. 

Someone recently told us yellow represents anxiety, but 
yellow is usually a happy color.
It’s so impossible to have any idea of what other people are 
grasping from—that complex truth about color and the way 
everyone sees it differently is crazy. I feel pretty comfortable 
with my use of color as a concept, but I know that some 
people are colorblind and don’t register all of the values 
because they see a different spectrum. 

It would be interesting to ask a lineup of people to look at 
your work and compare how they see the colors. 
But then what would you do with that information?

The mystery is often better than the facts.  
Big time. 

Are there any recurring elements in your work?
I’ve been drawing that starburst asshole shape for a long 
time. It always feels very satisfying. I’ve introduced the daisy 
flower shape into my work, and I take such great pleasure in 
drawing fields of grass with flowers. I also like the rainbow 
shape without the colors, just the lines. 

You once said you like silence in your artwork, which 
was surprising because it sometimes feels loud and 
busy (in a good way). 
You say that, and I’m sitting here staring at this painting, and 
it’s utter fucking chaos. Did I really say that? I spent a bunch 
of time making these spacey watercolors, and I called them 
little universes or starscapes. I always thought those were 
quiet, but maybe they only feel calm to me because I get to 
look at them and feel a sense of accomplishment. It could 
be my own personal point of view. 

One of my favorite things to do is to stack things in drawings, 
so there’s like a fictional gravity. It feels like when you put 
a house of cards together—you suddenly get really quiet 
because anything you do could knock it over. Maybe it’s 
something like that. 

mikeperry.com
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OSCAR DE LA RENTA
THE ARTIST AS A GENTLEMAN AND A SCHOLAR
IF YOU’RE LOOKING FOR A GREAT BIG, GORGEOUS PIECE 
of installation art, where you can interact with fantasy and 
history in three-dimensional works, plan to spend some 
time with Oscar de la Renta, the Dominican Republic-born 
couturier who studied drawing in Spain, sharpened his 
skills in France and made his name as an American fashion 
designer. His art took color and textiles and gave them 
shape on runways and city streets as they told stories in 
photographs, and became truly interactive with the final 
zip. I spoke with Fine Arts Museums Acting Director Richard 
Benefield, who worked with lead curator André Leon Talley 
to orchestrate the exhibit. 
 
Gwynned Vitello: Beyond his personal grace and goodwill, 
why Oscar de la Renta?
Richard Benefield: Of the fashion designers who 
appeared in the ’60s, he arrived in 1963, fully formed, 

and stayed at the top of his game for five decades. 
After training in Madrid and Paris, it was a short matter 
of time before he established his own label. This art of 
consistency covers all those years, characterized by an 
equally enduring relationship with his loyal clients, whom 
he always credited as his most vivid and valued source  
of inspiration. 
 
He was known for form, interior construction and the  
lining of his clothing. Can this be displayed, and which 
other designers were renowned for form and simplicity?
With a career so long and a story so deep and rich, we 
decided to just go with the clothes and let them speak for 
themselves. There will be a multimedia guide, primarily 
related to beading and embroidery and, especially, the 
fabric. Though I never met him, I have heard over and over 
that he was inspired by fabrics and fabric choices. 
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He’s part of a great generation of designers like Bill Blass 
and Halston, who were known for their clean design. Oscar 
could do that too, although with the great florals and beautiful 
embroidery, you don’t automatically think of minimalism. But 
the thing that I think people really associate with Oscar is that 
particular silhouette, that particular bodice to the waist—there’s 
a lot of under construction in that, and either the flaring or 
gathered skirt away from the waist, often with a small train. He 
loved to do short in front and longer in the back, which I think 
he got directly from Flamenco dancers. There is that particular 
Oscar silhouette, which I think of as his, often copied and 
imitated, but that I would call his signature.

With his love for details, he literally covered the gamut, 
from classic form to embellishment. Can you comment on 
how painting influenced his fantasy designs?
He was greatly inspired by artists and painters, most of 
them Spanish, in particular Francisco de Zurbaran from 
the Spanish Renaissance. That can be seen, for example, 
in the unusual colors that appear and the way the fabric 
drapes. John Singer Sargent’s El Jaleo, with its Spanish 

Gypsy dancer performing, accompanied by musicians, was 
a particular inspiration, as seen in his love of boleros and 
ruffles. In fact, in the Spanish section of the exhibit, we 
deconstruct that painting; it was that much of an influence.

Fashion photography really bloomed during his era. Did he 
have a favorite photographer?
He was always in the present in everything he did, but 
a favorite photo was by Steven Meisel. He also enjoyed 
Helmut Newton and Annie Leibovitz, who took the first cover 
photo of a First Lady when Hillary Clinton wore one of his 
dresses for Vogue. 
 
How have you organized the exhibition?
Appropriately, the opening gallery shows his first work 
designing for Elizabeth Arden and Jane Derby, and then 
the first fashions conceived on his own. We’re lucky to 
have three of the dresses that were on the runway in 1973 
at Versailles, where a fashion show pitted five French 
designers against five Americans who, incidentally, won. 
A brief night-and-day tableaux follows, featuring the 
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white Laura Bush inauguration suit and Hillary Clinton’s 
inauguration ball gown. Next is the Spanish interlude, with 
its bullfight and flamenco motifs, all the colors of Spain. The 
many Eastern Influences follow, everything from Ikat prints 
to the Russian installment, which is literally topped off with a 
lot of fur, heavy embroidery and meticulous beading.

There has to be a section on gardens, since they were such 
a huge of source of pleasure his entire life.
The garden grouping is one of the largest. There’s a 
beautiful Marie Antoinette-inspired gown worn by Kirsten 
Dunst for Sofia Coppola’s movie. We’re recreating, 
architecturally, this great Steven Meisel photograph done 
for Vogue in homage to Cecil Beaton’s 1948 photo in 
that magazine. This was done for a story on the rise of 
the Asian model, and eight women from all parts of Asia 
each wore gowns by Oscar. You can see all the influences 
we talked about in this representation. And last is the 
Grand Ballroom, where you have red carpet gowns and 
fabulous dresses. Between 1993 and 2002, he was asked 
by Balmain to be lead designer and had the extraordinary 
opportunity to work in couture, where everything is made 
in-house, from lace to beading. He was able to work with 
amazing materials in this one-of-a-kind approach and 
bring the technique back to the United States. This last 
gallery focuses on breathtaking evening wear, including a 

gown worn at the Met Gala by Sarah Jessica Parker, one 
Penelope Cruz wore to the Oscars and another Rihanna 
wore to the Brit Awards. Never wanting to remain static, he 
was not interested in doing an archive, but we were able to 
do this with the help of the Balmain Archives in Paris, the 
Metropolitan Museum of Art, the Fashion Institute and Kent 
State University. 
 
You must have a stock answer for this, and there’s 
certainly no argument from me, but how do you answer the 
inevitable critics of fashion retrospectives in museums?
You know, I don’t. I think we have a great tradition at this 
institution, having made a commitment to fashion and 
textiles as art. Answering a controversy over the work of 
glass artist Dale Chihuly, one of my first bosses simply 
stated, “Everything is Art.” 

For me, it’s a conversation, not an argument.

Oscar de la Renta is on view at the Hearst Exhibition Galleries at the 

de Young Museum in San Francisco’s Golden Gate Park between 

March 12 and May 30, 2016.

famsf.org
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THE SPRING OF 
SUSAN O’MALLEY
MORE BEAUTIFUL THAN YOU 
COULD EVER IMAGINE
WITH THOUGHTFUL WORDS AND APPEALING COLORS, 
Susan O’Malley’s work will grace walls and windows in San 
Francisco and beyond this spring with three exhibits and a 
new book, Advice From my 80-Year-Old Self. The poignant 
aspect of this coordinated effort to share her work is that 
she isn’t here to see it. She left the world suddenly and 
tragically last year. 

Susan radiated a warm glow that will continue to shine. 
Her best friend, Christina Amini, lovingly carries the artist’s 
legacy and helps spread the wise reflections Susan O’Malley 
left for our own mindful consideration. 

Kristin Farr: When did you and Susan meet?
Christina Amini: In college. We both lived in the hippie co-
ops at Stanford where you decide everything by consensus. 
Our senior year, we lived in a house with ten people. We 
were a bunch of humanities majors and didn’t know what we 
wanted to do when we grew up, but we knew we wanted to 
live together. So five of us moved to NYC without jobs and 
landed on our feet alright. It was nice because the thing we 
prioritized was living with each other. 

As an editorial director at Chronicle Books, did you help 
publish Susan’s book?
I wasn’t the editor for her book because I love Susan too 
much, so it would have felt like nepotism. Of course, I wanted 
her work to be a book, but she developed the proposal with 
another editor. Susan saw the preliminary designs but not the 
final layout. We needed an afterword to give more context 
after she died, so I asked her husband, Tim, for advice. He 
said I should write it, and I burst into tears. I was coming at it 
as her friend and collaborator, rather than an editor. 

With all these new projects, it’s the Spring of Susan.
It’s so true. Somebody else asked me what legacy Susan 
leaves, and the thing that comes to mind is that she brings out 
so much love. The Thing Quarterly jumped up to do a tote bag 
because they love Susan’s work, and Chronicle has done a 
beautiful social media campaign of people sharing the pages 
of her book. Her work is framed all over our building, and Griff 
Williams from Gallery 16 made vinyl prints that are hanging in 
the windows along Brannan Street. It’s a beautiful thing. 

Do you see signs of her, besides her actual signs, of 
course? Little things that make you think of her?
This may sound crazy, but hot pink. We were working on a 
project at Yerba Buena Center for the Arts, and there was an 
audio component, and it became a funny joke the way Susan 
said “hot pink.” It’s become a representation of Susan, with 

her brightness and vibrancy. That’s why you’ll see hot pink 
as the accent color of the book, as well as in the end sheets.

How would you describe her approach to making art?
She was thoughtful but not pretentious, which is an 
important aspect of her work. At Stanford, she was in 
urban studies, so the interaction of people with places, and 
especially each other, was important. Connecting to people 
was part of her work. She portrayed warmth and tried to 
make things simple, not complicated. Her work was very 
direct and accessible. It wasn’t always about a finished piece 
of work, but a shared interaction or a meaningful exchange. 

Her approach is really inviting and straightforward, which is 
just how she was. Susan had a great sense of humor and a 
big laugh. It’s one thing I miss most. 

She was so positive, which is really refreshing in art. 
One of her blog posts is about things to remember to do. It 
was from when she was grieving over the loss of her mom, 
and it’s a list of 50 different things to remember to do—like 
lay on the floor and don’t do anything. Drink water. Call 
your best friend. 
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When making the book, were there any details where you 
felt you needed to channel her?
With the cover, I love the yellow we used because it has 
such brightness. We thought about doing a fade with dark 
blues and purples, but felt that maybe it didn’t express 
optimism, and yellow was Susan’s favorite color. 

What’s your favorite page? 
I think my favorite page is, “Love is everywhere. Look for it.” 
It’s gained meaning for me in losing Susan, and sometimes I 
feel like she is everywhere, especially with the new projects. 

Susan’s mom has a piece of advice in the book, “Trick your 
brain and smile.” The next pages is, “You can never catch up 
on having fun,” which is my dad’s. He died 11 years ago, and 
that was one of his favorite things to say. I think she included 
it as a gift to me, and she probably liked the advice too. 

What collaborative projects did you and Susan do?
The Pep Talk Squad was the main thing. We would give pep 
talks to people in public spaces and galleries. She was early 
in her time at California College of the Arts, and could see 
that these first year art students really needed pep talks. We 
had red Pep Talk Squad athletic jackets, white pants and 
sneakers, and matching T-shirts. We would ask people if there 
was anything they needed encouragement about, and they 
would say yes because we were goofy and and agreeable. 
The interesting thing is that you’re kind of asking people what 
they feel vulnerable about, so it was a quick and wonderful 
way to get to know people better. One of us would ask them 
questions and reflect back what they were saying, and the 
other would have a typewriter and write up a pep talk for 
them. At the end of 15 minutes or so, we’d say something 
like, “Your attention to Susan’s work is outstanding and your 
writing has made such a big impact. Yaaaay, Kristin!” And 
we’d both cheer and raise our hands up in the air. You would 
get a Pep Talk Squad button that said, “I had a pep talk today,” 
or “What the world needs is pep,” or “Say yes.” And people 
would get to keep a copy of their pep talk. 

People must have been touched to have someone so 
interested in their issues. 
What was really moving and fascinating is that people really 
liked being listened to. They were not used to getting two 
people’s full attention, even for just 15 minutes. 

Were you affected by Susan creatively, just by being her 
friend?
This makes me feel like crying. Susan was such a part of 
me that, when she died, I felt like I couldn’t do this kind of 
art anymore, like another part of me died. If I ever asked 
her for advice, she would give me permission to do things; 
she was encouraging. I’ve been going through old emails 
and I found one that said “Christina, protect your light.” I 
think that is such a powerful thing to hear from a friend, 
both creatively and personally. First of all, valuing my light, 
and then giving me permission to protect it. Does that 
sound weird or make sense?

It makes a lot of sense and is such a nice sentiment. I loved 
her artist-in-residence project in San Jose. Will you tell me 
about that one?
Susan’s so fucking rad, speaking of giving yourself 
permission to do things. She wrote a letter to her neighbors 
declaring herself as the artist-in-residence for their 
neighborhood, and then she made all these art installations 
for them and made videos that her sister Ellen filmed. You 
can tell they’re having such a fun time. It was so perfect with 
the suburban weirdness of San Jose. 

Also her Healing Walk at Montalvo is so beautiful. Along a path, 
there are five or six sign markers with different messages, and 
they’re the style of signs you’d see in a national park. When 
you get to a grove of redwoods, it says “Look up.” And you 
think, oh yeah, these are really amazingly tall trees. Or another 
sign reads, “A beautiful moment.” And at the very top it says, 
“You are here, awake and alive.” In addition to her artwork, her 
legacy is the warmth and love she exuded as a person.

See Susan O’Malley’s work at the San Francisco Arts Commission 

Gallery, in kiosks along Market Street in San Francisco, and at the 

San Jose Institute of Contemporary Art through May, 2016. Her book, 

Advice From My 80-Year-Old Self, was published by Chronicle books 

and includes advice collected by Susan from people ages 7 to 88. 

susanomalley.org
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VERY MORNING, JEAN JULLIEN WAKES 
up, drinks coffee, grabs his brush-pen, 
draws, and within minutes, is sharing 
his moods and opinions of the day with 
nearly half a million Instagram fans. After 
the Paris terrorist attacks of November 
2015, it took a shaken Jean few seconds 
to draw in his sketchbook one of the most 
powerful and iconic symbols of peace in 

recent decades.

Jullien draws very fast. Fast doesn’t mean rushed; the rush 
happens in his head. He never stops thinking about how 
he is going to communicate his next visual challenge. It’s 
no wonder why it took a recorded, sit-down interview in 
Brooklyn a year ago, and twelve rounds of emails over the 
course of six months to finish this conversation.
 
Kimou “Grotesk” Meyer: You seem more busy than ever. 
I have been trying to get in touch with you for more than 
a week!
Jean Jullien: I've been in France for back-to-back meetings! 
We're doing a short film and music video with my brother. 
I'm also doing a series of illustrations for a hotel in Austria 
that is employing refugees (a really nice project), another 
series for a furniture company, a book with Phaidon, my 
first monograph with teNeues, a great new project for a 
huge clothing company, something for Uniqlo on Oxford 
Street in London, a series with Only NY, a big project with 
the Aéroport de Paris, and a cool object with Case Studyo. 
That's for this week, but I'm also hoping to start my weekly 
column for SZ Magazine...

Whoa! I guess that’s what you call a busy man. I am 
amazed by the variety of projects and clients that you 
have and can handle at the same time. It looks like your 
universal language reached a point where brands, non-
profits, newspapers, and just overall clientele want your 
point of view, more than you executing their brief. Would 
you agree with that?
Yes, in a way. Which is very exciting, since my work's always 
been about communication and exchange. I've always used 
drawing to express myself as a visual language. That's why I 
post so many topical things, alongside more trivial drawings 
of cats and dogs, of course, to start a conversation with 
people, to see what they think, and to discuss. I'm a firm 
believer in conversation and communication as a means to 
improve our world. Social media is a great opportunity to 
debate and share opinions, and drawing adds a universal 
legibility that goes beyond written or spoken language. 
I think that is maybe why people are, as you said, are 
interested in my visual language. Not because it's good, but 
because it's timidly clear. I don't have a convinced opinion 
to hammer on people, that's what politics do. I just have 
ideas and questions, like we all do, and I want to share them 
visually on these online platforms to start a conversation, 
and maybe wise up, thanks to people's reactions.

It’s very interesting what you are saying. I feel that, as an 
artist and communicator, you have developed a universal 
language that most of the planet will get. You don’t need 
comic bubbles, huge set design, nor justification; it’s 
just pure and straight to the guts. Speaking of guts, I am 
amazed at how positive you are through your drawings. 
I am a passive aggressive illustrator, and sometimes I 
can’t put filters on my work. How do you you always find a 
positive outcome in your drawing?
Oddly enough, my drawings are a positive catharsis for 
me. I am a total curmudgeon in real life. Everything makes 
me feel ticked off and complain. But, instead of translating 
that feeling onto paper, I try to turn it into comedy and find 
the irony. In general, I look more at comedy than I do at 
illustration. Seinfeld is closer to my working process, at 
least based on social observation. Nobody likes a downer, 
especially me. I'd much rather have a positive outlook, so 
I'm using my work to turn things around and see the funny 
side. Of course, it's very challenging sometimes. But it's 
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also a good way to "read" the world, so to speak. I also find 
myself doing things that I sometimes find too cute or tame, 
and following them up with something a bit more caustic. It's 
important for me to have a good balance. I don't want to be 
a curmudgeon, but I don't want to be a Teletubby either.

Your work is very thematic with few very recurrent topics, 
such as social media, smartphone addiction, and “TGIF,” to 
name a few. Is it a form of personal challenge to reinvent 
the similar ideas that always do well, or is it based on an 
audience that expects a certain Jean Jullien moment? 
The reason I ask is that I feel you really care about how 
people react to your drawings. Like a Seinfeld joke, 
you are probably concerned about whether it will be an 
crowdpleaser, right?
That's an interesting matter, actually. I often feel a strange 
sense of guilt when I do the same kind of image, such as 
those I do on Mondays and Fridays, because my work is 
normally based on finding new ideas. But, at the same time, 
I find it challenging to find new ideas for a similar subject. It's 
like a weekly question that is being asked, and I try to come 
up with a different answer each time. It's interesting, from a 

creative point of view, is like a creative gymnastics routine—
in a good way. 
 
It is also proof that my work is a natural way of expressing 
myself. I draw how I feel on Mondays and Fridays, then share 
it. It starts as a personal thing. But, after doing it for a while, 
I've realized that it's the images based on daily life that are 
the most popular because they're so relatable. They're a 
shared experience; hence, we all have something to say 
about it. My drawings are just a vehicle to say it. In that 
sense, social media makes illustration very practical. It turns 
images into speech bubbles that are being borrowed by 
everybody when they share, regram or retweet them. 

You are going to be a dad soon. For me, it was a huge 
game changer, creatively. Knowing your sense of humor, I 
am sure that we are going to see some new Jean specials 
on Instagram and maybe a children's book. Are you excited 
about this new world and lifestyle that will come like a slap 
in your face?
Well, this is, indeed, a terrifying prospect as much as it is 
exciting! I do worry a bit about my content changing, but 
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then again, I'm looking forward to being surprised by what 
these life changes will inspire and trigger. These days, as 
I've been lucky to get a growing number of followers on 
social media, I think a lot about content. My main interest is 
to use these platforms to communicate with people, so it's 
important to keep a critical mind and not be too generic, but 
maybe not get too personal either, as it is less relatable to 
some. There is a fine line between doing this and becoming 
a crowd pleaser, which is boring for everyone, I think. With 
that in mind, I double up my efforts in trying to find subjects 
that make me react and are universal at the same time, as if 
to find unifying subjects to define modern life and what we 
can all feel connected to. I find that fascinating, and a real 
driving force.

You grew up in France, you live in London now, and you 
might move to the U.S. soon. Is it part of your process to 
push things forward by being nomadic?
Yeah, it wasn't planned as such, but since I started moving 
away from home, I've really fallen in love with being on the 
move, seeing places and meeting people. I know it sounds a 
bit corny, but it's true. I also get bored very easily and have 

been in London for ten years now. I really feel the need to 
get out and experience living in a different place and culture. 
And it agrees well with my way of working, too. I can work 
at a desk but really don't need to. I've gotten used to doing 
commercial jobs on the go, with just a sketchbook and a 
laptop, and it's worked well for me. The extras would be a 
luxury. The more you move, the more you have to adapt and 
improvise, which I find very stimulating, creatively. 

Speaking of a multidisciplinary approach, your artworks 
function on pretty much any medium: sculpture, books, 
watercolor, chocolate, music videos, glass, newspaper, 
and many others. You seem to have a natural sense for 
product design, art direction and merchandising. I feel that 
your iconographic world became a brand, but without the 
stigma of being one. I don't know many artists who have 
that skill. You remind me a bit of Dick Bruna and all the 
merchandising he did with Miffy; it was always right and 
never bad.
Thank you. That's very humbling. I love Dick Bruna's work! 
I have thought about this notion of becoming a brand, but 
I think that I see this coherence more like an alphabet. It's 
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always used by the same mind to express ideas, but it can 
be articulated in many different languages, using the same 
alphabet. When I think of a chair character, for instance, I draw 
it. It exists as such, and works. But then you think, "Why not 
actually try to make it a chair?" So you reshuffle your "letters" 
and use them to create a different word expressing the same 
idea, like a translation. It's a very refreshing way of working 
for me, trying to translate the same idea in different creative 
languages: furniture, clothing, sculpture, illustration... 

But it's also down to my very limited craft. In all honesty, I am 
not a very skilled illustrator, and understanding that very early 
on has always been a blessing. I am focusing on the ideas and 
how to express and play with them, rather that trying to paint 
the perfect picture. I'm not very good at making things look 
beautiful, which is also why I look more at, again, Seinfeld or 
Peep Show for inspiration, rather than the work of great artists. 
Don't get me wrong—I love people who make beautiful things, 
and I buy tons of art books, but this is not what I'm good at. I try 
to make people laugh and react, to connect and play, and that 
is facilitated by this lack of a "perfection seeking" burden.

When clients want to get the "Jean Jullien Style," is there 
any moment where you present something different and 
the client is like. "It's great! But that's not you..." How do 
you deal with that? How do you break out of the mold 
when you think it's time to move on?
That's something that social media is really great for.  
I produce new things every day, as part of this sort of 
creative workout that I do for myself, so people and clients 
who would commission me see this production and the 
spectrum of what I could potentially do. If I always do the 
same thing, then, of course, people are going to assume 
that's all I can do, and that's what they're going to ask me to 
do. So, it's really up to me to show them what I can do!

I also think that a long career is made of many phases that 
you identify as posterior, but that notion isn’t very clear at 
the time. Some transitions are slow and discreet, and you 
evolve out of the mold progressively, rather than break out 
of it. Looking back at my earlier work, I think it looked very 
different. It was all cut-out papers photographed in complex 
sets, almost like theater design. And that was all clients 
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asked me to do until I showed more and more illustrative 
work that had similar lines and character design. It was then 
that clients started imagining that it could work too, that it 
was the same idea, but expressed in slightly different ways.

We both grew up in very political households where we 
would constantly speak about inequality in the world, 
tolerance, socialism and idealism, but with a lot of humor 
as well. I feel growing up in this environment gives you an 
edge and helps you naturally grow a thought process for 
great satirical and visual weaponry, right? 
Most definitely. I feel lucky in that sense. Like you, I was also 
exposed to a lot of great counter-culture, bande-dessinée 
(the European equivalent to comic books) and satirical 
magazines. That helped forge the idea that you could use 
graphics to protest, to express your disapproval of things, 
that there was a real practical use to image making. My 
graphic education truly began with Evan Hecox and May 68 
posters, where I saw the power of "damaged" imagery, be 
it printed on wood and broken, or on paper and ripped. A 
great image transcends damage and even gains in strength 
by the stigma of its context. There's nothing more furious 
and touching than a strong image that has lived and shows 
it. The use of an image shows its power. We can quantify it 
easily these days with social medias and this system based 
on likes and shares. A good image will be used and will 
travel, same as a good poster would have been printed and 
reprinted and put on many walls.

We share a funny dilemma. Your dad and my mom were 
both elected as left-wing mayors in their cities. And 
now we are working for some of the biggest capitalist 

companies! Did you dad ever give you shit for being a co-
conspirator of the socialist ideal? 
Ha ha! No. My dad is a very open-minded and a wise 
man. We talk about it at great length. We have the same 
political ideas, more or less. He knows that I get involved 
with socially motivated projects and charities, and that I 
have boundaries for with whom I'll work. But it is a very 
tricky situation we find ourselves in. It is important to have 
principles and to follow your heart, but the world works 
in such a way that the only way to be completely 100% 
irreproachable in that regard would be to completely 
ostracize ourselves from society. And, let's be honest, we 
could pride ourselves in being better than everyone else 
and in harmony with our beliefs, but would it really change 
anything? I'd rather make some compromises and try to do 
my best, like a lot of people. 
 
It's the simple things: be tolerant, recycle, vote, get involved 
with the community. It doesn't take a revolutionary leader 
to start to change things; it takes a group of like-minded 
people trying to work together to make things a bit better. 
Sometimes I wonder whether I'd be happier just being an 
artist, and living this glamorous bohemian lifestyle that 
makes Picasso, Matisse and others so iconic. But I like the 
challenge, complexity and duality of working in the real 
world and having to compromise.

jeanjullien.com
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 DALEK
JAMES MARSHALL KEEPS IT  
VERY REAL
INTERVIEW BY KRISTIN FARR  //  PORTRAIT BY NICK PIRONIO

TRUSTING YOUR GUT IS EASIER SAID THAN DONE, but James 
Marshall has learned to have faith in his own instincts, constantly 
exploring new territory. From his signature Space Monkey character 
to his Minimalist studies of color relationships, his trajectory as a 
painter has been powerful and influential. Dalek, as he is known, 
has honed a skill for geometric perfection, and after a break from 
exhibits, he’s back, with a piercing vision. 

Like a patron collecting an artist’s work in depth, Juxtapoz 
likes to follow artists throughout their careers, keeping up 
with their development and discoveries. Early on, Marshall 
assisted Takashi Murakami, which contributed to his eye 
for detail, and he’s currently exploring depth and texture, 
attempting to make hard-edge lines feel organic. He’s 
become a painter impossible to contend with, and we 
caught up over the phone as he was shuttling his son to 
basketball practice. Among other things, we talked about his 
name, his growth as an artist, and motherfucking biters. 

Kristin Farr: What was it about the Dalek robots on Dr. Who 
that made you want adopt the name for your art life? 
Dalek: The core of the story is that I grew up watching Dr. 
Who because there were only four channels to watch before 
cable, so there weren’t a lot of options. The whole show is 
so trippy, not just the Daleks, but all the robots. I was into 
Logan’s Run and all of those ’70s Sci-fi movies, and all of 
them were making larger social statements about the state 
of the world—movies like Soylent Green, Brave New World, 
1984, or any of those dystopian future society films. Those 
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futuristic movies were depicting what would happen if 
technology ran amuck, and one reason why the name Dalek 
is still relevant for me is that this is an issue now more than 
ever. Technology is taking over our daily lives and shaping 
humanity in some positive ways, and a lot of really negative 
ways. The technology conversation was at the heart of Dr. 
Who—these pockets of resistance, fighting the empire, so to 
speak, and the Daleks were robots created by the character 
Davros. They basically despised humanity and wanted to 
wipe people from the face of the Earth. 

I was a highly misanthropic teenager and got into punk cultures 
and skateboarding, all those kinds of things, and fighting the 
system to keep from falling into normal life. Those subcultures 
taught you to be independent and fight for your identity. It 
squashed the acceptance of this middle-of-the-road life that 
everyone was telling you to subscribe to. In that sense, the 
Daleks are about the struggle and constant need to fight 
against this uniformity. The Daleks represented the opposing 
side, but at the same time, you can’t argue with the fact that this 
menacing stuff is appealing, especially to a teenage boy. 

When I started painting graffiti, I was painting characters, 
and I was trying to come up with the right name. Graffiti is 
the ultimate form of self-marketing. You’re creating your 
brand identity and you’re selling your brand within your 
own subculture, and using your mark to create your status 
and build upon it. My original Space Monkey characters 
were about the same kinds of things—humans as hollow 
shells, bowing to technology and open to suggestion, kind 
of lost and struggling to find their way. I kept going through 
the alphabet and I wanted a D and a K, and Dalek just 
clicked. I liked the letters, and it fit what the Space Monkey 
represented. It was one of those serendipitous moments. 

Graffiti is such a good training ground for painters. 
Absolutely. I was lucky enough that, when I got into graffiti,  

I had people who looked at it as a craft and took pride 
in how they did things. That emblematic sense not only 
taught me about spacing and scale, because you have to 
sketch and step back, and put things together quickly, it 
also taught me about graphic design, value and weight, and 
keeping things simple. It was invaluable in a million different 
ways. I learned so much about painting and the situational 
aspect—picking the right spot where people would see it, 
and choosing colors for a certain reason. There was so much 
that was interesting, and so much room to grow. Learning 
has always been the driver for anything I do. 

When I started painting, everybody was doing letters, and 
a lot of people were saying that painting characters is not 
graffiti, and there were all these weird rules. You come to 
terms with the fact that even within subcultures that are 
supposedly preaching independence, people still want to 
apply limitations. Skateboarding was like that. Everyone hates 
rules because they feel powerless, and then they go and 
establish their own rules so they can gain power, and you 
realize that’s the cycle. It’s bucking the system that pays you 
no mind, so you can control your own system and pay other 
people no mind. I always found those dynamics interesting, 
when you have to be a rebel within the rebel group. I’ve 
always been more drawn to those types of people. I enjoy 
people who know enough about who they are to trust what’s 
important to them, and that’s a big part of what I teach my 
sons as well, just to trust themselves. 

It’s so important but hard to do. That’s also a good point 
about subcultures making their own limitations. How else 
did skateboarding influence your life?
Most directly, the art of skateboards themselves. That’s 
one thing that punk and skateboarding gave me. They were 
so connected at that time. The way I came up in the early 
’80s, punk and skateboarding were kinda synonymous. 
Pushead was my first real artistic influence because his were 
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the record covers and skateboard decks that I was super 
stoked on. That gave me inspiration because, unlike stuff in 
museums, it was punk and skateboarding, and later, graffiti, 
that put art in an accessible place. 

You’ve talked about graffiti being the one true global art 
community, and I think that’s really true. 
The best example I can use is that when I was 14, we moved 
to Annapolis, Maryland, so I started going to punk shows 
in D.C. We’d go to the 9:30 Club and places like that. And 
then, all of a sudden, my dad comes home and says, “We’re 
moving to Japan. I just got stationed there.” At 16, obviously 
I was disappointed because I had just found skateboarding 
and was getting into the rhythm and meeting people, and I 
had a sense of community. Moving to the other side of the 
world was more nerve wracking than exciting at that point. 

So we get to the base in Japan, and I wanted to get away 
from my parents, so I rode my skateboard around, and I ran 
into a bunch of other kids skating. By the end of the day,  
I had eight great new friends, and I was going to punk shows 
in Tokyo within a couple weeks. It made the adaptation so 
much easier for me. Then we moved to Hawaii, and then 
Virginia, and it was the same thing. 

Are you disciplined in your art because of your dad being 
in the military? 
My dad wasn’t the super strict military guy who made you 

have a buzz cut and snap to attention at 5:00 am. He was 
out to sea almost my entire childhood, and we moved every 
two years, so it was just constant upheaval and adjustment. 
My dad’s a nuclear engineer for submarines and he’s very 
math-and-science brained. I’m a weird mix because I’m 
technical, detail oriented and high strung—I’m highly left 
brained, but somehow the art thing creeped in there. 

Your paintings do have a mathematical element. Do you 
put down pencil lines first, or do you just paint perfect 
lines freehand?
No, it’s all tape. There’s no way. No one in their right mind 
would freehand that many straight lines. I would have to be 
borderline institutionalized to have that level of perfection. 
You would have to be insane. 

Right! Do you sketch?
If I’m sketching with pencil, I’m doodling characters. When  
I want to sketch for paintings, I’ll just work in Adobe Illustrator 
all day and build things, cut and paste and tile things, flip them 
around and recolor things. That’s my sketching. 

What I’ve always struggled with is that, no matter what I did, 
I always hated recreating something from a computer on a 
canvas because I’d feel like I’d already done it. What I like 
about art more than anything is problem solving, and mixing 
colors is the ultimate problem for me now; like how can I get 
30 shades of red and keep everything looking lined up so 
that it doesn’t get too flat, too hot, too cool? Those are huge 
challenges to figure out, and that’s what I like. 

Do you go through phases with color? There was a lot of 
orange in your recent solo show at Jonathan LeVine Gallery. 
I was really trying to figure out how to relay that warmer, 
fleshier feeling. That’s what all those orange and red paintings 
are very much about. I was working with flesh tones to 
create something that’s rigid, yet organic feeling. I like the 
juxtaposition of rigidity and flexibility kind of co-existing. How 
do you take really hard-edge things and make them soft? It 
was an interesting problem for me to work with. I feel like I got 
close, and there’s room to explore. The stuff in the show was 
still very geometric, whereas the next step will focus on making 
it feel even more flowy and curvy, although when you get on 
top of it, there are still hard-edge lines and sharp angles. 

They do feel warm. 
I did a show in Oklahoma City at The Womb Gallery, that 
space Wayne Coyne from the Flaming Lips has. Since it was 
called The Womb, I wanted to make the space feel even 
more like a womb, and the two paintings in that recent Major 
Work show at Chandran Gallery were from that installation. 
The Womb Gallery is another perfect example because 
Wayne’s world (no pun intended) is very loose and flowing, 
and he is very organic in every aspect of his life. I’m the 
polar opposite. I’m as rigid as humanly possible, because 
the only way I can move forward is to contain my energy. 
It was this really cool thing of taking my approach into his 
world. That installation, and now this LeVine show, were the 
first times where I felt like my abilities with color brought me 
to a point where I could explore better. Instead of being able 
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to mix 20 colors in a range, I can get about 40 without losing 
the differentiation. I don’t think you can go much deeper 
than maybe 50 while keeping only a couple degrees of 
separation between each color. 

You used to outline each color in black and then you stopped. 
The black line served its purpose with the Space Monkey 
and early geometric stuff, but I realized I was flattening 
things out and it wasn’t giving me the depth I wanted. 

I’m still trying to teach myself the basic tenets of painting 
as I see them. I don’t have a formal art education, but I feel 
like I spent years teaching myself color. I feel like I’m well 
versed in it, but I still have room to push. I can comfortably 
say I think I could pretty much run anybody’s ass under the 
table when it comes to color. I know there’s a lot of people 
biting my shit right now, but that’s not new either. I always 
take it as a challenge. Look, man, if you want to come and 
play in my world, I’m going to up the ante. All of a sudden, 
everybody’s doing geometric work, and there’s a lot of 
motherfuckers doing color fade work. If you want to play 
in my kingdom, then you need to recognize that you’re 
ripping off my shit and I’m going to have to one up you and 
keep you on your toes. 

I’m one of those motherfuckers! I like to paint geometrically, 
but I would never fuck with a color fade like you do. 
I don’t mind if someone’s using it in a different way and 
they’re being respectful. I’m not going to say I’m the 
originator of this or that, but I will say that whatever I’ve 
done, I’ve made it my own. I take a lot of pride in that. I’m 
not saying I’m reinventing the wheel, but look at someone 
like Tarantino. He took a bunch of styles that pre-existed 
and combined them all together in interesting ways 
and made it all brand new. It was about mixing personal 
experiences and what appealed to him from all these old 
genres into something completely new but that isn’t so 
serious it can’t laugh at itself. Tarantino just does his own 
thing. He’s been hated on and clowned on, he’s been 
admired, but he just does what he believes in and doesn’t 
give a fuck. He continues to take regurgitated concepts 
and make them fresh. 

If you can take what exists in you personal pantheon and give 
it some depth and newness, and some context that makes 
sense to who you are as an individual, and it’s an honest part 
of you, then I don’t have a problem with it. If you don’t have 
enough individual creativity to create your own lens, and then 
you get attention anyway…

I see galleries working with obvious biters, and I wonder if 
the curator is clueless. 
Sometimes people are positioning themselves to pick up the 
overflow. Mark Ryden’s a good example. When his work got 
so popular and out of price, how many people in LA started 
painting like Mark Ryden? Everybody. People would think, 
“I can’t pay a quarter of a million for a Ryden so I’ll buy this 
other person’s work.” Artists position themselves like that, 
and I don’t have a problem with it if they want to take some 
ownership and eventually grow. 
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Nothing makes me madder than an artist whose work looks 
like it did 20 years ago. Why would I even care to see their 
art anymore? It was great 20 years ago, but I don’t give a 
shit anymore. They might be popular, if not more so today, 
because they’re just riding the horse. Again, that’s fine, but 
I’d rather go to my grave being broke and original than riding 
a cash whore and selling my soul for some buillshit. I just 
want to let honest discoveries and growth happen, and I feel 
that’s what is important in life—just to have that integrity. 

In your 2008 Jux interview, you said your signature Space 
Monkey character was here to stay. Where is he now? 
The Space Monkey is still there, but I kind of reached a point 
where I couldn’t push it any further and I didn’t want to go 
through the motions. I felt like I was limiting myself. That’s 
when I started breaking the Space Monkey apart, but that 
quickly became its own burden. I didn’t want to just paint 
deconstructed Space Monkeys, so that only needed to happen 
for a moment to get me into this other space. Now that I’m in 
this new place, I’m still figuring it out. I’ll paint an occasional 
Space Monkey if it strikes me, but what interests me right now 
is textures, layers, color, depth and space. People say stuff 
like, “Throw a Space Monkey on top of that geo pattern,” and 

I’ll think, oh, that would be really fucking stupid. But the Space 
Monkey is coming back in toy form soon, and it is realistically 
the best one I’ve ever made. My buddy Klim, who owns Bigshot 
Toyworks, sculpted it and it feels one thousand percent right. 

It’s interesting to look back at the trajectory of your work 
and see how it’s matured.
I just do what I do, and by God’s blessing, the right things 
find me, you know? I invest a lot of energy in my kids. To me, 
that’s more important than anything, so I temper what I do 
as far as putting myself out in the world. I don’t want to be 
doing eight shows a year, flying all over, because I want to 
be sitting in the gym right now watching my son put up reps. 
My boys need me more than anything right now, and that’s 
my number one driver, to be there for them. They’ll be grown 
up in a matter of years, and then I can do whatever I want 
again. I don’t say I’m going to hit 60 and retire. I’m going to 
turn 60 and hit the gas pedal. I’m gonna be rollin’. 
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EXACTLY 17 YEARS AGO, I MOVED TO SAN DIEGO FOR 
a short stint, and that very same year, Eric Elms, born and 
raised there, up and left for New York, never to return. 
“There wasn’t room for both of us,” Eric shrugged, when  
I briefed him on this fact. He was right; we both wanted 
the rolled tacos all to ourselves. Making the ambitious leap 
back East at such a young age was a prime factor in Eric’s 
creative success, and another was working for a roster 
of artists and businesses who have become among the 
most recognizable names in their respective industries. 
Over time, based on a purposeful work ethic of producing 
continuous, quality results, Eric became a designer sought 
after by countless popular and underground brands. While 
his design career was thriving, Eric began to experiment 
with materials outside of the mouse and monitor, with an 
eye towards the white walls of a gallery. This work has 
evolved from large, text-based sculptural objects to prints, 
paintings and basketball hoop planters. His most recent 
project involves a series of layered heat processes with 
black rubber dots applied to canvas that Eric compares 
to “Ben-Day and halftone patterns and the energy in 
photocopies and zines.” They are inventive in process, 
and in person, have an intriguing quality that is hard 
to compare. Somewhere along the way, AndPress was 
established to fulfill Eric’s desire to publish the palpable 
from his circle of talented friends, and the company has 
since published an array of titles with every detail taken 
into consideration for the end product. Described as a 
passion project, AndPress reflects Eric’s visionary appetite 
for a full menu of mediums.

Austin McManus: What is the draw in New York? I recall 
you saying something along the lines of you would forfeit 
everything you have worked for if you left.
Eric Elms: My tastes and interests have changed a lot 
throughout the years, and New York is a place that is not 
only responsible for that progression but also fosters and 
cultivates any interest I’ve had. It is hard to be in New 
York and not grow because you are exposed to so many 
amazing things and people. I think, more than anything, 
the people keep me here. Nowhere in the world are there 
people doing as many different, interesting things as in 
NYC. I think that constant motion is the main reason I love 
this city. It is getting harder to experiment and make things 
here because of space and money, but I haven’t gotten to 
the actual point where I want to leave yet. I wouldn’t know 
where else to go. 

Your studio, also known as an adult playground, is one 
reason not to leave. Is it easy for you to maintain a 
disciplined work schedule and go to your studio every 
day, being freelance? 
Over the years, bouncing around among different 
disciplines, I have accumulated enough stuff that I usually 
make most things that pop into my head. The hard part 
isn’t coming into the studio regularly; it’s making myself 

work on the things I am “supposed” to be working on. 
It’s figuring out the balance between work that has to 
be done now, and work being developed to remain the 
priority for the future. 

I have to say that I am somewhat envious of all the fun 
equipment you have for producing books and zines in your 
studio. Your publishing company, AndPress, has released 
an assortment of publications, with recognizable names 
like Kevin Lyons, Neck Face, Sam Friedman, Parra, Weirdo 
Dave, Aaron Bondaroff, Jason Polan, Luke Barber Smith 
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and more. What was your initial motivation for spawning 
AndPress and do you release titles regularly or just when 
everything aligns right?
It was a combination of having a group of friends who were 
making cool things and a reaction to a lack of physical 
objects being available then. A lot of things were moving 
online, but that was before something like the NY Art Book 
Fair was in full swing, which helped foster a whole new 
generation of independent publishers. I felt like there was a 
slight lull of tangible things among younger kids in the city. 

The first publication I had direct involvement with was the 
Neck Face book that KAWS published. I was good friends 
with Neck Face and I wanted to put something out, but 
really had no idea how it would happen. I ended up asking 
KAWS for advice and he wanted to publish it, so we all just 
connected and made it happen. That book planted the 
seed. I think it was a few years until I started AndPress, 
but it started with the same ethos. I wanted to set up the 
press so that I could cut out the middleman and make the 
projects I wanted to make, even if that was only an edition 
of 20 or 50. It’s easy to get things printed in small quantities, 
but I wanted to be able to do all the finishing and binding 

in-house. Being able to perfect bind, crease and foil stamp 
in my studio lets me make whatever I want, in whatever 
numbers I want. Usually the books happen organically and 
they are just with friends or people I admire. I love making 
books that are more involved and turn into unique small 
objects. Schedule-wise, it is loose; I try and make things on a 
regular basis, but the press is a full passion project so things 
just kind of manage to evolve. 
 
Has DUNKS been your most popular title to date? I love 
the concept and the letterpress cover. I’m sure you have 
received entertaining feedback about that one.
DUNKS was one of the favorites I have put out for sure. It’s 
funny that you mention the letterpress cover because I do 
that a lot. I feel like most people don’t even notice or care 
that they are letterpress. It basically quadruples the cost of 
the covers but it is the type of detail I like to add. I try and 
put a lot of individual detail into each book, and many are 
geared toward pretty distinctive tastes or genres, so each 
one tends to hit a sweet spot for the people who do like it. If 
they like it, they really like it. 
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Do you have anything new on the horizon?
I have a few books planned. I’m trying to put out some type 
of new publication every one or two months this year. A 
book based on my Stair paintings and one with these Xerox 
paintings are definitely in the works. 
 
Your newest body of work involves some interesting 
materials and processes. What are you most excited about 
with this series, and do you see potential for it to evolve?
There is an interesting crossroads happening with these 
new paintings. The process and materials really represent 
my past while the imagery is very present and future. What 
excited me most was working with the materials to make 
those two things meld into one. Through a different project, 
I came across yardage of canvas that was impregnated with 
black rubber dots. I was immediately drawn to it because 
it reminded me of Ben-Day and halftone patterns and the 
energy in photocopies and zines. The process of learning 
how to work with these new materials really intrigued me. I 
had to fight with them to make what was in my head. I wasn’t 
learning existing techniques; I was creating processes to 
work with these new materials. Through a series of layered 
heat processes, I am almost manually applying the Xerox 

process onto the canvas. That process informs the imagery 
in these paintings but not in a random way. I am pulling 
from a huge archive of imagery from my art and design past 
and deconstructing that. These collages turn into the final 
layered canvases. A lot of my series of work have a very 
deliberate end point as far as execution. These paintings 
contain imagery and a studio process that is still evolving.  

I really like the Xerox quality they have. Do you have any 
definitive plans for showing them, or is it too early in the game?
I have shown iterations of them while I was working through 
developing the processes to get to this point. None have 
been shown with this completed process. Right now I'm 
working on a full new body of these and have plans for them 
to evolve in the future. I don’t think it’s too early in the game, 
but I don’t have anything definitive lined up. 

Having such a lengthy history as a designer, do you think 
it’s more of a challenge to be accepted and taken seriously 
when making work for galleries? People are prone to want 
to categorize and label, especially seeing something in 
another light, if they feel they’ve known it for a long time.
That does exist to some extent, but there is a long history 
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of artists coming from different disciplines or maintaining a 
multidisciplinary practice their entire lives. I think it’s a natural 
thing to put people in categories. Most of the time it comes 
from people who aren’t familiar with the studio work I have 
been doing. I don’t think it’s necessarily a bad thing. Over time, 
if you put good work out consistently, it will stand on its own.  

Is it difficult to break out of the mindset of working on a 
computer as a graphic designer and experimenting with 
various materials to make more abstract imagery?
When I left art school, I was designing for Supreme and 
working on more straightforward design projects. My 
personal work was a lot closer to what my graphic work was 
at that time, so there wasn’t much of a conflict. As those two 
have grown further apart, it has become both a struggle 
and a big help in my process. Most of my artwork revolves 
around an attitude of how I see the world, as opposed to 
a very specific style or character that runs through all my 
pieces. I think this conceptual way of working came from 
how I originally thought about individual design projects. 
Something intrigues me and I figure out the best materials 
that represent what I am trying to achieve. Sometimes that is 
very straightforward traditional painting, other times there is 

tons of experimentation involved. Now the computer plays 
a more technical role in the production of pieces rather than 
on the visual or conceptual side. 
 
You were pretty young when you got to work alongside 
successful artists like Shepard Fairey, KAWS, Kevin Lyons 
and more. How important was it for you coming up around 
these types of creatives and their work environments in 
terms of your own artistic path?
It was super crucial for me at that age. I wasn’t really into art 
or creating things on a serious level before I met Shepard 
in San Diego. I didn’t really know that was an option. Once 
I moved to New York to go to art school, that opened up so 
many doors. I met KAWS within a month or two of moving 
to the city and started assisting him after that. It opened my 
eyes to someone who was creating work constantly and 
how an artist works in their studio. I think those are kind of 
obtuse concepts when you are first starting out, so for me, 
it was amazing to see. I look up to KAWS and all of those 
guys. To see where he has taken things is so impressive, but 
even what he was doing then is still impressive to me now. I 
have an appreciation for the work and also for how much it 
affected my path in life. 
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You have had two major exhibitions in Japan and have 
worked for a slew of brands and clients based there. How 
did you gain exposure there and what do you like most 
about Japanese culture?
My initial exposure to Japan was probably through 
designing at Supreme and traveling there with KAWS. 
After that, the opportunities just arose naturally through 
the people I met on each trip. Gallery shows and 
commercial work would bring me back fairly consistently 
over the years, so new things would pop up based on the 
new and old friends I would see each time. Tokyo is one 
of my favorite places. Their culture has such a respect for 
doing things the proper way, so if someone is interested 
in some hobbyist part of culture, they go in one hundred 
percent and do it perfectly. It is quality over quantity, 
and it is amazing that so many specific niches there are 
fleshed out to their full potential. I don’t think we have that 
care for the small details in the U.S. 

A redesigned version of the Word War II image of 
“Kilroy was here” has appeared alongside your name 
for years and you even based one of your exhibitions in 
Japan entirely around that character. I love the idea of 
phenomenon graffiti where everyone is drawing the same 
image, each with different theories about its meaning, 
or maybe no reference whatsoever. What has been your 
fascination with this image?
I was immediately drawn to the Kilroy character. It has 
a cool backstory that is kind of a mystery. I look at it as 
"pre-graffiti" graffiti, before there were egos involved. 
It was simply saying, “I was here,” and being a part of 
something bigger, rather than a stamp from a specific 
person. The world was so much bigger back then, so 
seeing it in random places all over the world was probably 
pretty great because you actually had to run into it 
randomly. In the ’60s and ’70s, it became the basis of a 
bunch of random products and widgets, which I started 
collecting. It was the perfect vehicle for mashing up 
different objects and imagery, but kind of disappeared 
for a few decades. I started appropriating it when I 
made a book called Wish You Were Here that involved 
Kilroy going over every logo and iconic image I could 
think of at the time. It was just a funny comment on logo 
mashups and culture. From there it became a show in 
Tokyo that was based on the book. It keeps evolving in 
the background of my studio in both commercial work 
and paintings. It is definitely the most graphic thing that 
creeps into my personal work and really the only thing 
that moves back and forth between the two worlds. 

Do you have a favorite project that was significantly more 
enjoyable than the rest? Is there an ideal type of job?
I don’t know if one job really jumps out. For commercial 
work, it is just great to work with people who have good 
taste. Even a million changes on a job are fine if you are 
working with people you respect who are like-minded. 

Was there ever a fallback plan if the design gig didn't work 
out? And if you had to choose an alternative occupation, 
what do you think would hold your interest?
Coming up, I never really thought about it. I think the 
fallback plan is less about what I am doing and more about 
working for someone else. If I wasn’t designing or painting, 
I would be making something. I could see myself being a 
carpenter or woodworker. 

I’m sure you have discovered some secret gems around 
the city after being in New York for so long. What’s a go-
to for out-of-town visitors getting the Eric Elms tour?
I think the best deal to be had in NY is the one dollar red 
totes they sell at Strand Books. 
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PETRA MRZYK AND JEAN-FRANÇOIS MORICEAU MAKE  
love to the walls and each other while creating their cheeky, starkly 

stunning images. Their works have been described as  

“better than antidepressants,” and their clever visual language makes it 

impossible to suppress a smile. Their work transforms the  

space it occupies, using subtle, innovative marks to turn gallery walls  

into playground slides, saucy jokes and secret portals. 

MRZYK & MORICEAU
SOMEWHERE A DUCK IS WATCHING

INTERVIEW BY KRISTIN FARR  //  PORTRAIT BY THE ARTISTS 
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ACCORDING TO MRZYK & MORICEAU, AND CONTRARY 
to what many people say, everything is black and white. 

Positive and negative, darkness and light: these are the 

oppositions Mrzyk & Moriceau negotiate to make images. 

The ability to distill gut feelings and visceral reactions down 

to the purest graphic expression is what makes some artists 

good, and others superb. It’s what makes Mrzyk & Moriceau 

unforgettable. Jean-François took some time to speak 

with me on behalf of this sublime duo, and things got real 

personal, real fast.

Kristin Farr: When you and Petra make love to the walls, 
what kind of lovers are you?
Mrzyk & Moriceau: It depends on the walls, but sweeter is 
better. I will send you some private pictures.

Do your drawings ever get so sexy that you have to take a 
break and make out?
You mean, do I ever have an erection while I’m drawing? No, 
never! Neither has Petra… or she never told me!

What kind of juxtapositions attract you most?
Maybe salty/sweet food (sucré-salé).

Are there distinct things that you and Petra each contribute 
to the work, or are you really melded into one artist?
In the first years, things were really distinct. Petra used 
to draw ponies and I used to draw tits, and with time, we 
began to mix our drawings. The ponies became very sexy 
and monstrous. Now it’s hard to distinguish which one of us 
drew which drawing because our styles have fused and we 
can’t help retouching each other’s drawings. 

How did you meet and begin collaborating?
Petra and I met at school in Quimper, a cool, small art 
school in the west of France. First we were a couple, 
and then at the end of art school, we started drawing 
together. We didn’t really “decide.” It was just completely 
natural to make things together. We started with drawing 
because we were poor. We had no money to buy stuff to 
make paintings or sculptures. A pen and some paper was 
enough to create and we never stopped. Our collaboration 
also worked because we both admired the same artists: 
Markus Raetz, Roland Topor, Eva Hesse, Fabrice Hyber, 
Tony Cragg and Glen Baxter.
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Does the imagery you produce come from a stream-of-
consciousness approach?
We have a big garden, and very often ideas come, who 
knows how, while we’re gardening. You’re not very 
concentrated on what you’re doing and your brain starts 
to wander.

Do you spend all day drawing and laughing?
Almost! A good day is drawing-laughing-cooking-
gardening-drawing and then drinking red wine!

What is your ideal holiday?
Personally, I don’t like holidays because I don’t need it—I 
prefer working. I am lucky to have the job I dreamed of as a 
child. For Petra, it’s different. She loves holidays! 

Do you consciously try to break images down to the most 
basic forms?
Not really. Our first drawings were much more complicated 
with a lot of lines. We used to draw with a very fine pencil, 
but with time, our drawing style has become more and more 
simple. Maybe in a few years, our drawings will become 
hyper-minimalist and we will use just one line.

What kinds of things do you see that make you instantly 
react and want to draw?
Plants and cats are very inspiring, but that sounds like an 
answer from an old lady—which I’m not!

What is the most absurd thing you have seen this week?
It’s not the most absurd thing, but the strangest thing I saw 
this week was in the garden: a lizard with two tails! I imagine 
that a cat tried to catch him, he lost his tail, and then the tail 
doubled. What will happen if a cat catches his tails again?!

Four tails? Speaking of cats, how did you make the 
Midnight Juggernauts video? I picture you tossing cats 
around the studio. 
Yes, exactly; it was an intense day. We used six cats and an 
owl to make the video. They were professional cats who 
used to work in advertisements and they were very friendly. 
We took special care with the very fat cat—we didn’t toss 
him too high.

I saw an image called Cleo’s Drawing on your Tumblr—do 
you have a child prodigy?
No, but she loves drawing. Cleo, our daughter, is five years 
old, and every day, she sees her parents making drawings, 
so naturally she wants to do the same. Her drawings are full 
of details, and while she’s drawing, she’s building a story.

Would you make narrative films? Do you ever want to see 
your characters talking?
Yes, we would, but only short narrative films. We made 
some storyboards about the five senses called Le Club des 
5 Sens. Every sense is a character; they spend the day in 
the lounge, reading, smoking, drinking, collapsed on the 
sofa doing nothing, and occasionally, somebody comes to 
knock at the door and disturb them. Maybe one day you will 
see them on your computer.

left
Vans 2016  

Brand Campaign  

artwork

 

right (top)
Everything Butt 

Installation View

Ratio 3, San Francisco

2015

right (bottom)
Untitled

Ink on paper

43.5 x 2.5”

2015



MRZYK & MORICEAU JUXTAPOZ.COM  |  89

Are there other artists working in black and white that 
interest you?
We love Felicien Rops. He was a Belgian artist who lived 
at the end of the nineteenth century. In 2006, we had the 
opportunity to make an exhibition at the LACMA in Los 
Angeles using their collection of Rops drawings. We made 
a lot of wall drawings playing off his works. It was a really 
interesting opportunity. 

What do you like about the impact of black and white?
Actually, we started making black-and-white images because 
Petra and I couldn’t agree about which colors to use, so we 
eventually decided to stay in black and white; it’s faster. Also, 
since color can direct the sense of a drawing a lot, we like 
that black and white keeps the drawing as open as possible. 
We like to leave the drawings open to interpretation.

I appreciate how you use the space in a gallery. 
We like when the layout is a bit messy and surprising. We 
need to think about all the space of the gallery, not only the 
walls, but the ground, the ceiling, the doors, even the small 
seams on the walls.

Do you have to sketch and practice the drawings, or does 
everything come out perfect the first time?
To make a good drawing, we need to make at least five 
drafts. It’s not easy to get the perfect line, and most of the 
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time, in the end, it’s not quite perfect. Drawing is like a 
sport; you have to practice every day to improve yourself.

When we draw sketches of an idea, sometimes the idea will 
become something completely different. Maybe one day 
we will make an exhibition with all the sketches leading to a 
single drawing, just to show the evolution of an idea.

Are you perfectionists?
I am more and more, and Petra less and less; this is a 
good average.

Tell me a funny story from the exhibition installation files. 
For one exhibition, we made some big wall drawings with a 
special black paint. At the end of the exhibition, after they 
repainted the walls, the drawings reappeared again and 
again, despite the layers of white paint. They didn’t want to 
disappear! So finally the gallery resealed the walls, and the 
drawings haven’t come back… yet.

Do you have plans to paint any big murals?
We did it one time in Nantes in France, but it was temporary. 
It was on a big building under construction. We did a cross-
section of the building, imagining a different scene on every 
floor. It was funny, and we would love to do that again, 
especially in San Francisco! 

Yes, please do! I discovered that I can see your work 
very well without my glasses. Did you know that it’s so 
ultra visible? 
No! We didn’t know that. We are just nearsighted.

Are there bands you’d like to work with or plan to work 
with soon? 
We have no definite plans for the moment. We are listening 
to a lot of different music and are open to proposals. As for 
a lot of people, Tame Impala’s last album “put us in the ass” 
(as we say in French). This week we’ve been listening to the 
first solo album of Nicolas Godin from Air. Beautiful. 

I love the “Sing Sang Sung” video you did for Air. It was 
uncharacteristically colorful. Did you have a specific 
inspiration? 
Thanks. We were both born in 1974, and as children, we 
watched a lot of cartoons like L’alinéa by Cavandoli, Les 
Barbapapas, and Planète Sauvage by Laloux & Topor. “Sing 
Sang Sung” reminds us of this period of cartoons with pastel 
colors. So we created this simple black ball which wanders 
through a strange landscape. Cleo loves watching it.

What are some music videos that moved you, and did you 
always want to make them?
The desire to make music videos came very early. We listen 
to a lot of music while we’re working, and sometimes the 
music fits very well with the drawings we’re working on. 
The format is great too. Three minutes is the right duration 
because it takes a lot of time to make animations. But we 
would love to make an animated movie which uses all the 
songs of an album like Pink Floyd’s The Wall.
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Tintin has made some appearances in your work. What 
does he represent for you?
I think Tintin was a big influence on us when we were young. 
We read all the books many times when we were teenagers 
and I admired his ligne claire, which means a drawing with 
very simple and precise lines. A lot of artists have used the 
Tintin character. I especially love one called Tintin au Congo 
à Poil which is the volume Tintin in the Congo as revisited 
by Thomas Lebrun. Tintin is totally naked through the 
entire story! I was also a big fan of the Belgian comic André 
Franquin and his character Gaston Lagaffe, and his famous 
book Les Idées Noires (Dark Designs), and also the French 
comic Fred and his character Philemon.

Tell me about the new children’s book you’re making. 
It’s a little story about a booger family! During the night, a big 
finger kidnaps some guys, and then it’s the big panic in the 
boogie’s village! It’s a funny story if you have children between 
three and seven years old… or older if you like boogies!

What else are you working on now?
We recently did a movie title sequence. Our first one! It’s 

called Moonwalkers, directed by Antoine Bardou Jacquet. It’s 
about a CIA agent who tries to find Stanley Kubrick to secretly 
shoot a moon landing in a studio. The sequence is a cartoon 
full of colors in the mood of Yellow Submarine.

We also just finished a collaboration with Vans. It’s a print 
campaign for their 50th anniversary. It was intense and cool; 
intense because the timeline was tight and cool because 
they were completely open to our propositions. 

What’s your favorite joke?
It’s not a joke but a word created by Gary Larson. The word 
is “anatidaephobia,” which means the fear that somewhere, 
somehow, a duck is watching you.

Keep an eye out for the March, 2016 launch of Mrzyk & Moriceau’s 

illustrations, animations and unique characters for Vans. 
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 USPICIOUS ATMOSPHERE 
encompasses David Ligare’s life path. As a young man, he 
traveled to Greece and Spain and visited Salvador Dalí who 
dealt him a premonition over a cup of tea and described the 
strange rock forms he saw on the Monterey Peninsula.
 
Ligare was drafted to Vietnam, but with amazing luck, was 
able to serve as an illustrator on US soil. As soon as he could, 
he moved to Big Sur into a cabin not far from landscapes 
made even more epic by wordsmiths Robinson Jeffers and 
John Steinbeck. Here, Ligare carefully observed his natural 
subjects bathed in golden light. He merged the terrain of 
California with Mediterranean Myths to create a kind of 
Arcadia incorporating both the ideal and the otherworldly.
 
Ligare’s first exhibition of thrown drapery paintings in the 
late ’70s catalyzed a career-long dedication to what he calls 
“Recurrent Classicism.” For Ligare, a successful work relies 
on a trifecta of qualities: surface, content and structure. As 
an early conceptual piece, he once issued a typewritten 
edict to read: “Remove the aesthetic from this work and 
replace it with an act of moral responsibility.” To complete 
this work, Ligare began volunteering at Dorothy’s Place, a 
local soup kitchen. Several times a week, he practiced the 
act of giving hospitality to strangers and related it back into 
his work in the form of content—paintings depicting food 
offerings and gods disguised as homeless people.
 
There may not be another artist whose work is included 
amongst both the avant-garde in the Museum of Modern Art 
as well as the mostly Renaissance-era collection of the Uffizi 
Gallery in Florence. In 2012, Ligare become one of the few 
artists outside of Italy inducted into the Accademia delle Arti 
del Disegno in Florence, founded in 1563 under guidance of 
Giorgio Vasari.
 
I met with Ligare at his hilltop home in Salinas, California 
to talk about the enormous book, David Ligare: California 
Classicist, that accompanies his traveling retrospective. The 
celebratory exhibition originated at the Crocker Art Museum 
in Sacramento and then traveled down the coast to Laguna 
Art Museum. It now heads East and will be on view at the 
Georgia Museum of Art in February, returning to the West 
Coast in June of 2016, with its final stop at the Triton Museum 
of Art in Santa Clara, California.

A David Molesky: Let’s start with your interest in the idea of 
literacy in painting.
David Ligare: I think that making serious paintings about 
literature and history is the most important thing to do right 
now, but it’s unwelcome within certain current conventions 
of contemporary art. Back in the late ’70s, I had an exhibition 
of thrown drapery paintings in New York that was pretty 
successful. I made a number of those paintings, which 
referred to headless and limbless sculpture that I had seen 
in Greece where all that was left was the drapery. I named 
the paintings after Greek islands, alluding to the isolation of 
the floating cloth over the sea.

The question for me then was about how I should continue 
these paintings. Neo-Expressionism was very popular at 
the time, so I decided to do something opposite of the 
fashion and make representational paintings based on 
Greco-Roman mythology, literature, philosophy, and join the 
tradition of history painting (a genre that depicts a serious 
narrative or includes action intended to convey lessons 
about human nature and morality). It felt wonderfully illegal, 
in the way I would imagine that the early modernists felt—
going against the academic grain.
 
Your work over the last four decades has made the 
current widespread appeal of figurative narrative 
paintings more possible.
Well, thank you, but the real guy was Sidney Tillim. I had 
seen his brilliant painting, Count Zinzendorf Spared by 
the Indians, at the 1972 Whitney Annual. It didn’t look like 
anything else in the exhibition. He was doing something no 
one else was doing—making history paintings. He wrote an 
essay in Artforum in May of 1977 called “Notes on Narrative 
and History Painting.” I wanted to inspire a renewed desire 
for knowledge within our culture and thought reintroducing 
historical narrative could be useful.

There is so much to be learned from the past. The ancients 
had such deep thoughts infused with the absolute stuff of 
humanity. In The Iliad, for instance, the level of violence is 
shocking, but at the same time, there is also tenderness and 
deep psychological insight.
 
You use the term narrative painting more strictly than I do.
I understand the attraction of making narrative paintings 
that suggest a personal meaning or something that is more 
enigmatic and open to interpretation. Surrealism would 
fall into that category, and Surrealism has always been 
very attractive to me. The afternoon I spent with Dalí in 
1963 was very influential, and while my thrown drapery 
paintings were meant to be suggestive of Classicism, 
they also had a surreal quality to them. But, yes, I do like 
to interpret narrative more strictly as basically illustrating 
a pre-existing idea or telling a specific story. There are 
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wonderful stories and ideas that are worth being repeated, 
my painting called Landscape for Baucis and Philemon, for 
instance. It is from the Roman writer Ovid, and is basically 
about homelessness, hospitality and human kindness. I 
believe that it’s really important to try to make works that 
are about our history, about some of these really amazing 
ideas and insights that people have had over the centuries. 
I call it recurrent classicism.

“Recurrent” is better than “neo” because classicism comes 
in waves, doesn’t it?
It has come back over and over again. So many times over 
the centuries, people have said that classicism was dead. 
But there are so many profound ideas folded in that each 
generation has the potential to see something new. For 
instance, take fifth century BC Greek sculptor Polykleitos, 
whose most famous statue was called The Doryphorous or 
Spearbearer. Now, after the emergence of conceptual art, it’s 
possible to think of The Doryphorous as a conceptual work. 
It was meant to be the embodiment (literally) of a treatise 
about the proportional integration of the diverse parts of the 
human body. As I said, it was very famous in ancient times. 
The manuscript no longer exists, but the statue exists in many 
copies done in Roman times, sort of like Duchamp’s urinal, 
which now only exists in copies, though the idea of applying 

harmonic proportions to the body and also architecture 
and city planning and even politics superseded the statue’s 
physicality. But it all started with…

A finger, a proportioning system based on the finger, right?
Yes, based on the finger, and then the hand, and then each part 
related to every other part in the human body. This integrative 
system was called Symmetria. Generally, we think of symmetry 
as being a balance between two equal things, but what it 
meant with Symmetria was the balanced integration between 
all of the diverse parts of the body and society, etc. It was 
meant to be a metaphor for a much larger idea—the whole idea 
of integration. It’s one of those things that we are confronted 
with over and over again in our modern lives, this idea of 
integrating different ethnicities, different nationalities, even 
different genders. So I think that it is very useful to understand 
the foundations of that idea of harmonic integration.
 
Today we have all kinds of new genres and art practices. 
Do you think these other forms can possibly contribute 
more than painting?
There has never been a period in all of history with such 
a variety of styles and concepts, and I don’t have any 
trouble with that. It has been proven that, within the right 
context, anything can be art. But with thousands of artists 
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straining to be ever more quirky and edgy, I find the rich 
singularity of a painting to be more interesting right now. 
Especially when it returns to keen observation and careful 
representation, something that even prehistoric artists 
practiced—a reverence toward nature and the integrity of 
the thing seen.
 
One problem with most contemporary art is that it is soaked 
with irony, which can be a wonderful visual or rhetorical tool, 
but becomes a cliché and a convention when everyone is 
using it as they have been for a long time. The concepts that 
bad is good or that the ordinary is extraordinary are ironic. 
So much art in the twentieth and twenty-first centuries 
has utilized that twist. It’s a plague, actually, as written by 
the late David Foster Wallace that, “irony has gone from 
liberating to enslaving.”
 
When the world is looked at with irony, what sort of 
danger does that present, as opposed to handling things 
with sincerity?
For Socrates, irony was used as a method of questioning and 
seeking truth. For contemporary ironists, it’s a method of 
hiding from truth. Artists inoculate themselves from negative 

criticism with irony—one doesn’t say what one means or 
mean what one says, so a critic can only describe, and 
describing is mostly what critics do these days. The danger 
of conventionalized irony is that it conditions people to be 
irresponsible, to just do whatever and then say “my bad.”
 
Certain important ideas and archetypes are hardwired 
and thread themselves through all of human history. They 
manifest themselves in different ways based on variations 
of local factors. It’s possible to be timeless while addressing 
your own time.
 
I believe in being flexible in time, not inflexibly attached 
to our own period. It’s a kind of time traveling, as cited by 
Nicolas Poussin, who never once painted a contemporary 
scene or event, or dressed his figures in the clothes of his 
time. Filippo Brunelleschi, the fifteenth century architect 
and artist chose to go to Rome to study the ancient ruins 
and then apply that knowledge to new architecture. Earlier, 
the writer Francesco Petrarch did the same with Roman 
literature. These were some of the first humanists to help 
rescue the Western world from a thousand years of cultural 
darkness and religious dogma. The whole idea of humanism 
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is so out of fashion today. I love that; I love doing something 
that you are not supposed to do.
 
But, as you know, many artists and critics would find your 
position reactionary and conservative.
Yes, well, I find those who are caught in the conventions 
of contemporary art to be conservative. So there, right? 
My own personal perspective is not one of conservatism. 
Indeed, realism itself, the representation of present day 
life, is not that interesting to me. So many artists have done 
that. The insistence that art must be a reflection of the life 
around us has become narrow and narcissistic. It is a form of 
chronological chauvinism.
 
But we are also bombarded with an increasing number 
of images every day. Every year, the average number 
of images a person is exposed to is incredible. And that 
decreases the amount of time you can give to each image to 
analyze it.

The attraction of a painting is that it gives off its information 
slowly. History painting as a new radicalism would merely be 
another stylistic shift if it wasn’t something hugely needed 

to redirect the culture. Just as Modernism—particularly 
Surrealism—made us more aware of the irrational world 
inside and out, we must now become desirous of the rational. 
Conservatism and fundamentalism now own the irrational. 
Liberal politics and aesthetics need to redirect their cultural 
energies away from a whole litany of easy cliches toward 
what the Chinese have called a “passion for learning.” Art 
education that teaches only how to emulate images seen in 
Artforum is like teaching math by arranging random numbers. 
There is a science to seeing, just as there is to biology. Light, 
form, color, physiognomies of plants and animals, and even 
perspective, are all very teachable. Realism aside, they teach 
us how to look carefully at something, analyze and then 
recreate it using knowledge of the extant elements. The 
student is not looking for a mere “impression” of something 
but the fundamental truth to its existence.

David Ligare: California Classicist is on view at the Georgia Museum 

of Art through May 8, 2016.

davidligare.com
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THE SELF-CONFIDENT CITY
JEROEN SMEETS TAKES US THROUGH COPENHAGEN
COPENHAGEN-BASED THE JAUNT IS THE BRILLIANT  
arts program that sends artists to locations around the world 
to seek new avenues of creativity, culminating in inspired 
special print releases. We tried the process with 
The Jaunt’s Jeroen Smeets and discovered the delights 
of Denmark’s most famous city. —Juxtapoz

Copenhagen is often listed as one of the best cities in the 
world, or one of the happiest cities in the world, and it's 
easy to see why. With a sophisticated sense of style, 
architecture, city planning, as well as a youth culture and 
bike culture, it is hard not to fall in love. Divided into a variety 
of neighbourhoods, Copenhagen is best explored 
on a bike. So, as soon as you get into the city, rent yourself 
a bike and do as the locals do.
 
I moved to Copenhagen four years ago, after finding a 
Danish girl, and am now part of the “foreign boyfriends” 
scene of Denmark. Danish girls are incredibly self confident 
and extremely persuasive in getting their boyfriends to 
move to Denmark. Copenhagen isn't known for being 

affordable, but fortunately you get quality for your cash, plus 
the social security and benefits make up for it. Did I mention 
that you get money from the state to study, and that you get 
a year long paid maternity leave? Come, see it for yourself 
and get over to our beautiful little city. And try to find a 
Danish girl on the way.
 
When you arrive at the Central Station of Copenhagen, you 
are right in the midst of the action. Directly across the street 
is the oldest European theme park called Tivoli, worth a 
visit while you are sightseeing. Behind the central station 
starts the Istegade, a street that is quickly gentrifying from 
sex shops to coffee places, bars and shops. Neighboring 
Istegade is Kødbyen, also known as the meat market, still 
active in use as an actual meat market but also filled with 
great galleries like V1 Gallery and Gallery Poulsen. In the 
evening, you can grab a bite to eat at Mother for delicious 
pizza, Warpigs for traditional Texas BBQ and Danish brews, 
Tommi's Burger Joint for a no-fuss tasty burger or Bio-Mio 
for the more healthy, organic option. There is also a magazine 
shop here called Nibble, which only sells culinary magazines. 

above
Nyhavn waterfront
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Hang out after the food as the area becomes more and 
more crowded and people flock into the bars and clubs like 
Mesteren og Lærlingen or Bakken. Don't be afraid to leave 
the meat packing district. Sønder Boulevard, also called 
Sunset Boulevard, features parks, basketball courts, kiosks 
and flea markets on the weekends. Make sure to check out 
the Kihoskh kiosk to grab a drink and enjoy the sun.
 
The Indre By district is the “heart of the city,” which 
amounts to mostly shopping and more shopping. If you 
are into Scandinavian streetwear you'll find yourself in 
heaven at the stores of Wood Wood, Norse Projects and 
Le Fix, all within a stone's throw away from each other. 
If you’re into girls and sneakers, make sure to check out 
one of the two Naked sneaker stores—cute sneakers 
galore. Or visit Streetmachine when in need of anything 
for your skateboard. Parallel to the main shopping street 
lies Studiestræde, and its neighboring streets, where you 
will find more independent stores and cafés such as the 

concept store of headphone brand AIAIAI, comic book 
store Fantask, The Donut Shop, and the small and cozy 
Next Door Cafe for American style pancakes, amongst 
other things. For more food, you'll have to head over to 
the Torvehallerne for the best fresh food. Either get some 
groceries for later, or sit down and enjoy the sunshine. This 
place is delicious and, of course, very expensive. My recent 
favorite is Hija de Sanchez, for the most amazing tacos you'll 
have while in Denmark. The chef used to work at Noma, you 
know, that restaurant that keeps being voted best restaurant 
in the world, where you have to reserve a year in advance. 
Those are her tacos.
 
From here on out, you can cross the Dronning Louises Bro, 
also known as hipster bridge. When the sun is out and it's 
warm enough, you'll find all the cool kids hanging out on 
the bridge with their beers, carefully surveying everybody 
who walks or bikes by. Now that you've crossed the bridge, 
you are in the Nørrebro district, and you'll definitely notice 

clockwise (from top left) 
Limited Works (exterior), 

Limited Works (interior),  

Conor Harrington mural,  

street shot,  

Kodbyen district
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the increase of street art and graffiti in this part of town. 
The two most interesting streets here are Blågårdsgade 
and Jægersborggade. The first one, Blågårdsgade, hosts 
some great bars like Harbo, and the one across the street, 
though I always forget the name. Find some good food at 
Katie's Joint or Ahaaa. And make sure to visit my good friend 
Morten at Limited Works, one of the few, if not only, stores 
in Copenhagen selling unique editions and screenprints 
in his shop/gallery. Walk in, say hello and check out what's 
happening. In the past, artists like Kid Acne and Tim Biskup 
have exhibited here, so you know it will be worth a visit. The 
other street, Jægersborggade, used to be a street with drug 
pushers, but they've all been escorted out, and independent 
shops have taken over the empty stores and basement 
rooms. Park your bike and stroll along the street to find little 
gems. On the next street, Stefansgade, you can find the 
store of surf clothing brand Pleasant. Although you might 
not associate Denmark with surfing, on the west coast of the 
country, there is actually a good surf. The brand is fresh and 
on-the-beat, and featured an awesome collab with a good 
friend of mine from the Netherlands called Hedof. To finish off 
in Norrebro, you'll want to head over to Mikkeler & Friends for 
the widest variety of brews and craft beers you'll ever see.

Other worthwhile mentionings are Fælledparken in Østerbro, 
a huge outdoor skatepark that is concrete heaven. In the 
summer, go over to Islands Brygge where you can take a dive 
into the water together with the locals. In the beginning of 
June each year is Distortion Festival, the “organized chaos” 
block party that turns all of Copenhagen into mayhem, with 
party people flocking the streets while drinking their beers—
one of the best festivals I have ever been to. And of course 
Christiania, also known as the Freetown. Not my favorite 
spot in town, but then again, I don't smoke. If you’re looking 
to pick up some stuff, here is the “semi-legal” place. I would 
just recommend to walk around the lakes and have a look 
at all the beautiful self-made houses that really inhabit the 
Freetown spirit. As for a souvenir to bring back home, I would 
recommend picking up an issue of Bitchslap Magazine. 
Available for free all over town, you will be sure to run into it. 
—Jeroen Smeets
 

The Jaunt #019 will see artist AKACorleone travel to Catania, Sicily. 

Stay tuned to thejaunt.net for the print release. 

clockwise (from top right)
Freetown Christiania, 

Pleasant Shop, 

Bitchslap Magazine
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ENUNCIATE WHAT SEEMS LIKE THE VERY PROPER  
name of Sotheby’s, and white gloved art handlers and British-
accented auctioneers at the podium might first come to mind. 
That could possibly be the end of this story, but the Sotheby’s 
Institute of Art can also meet your needs if your ambitions are 
of the more provincial or private in nature.

Since Sotheby’s was initially founded as a book dealer in 
1804, it has maintained a firm foothold in art history and 
credibility. For an institution so rooted in the humanities, 
it was only natural to establish a school, and that’s what 
happened in 1969. Since the world is its compass, students 
can attend its campuses in London, New York and Los 
Angeles, or online. If you’re lured by locale, these cities 
can form the base of a cultural curriculum, with trips to 
museums, galleries, private collections, and yes, auction 
houses. While classical roots run deep, Latin American and 

East Asian contemporary art is equally entrenched in the 
curriculum, as is the convenience of summer programs and 
short-term classes.   

Sure, there’s a place for bartering a painting for a quilt, but 
you can already do that on your own. More contemporary 
than so-called contemporary art are the array of venues in 
the current art exchange program, and the professionals in 
the Master of Art degree programs can take you through the 
dizzying maze of art law, art fairs and new markets; you got 
this far, now learn it!

Whether your goal is seclusion in the studio or guiding a gallery, 

check out sothebysinsitute.com 

SOTHEBY’S INSTITUTE OF ART
YOUR NEW GRADUATE SCHOOL
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WHAT WE ARE READING
FEMALE WARRIORS & LIMITED EDITIONS

POSE
“I came to art from graffiti, and not the other 
way around.” That simple declaration sets 
the tone at the beginning of POSE’s new 
monograph, creating an overview for the bold 
and colorful paintings that follow. POSE has 
always been an artist who knows balance, 
whether deconstructing narratives in his 
paintings or creating novel experiments in color 
blocking and abstraction. What’s important in 
this new title is the peek into his process and 
execution, where the Chicago-based artist 
finds inspiration and reinterprets subject matter 
into a surreal dreamscape. The book also 
shows his capacity for collaboration, in murals 
painted with contemporaries such as Revok 
and Dabs Myla, which demonstrates how POSE 
can take his work into unexpected places 
to find an authentic voice. The monograph 
features over 50 paintings that POSE has 
completed in recent years, along with studio 
practice and street pieces. Produced in a 
limited edition of 1500 copies, the book 
includes special prints, such as a hand-pulled, 
one-color “Color Study” screen print signed by 
the artist. —Evan Pricco
gingkopress.com

CARGO IN THE BLOOD 
BY NINE INCH NAILS AND  
RUSSELL MILLS
I would argue that Nine Inch Nails may be 
one of the most artistically credible popular 
bands in the history of music. Taking a dark 
industrial sound, with a visual aesthetic of 
futuristic desolation, NIN leader Trent Reznor 
can channel a Matthew Barney dystopia better 
than anyone. Knowing their iconic nature 
precedes any project, the band and long-time 
collaborator and artist Russell Mills went super 
ambitious with the special release of Cargo In 
The Blood, a deluxe, limited edition, “320-
page book collecting all of the works the artist 
created for Nine Inch Nails’ Hesitation Marks 
album.” With a limited run of 2000 copies (at a 
well-priced 300 dollars, all details considered, 
boasting over 11 pounds of content and box-
set quality), each volume of Cargo includes 
an original painting by Mills that was created 
specifically for the project. Reznor has always 
been an artist who understands how a full 
experience can enhance music, and Cargo is a 
sharp statement proving that bands who make 
special projects for their fans continue to thrive 
in 2016’s musical landscape. —EP
cargointheblood.com

THE DIRTYLAND
BY BRIAN VIVEROS
As a kid, you probably visited a local Playland, 
Fairyland, or the official mecca, Disneyland. 
But where to go now for a little good, clean 
fun? The Dirtyland, of course. Trimmed in 
gold, interfaced with blooming black roses, 
it is portrayed in this dark fantasy of a book, 
existing in the shadows, but with a wink. The 
army of female warriors who stare—not quite 
glare—sloe-eyed, from the pages are the 
singular subjects lovingly painted by Brian 
Viveros and collected in this book published 
by our friends at Thinkspace Gallery. These 
powerful subjects literally wear many hats 
and weather storms with lashes full and red 
lipstick intact. Viveros has legions of fans who 
will linger over the glossy pages of portraits 
conveying that love just might be a battlefield, 
but what’s a little blood sprinkled here and 
there? An array of candid photos of the artist 
and his adoring family and friends portray the 
ties that bind—in a good, clean kind of fun.  
—Gwynned Vitello
thinkspacegallery.com
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NICK CAVE
A BLANKET STATEMENT
TO WITNESS ONE OF NICK CAVE’S SOUNDSUITS IS TO 
immediately understand the mission of the Whirling Dervish 
whose focus is on the universal values of love and service. 
Motivated to “think in a magical way,” Cave has made 
hundreds of the Soundsuits, mostly from found objects, as 
he brings them to life as vehicles of sound and movement. 
Now the artists gives voice to the residents of Shreveport 
Common, nine blocks of “uncommon cultural development,” 
where he has worked with local Louisiana artists who share 
their techniques with clients of four social service agencies 
to create beaded blankets for those seeking shelter and job 
skills. Literally making what he calls a Blanket Statement, 
he hopes to swaddle them with love, comfort and safety. 
Artists, sculptor and dancer Nick Cave might seem too good 
to be real, but I talked to him, and he’s making it happen.

Gwynned Vitello: I understand that, as one seven children, 
you wore hand-me-downs and made some “interventions” 
so the clothing had your own style. What were the 
influences that gave you ideas to adapt a T-shirt and pair 
of pants?
Nick Cave: I’ve always been surrounded by creative energy, 
and as a young kid, I was always a maker. My grandfathers 
were carpenters and my aunt was an amazing seamstress. 
My brother Jack is also an artist, and we’re all very close. 
Being into dance and the art club, I told my mother, and we 
found these avenues of interest.

How did your childhood create someone who is  
able to give expression to inner feelings and embrace 
the world?
I was always thinking and taking the creative side 
seriously. My mom appreciated our efforts and allowed 
this freedom of expression, though the bottom line 
was about school. But she also paid attention to us as 
individuals. Your kid tells you what they’re interested 
in, and you stop and watch and listen. When I went to 
art school, she knew that was what I had to do. This 
creative side is really a critical part of building character. 
I worked closely with my art teacher in high school, and 
she thought I should go to the Kansas City Art Institute, 
and that was the real beginning in terms of a career. And 
now that I’m professor at the Art Institute of Chicago, the 
mission is to make each individual aware of their unique 
abilities. When I sort of sense who has that spark, I want 
to hand it to them as the next mentor. 

When did you start dancing and what did you learn from 
dancing with Alvin Ailey?
What I received from dancing was the sense of camaraderie 
and community. In dance, the body is your instrument. It’s 
fascinating to work with dancers because they have new 
ideas about the body. I go to the public schools and work 
with the students and they learn the language of dance. 
Movement is the new expression.

below
Graffiti forms the  

perfect backdrop for the  

colorful Soundsuits.

right
Cave dances inside one of  

his famous Soundsuits in front of  

The Shreveport Municipal Auditorium, 

where Elvis Presley got his start.
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This is what you’re teaching.
I’m working with a group of students who are interested 
in creating entire collections, and are into performance, 
sculpture and video where the body becomes the vehicle 
that carries all these ideas. It becomes a very broad scope 
and it’s quite a fascinating program.

Yes, this is much more expansive that teaching a single 
discipline.
I’m always trying to think about community, and I do 
understand the purpose of the gallery. For me, I remember 
going into to the museums where we’re forced to look at 
these artifacts, which are so much more than relics. They 
all serve a purpose through ritual and ceremony, and I’m 

fascinated by the duality in how I can look at this artifact 
and understand its purpose around ceremonies. The mind 
can only imagine, and I like that kind of space. You look 
at the sculpture and understand what the possibilities are 
when movement is brought to it, but I’m more interested in 
my responsibility as an artist; how I can be more proactive 
and insert myself in these communities that are deprived 
of support.

This is something you explored while working on the Hear 
Here project in Detroit.
Detroit was a collaboration with the Cranbrook Academy 
of Art where I went to school. We worked with Wayne State 
University and a center for LGBT youth. What we really wanted 

above (top right)
Choreographer Luther Cox 

rehearses with dancers from 

Northwestern State University 

Louisiana in preparation for their 

part in the AS IS by Nick Cave.

above (center right)
People throughout Northwest 

Louisiana have “beaded a part” 

of the fun of the Nick Cave artist 

residency to create blankets for 

use in AS IS by Nick Cave.

above (bottom right)
Nick Cave works with children 

at Providence House, a home 

for families who come from 

homelessness, to create beaded 

blankets as a part of  

the residency.
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to create were these performance labs, places right in the 
landscape, reintroducing Detroit back to Detroit. There are so 
many creative people in these cities, and we tend to become 
so siloed, so this was a way for you to bring your city back.

Tell us about the residency at Shreveport.
I’m working with many social service agencies in Shreveport 
who work with kids, battered women and families, people 
with developmental disabilities, folks with HIV/AIDS, but this 
doesn’t mean that each one doesn’t have a creative spark. 
As artists, we’re integrating collectively with the residents. 
We are the voice for those who haven’t been heard. Poetic 
X is talking one-on-one with residents for each individual 
spoken word piece. The Shreveport Art Council went door-
to-door to connect with the agencies. So, based on my 
outreach in Detroit, I think this is a sort of natural step.

Describe how you conceived the idea of the bead blankets 
and how they will be part of the AS IS performance.
Blankets represent shelter, warmth, protection and security. 
Working with local artists, we held public “bead-a-thons” to 
create the blankets, working with the clients of the social 
service agencies, and each piece became the story of 
that individual. In fact, the first part of the program is titled 
Blanket Statement. In the March 20th performance, they will 

contribute their own spoken words accompanied by violin, 
all creating the sound of the heartbeat of these residents. 
We want to honor all that they have brought to the project, 
to make everyone feel relevant.

Partnership is such a buzzword. Didn’t we all learn about 
sharing and collaboration in kindergarten? How do we 
relearn it?
We have to find a way to integrate people, to be comfortable 
with one another’s presence and being present; it’s critical 
to building character. When prejudice enters—boys don’t 
do this and girls don’t do that—this segregates and pulls us 
apart. We all have to find a way to welcome this world with 
compassion. If we all were responsible for one hour a week 
to do social service, we’d all be living in a different world.
 
That said, if we all had an hour of silence everyday, we’d 
know ourselves way better. We’re so consumed with noise! I 
spend a lot of time in solitude because I want to be as clear 
and reflective as I possibly can. It’s important to how I live in 
this world.

soundsuitshop.com

above
Cave stares out from behind  

a beaded blanket such as those  

he will use alongside his famous 

Soundsuits in the performance.
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THINGS WE ARE AFTER
MILITANT LOOKS OF SPRING

FUTURA x CONVERSE COLLECTION
If a shoe is to be designated iconic, look 
no further than the Chuck Taylor All-Star. 
And what comes to mind when you think 
of a quintessentially transformative graffi  ti 
artist? FUTURA. It makes sense, then, 
that Converse has chosen the NYC-based 
legend as the fi rst collaborative subject 
for the new Chuck II sneaker, as well as 
a collection of apparel and accessories. 
The Chuck II in both the High-Top and Ox 
styles will sport FUTURA’s signature camo 
pattern, with the collection also featuring 
a raglan tee and ski mask. “I wanted 
to create a Chuck II that embodied my 
approach to art and life,” FUTURA says. 
Get a bit of history now. 
converse.com

UE BOOM 2 x NYCHOS
The art of Nychos reverberates. 
Each mural or painting projects 
a distinct velocity and direct 
energy that visualizes sound and 
motion for your optical pleasure. 
But now, the Austrian artist wants 
to work on your ears, too. The 
Rabbit Eye Movement collective 
member has teamed up with 
Ultimate Ears on a signature, 
limited edition UE BOOM 2 
portable speaker, featuring his 
now iconic illustration style 
as a wrap-around skin on the 
soundsystem. Bring your favorite 
mural artist with you wherever 
you go, as it’s compatible on 
iPhone, iPod and iPad—a good 
companion for when you are 
painting on the streets.
ultimateears.com

HUF x OBEY “BLOOD BROTHERS” COACH’S JACKET
HUF and OBEY teaming up is the street fashion equivalent of the movie 
Step Brothers. Individually, these two make good stuff , and together, it’s the 
absolute perfect match. This Spring, the two have collaborated on a capsule 
collection with hoodies, hats, tees, socks, a pair of HUF’s Classic Hi’s sneakers 
and this special edition “Blood Brothers” camo coach’s jacket. Featuring 
embroidery detailing on the back and the mantra, “From the Sewer to the 
Streets,” this jacket has an attitude—a perfect warm-up for election season. 
hufworldwide.com, obeyclothing.com
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I USED TO CO-OWN A COMMERCIAL ART GALLERY IN 
Austin, Texas called Okay Mountain. In 2006, for one of our 
first shows, we contacted Air de Paris gallery and were able 
to acquire about a dozen Mrzyk & Moriceau drawings to 
show and hopefully sell. The drawings arrived unframed with 
explicit instructions regarding how they should be exhibited, 
utilizing plexiglass and L-shaped nails. The drawings also 
each came with a $1,200 price tag, which was pretty steep 
for a brand new artist-run space in Texas. Still, we loved their 
work and anticipated selling a few. 

With minimal experience installing shows, we placed the 
drawings on the floor, on clean cardboard, in front of the wall 
on which they’d be hung. Almost all of them were up when a 
piece of plexi got fumbled, its corner landing directly on one 
of the pieces—piercing and destroying it. Boom! Not only 

were we running a risky business, but we'd just gone $600 
in the hole before the opening!

So what's the moral of this story? Well, for one, if you borrow 
art, try not to destroy it. Two, don't place unprotected 
works of art in harm's way. Three, if you're going to fuck up 
somebody's art and, as a result, have to buy it, make sure 
it's something you really like. Because years later, none 
of us regret having to pitch in to buy the art we damaged. 
We're all just stoked we own an original Mrzyk & Moriceau 
drawing. Even if it has a small hole in it. 

All good art has a story. Even if it's kinda a crappy one. 

DAMAGED GOODS
POINT BREAK

Art by  

Mryzk & Moriceau

2003



M A R 1 2  –  M AY  3 0,  2 0 16 

Oscar de la Renta
T H E  R E T R O S P E C T I V E

Oscar de la Renta’s designs celebrated the best in us—beauty, optimism, and confidence. See more 
than 130 ensembles in the first major retrospective to pay tribute to one of the most beloved and 
influential fashion icons of our time.

This exhibition is organized by the Fine Arts Museums of San Francisco with the collaboration of Oscar de la Renta LLC. Presenting
Sponsors: Cynthia Fry Gunn and John A. Gunn. Director’s Circle: Diane B. Wilsey. Curator’s Circle: Lisa and Douglas Goldman Fund,
The Diana Dollar Knowles Foundation, Marissa Mayer and Zachary Bogue, and Yurie and Carl Pascarella. Benefactor’s Circle: Paula
and Bandel Carano, Stephanie and Jim Marver, Neiman Marcus, and Jennifer and Steven Walske. Patron’s Circle: Mrs. Carole McNeil
and Mr. and Mrs. Joseph O. Tobin II. Additional support is provided by Mrs. George Hopper Fitch, and Mr. and Mrs. William Hamilton.

Photo: Steven Meisel / Art + Commerce



NEW YORK CITY,  
LOS ANGELES, HONG KONG 
QUIN HOTEL, JONATHAN LEVINE GALLERY, KP PROJECTS, OVER THE INFLUENCE

QUIN HOTEL, NYC

1 | Logan Hicks says “good job” to friend 
Nick Walker at the opening of the 

British street artist’s show at the Quin 

Hotel in SoHo. Walker is the inaugural 

artist for Quin Arts’ new artist-in-

residence program.  

JONATHAN LEVINE GALLERY

2 | Ukrainian duo Interesni Kazki’s stellar 

show, Sacred Gravitation, at Jonathan 

LeVine Gallery, featured incredibly 

detailed and surreal paintings. Martha 

Cooper gave the NYC fine artists/

muralists approval.  

3 |  East Coasters Jonathan LeVine and 

critic and frequent Juxtapoz contributor, 

Carlo McCormick.

KP PROJECTS // MKG

4 |  A Vivian Maier exhibition at KP Projects 

is sure to bring out a good roster of 

people, and if you have seen Curb Your 

Enthusiasm or the best Tarantino movies, 

you know Jeff Garlin and Tim Roth are 

the best kind of people. Mr. Roth hosted 

the exhibition of Maier’s photos from the 

Maloof Collection.

5 | They could probably start a really good 

3-piece band: musician Brody Dalle, 

Roth and Josh Homme of Queens of the 

Stone Age. 

OVER THE INFLUENCE

6 |  Meanwhile, over on the Pacific side, 

gallerist Dimitri Lorin presented Cleon 
Peterson and his new solo show at Hong 

Kong’s Over the Influence. 

2 3

4 5 6

1

Photos by  

Joe Russo (1-3),  

Sam Graham (4-5) and  

Over the Influence (6). 
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SUBLIMINAL PROJECTS

1 |  Subliminal Projects kicked off 2016 

in collaboration with Daniel Efram to 

present Modular Synthesis, a solo 

exhibition of Steve Keene’s Tattooed 

Plywood series. Shepard Fairey, Yulia 
Bari and Z-TRIP gave support.  

2 |  Two of our favorite artists of the 

moment: Kristen Liu-Wong and Luke 
Pelletier at Subliminal.

3 |  The man of the hour, Steve Keene, all 

smiles.

COREY HELFORD GALLERY

4 |  CHG continued mega-showcasing in 

their new space with a solo show by Josh 

“Shag” Agle. Van Arno and Shag share a 

moment with the camera. 

5 |  Shag stopped mid-party to relax on 

some mid-century furniture that suited his 

spots.

6 |  Shawn Barber, Kim Saigh and Lucien 
Shapiro might’ve found their way to the 

comfy couch, but were also just happy to 

stand and pose for the camera. 

LOS ANGELES
SUBLIMINAL PROJECTS AND COREY HELFORD GALLERY

1 2 3

4 5 6

All photography  

by Sam Graham
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THERE IS SOMETHING PROFOUNDLY INTIMATE ABOUT 
getting the opportunity to be privy to someone’s collection, 
and when that person happens to be one of the most 
famous artists in the world, well, you’re getting an inside 
look into the intimate creative process of a maker and 
creator. It becomes a study in intent and interest, and those 
proclivities become even more compelling when the subject 
is an established celebrity.

Takashi Murakami recently unveiled his vaunted Superflat 
Collection at the Yokohama Museum of Art in Japan, and 
our interest was so piqued that we flew across the Pacific 
to see it opening weekend. Murakami has always been 
a man of contrasts. Offbeat and eccentric interests have 
informed and influenced his long-established blue-chip art 
world credentials, and his declarative Superflat philosophy 
seeks to examine just how indistinguishable the worlds 
of high and low art can be when put into a particular 
context. For Murakami, that context is his collection and 
dedicatedly random assortment that offers Kiefers alongside 
Shrigleys, Grotjahns with Kim Jung Gi, or even centuries-
old Japanese ceramics with KAWS. What stands out about 
the Superflat Collection was, and will continue to be, the 

honesty. He writes in the exhibition’s statement  “What 
is art? When I contemplate that question, I come to the 
conclusion that it is the crystallization of culture; that is, the 
social circumstances, human relationships and ephemera 
of the eras in which we live.” And this collection really is a 
reflection of how we consume culture in our daily lives—on 
blogs, social media, news, on each city block, every second 
of our day, high and low cultures slammed together in one 
“flattened” package. It is the collection of an artist immersed 
with history and the present: instinctive rule-breaking with 
natural impulse. 

Murakami has long been an artist who is comfortable as 
contemporary mega star, as well as avid champion of the 
underground and the authentically groundbreaking works 
being created in all facets of art. For us, and we suspect, our 
readers, we aspire to that same fearlessness. —Evan Pricco

Takashi Murakami’s Superflat Collection will be on display at the 

Yokohama Museum of Art through April 3, 2016. 

FLATNESS IS STILL THE RULE
TAKASHI MURAKAMI OPENS THE VAULTS TO HIS COLLECTION

Photo by  

Yuichiro Tanaka





 Roll Stickers Also Available on Foil, Clear and Vinyl Stocks! 

*One-time use code. Expires 5/31/16. Cannot be combined with any other offer. Valid on retail pricing, only. Discount does not apply to taxes or shipping charges.

Off Your Order of $150*. Use Promo Code

SPRINGTIME16

Call 877.246.3132 Click jakprints.com

Stick Your He    rt Out
With The Largest  Selection of Custom Stickers Under One Roof

1000
ROLL 
STICKERS
$187

4" Circle White Paper / 2 Colors

1000 
STICKER
PACKS
$2.69
Six, 4x4" Die Cut Stickers 
Full Color / Full Bleed
5x7" 12 pt. Gloss Backer Card 
Resealable Polybag 

Mix It Up!
Choose from: 
Circles
Squares
Ovals
Rectangles
Die Cut

each

500
SCREEN 
PRINTED
DECALS
$211
3x3" White Vinyl / Square / One Color
Yellow and Clear Vinyl Available

500
CUSTOM
KISS CUT 
STICKERS
$159
3x3" White Vinyl / Full Color
Full Bleed / Clear Vinyl Available

250
FULL 
COLOR
CIRCLES 
$146
3" Clear Vinyl / Full Color
Full Bleed / White Vinyl Available

500
DIE CUT 
STICKERS
$149

3x3" Custom Shape White Vinyl / Full Color / Full Bleed / Full Color Liner Prints Available

MULTIPLE IMAGES, 
ONE ORDER
Mix up your Full Color Sticker 
order with up to fi ve designs 
of the same size and shape.

FREE CUSTOM SHAPES
We'll create die lines based 
on your artwork.

NO SETUP FEES
Zero hidden fees. 6 Die Cut Stickers!
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A STICKER ART ANTHOLOGY
BY F I LMMAKER  ALEX IS  DEFORGES 

A F IVE  EP ISODE  SER IES

P ROPAGANDA  |  SCREAM ING HANDS  |  V I SUA L  MUS IC  |  SNEAKER  BOXES  |  S T R E E T  ART

PRESENTS

SHEPARD FAIREY /  DAVE KINSEY /  ERIC HAZE /  ABOVE /  KLOR /  SCIEN /  CHRIS RWK

FLYING FORTRESS /  BIG FOOT /  EL TORO /  ERIK FOSS /  STEPH CARRICONDO

JERK 45 /  ROYCER /  VENG /  ALEXONE /  14BOLT /  ELI GESSNER /  DB BURKEMAN

SCOTT BOURNE /  CJ RAMONE /  SERGIO VEGA AND MORE

F E AT U R I N G  I N T E RV I E W S  W I T H

I N  C O L L A B O R AT I O N  W I T H
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