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In 2015, Converse commissioned 48 original works of art from 
established and emerging artists. The artwork has been on exhibition 

at the Converse world headquarters in Boston for the past year.

The artwork is now available for auction and all proceeds  
will be donated to Artists for Humanity of Boston, providing  

underserved youth with exposure and employment in the arts.

View and bid on the collection at 
paddle8.com/auction/AFH
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dedicated to the real Aunt Sally. You know who you are. And you know why. What’s it got to do with beer? Call us. 707-769-4495 
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 ISSUE NO 184
Photo by  

Jonty Wilde
FOR THE LONGEST TIME, I WAS OF THE OPINION THAT 
when it comes to art, bigger isn’t necessarily better. 
Some of my favorite works were little drawings from Royal 
Art Lodge or Basquiat sketches. Yet, in recent months, 
standing in front of Stella’s sculptures at the Whitney, Jenny 
Saville’s painting at the Broad, and Takashi Murakami’s 
massive 100-meter painting at The Mori in Tokyo,  
I suddenly had a realization that artists’ command of such 
scale has transformed the way we have come to appreciate 
art. Maybe more so now than ever. 

It seems apt that on the occasion of working on this issue, 
KAWS was opening his first museum show in the UK, and at 
the renowned Yorkshire Sculpture Park, no less—even more 
synchronicity. For the past few years, KAWS has become 
one of the most collected and sought-after fine artists of 
the twenty-first century, but is doing so in a way where his 
scope has become bigger, but maintains a devoted and 
rabid following of young adults who still connect with his 
roots in street and toy culture. I imagine this is an extremely 
difficult place to occupy in the art world; yet KAWS is there, 
transforming his aesthetic and signature style into abstractions 
in painting and massive sculptures that have become some of 
the most fascinating works being made today. 

KAWS isn’t the first artist to make large sculptures and 
certainly won’t be the last. But he possesses a singularity 
rare in art. For all the vibrancy of KAWS’ paintings and the 
pop-culture props in each work, the sculptures are calm 
and subdued. They capture a feeling of a time left behind, 
of nostalgia too ingrained in the past for imagination to 
completely remember. But it looms large within. The size 
of the sculptures become an essential metaphor of our 
complicated relationship to childhood and earliest stages 
of creative inspiration. This is where KAWS maintains his 
pioneering spirit. 

The May 2016 issue features artists with big aspirations and 
transformative perception: Tom Sachs with Satan Ceramics, 
Aesop Rock and his visual music, alongside the emergent 
works of Josh Sperling. Big things are happening, and we’re 
in the front row. 

Enjoy #184.
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Photo by  
Todd Mazer

MY STUDIO IS IN MY BASEMENT. I LIKE MY STUDIO WHEN 
it's a well-worked space. What I mean by that is, when I've 
been working for a couple weeks down there, it starts 
to get nice and messy. There's real comfort in that mess. 
What's good about working in my basement is that I can 
work more often and still share duties with my wife in terms 
of helping with my son. The basement has a cozy cave 
feeling that is comforting and familiar. The bad thing about 
working in there is that it's a basement. Not very fancy. 
A humble space. It smells a little musty with a mixture of 
paint and incense. I mostly have my son’s art and my art 
hanging on the walls, or collected images from magazines 
and artists books that I like, or drawings my son and I did 
together.

I tend to listen to the same music over and over. Right now, I 
listen to CAN a lot, Howlin’ Wolf (I usually dance a bit before I 
begin to get the blood moving) and Talking Heads. I paint on 
the wall and sometimes on the ground, depending on what 
I am working on. I can't work over four by five feet, and also 
working on the ground is difficult sometimes. There’s very 
little space around the canvas, and I have to squeeze past the 
washer and dryer or tables. Eventually, I would like to get a 
larger studio space, but right now this makes sense. My dream 
studio space would be a carriage house in my backyard or a 
converted garage. I don't like artists’ studio buildings. I usually 
don’t want to socialize when I'm working. —Josh Jefferson

JOSH JEFFERSON
SUBTERRANEAN HEADSPACE
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TURQUOISE 
SUSPENSION 
DEANNA TEMPLETON’S  
THE SWIMMING POOL

THERE IS SOMETHING ABOUT THE POWER OF  
quietude. Not the silence, but the way an image or 
movement can capture graceful tranquility and create an 
impact without words. Deanna Templeton’s The Swimming 
Pool series is not only a testament to the power of restraint, 
but to the beauty of human form and space. “This body of 
work is beautiful and lyrical in a very timeless way,”  says 
Thomas Campbell, publisher of Um Yeah Arts, the house 
releasing Deanna Templeton’s The Swimming Pool book 
this month. “I think this series will go down as a powerful 
movement in Deanna's career.” We spoke with Deanna 
about the origins of the series and her rule of being flexible. 

Evan Pricco: What attracted you to the pool?
Deanna Templeton: Seeing my husband, Ed, swim around, 
nude and free, my own experience of swimming, and the 
quietness of being underwater. 
 
When did you realize you had a series going?
For the most part, a series is started after I review my photos 
and see that some have a reoccurring theme to them, but the 
Swimming Pool series was a little different. I shot about four 
or five photos of Ed, who was taking a skinny dip in our pool 

one day. When I got the proof sheets back, I liked what I saw, 
so I decided to run with it. Then I started to ask friends, and 
friends of friends, if they would be down to swim for me. 

In considering a book, when did you start feeling like you 
had something that could be turned into a complete and 
definable collection? 
I started to accumulate and produce a lot of images. Actually, I 
imagine that most photographers hope, wish and dream about 
publishing their work. I think, when sitting around with your 
photos, if you like them, you start to visualize them in book 
form. I made earlier layouts of what this Swimming Pool book 
might look like, though it has changed considerably since then.  

What were those changes? Did you start the book and then 
go back and add more?
It took me about eight years of shooting. I would only 
shoot in the summertime when I had more direct 
overhead sunlight to work with. My backyard has a patio 
cover, and I didn’t want its shadow to creep into the shot, 
so I had about a three or four-hour window every day. 
And then I also didn’t know how to work our pool heater! I 
wanted to make sure the swimmers were comfortable, so 
the summer heat helped out there. 

I think I needed the eight years of shooting; the more I 
shot, the more I knew what I was and wasn’t looking for. 
Actually, I thought I was finished in 2014, but Thomas, who 
is putting out the book, suggested that I shoot one more 
summer. He thought the book needed maybe two or three 
more swimmers. At first I was a little put off, thinking I was 
done, but then when I knocked the chip off my shoulder, I 
called up some friends and they turned out to be in some 
of the best shots I’ve made for this book! 

You have captured this very specific story of Southern 
California. And what is really amazing is how you have 
found so many different ways of documenting it. What 
continues to inspire you about Orange County, and have 
any new series come out of that inspiration? 
Orange County, actually Huntington Beach, is where I was 
born and where my parents are laid to rest. This is my home. 
I have many memories from here, and photography is a way 
for me to stay connected with my past. I have two newer 
series that I’m working on. One is about Huntington Beach, 
where Ed and I take an afternoon walk downtown almost 
every day. Just shooting the locals, the passersby and 
everything in between. We hope someday to publish a two-
volume book, a his and hers take on H.B. The other series is 
still in the works but it will deal with me, personally, when I 
was between the ages of 14-18.

The Swimming Pool is published by Um Yeah Arts and will be 

released in May, 2016. 

umyeaharts.com

All photography from  
The Swimming Pool  

Published by UmYeah Arts 
2016
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E VENT

POW! WOW! Hawaii  
2016 murals

Clockwise (from top)
RISK

Audrey Kawasak
OG Slick, Ckaweeks, Mung 

Monster and friends

Photos by  
Brandon Shigeta

YOU’VE HEARD OF POW! WOW! AND YOU MAY KNOW 
how it got its name. POW! is the impact, WOW! is the 
reaction, and while this most famously applies to an annual 
mural throwdown in Hawaii, the network has expanded 
to reach all corners of the world, and includes more than 
just a week of international artists painting in paradise. 
The POW! WOW! School of Art and Music supports young 
creatives and helps them grow and achieve their dreams 
of performing and making art. On the roster for this year’s 
POW! WOW! Hawaii 2016 were 19-year-old friends Emma 
Dold and Melody Sakura, former POW! WOW! School of Art 
students who now study at SVA and Pratt, and paint big 
murals about women, plants and Internet culture. Now that’s 
a success story. 

When street art is genuine, it breathes energy into its 
newfound community and engages folks who spend 
time there. When an artist is working in the street, they’re 
painting in front of a live audience, making art accessible to 
everyone, and creating a space for open exchange about art 

and what it means to people. This interaction is meaningful 
for both artists and neighbors, and POW! WOW! is making 
that happen all over the world.

Jasper Wong, mastermind of POW! WOW! and its ever-
expanding empire, says it best: “To see our new and old 
murals populate a city always gives me a great sense of 
accomplishment. To see people of all ages searching out 
murals and taking photos in front of them all year-round puts 
a smile on my face. To see our students grow and become 
artists themselves is amazing. To see art change a fabric 
of a city is the reason why we do it. It's a testament to the 
power of art and music to bring people together, beautify 
neighborhoods and change lives.”

POW! WOW! Long Beach is up next in July, 2016. 

powwowhawaii.com

POW! WOW! THEN AND NOW
A MURAL FESTIVAL EXPANDS
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“I DO THINK THAT FLY FISHING AND PHOTOGRAPHY 
are connected in that you have to be hopeful. And in both 
places, what you set out to accomplish is not what you do 
accomplish, but it’s the experience that matters, as does that 
desire to keep going.” McNair Evans studied anthropology 
in college (and received his MFA from the Academy of Art 
University) and worked as a fly-fishing guide in Yellowstone, 
where he started taking night classes at the local art center. 
The following winter, he drove a van from Virginia to a 
remote area of Guatemala to photograph the Chuj Indians, 
where, he says, “I was as exotic to them as they were to me.” 

This understanding of the rhythms of the land and the 
strands that beckon recalled, for Evans, the connection 
of the rails to his family heritage. Knowing of a railcar 
that belonged to his grandfather, he discovered that it 
was restored and took a trip there by train. “It was such a 
powerful experience that I immediately knew what my next 
project would be.”

In Search of Great Men is a grand chronicle of Evans’ long 
loops around the country on Amtrak, a wonderful place to 
engage because, as he notes, “there’s a lot of time.” A mix 
of still photos and the hand-written journals of passengers 
he has met, the exhibit portrays and tells stories about loved 
ones, aspirations and life transitions.

“My upbringing taught me to treat everyone with respect, 
that we are all equal. I tend to fall in love with everyone I 
photograph. I find something that I empathize with and go 
through their journey with them, and after 15 days, I find 
myself emotionally wiped.” 

Text by Gwynned Vitello.

In Search of Great Men is on view at San Francisco’s City Hall  

April 15–November 18, 2016. 

IN SEARCH OF GREAT MEN
McNAIR EVANS MAKES HIS CONNECTION

above
A dining car waitress reads 

the kitchen stock report as the 
California Zephyr train nears 

Chicago on a 41-hour run from 
Emeryville, California.

2013

opposite
Hector Felix travels to Iowa  

on the California Zephyr for a 
season of work constructing 

agricultural buildings.
2013
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above
26-year-old future 

entrepreneur Wyketa Dennis 
is relocating from rural 

Louisiana to Atlanta in search 
of opportunity, destiny, and a 

better life for her son.
2012

right
Heavenly and her mom, 

Savanna, are traveling to 
Spokane, Washington where 

they will see Heavenly’s 
grandparents and hopefully 

her dad.
2013

“THIS IS A RESIDENCY FOR ME, 24 HOURS PER DAY,  
PEOPLE COME ON AND OFF. A BAD PHOTO MIGHT SAY AS 

MUCH AS WHAT IS CONSIDERED A GOOD PHOTO.”
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right
Elder Kyle Lewis Rutter  

is traveling with family to Salt 
Lake City where he will embark 

on a two-year Mormon  
mission to Mexico.

2013

above
Wes is returning home to 

California after a visit with his 
brother in Tennessee.

2012

28  |  MAY 2016



PICTURE BOOK  JUXTAPOZ.COM  |  29







DESIG N

32  |  MAY 2016

GIFS ARE AN ENTRANCING ART FORM, AND NICOLAS
Ménard makes some of the most exquisite animations we’ve 
seen. His work recently caught the eye (or the lens) of Ray-
Ban, who commissioned a piece for their SoHo location. 
Ménard explores absurdity and existentialism in storytelling, 
and two years out of grad school, he’s already upping the 
ante in the animation game. He lives in London and we are 
living for his work. 

Juxtapoz: Have you always drawn?
Nicolas Ménard: Like any kid, I was quite interested in 
drawing, but my love for the craft concretized when my 
mom signed me up for after-school drawing classes at 
my village’s community center. I grew up in a small town 
called Les Cèdres, somewhere between Montreal and 
the border of Ontario, and my world of entertainment 
included shamelessly drawing anime characters, playing 
tennis with my friends and spending countless hours 
smashing buttons on Nintendo consoles.

As a teenager, drawing and Flash animation became my 
main focus, and I lost interest in gaming—so much that 
my friends wouldn’t want me on their Counter-Strike team 

since I wasn’t as consistent and skillful as them! Can you 
believe it?!

No, but it seems like that shift in interests paid o� ! Talented 
animators like yourself are fortunate because GIFs are 
a popular new form of media with rich possibilities, and 
animation is timeless. Is that how you feel about it?
I do feel optimistic about making GIFs since it’s one of my 
favorite mediums. There’s something incredibly attractive 
in the way it combines drawing and animation in the best 
possible way; it allows one to express an idea that would 
only work on a timeline while keeping a spontaneity close to 
drawing. I love the webpage as a canvas.

Commercially, GIF artists are facing an obvious challenge: it 
can be hard to get paid for what the e� ort is worth. There’s 
a misconception that, because social media content has 
a short lifespan, GIFs shouldn’t be expensive. Meanwhile, 
animation remains a time-consuming practice.

GIFs really are deceptively simple. What are your favorite 
Nintendo graphics? Have you done any game design?
Aesthetically speaking, my favorite Nintendo games are 

NICOLAS MÉNARD
A GIFT FOR GIFS

above
Still image from 30s promo 
for Ray-Ban
Digital 2D animation
2015
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Super Mario 2 and 3, Starfox, and X. Ultimately, I like 
all video games that are surreal because of technical 
limitations. That stuff just comes out of nowhere, and that’s 
what makes it so special.

I have never done game design before, but I have a 
few game ideas in my sketchbooks. I’m interested in 
very simple but satisfying gameplay mechanics in a 
context where there is no goal—or where the goal is not 
something obvious like a score or a reward—but rather a 
feeling or an emotion.

How does your experience as a screen-printer enhance 
your animation work?
When I was studying in Montreal, we had access to a 
screen-printing facility. Since it was so accessible, it became 
an obsession. I loved how the flat colors rendered and the 
imperfect alignments of the different layers of ink. 

At the same time, I was experimenting with animation and 
using my inkjet printer and the school’s photocopier to print 
my animation frames and give them a printed texture. These 
explorations led me to mimic the look with After Effects to 
save time.

My films and artworks always use minimal color palettes. 
In screen printing, the more colors a print has, the more 

expensive it is to produce. It became second nature to 
think economically.

Tell me about your zines and how they relate to your 
digital work.
When the time came to start making short films, I felt 
unqualified to write a story. I was overwhelmed by the idea 
of making a narrative film. However, what I felt comfortable 
with was making books. I made two films at the Royal 
College of Art, and each of them was preceded by a zine 
that would help me capture the mood and story of the film it 
would relate to. It was a necessary exercise.

What inspired your short film, Loop Ring Chop Drink? It 
was quite a dark tale. 
I always find it hard to talk about the inspiration for that film 
because the process of making it was so unusual for me. It 
was very much about stitching a lot of things together. My 
first intention wasn’t to do a film with four characters living 
in the same apartment building. I had a lot of little bits and 
pieces of writing: some were funny, some were dark, some 
were poetic and absurd. I wasn’t convinced that the short 
film format was the best format for these ideas. The idea of 
making a big series of GIFs felt more attractive to me.

In the end, since I had a lot to learn about short films, I 
decided I would give the format another try. By grouping 

above (from left)
Album cover design  

for Tourist’s single,  
“Illuminate” (rejected)

Digital drawing
2014

12 x 12”

Human Tower
2015

Digital drawing
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my ideas into four categories, each category was used as 
a foundation for each character. That’s how they became 
these four dysfunctional beings.

Why do you enjoy exploring absurdity?
I’ve always been attracted to absurdity. In high-school, the fi rst 
play I read that really resonated with me was Waiting for Godot. 
My favourite stand-up comedians are Tig Notaro and Stewart 
Lee. I connect with that kind of humor, so I like to include bits 
and pieces of that into my work. There’s something appealing 
about how it brings everything to the same level of importance 
or unimportance. It provides a sort of comfort by o� ering an 
unexpected point of view on the mundane and the grandiose.

I draw my characters so they look inexpressive, confused, 
depressed, nonchalant or disturbingly enthusiastic. Even 
though I use bright colors, there’s an element of existential 
angst I like to entertain.

We never thought the swipe transition could look cool in 
a fi lm, but the way you use it looks really great. What are 
some other nostalgic references you use?
I’ve always found the swipe and venetian blind transitions 
to be brilliant and underestimated. It works well, especially 
when revealing a contrasting color underneath. I also often 
use low frame rates and an economical way of animating to 
reference retro video games and UPA-style animation, but 
also to save time.

What was on your mood board for your recent Ray-Ban 
campaign?
Ray-Ban was opening this new shop and gallery space 
in SoHo and they were looking for a vibrant animation 
to communicate the new address. I wanted to do 
something that was colorful and “catchy,” the goal being 
that the mixture of colors and motion would mesmerize 
pedestrians like enchanted snakes. The client’s main 
request was that it had to retain a feeling of New York. 
Therefore, since New York is home to some great Pop 
art, the mood board contained references to artists like 
Keith Haring and Milton Glaser, mixed with some of my 
computer imagery, so that the whole thing would feel 
subtly referential, but also contemporary.

What are you working on next?
I want to work with code more, from video games to little 
interactive Javascript pieces. I really want to be doing more 
of that in the future. At the moment, I’m working on a new 
short fi lm titled Looking for God, in which I’m exploring a 
new visual style, and I’m experimenting with voice acting. 
It’s a good exercise.

nicolasmenard.com
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LET’S START RIGHT OUT AND DECLARE THAT MARY 
Meyer is a maker, a maker of many things. An education 
in the woodsy wilds of Northern California and sun-
soaked venues of Venice Beach led to art school where 
her curiosity in all things creative opened many doors to 
many disciplines. Travel taught even more, reinforcing a 
fascination with Japanese dye techniques, African textiles 
and fabric from India, which are all currently making nice 
with her love of wheat-pasted punk flyers and decoder 
graphic tees. Of course, this all ends up in New York City, 
home to Mary Meyer’s shop-studio-space that features 
her own signature clothing line, inspired by near and 
far, but definitely made locally. There’s more wear ware 
from old friends and new finds who share a taste for fun 
in fashion, not to mention a proper space for those with 
a passion for vintage. This being NYC and this being 
Mary, the shop on Bogart Street hosts bands and artists 
she meets along the way, and she finds time to mentor 
burgeoning young creatives in city schools. Meet Mary.

Gwynned Vitello: Can you comment on splitting your time 
growing up between the redwoods of Marin and the coast 
town of Venice? It sounds like a perfect blend of innocent 
forest nymph and wild beach child.
Mary Meyer: Yes, it was really awesome, the best of both 
worlds! I was simultaneously growing up in Northern 
California and Venice Beach in the ’80s and ’90s. Venice 
was a really urban beach environment, and I was being 
influenced by the street culture and vibe of the time.

MARY MEYER
ART TO LIVE IN
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Did your mom’s work in the film industry influence your 
design spirit?  Were you drawn to certain eras or auras?
Definitely. My mom’s work in the film industry through the 
’80s and ’90s had a big impact on me. I was going to crazy 
parties in Los Angeles at a young age, and seeing a side 
to the film industry that most people never see, which was 
super fun. My designs today draw on both vintage and 
contemporary sources. In addition to my collection, I also 
co-own a retail store in Bushwick, Brooklyn, called Friends 
NYC. Half the store is vintage, and we specialize in ’90s 
fashion, which I pull directly from my time growing up in 
LA in the ’90s. My mom worked on classics, like Empire 
Records, which, for me, has some iconic looks.

Deciding to travel straight out of high school is a very 
independent move. Did you make your own style 
statements as a young girl?  Which destinations gave new 
ideas for your visual travel textbook?
Ha, yes, I have always been very independently minded. As 
a young person, I made many trips across the Atlantic, and 
at that time, was very interested in European history and 
art. I still am, but now, any trip I take is tropical. What I really 

want is to just be relaxing on a beach—always. In fact, I’m 
about to go to Columbia for a week with my boyfriend, and 
I can’t wait!

When choosing a school, what was it about California 
College of the Arts that was so appealing?  Although 
starting out as a painting major, did you know you wanted 
to make fashion before graduating?
I chose CCA because it is a school that specializes in an 
artist training in multiple disciplines. I knew I wanted to make 
art and have a creative career at a very early age, although 
when I started school, I wasn’t quite sure what, specifically, 
I wanted to do. CCA gave me the opportunity to work in 
many departments: painting, printmaking, textile design, and 
even welding. I didn’t know until after graduation that I was 
interested in a career in clothing design.

During your time waiting on tables in San Francisco, while 
also making your own clothes, did you kind of reassemble, 
or do you actually sew?
I was actually waiting tables in Berkeley. This was when I 
started sewing more seriously for the first time. But, initially, 

All images from  
Spring 2016 collection
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it was just for me. At that time, I was constructing things 
for myself, but I am self taught. I can sew, but I wouldn’t 
describe myself as an expert.

You describe New York City, your home, as the place 
where you found your “design voice.” How long have 
you lived there?
I’ve lived in New York since 2006, so, in April, it will be ten 
years! It was here that I got back to my art-making roots and 
started to make art and textile designs and began to print them 
onto the clothing. This is really when things clicked for me.

Prints are a characteristic element of your designs. What 
inspires them, and why are they special to you?
I think the prints are what I really connect back to my art-
making roots. For me, this makes the process of designing 
clothing complete.

Tell us about your favorite fabrics and why you choose them.
My immediate criterion for fabric is touch. It must be soft! 
Seriously, I want everything I make to be something you 
feel like you could live in. Of course, the textile design and 

visual impact is equally important. I love African, Japanese 
and South American textiles, and the prints I design are 
definitely inspired by these types of sources.

Are you still involved with the Step Up program you 
created? Could you please tell us more about your work in 
the community?
Step Up was created and founded by my dear friend Bonnie 
Pipkin and myself in 2007. It’s a program where we go into a 
New York City public school and spend ten weeks producing 
a play with a small group of students after school. We did five 
programs at an elementary school on the Lower East Side 
and four at a high school in Bushwick. It’s really cool because 
they get the opportunity to express themselves in a different 
way. The program has been funded by our community 
through throwing parties with bands and DJs, but we have 
also obtained a few grants. It’s super fun—and it’s for the kids!   

marymeyerclothing.com
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ONE DAY, A CURIOUS KID DECIDED TO WANDER OUTSIDE 
of the big metropolis where he lived, venturing alone into an 
isolated forest, far away from the overwhelming cityscape 
he’d known his entire life. It was in those lush woods where 
he faced his fears and unexpectedly made a home inside 
an old barn. Soon after, he met a mystical cat named Kirby, 
and together the duo filled their days with adventures of 
self-discovery, treasure-hunts, animal friendships, music 
and imagination. This, however, is not the synopsis of a new 
show on Cartoon Network. It’s an accurate description of the 
recent life of my friend, Aesop Rock.

Aesop Rock is a rapper, a label that he is more than okay 
with. But the word “artist” is a more-fitting description. Since 
1997, over the course of six solo studio albums, countless 
musical collaborations and production credits, Aesop Rock 
has injected his imagination, creativity and vocabulary into 
the ears of so many inspiration-craving people that Star 
Trek’s Khan would bleed with envy.

Like Charlie Bucket visiting Willy Wonka’s Chocolate 
Factory, I was lucky enough to be invited into the woods of 
Washington with Aesop Rock before he continued his journey 
on to Portland. It was here that I worked alongside him, 
art-directing and designing the packaging for his upcoming 
seventh solo studio album, The Impossible Kid. In between 
his conversations with raccoons, birds, and even the trees 
themselves, I managed to sneak in some questions of my 
own. —Alex Pardee

Alex Pardee: How did you end up in a barn in the middle  
of the woods?
Aesop Rock: I was sort of hitting a wall in San Francisco, not 
feeling all that productive or social, and feeling like my rent was 
getting crazy for my lifestyle. The ultimate idea was to move 
back to NY—I was originally only gonna be on the west coast 
for one year anyway, but got a little side-tracked. Obviously 
NY prices are crazy, too, so I put that on the back burner and 
started thinking about places I could temporarily go to save 
some money and get some real work done before eventually 
heading back east. My goal was to live cheap and make a lot of 
music. Really, all I want to do these days is work. Portland was 
on the table because I always enjoyed passing through; it was 
affordable, and I knew a few people there. Right around then, 
my friend in Washington state, who has a barn with a small 
studio apartment said, "You can rent the barn for a year." That 
was that. It felt like the perfect place to take a nice break, live 
somewhere odd, get some shit done, and save some cash. 

What does the title The Impossible Kid reference in your 
new solo album?
I refer to myself as "The Impossible Kid" on the song 
"Get Out Of The Car" and I liked how it sounded and the 

AESOP ROCK
ALEX PARDEE QUESTIONS  
THE IMPOSSIBLE KID
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meanings I could pull out of it. In some ways it's about my 
endless and often impossible quest to just feel OK—with 
myself, with the world, with my place, with my life, my 
relationships, my art, my impact, if any. It's the impossible 
quest for happiness and satisfaction. I kind of also think it 
can refer to generally being stubborn, someone who won't 
budge within the creative process. 

Your songs have always sounded highly constructed, as if 
they take months to get to that “happy place,” like an oil 
painting, as opposed to a scribble. On average, how long 
does one of your songs take to create?
I never really start a song and work it straight through to 
completion, so while some things take months, or even 
get worked on in consecutive years, it’s not really accurate 
to say it took that long to actually make the song. They 
kind of grow from seeds. Lyrics start as words and notes. 
Beats start as simple loops. I find a piece that I like and just 
follow it along, expand the beat a little, maybe write some 
more lyrics. At some point, I’ll have a half-baked beat on 
my laptop and some half-done lyrics on my phone, and 
I’ll make a bad demo on my laptop, often just a verse or a 
fraction of a verse. I just kind of sketch. I will have many of 
these going on at once, so if I’m bored with one, I’ll work 
on another. Eventually, I’ll go in my booth and lay down a 
slightly more realistic vocal attempt. I just repeat this until 
I have a body of work that makes sense to me. Then, at the 
very end, I will redo all the vocal takes in the same month, 
just so it all feels consistent. 

One of the other specific things you mention on The 
Impossible Kid  is abandoning an art career to pursue 
music, and you allude to harboring a little regret because 
of it. What was the extent of your visual art career? 
For essentially my whole life through college, all I wanted to 
do was make art—draw, paint, all of it. In many ways, even 
today, I relate more to people who make pictures than to most 
musicians I meet. I saw my older brother doing a lot of art, so 
around middle school, I started really getting into keeping 
sketchbooks and all that. I started taking figure drawing 
classes at night at a local studio during my high school years. 
Eventually, I went to Boston University and got a degree in 
painting, and worked at some galleries during the summers 
just to kind of be around it all.  I don't think I was ever very 
good but I wanted it bad, so I put all of my energy into it. 

Were you also creating music at the same time as you were 
drawing and painting?
I also always did music, piano lessons as a child, bass lessons 
during middle school. Sometime in the late ’80s and early 
’90s, the same older brother got a drum machine to pursue 
his musical hobby, and I made my first little beats there. 
Recorded some little rap songs, then kept rhyming during my 
college years, which is when I met Blockhead, who became 
a close friend and collaborator. I loved making rap songs, 
and when I moved back to NY after college I was just kinda 
making art and rap too, and working at a gallery. But I was 
trained in art; it was my focus and supposed career path. 

Towards the end of the 1990s, I would be out rhyming in 
NY and selling my rap tapes at shows around the city, and 
people started getting interested. It was kind of an accident, 
so I always saw myself more as a failed visual artist than a 
successful musician. In my head, art was the path, music was 
the hobby. 

What attracted you to pursuing music instead?
Really it was just that people were into what I was doing. 
I just loved creating things, and once people started 
checking my tapes and actually expressing interest in 
hearing me rap more, it made me want to work harder at it. 
Getting positive feedback on the stuff was all the reason in 
the world to keep pursuing it. As much as I loved drawing, 
I could feel that I wasn't really on the level of someone 
who could pull it off; whereas I always had a decent grip 
on where I stood as a rapper, what I could do, and what I 
was capable of. I think rapping came way more naturally, 
whereas drawing was something I had to work hard at and 
still not get to where I wanted to be. Ultimately, one just 
won out over the other. 

You’ve managed to merge the two loves over the span of 
your career, though. The roster of visual artists you’ve worked 
with has been as surreal as your musical collaborators. Just 

above
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in the last decade alone you’ve collaborated with the likes 
of Tomer Hanuka, Jeremy Fish, El Coro, Travis Millard and 
Aryz. Is combining your music with a specific visual style a 
conscious decision when writing?
I have been incredibly lucky in that I have worked with some 
awesome people. I think I have a fairly visual writing style, 
and over the course of writing a body of work, it starts to 
take shape and you just start to see it. The songs have a 
tone, an overall color and theme. Eventually, I’ll weigh out 
who I know, whose work I’ve been looking at, who best fits 
this music, combined with a lot of timing and who is available 
and fits in my budget, and I try to make it all come together. 
Slapping a quick cover on some music that literally took me 
years to make makes no sense to me. I want the cover and 
associated visuals to be something special, something that 
holds its own weight. I want people to know I care. 

Your music videos are also focused a lot on really imaginative 
visuals and bizarre narratives. Your new “Rings” video 
(directed by Rob Shaw) is equally disturbing as it is touching. 
Do you come up with the concepts for your music videos?
Sometimes I do, but sometimes it's best to let a director be 
a director. On one hand, I don't want to feel like I'm losing 
control of any aspect of the creativity, but at some point 
I also know that it's just not my field. Usually what works 
best is playing someone the song(s) and giving them the 
vibe, and then letting them pitch you something. People will 
always execute the idea that they came up with best—so if 
I get someone on board and tell them exactly what I want 
down to the last detail, they’re just going to feel like a hired 
worker—and that's no fun. If I say, "Here's what I created—
what are you thinking?" It always makes for a better starting 
point. There's always some push and pull after to shape the 
idea into something that feels collaborative and accurate, 
but ultimately everyone needs to be heard and feel that their 
talent is being respected. 

On the other end of the spectrum, you just scored your 
first full-length movie recently.
Yeah. It’s a film called Bushwick.

Was the approach to writing a score and working with a 
director and a film a lot different than your usual approach 
to writing music?
There are similarities and differences. Obviously, not 
having lyrics is the major difference. As soon as I got 
the gig, I read the script and did my best to get in the 
headspace of the movie, and before I had seen any shots 
from the film, I just started making some pieces that, in 
my head, were potentially going in the direction of what 
I thought the movie would be. I just started sending in 
pieces while they were shooting, and the feedback was 
fairly constant. I got a decent idea of what tone they 
wanted from me. I mean, these solo albums I make, I call all 
the shots. With this, while I created all the music, ultimately 
someone else deems it usable or not, and has a say in its 
arrangement—make it peak here, make it chill here, etc. It’s 
a challenge but it actually felt pretty awesome—and seeing 

my work set the tone for some insane action sequence is 
pretty thrilling. These guys were great and made me feel 
good about what I was contributing. It’s getting close to 
finished—I’m pretty psyched. 

What’s next for you after The Impossible Kid?
Next is tour. We have a big US run coming up and may get 
around to some other places as well. I believe the Bushwick 
movie will be out later in the year, and I have a few smaller 
projects that will trickle out as well. 

The Impossible Kid will be released April 29, 2016 on Rhymesayers 

Entertainment. 
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All photography © Jonty Wilde
All artwork courtesy the artist and YSP
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Sculpture Park, 2016
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FOR ALL THE VICISSITUDES OF FATE AND FORTUNE, 
those unpredictable and even unlikely quotients of luck, 
timing and character that propel some forward while 
leaving others in unfair obscurity, there is little about 
the phenomenal success of KAWS’ career that could be 
described as either random or unwarranted. Against that 
predominant model that renders artists as idiot savants, 
brilliant but slightly daft, capable of genius but not 
remembering to wear matched socks, KAWS represents a 
prime example of a generational shift in which a rigorous 
studio practice extends even further afield into the nuanced 
realms of production and distribution, into those contested 
grounds where being visionary is not simply a matter of 
pictorial innovation but about redefining art’s fundamental 
relationship to commodity culture. By such a measure, the 
great achievements of Brian Donnelly, the artist known as 
KAWS, are not a fluke. He’s had a plan all along, and he’s a 
whole hell of a lot smarter than most.

Young enough by most any measure to be some distance 
from mid-career status, and having developed largely outside 
the usual context of art world attention, with years of work 
dedicated to those lowly youth culture forms like graffiti, 
street art, street wear and artist toys, he now enters the 
perpetually late arriving, fine art world as a fresh novelty. 
We have, nonetheless in KAWS, evidence of a deliberate 
methodology and graceful symmetry in the evolution of his 

work to date. His work unfolds over time with exponential 
growth in scale and ambition but with a continuity and 
directional logic that is exceptional, and dare we use the 
word, awesome. To catch up with KAWS again for Juxtapoz, 
on the occasion of his first major exhibition in England at 
Yorkshire Sculpture Park, seems to offer something more 
than simply the usual “what you up to now” query. His art 
has entered fully into dialectic with itself, his visual language 
and codes of representation interrogating themselves on 
their own analytic terms. If we need to know where he’s 
coming from to understand where he’s going, our bet is Brian 
Donnelly has a better idea about that than anyone else.

Among the many lines of connectivity that function like 
a conceptual axis around which his art, in all its myriad 
mediums, rotates is its positioning within the public realm, 
from graffiti to street art to, most recently, monumental 
public sculpture. “The communication with people is still 
there for me, and I suppose that has always been important,” 
KAWS contends, while noting that, “now it is being invited 
into the places, which it wasn’t before. Unlike street art or 
graffiti, now it’s expected the audience in a sculpture garden 
can only be so surprised by a sculpture.” These elements 
of surprise and expectations were learned from his tenure 
working on the streets, and arguably certain placements of 
his Companion sculptures, as they travel the world, are so 
spectacular as to astound any measure of predictability or 
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familiarity. This would certainly be the feeling registered in 
front of Amsterdam Rijksmuseum this past summer, or the 
Kowloon Ferry Terminal, sites that appeal to KAWS for their 
immense pedestrian traffic. In fact, he sounds like something 
of a marketing maven and a lot like the criminal of his youth 
when he recalls producing these sculptures, traveling them 
around the world, installing and then de-installing them. “It’s 
not about the money. It’s about the eyeballs, and in Kowloon 
[outside Hong Kong], a million people saw the work.”

When Brian starts talking about eyeballs, and about what it 
means to have all these people experience his art outside 
the context of a museum or a gallery, it becomes clear how 
his achievements directly manifest his vision. His negotiation 
of the highly compromised and compromising territories of 
public and commercial art as a dedicated fine artist sets him 
apart. To be honest, the last cat we knew who thought and 
worked this way was Keith Haring, and we can be sure that 
KAWS would have little problem with that comparison. 

The most apparent difference between the art you find 
in Juxtapoz versus the other major art magazines has 
always had something to do with this, like how those of 
art world ratification may attain fame and fortune but just 
don’t have rabid fans the way someone like KAWS does. 
And compared to most anyone else of his generation, 
KAWS brings more amplitude to his engagement with mass 
popular culture. Arguably, art has always had a dramatic 
impact on the world at large; it’s still the genetic material 
of what we call culture, but when it comes to measuring 
the cumulative force of his public art projects (including 
a balloon in the Macy’s Thanksgiving parade), the fanatic 
following that collects all the toys and apparel he has 
designed, the global reach of designing the VMA awards 

and high profile collaborations with the likes of Pharrell and 
Kanye, it’s less a measure of his effect on pop culture than 
the simple fact that KAWS is pop culture.

Like the musician who starts performing in a dingy basement 
and eventually ascends to stadium concerts, part of KAWS' 
transformation as an artist is a matter of mastering scale. This 
is crucial for him, and unlike any musical comparison, his sum 
of effects finds no magnification through smoke machines or 
laser light shows. “The early work I did on the street was small 
scale, done quickly, where I got away with what I could,” he 
explains, “now these works are as big as a building, and that 
kind of scale dramatically changes the relation between a 
person and the piece.” In the current mural movement, there 
is keen awareness among artists about the relation of their art 
to the urban environment, the spaces, sightlines and shifting 
light afforded by the dynamic geometries of buildings and 
roads. KAWS' sculptural works abdicate the traditional role 
of accessory by which public art decorates space to become 
activated characters within the city.

KAWS readily admits that his mastery of sculpture was 
apprenticed through his decade-and-a-half tenure designing 
his own toys. It has helped him with a lot of the basic 
problem solving such that, “you always want your small 
figure to be able to stand up and not fall over, but when 
it’s ten tons and standing outside, you have to be sure it 
won't topple and kill someone.” We might easily extend this 
lessons-learned arc to all aspects of design as he practices 
it across media beyond sculpture, but also his uncanny 
business savvy. Let’s be clear: KAWS did not go to business 
school, so while we might try to attribute his remarkable 
acumen in business as an inherent talent, akin to artistic gift, 
it is more appropriate to consider this part of a DIY ethos 
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that has been fundamental to informing all aspects of the 
youth culture from which his art emerges.

Massive public works, museum shows and a powerful voice 
in the world of contemporary painting aside, KAWS has hardly 
abandoned the world of artist-designed toys that brought him 
so much attention in the first place. The first toy, in fact, he 
produced back in 1999 with the Japanese company Bounty 
Hunter, and it was the genesis for the famous Companion 
figure that has been towering over public squares and 
gracing such highbrow institutional settings as The Aldrich 
Museum in Connecticut, The Fort Worth Museum, Atlanta’s 
High Museum and the Nerman Museum in Kansas City. 
What proves exceptional about Companion, apart from (and 
surely a part of) its durability within the public imagination, 
is how, rendered in the intimate language of toys or writ 
larger than life as public art, it conveys an emotionally rich, 
vulnerable self that is endearing and infectious. An uncanny 

student of how emotions play out in figurative art and the 
narrative expressions built into comics, cartoons and other 
forms of populist visual storytelling, when I stumbled when 
trying to describe what makes his now-iconic Companion 
so hopelessly lovable, and as a preternatural storyteller he 
offered that very descriptor of “vulnerable” to explain the 
terms of our engagement. And yes, that is it: here we leave 
the heroic language of civic monuments and superhero 
plastic to enter into the psychological complexities of doubt, 
loneliness and sorrow.

“From the start, I really appreciated how you could just 
pick him up, toss him in a bag or hold him in your hands,” 
KAWS explains. “I try as much as possible still to make the 
sculptures have the feel of the toy. Even when I make them 
out of bronze or fiberglass rather than vinyl or plastic, I still 
paint them to look like a toy.” In fact, while his work moves 
closer to the kind of lifespan we expect of great art, it is 
by process and materiality forever in communion with its 
vulnerability. “Anytime you put something outdoors, you 
have to care for it,” Brian insists “The African teak I use for 
the wooden sculptures that is commonly used for boats is 
very durable and naturally repels bugs, but it still needs 
maintenance, and all the other work is painted, so eventually 
they have to be repainted.” While KAWS is most closely 
affiliated with his longtime dealers, Emmanuel Perrotin and 
Honor Fraser, he also had a recent exhibition with blue 
chip stalwart, Mary Boone, who first brought his large-scale 
wooden sculptures to New York.

As far as KAWS has gone in expanding our conversation 
about what art can be, he is also profoundly open about 
the ways in which the fetishes of art collecting and 
consumer culture relate to one another. The game of the 
art world, as a highly functioning and imminently discrete 
marketplace, is one KAWS has mastered, not simply as 
a much sought-after artist but as an extremely savvy 
collector. With an access to the upper echelons of art world 
power, a connoisseurship that is actually relatively rare 
on most any level of the culture industry and a fan-boy’s 
understanding of how desire and acquisition construct 
identity, KAWS is one of the few who can see the nature of 
collecting from all angles. “It takes all kinds,” he bemusedly 
shrugged when queried about comparisons, but he’s 
deeply committed to conflating differences between luxury 
and populist culture, and all the more subversive for how 
he does it. “That was what I was trying to do with the 
Kimson package paintings from 2000-2002,” he reminds 
us, “they were about bridging the gap between collecting 
toys or sneakers and art. Kids become connoisseurs by 
niche, and there’s no difference between this and the art 
world other than the money spent. There are no really 
easy entry points into fine art or graffiti, but what I loved 
so much from the first time I went to Haring’s Pop Shop 
was how comfortable it felt. There was a casualness that 
allowed you to be in this space and not feel weird. A lot of 
the stuff I’ve made has been pretty inclusive, and with 15 
years of making toys, a lot of people have grown up with all 
of this, just as I have; they can enter my space and figure it 
out, often better than the museums can.”
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GOOD INTENTIONS
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2013
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above
ALONG THE WAY
2013

opposite
SMALL LIE
2013

What we can continue to learn from KAWS' art through 
these decades of production is how it is a practice about 
understanding things, even when that comprehension is 
embedded within confusion. His art collection rotates on 
and off the walls with enough frequency that I see new 
things on every visit, offering a kind of creative nourishment 
he credits for sustaining his own art. Seeing gorgeous 
examples of HC Westerman, Hairy Who artists like Jim 
Nutt and Karl Wirsum, Peter Saul, Keith Haring and seminal 
Japanese illustrational artists too esoteric for my memory 
banks, I’m always stunned by the breadth and depth of his 
collection. “There are so many versions of Pop,” he remarks, 
adding, “I’m always interested in identifiable images, how 
we relate to the world and bring it into our work, how it 
comes back through this filter to be our own. This all comes 
from genuine appreciation, from a life of pursuing what 
interests me, and trying to figure out how they all work. It’s 
not so different than the renaissance of advertising and 
branding in the ’90s. I saw how all these billboards and ads 
were taking out the great graffiti spots and began to pay 
attention to the emergence of this more dynamic language 
of global, corporate campaigns. I never worked with Calvin 
Klein. I worked over him,” he reminds us.

Much of what is so prescient as to seem visionary in  
KAWS' art comes from his inspired understanding of how 
so many different things work discreetly in unison and 
within the bigger picture of culture. In this way, he can 
dissemble and reassemble the primary language of iconic 
comic characters in his paintings into the hybrid realms of 

sampled mix-culture and kitbashing. His approach to the 
thorny dilemma of representation today is design-based 
problem solving, where he can cross-pollinate his own 
work across different series and mediums. We’d have to be 
as astute as Brian himself to know if KAWS is responsible 
for this expanding compression of market convergence or 
simply intuiting and responding to it faster than anyone else. 
And if he knows, he’s not telling. “Toys aren’t meant to be 
archival, and it’s problematic when we make art auctions 
out of toys and ephemera. An art auction and eBay are 
different interpretations of commodities, and now they’re 
converging, like streetwear and luxury goods, but who am I 
to say there’s a difference? I was always far more interested 
in how art, culture and industry worked together than I was 
in separating them.” 

As KAWS continues to mine the shared DNA that bonds 
this global spectacle of pop and to articulate its nuanced 
interconnectivities in his own migratory art practice, 
we begin to see something sublimely whole and wholly 
fractious. It is a beauty that intimidates, but it is also 
metaphysics that can make us laugh.

KAWS’ exhibition at Yorkshire Sculpture Park will be on display 

through June 12, 2016.

@KAWS
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SATAN CERAMICS
What you are about to discover are investigatory fi les 
prepared by Special Agents Porous Walker, David 
Hopp and Masa Tsuyuki. Undercover artists by day and 
moonlighting media hounds by night, these detectives 
know how to penetrate a sacred lair with panache. Armed 
with a tattoo machine, they will let anyone draw on their 
bodies—a self-sacrifi cial attempt to earn trust. Works every 
time. These special agents conducted a successful sting 
operation to infi ltrate the nucleus of a germinating ceramics 
powerhouse fueled by masterminds Tom Sachs, Mary Frey, 
JJ PEET and Pat McCarthy. Forthwith is documentation 
and a full report from Operation Satan Ceramics. This 
information is classifi ed and for your eyes only. Peep.
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JOSH 
 SPERLING
THE COLOR AND 
THE SHAPE
INTERVIEW BY SAM FRIEDMAN  //  PORTRAIT BY BRYAN DERBALLA
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'VE KNOWN JOSH SPERLING MY WHOLE LIFE,  
since we started the first day of preschool as one-year-
olds. We've probably spent more time together than with 
our own siblings, and I still don't really get the feeling 
that I fully know him. I know he's a caring friend, a good 
partner, a meticulous worker, an impressive artist, and a 
voice of reason, but there are still some things that are 

largely a mystery. 

Josh has got to be free to release a part of him that 
belongs to no one, whether that freedom is a couple of 
years of disappearing, or a few days alone in the studio. 
He's gonna do him, and I get the feeling that he needs it 
that way. Like a fish, just when you think you’ve caught it, 
he slips out of your hands, jumps back into the water, and 
swims away into a world where you can't follow. Then he 
reappears and tells you about as much as a fish might if 
you tried to ask it a question. You don't know where he 
went, or what he was up to, but you know it was cool and 
that he swam through with style and grace, artfully missing 
a few hooks along the way. 

Sam Friedman: We've known each other since the first day 
of preschool. I only have two memories from that time. 
One is dropping a Coasters record on the sidewalk that I 
brought for show and tell, and the other is hiding behind 
an orange La-Z-Boy so other kids couldn't see me pick my 
nose. Do you have any memories from those days?
Josh Sperling: My first memory with you is when we were a 
little older, like five or six. I remember you came to my house 
to play, and we hadn't seen each other in a while because 
we went to different elementary schools, and I felt awkward 
before you came over. Like wondering if you had changed 
and we would still be friends. I remember swimming in the 
stream in my backyard which is funny to me now because 
the thing is, like, one foot deep.

When we were little kids, you and your father had a pretty 
epic model railroad set up that occupied most of his 
garage. I've wanted to build one myself ever since, but 
haven't yet. When I found out that Neil Young was really 
into model railroads it reinforced this idea. Do you ever 
think you will get back into having a model train set?

Ha ha! I have not been thinking about getting into model 
trains lately but I am having a son soon, so, I don’t know. 
Maybe.

You spent the first 27 years of your life in different parts of 
upstate New York. How, if at all, has moving to New York 
City affected your work?
Moving to New York has made me value my time more. In 
New York, you are surrounded by so many talented people. 
There is kind of a healthy competitiveness I experience 
here. I see another artist making great work and it drives me 
to work harder and longer hours so I can survive.

We are both half Jewish, or, as my father calls us, "Semi-
Semites," yet you relate more to the Italian side of your 
ancestry. What's that all about?
Italians have better food and cars. But I have devoted my life 
to art. What's more Jewish than that?

With your father and grandfather both being artists, how 
has that lineage influenced your work?
It hasn't really influenced my work in any visual sense, but it 
has motivated me from the beginning with the idea that this 
is something I should do.

So, did you always think of yourself as an artist? If 
that came later, when, and do you have any idea what 
prompted this change?
I think I always thought of myself as an artist, again because 
of my family's history, but I didn’t really consider myself to 
be a real artist until I turned 25. Before that, I was a Sunday 
painter. I think what caused the change was just finally 
getting bored with drinking and hanging out with friends.

You have always had a very math-oriented brain. In college, 
you were always making sculptures that seemed like visual 
explanations of math equations. Today, your paintings 
involve very precise woodworking where being off by a very 
small fraction of an inch can mess up the whole piece. Could 
you describe how this kind of precise mathematical thinking 
fits into, or dictates, your art process? Is there any part of your 
practice that steps out of this precise mathematical thinking 
and into a more spontaneous way of making?

I

left
Nocturnal Teenager
Acrylic on canvas  
over structure 
54” x 60”
2015
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opposite
From the Cradle to the Grave  

(Installation view)
Joshua Liner Gallery, NYC

2016

clockwise (from top left)
Untitled (O-Blue)

Acrylic on canvas  
over structure 
30” diameter

2015

Untitled (O-Green)
Acrylic on canvas  

over structure 
30” diameter

2015

Untitled (O-Red)
Acrylic on canvas  

over structure 
30” diameter

2015

Untitled (O-Brown)
Acrylic on canvas  

over structure 
30” diameter

2015
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The mathematical thinking that you describe is something 
I have always had, for better or worse. Sometimes I really 
enjoy it and sometimes I dislike it. It is definitely something 
that dictates the visual aspects of my work. At this point, 
there's really no part of my practice that steps out of this 
thinking, although I am constantly trying to make my objects 
look more organic and lifelike, less mathy.

Your work is fully realized on the computer before you 
ever touch the actual materials that you use to execute the 
piece. Once you start the production, do you ever deviate 
from the plan?
No, not really. Pretty much all choices are made on the 
computer before production, including composition and 
color. Occasionally, during production, I might change a few 
colors after I see the colors begin to interact.

Your paintings are very sculptural. How would you define 
the difference between sculpture and painting, as it 
applies to you?
I define the difference in whether the viewer is intended 
to look at the piece from one angle or multiple angles. For 
my work, if it hangs on a wall, it is a painting, even though 
it has slight relief. If it lives in the middle of a room, it is a 
sculpture.

Apart from cutting and patching the sidewalls, stretched 
canvas has certain shape limitations. You have decided not 
to alter the canvas. Do you let these material limitations 
dictate the shapes of your pieces?
Yes, for sure. In general, this means my work is made up 
of larger curving shapes without undercuts. I really enjoy 
this aspect of the work. There are infinite choices in art, 
so having your process decide something for you makes it 
easier to come to a final product.

Does executing one piece tend to lead you into the next, 
or is the process of making somewhat disconnected from 
that progression?
The last piece definitely has an effect on the next one. 
I am constantly designing new shapes and trying new 
techniques that might or might not work. If they do work, 
then this characteristic will probably appear again in a new 
painting. I am building up a library of shapes, techniques 
and just a better understanding of the process to pull from 
for future ideas.

A lot of your shapes, while staying current, seem to 
walk some kind of a line between 1960’s geometric 
abstraction, shaped roadside signage of the postwar era, 
and a kind of general Keith Haring-ness that permeated 
the late ’80s. Where do you see your understanding of 
shapes and forms rooted?
Yep, you're right. You just nailed it! All of those periods have 
a very heavy influence on my work, especially the post-war 
roadside signage. I also pull a lot of shapes from furniture 
design, building ornamentation, and Googie architecture. 
I especially enjoy the playfulness and overall happiness of 
Keith Haring's work and also attempt to make mine have a 
similar fun feeling. 

Name some of the artists who have been large influences 
on your work.
Fernand Leger, Paul Feeley, Frank Stella, Bridget Riley, 
Constantin Brancusi, and KAWS.

I guess that answers my next question: has working with 
KAWS affected your work?
Brian is a very inspiring artist. I feel very lucky to be able 
to witness him working every day, and that is the best 
education.

Who are some of the artists whose work you love but have 
not necessarily been an influence on your work?
Ken Price, Miro’s sculptures, Tom Wesselmann, Roy 
Lichtenstein, Donald Judd, Tomoo Gokita, and Tauba 
Auerbach.

below
Skipping Stones
Acrylic on canvas  
over structure 
48.5” x 72”
2015
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Who are some of your other favorite visual thinkers?
Ettore Sottsass, Pierre Cardin's furniture, and Frank Lloyd 
Wright.

As well as graphic design, you’ve spent time with 
woodwork. Does this experience in applied arts come into 
play now?
Definitely. Throughout life, you gain skills for some reason 
or another. Growing up, I remember my family pushing me 
more to applied arts because it was a more stable way of 
making a living. I never wanted to be a graphic designer 
and I never wanted to make cabinets as a woodworker, but I 
learned these things because I was told I could make a living 
and still be “creative.” The making a living part is true but the 
creative part inevitably comes with compromise, and I had a 
hard time dealing with that. So I have become good at these 
two things and these skills have influenced my process more 
than anything else.

What was your introduction to woodworking?
My dad had a woodshop in his garage so I would see him 
working on various projects; probably the first thing I ever 
made was a pinewood derby car for Boy Scouts. I was 
always into Legos, erector sets and K’NEX when I was a kid, 
so I was always building things.

Do you remember some of the artists that first got you 
excited when you were little?
Victor Moscoso’s psychedelic posters, M.C. Escher, 
Lichtenstein

How do you spend your leisure time?
Drink cocktails by my fireplace. Play with my dogs.

Where would you like to see your life in 10 years?
Supporting my wife and kids from my art with a big-ass 
studio.

above
From the Cradle to the Grave  

(Installation view)
Work on right by Sam Friedman

Joshua Liner Gallery, NYC
2016
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above
South of the Border

Acrylic on canvas  
over structure 

55” x 60”
2015
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Describe that big-ass dream studio.
In the middle of nowhere on green rolling hills. Lots of 
natural light and lots of employees. Horses and dogs 
running around outside.

Outside of making art, is there anything you would get into 
if time and money weren't issues?
Sailing, horseback riding, playing pool. Making furniture and 
playing drums.

Is there anything you would like to do in your art if time 
and money were no issue?
I think my art would be pretty much the same, but I would 
just be making more of it. I have a lot of ideas.

Do you have a favorite painting that you've made?
Yeah. Always the next one.

Do you have a favorite painting or sculpture that someone 
else has made?
The most affected I have ever been by a piece of art 
was being in the Richard Sierra room at DIA Beacon. I 
remember I was in the center of an ellipse at the far end of 
the room. A woman entered somewhere at the other end 
and walked the length of the room in high heels. The sound 
was incredible.

You've traveled around the United States quite a bit, riding 
your bike cross country and driving, as well. Where are 
some of your favorite places to spend time in the country?
Coming from the Northeast, the landscape is so busy and 
cramped. I love the landscape of Wyoming, the high altitude 
plateaus. I like it out there because it is so big, minimal and 
open. It makes you feel inconsequential.

If you could live anywhere in the world, where would it be?
Upstate New York, spring through fall, and somewhere else 
in the winter—maybe the Caribbean

Can you describe the role of solitude in your life? It seems to 
have been a constant in many aspects, for as long as I can 
remember. From cycling, skiing, to living in a cabin in the 
woods, to woodworking, art-making, and your appreciation 
of dogs, it seems like finding some kind of isolation has 
been a unifying commonality with a lot of your interests.
I would agree. Alone, I do not worry about all the other bullshit 
that comes with dealing with other people. Your feelings, 
their feelings, etc. I am a little shy and self-conscious, so other 
people affect me greatly. I feel like I experience life intensely 
when I’m alone. I am fully at peace.

joshuasperling.com

above (left)
Love Potion  

(Red / Ultramarine)
Acrylic on canvas  

over structure
64” x 66”

2015

above (right)
Love Potion  

(Green / Red)
Acrylic on canvas  

over structure
64” x 66”

2015
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A STRIKING FIRST IMPRESSION IS IMPORTANT IN PICTURE-MAKING,  
but the images that persist long after the initial impact reverberate mightily. 
The hyper-detailed ink drawings of Ben Tolman invite you to ricochet 
around inside for as long as you’d like. His surreal environments, expanding 
architecture, and sprawling neighborhoods straddle the familiar and 
whimsical. Some are home to a seemingly endless array of people, animals 
and objects waiting to be discovered among millions of tiny markings.  
Others appear void, hauntingly still, though each feels substantial and equally 
tended. Tolman is based in Washington, D.C, but has been living in Bosnia  
of late, and was able to take some time out to discuss his recent work.

 BEN TOLMAN
TAKE TWO STEPS
INTERVIEW BY AESOP ROCK  //  PORTRAIT BY SENKA MUŠIĆ
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Aesop Rock: I know you’re originally from D.C. but currently 
living in Europe. Where are you, and for how long? 
Ben Tolman: I’ve been here staying in Sarajevo for about six 
months now, and then also just traveling around Europe a 
little too. 

Did you set up a studio out there?
I’m pretty much just working on art full time. 

One thing I noticed pretty quickly about your work is 
that there seem to be two waves of impact—the initial 
observation of the greater picture, and then the moment 
where your eyes adjust to the level of detail you get into 
with the pen work. There is a bit of a "reveal.” I'm wondering 
if this two-step viewing is something you are aware of, and 
if it's something you intentionally work towards. 
Definitely. I try to reward the viewer if they are willing to 
spend time with the work—it’s kind of exactly that. I try to 
impart a certain impact for when you’re looking at it from a 
distance, but the meat of the work is when you actually get 
up close and spend some time with it. I really invest a lot of 
time getting into the details. I am trying to tell a story with 
my work, so I try hard to make the viewer want to spend 
time with it. 

Is there a point where your brain finds a meditative state to 
coast through during the weeks and months of tiny detail, 
or is a more constant and exhausting focus necessary 
throughout?
Well, really what I love, and why I’m willing to spend so much 
time doing this, is the creativity in the process. I do very little 
pre-planning work, and I really just sort of start somewhere 
and build the story as I go. I start a piece of a story, and build 
the next piece as I move through the image, rather than 
sketching the whole thing out and then rendering it. 

Can you take me through the process of a larger piece? Is 
there much pencil work?
Creativity for me really just works in the process. I feel like I 
very rarely have an idea and then make it happen. It’s very 
much a discovery process for me. I do very little pencil work. 
I roughly sketch in whatever I’m working on that day, and I’ll 
kind of work through ideas in my sketchbook beforehand, 
but it’s never something that directly translates. The drawing 
is kind of little pieces and, depending on the work I’m doing, 
some of these drawings, the biggest ones, might take me 
up to six months to finish. I’ll sometimes work 10 to 12 hours 
a day if I can, and being with the drawing for that much time 
really allows me to slowly and carefully build it as I go. 

right
Adrift
Ink on paper
30” x 22”
2015

opposite
City
Ink on paper
50” x 78”
2013
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Your work in the last couple years seems much 
more focused on creating these large, architectural 
environments, or even sometimes an entire neighborhood, 
than your previous work. There is still a sense of 
Surrealism, but it feels less overtly dreamy, if you will. 
There is more of a familiarity to the locations, even if 
they aren’t renditions of actual places. What do you think 
brought you to these more architectural works? 
I really don’t like to ever repeat myself. I always try 
to find something new to do, particularly with the last 
pieces. I really wanted to get into the real world more, 
and the problems I see in it. Lots of these come from 
my experience of just living in an American city. It’s not 
quite so straightforward, but a lot of them have to do with 
problems of American capitalism and economics; that’s 
kind of the root of it.

Your commentary on these environments is a kind of social 
and political statement.
It’s definitely a social commentary, but I don’t want to be so 
direct that I’m telling the viewer what to think. I try to show 
them everything that happens in a city, so it’s not one story 
I’m trying to tell, but a lot of things together that show what 
a city is. I feel like, by the nature of trying to get into a city 
and what goes on, the social problems and everything else 
manifest themselves. It’s all part of the package. 

How much is taken from reality versus being entirely 
fabricated? 
I don’t want any of these to represent a real place, but I want 
them to show my experience in the city. I will pull pieces 
from photographs that I’ve taken, combining a lot of things, 
making it not so direct, making it a little more fantastic, 
a little more metaphorical, but also rooted in the real 
experience at the same time. 

What is the point when you decide whether or not the 
piece will be a world with figures, animals and life, or 
empty streets with a focus more on the actual structures?
Well, I tend to work in series and when I approach them, 
each will have a few certain elements that stay the same. 
I’ll approach the building structures with a similar scale and 
perspective device. Some will focus more on the people and 
their relationship to each other, but with the new drawings 
I’m doing now, I remove the people entirely. I’m doing the 
opposite of what I did with the last series. I’ve taken them 
out, and it’s just this architecture and dealing with the 
spaces more. 

You reference looking at Bosch and some old masters, as 
well as some more modern illustrators like Manabu Ikeda. 
I can absolutely see the parallel there, and especially with 
your figure-heavy pieces. Actually, I am also remindedof 
what Martin Handford did with Where's Waldo, or Richard 
Scarry’s books where there are many characters in one 
large environment. Is that a fair comparison? Do you feel 
akin to any of these more childlike influences, or is that a 
stretch for you? 
I have so many influences. I just really love art, and that goes 
for everything from contemporary art, to comics, to street art, 

to renaissance art, you know? All of it. I feel like everything 
gets in there a little bit when it needs to. I try not to pull too 
much into my drawings from any one place, but definitely all 
of those influences combine together. 

Beyond just enjoying their work, who are the artists you’d 
cite as having a direct impact on what you do, that you feel 
directly inform your current direction?
Most recent is the one you mentioned, Manabu Ikeda. I went 
to New York and saw his exhibition at the Japan Society 
and it just floored me. Those drawings just blew me away. 
Right now he’s in Wisconsin at a residency where he will 
spend three years working on this one drawing. Just to see 
somebody who puts forth so much—I mean, I try to put a lot 
into my drawings. I thought I spent a lot of time on them, but 
to see somebody doing it at that much of a higher level is 
such an inspiration to me. That’s the one person who’s really 
blown me away recently. 

above
Most

Ink on paper
26” x 40”

2014

opposite
Deutschland 

Ink and gouache on paper
10” x 13”

2014
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I know these larger pieces can take you upwards of six 
months to complete. Are you taking breaks to work on 
smaller pieces during this process? What about between 
two large-scale ones—would you make some smaller stuff? 
Even a sketchbook of sorts?
Definitely. I’ll work on it for a stretch, but pretty much 
there will always be a few times when I just have to put 
it away. I’ll work on some other things, then take it back 
out. Towards the end, it’s just kind of an endurance thing, 
getting it done. With the big projects, I usually just start 
hating it towards the end. 

Do you listen to music or podcasts during the long work 
hours? What keeps you going?
I do always listen to something when I'm drawing. I 
have to change it up often, as I'm drawing for such long 
stretches of time. I listen to some podcasts, but not too 
often. Music is big for me, but recently, most of the day 
is spent listening to audiobooks. It really helps to have 
something besides the drawing to focus on. I listen to 
a wide range of books, non-fiction the most, and I love 
science fiction, too (Snow Crash, Neuromancer and The 
Third Policeman are some favorites). I love science books 
like Brian Greene and Michio Kaku, anything that gives 
a clearer picture of the world around me. I tend to binge 

on a particular topic for a while and then move on to 
something else.

What have you been watching as of late?
I can't say I've been super inspired by anything recently. 
I don't watch much TV, other than particular shows I'll 
watch on my laptop, the kind of shows everyone watches, 
like South Park or The Walking Dead. I feel like I've seen 
a lot more forgettable movies than good ones recently. 
What I really love in movies is what I love in any art; I love 
directors who have a very unique style and vision. People 
like Jean-Pierre Jeunet, Terry Gilliam, Jan Švankmajer, and 
Hayao Miyazaki.

Is there a point midway through a large piece when all 
you can think about is the next piece? Have you ever been 
three months into something and just felt "done," even if 
the actual finish line was far away? 
That has happened to me. What I really like is the 
creativity of just making things up on the spot, and when 
I get into some of this architectural stuff where it’s just 
labor, especially on that Suburbs drawing, and the City 
drawing that I did—both of those were really difficult to 
work to the end. 
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What kind of pen do you use most?
Now I’m pretty much exclusively using Microns. 

You’ve used color somewhat sparingly throughout your 
work, and usually as an accent in primarily black-on-white 
pieces. Do you ever have a desire to branch off into color 
more? Is there a desire to paint at all?
I do a lot of different things that I don’t show. I do some 
painting, and mostly since I’ve been here in Europe, I’ve 
done a lot of experimenting with different things. I’ve been 
trying out some different experiments with gouache and 
watercolor. I just really love drawing more than anything 
else, and I really enjoy the combination of drawing with 
painting, rather than straight painting. 

Are you currently teaching, and what do you get from it 
beyond income? 
For the last four years, I’ve taught part-time on and 
off. It can be rewarding but I also feel there are a lot of 
problems with the American educational system right 
now, specifically adjunct teaching, where it’s not the best 
for the students, and it’s not reliable. I don’t know how 
deep I want to get into teaching, so I just sort of play with 
it a little bit. 

I know you have an MFA, but also consider yourself to be 
largely self-trained. What's your takeaway on art school, 
and what can't be "taught?”
I did go to art school and I do have a Master’s, but I’ve 
always taken my own path, especially with undergrad. I 
went to a kind of conceptual art school that didn’t really 
emphasize giving the students a heavy dose of foundational 
skills, so a lot of that I just did on my own. 

Is there stuff that just can’t be learned in that environment? 
How much do you have to bring to the table on your own?
Teaching art is really kind of a complicated thing. There are 
different aspects to it, and definitely the foundational skills 
can be taught. But when it gets into actual art, that is what’s 
really kind of hard to teach. It’s so much a matter of who 
you have encounters with, and I feel like that can happen as 
much outside of the school environment as inside. I had very 
good experiences at art school. I had some really amazing 
teachers, and I had probably a larger percentage that 
really didn’t have any impact. It really just depends on the 
individual. You definitely can’t formalize it in a program. 

bentolman.com
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OSH JEFFERSON GREW UP IN SANTA CRUZ, 
California and now lives in Boston with his wife 
and son. When he put down his saxophone 
and picked up a paintbrush four years ago, he 
found his groove swiftly, so it was clear the 
transition was a matter of fate. His creative 
endeavors up until that point fueled confident, 
powerful gestures, and even though he took up 
painting fairly recently, his development as an 

artist has been lifelong.  

Some of us are drawn to perceived challenges. If painting 
effortless, emotive figures seems beyond reach, there might 
be a curiosity about how something so simple could express 
so much emotion. It’s all in the gesture, and J.J. has it down. 
We had a rapid-fire conversation about artist’s artists and 
the necessity of owning your moves.

Kristin Farr: Give me a laundry list of artists you like.
Josh Jefferson: Ken Price sculptures, Jean Dubuffet, Milton 
Avery, Misaki Kawai, Edvard Munch, Cecily Brown, outsider 
art, and my son’s art. 

Are there artists you like to look at in depth?
The funny thing is I look at them, but I don’t. It comes to a 
point where you have to stay in your own head. I’m pretty 
impressionable, even subconsciously. So I kind of look, but 
then I don’t. Instagram is like that. There’s a famous Philip 
Guston quote where he says we’re littered with images in 
our head. And now we’re super littered, like on steroids, with 
Instagram. You can see too much. That’s why I don’t follow 
too many people. In fact, I don’t even follow people I like 
because I don’t want to see. 

I feel guilty unfollowing people. 
I was at my opening at Gallery 16 and a guy came up to me 
and said, “I love your work. You used to follow me.” It was 
such a post-Internet comment.

Does Instagram help you sort ideas for your own work?
Sometimes. I’m definitely into the numbers, which shows 
my vanity. It’s weird. Sometimes, as an artist, you’ll have 
a gut reaction to your own work, and you know what’s 

good in your own milieu or whatever, but if I don’t get a 
response on Instagram, I get kind of bummed [laughs]. And 
then the bar gets set higher. It’s so superficial, in a way. 
I’ll post something I really like, a collage, and if it doesn’t 
get a certain amount, I get disappointed. It’s ridiculous. I’ll 
get 1,000 likes on one thing, and if the next thing doesn't 
get 1,000, it’s not good. This is how neurotic I am: there 
are artists I really respect, and if they like it, then I’m OK 
[laughs]. It’s so silly.

On the flipside, just seeing images, and the intimacy—
Cecily Brown is on Instagram and she posted a studio 
shot that you would never see on her website. I didn’t 
know she was on Instagram, and I posted another 
studio shot of her and said I thought it was 2004, and 
she commented “2002.” There she was! It’s such a new 
paradigm for artists. We’re such visually hungry people 
that it’s the perfect way to connect for us. Everyone’s on 
it. And you have everyone from Gagosian to the corner 
store gallery, so that’s great. 

Are there any artists that you feel you are in conversation 
with, even if you don’t know them?
Some are alive and some are dead. With Munch, I’m 
starting to get closer to that wavy dark energy, if you will. 
I had to get over Misaki Kawai and Tal R. I kinda can’t look 
at them anymore. I wanted to be like them so bad, I had 
to stop looking at them. But I do think I have a dialogue 
with Misaki. Our language is closer. There’s a certain kind 
of irreverent, goofy, strident aloofness there, and also a 
dedication to the work. 

I should have asked her to interview you. I like to think 
about simplifying shapes to the point that they’re 
recognizable but nearly abstract, and you both do that. 
With just one tiny brushstroke, you are able make a killer 
side-eye glance. 
Awesome, that’s the goal. The simpler, the better. Look at 
someone like Milton Avery. His paintings will have a chunk 
of sky and a chunk of land, and it’s so simple. The best stuff 
is really simple, isn’t it? Even great music. When something 
is reduced down to the most core, necessary elements, you 
get something that’s real. 

J
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Since you’re colorblind, do your paintings look different to 
you than other people? 
Only with certain colors. In fact, I just did a small self-
portrait, and it’s kind of like a creepy Frank Auerbach 
painting. It’s smeared paint, and I really wanted brown hair, 
so I mixed what I knew was brown, but it didn’t look brown. 
So I made a dark green, but was convinced it was brown. 
Then I showed it to someone who said, “All these greens 
look great.” And I was like, “This is beautiful brown hair, 
shut up.” But I realized it’s OK. It’s working for me. I stick to 
bolder colors so I can see them, but when things get mixed, 
the weird gradations start looking like mud to me. Greens 
and browns look similar, and so do blues and purples. Pink 
and gray look the same to me. 

That one kills me. Can you never see pink?
I love pink. I’ll look at a Guston and all of his pinks, and it’s 
weird, if I look at it quickly, I can see them. Then I look again 
and it’s back to gray. Or it’s just gray the whole time. In fact, 
I did a whole series of pink paintings and I showed my wife, 
and she said, “What’s up with the pink?” And I was like, “This 
is a subtle gray!” 

I read that Ellsworth Kelly only liked colors that were easy 
to describe and he didn’t like muddier colors. Maybe he 
was colorblind too. 
His colors are so primary, so distinct. 

I don’t think my son is colorblind. It’s hereditary but skips a 
generation. My grandfather was colorblind. I’ve tested my 
son, and he’s corrected me a couple times, so I know he’s 
OK. He’s only four. 

Was it a memorable moment when you realized you were 
colorblind?
It was, actually. I was in elementary school, and a teacher 
gave me a coloring book calendar of ducks, and she asked 
me to fill in two different colors. I did the opposite of what 
she asked, and she said, “Oh god, I think you’re colorblind,” 
and I cried because it sounded awful. My mom had me take 
a pretty far-out test—it’s obviously very optical. There were 
grids, and if you could see circles between the grids, it 
meant you could see colors. It was pretty trippy and looked 
like contemporary art almost. 

Did you ever purposely make a painting that would look 
different to you than non-colorblind people?
No. There are things happening in my paintings now that are 
becoming optically weird. I was doing a hair gesture that’s 
red with blues on top, and it does this vibrating thing, if you 
know what I mean. It makes your eyes water. My wife said 
it hurts her eyes. But when you take a photo, it somehow 
evens out through the camera and you can’t capture it. It’s 
like a living thing. Sometimes I’ve done that intentionally, 
but that’s more of an optical trick, not a color trick. It just 
happens because of how our eyes read the color. In general, 
I’m more of an intuitive worker. I do what’s working and 
strive for what that is. 

How does your son influence your art?
Kind of majorly. For me, it’s all about time. Time became so 
finite that I have to be very economical. I have a day job, 
and then I come home and we have dinner, and then we do 
the dance, read the book and all that stuff. I don’t get to the 
studio until 8:00 p.m. and I only have a couple hours. It’s 
made me more motivated, the less time I have, ironically, 
and I work well that way. I’ve actually used drawings my 
son made and cut them up and sold a couple collages that 
had his hand in them. 

What’s your balance between painting and collage lately?
I work concurrently. I’ll be painting, and while things are 
drying, I’ll move over to my table and work with collage. It’s 
a constant back-and-forth. My paint of choice for collage 
is mostly gouache. I love the chalky flatness. And my other 
primary thing is sumi ink, which is my favorite. And I have a 
weird paper fetish. There’s a certain type of paper I use to 
create this kind of blotted effect, and it’s hard to find.  

What is it?
I’m not going to tell you. 

We have ways of finding out. How do you describe the kind 
of brushstrokes you do? At first I thought they were prints.  
Oh, good. I just got a message from a master printer in 
Philadelphia asking if I wanted to make lithography prints, 
and I was flattered. I did printmaking in school, so that’s 
probably why I lean toward the printmaking aesthetic. 

Lately, with painting, it comes down to this immediacy. 
There’s a certain thing about the artists I love—it looks 
spontaneous but there’s a certain amount of confidence 
and directness. There’s no bullshit. There’s no fat. That 
directness is really a turn-on for me. There’s something 
important in that energy. People respond to it.

Immediacy can be a difficult concept to grasp, but it’s 
about the risk factor and how many practice strokes it 
took you to make those really great ones very quickly. 
There’s a great adage about someone asking Picasso, when 
he was in his late seventies and doing primitive stuff, how 
long it took him to do it because it looked like a child’s work. 
And he said, “It took me 50 years to paint like this.” It might 
be really quick, but you do it thousands of times. 

With drawing and collage, there’s less risk. With painting, you 
have to stretch the canvas and gesso and prime it, and it’s so 
precious; but with drawings and collage, you can jump off the 
diving board and get right into it. I’ve been trying to do that 
with my paintings lately, and it’s difficult. Painting does what it 
wants and you have to bow. I’ve only been painting for about 
four years now, and it’s hard. It’s really hard. 

You are kicking ass for having only been painting for a 
relatively short time. 
I really work all the time. I used to play a lot of chess and 
I play the saxophone, but I’ve kind of fallen off of that 
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because, with anything worthwhile, you have to do it all the 
time. I think I read that Charlie Parker put in 15 thousand 
hours before he was 25. That’s insane! That’s probably 
what master surgeons have to do. You just have to do it all 
the time and own it, and that’s what great artists are like. 
They just own it, and if you own it, you’re in. Not “in” with 
regards to success, but just being an artist’s artist. 

How come you never painted until recently?
I did tons of collage and I made a choice. I was missing 
my hand in the work, and the immediacy we talked about 
earlier. Collage is still important to my work, but I decided 
to just draw for a year. I had 180 drawings by the end, so I 
decided to cut up the ones I wasn’t going to frame, and I 
started collaging with them. It got me loose and warmed up 
and let my language really develop. 

Tell me more about your paintings of heads. Are they a 
series?
It’s a tired thing. Everyone does it. Look at the masters, 
someone like Donald Baechler. He’s on Instagram. At first 
I liked the heads as a vehicle to explore. I started painting, 
and I knew it was going to be a head, but I didn’t know how 
to do the hair. It was a starting point, a structure I could 
riff on and develop approaches and certain intentions. 
Eventually, I got tired of it and was trying to branch out to do 
some more abstract stuff, but they just keep coming back, 
and I realize I shouldn’t change things if it’s working for me. 
I want to be an abstract painter, but then I think I should just 
do what I do, and do it well. 

To me, you’re right on the border of abstraction. 
There’s a fine line. A lot of people paint heads. It’s classic. 
I’m glad I’m on the cusp. I want to be more abstract, but 
some things just happen. It slingshots back to a face. 
Sometimes I’ll be creating something, and I’ll leave it 
abstract, but then I’ll put a hairdo and drop an eye on it, and 
it looks lovely. 

What’s with the J.J. signature?
I know, I know. I made prints at Gallery 16, and Griff 
Williams said I had to sign them, and I didn’t want to, and he 
said “You made the J.J. a thing,” and I kinda did. And I like 
it because I own it. It’s about that confidence and stamping 
it as mine. If I had different initials, maybe I wouldn’t do it, 
but J.J. kind of works. In some of the paintings I’ve done 
recently, it doesn’t fit, and in the back of my head, I’m like, 
“You better put it there!” In fact, I sold a painting to a guy 
and he was, like, “Uh, it doesn’t have a J.J. on it.” I put 
myself in a corner where I have to do it all the time.  

I like that it’s so big. It’s kind of comical. 
What it does for me is it brings it down to earth, like OK, it’s 
a painting. It’s not going to change the world right now. Take 
it easy. 

What’s the value for you in looking back at art history?
Just to see the cyclical nature of everything. Nothing 
really changes. That sounds like bullshit, but for example, 
Ellsworth Kelly died recently, and there are so many 

people painting like him right now. Everything comes 
back around. There’s so much history to learn and so 
many artists out there. It’s insane. 

I was recently thinking about that, how there are millions 
of artists in the world, and so few become known.  
Right. For every artist you know, there’s ten or twenty that 
you’d never know. For every Coltrane, there’s probably 
five other guys that play just like him, you just never heard 
about them. 

joshjefferson.com

@chicojefferson



TR AVEL INSIDER

104  |  MAY 2016

OUR FRIEND JEROEN SMEETS FROM THE THE JAUNT IS 
back from another adventure, and he takes us through one 
of the world’s most literary and historically artistic cities: 
Moscow.

Jeroen Smeets: Traveling to Moscow in the middle of 
November might display questionable judgement. The 
vibrant colors of fall have faded, and the coziest corners 
of winter haven't settled in. What is left is just an endless 
stretch of grey. But time is a luxury one doesn’t always 
possess. And if Moscow can dazzle in November, then it 
surely must have its own built-in wattage. 
 
Getting into Moscow was incredibly easy with the public 
transport and metro lines from the airport. I wish the same 
could be said about the bureaucratic visa procedure. 
Although booking tickets was affordable and there are 

accommodations aplenty, do not forget to get your visa 
in order before taking off. The metro system in Moscow 
holds unprecedented charm. Stockholm does have 
several beautiful, artsy metro stops, and New York has its 
verve, but they have nothing on Moscow. Each station is 
dressed in concrete marble and adorned in Soviet relics, 
while statues and chandeliers delight fortunate riders. 
Make sure to check out the stations Komsomolskaya and 
Mayakovskaya. The cherry on top is that the Metro is the 
cheapest and most effective way of getting around a city 
always jammed with traffic.
 
The Russians do museums exceptionally well. On the 
second day, I met my friend Alexander Roshchupkin who 
runs M&M, an online print gallery. He took me on a tour 
through Moscow that included the Tretyakov, which is so 
much more than a gallery. Host to the biggest collection 

THE MAGICAL MYSTERIES OF MOSCOW
JEROEN SMEETS SEES RED AND MORE
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of Russian art in the world, there are over 10,000 pieces in 
its collection. The halls extend endlessly, logging a mind-
boggling overview of Russian art through history and into 
the present. The gallery is located in Gorky Park, which 
must blaze amazingly in the summer time. On the other side 
of the park is the Garage Museum of Contemporary Art, a 
beautiful building that housed a Louise Bourgeois exhibition 
during my visit. 
 
A highlight of this trip was the Museum of Soviet Arcade 
Machines, dedicated to old-school Soviet arcade games 
from the 1970s and ’80s. There are about 40 of these 
machines and they all still work! For about 6 dollars, you 
gain admission and get 15 tokens to play the machines. 
Heaven! They even have a soda machine from the era that 
you can try. Or you can opt for a bit more of an American 
experience and run across the road to the Krispy Kreme. 
New Yorkers will be delighted to find, at the end of the 

street, a Magnolia Bakery, where everything is delicious, 
including cookies, cupcakes and cakes. Also, their big open 
windows face outdoors, so you can watch rosy-cheeked 
locals enjoying sweet snacks in cheerful abundance.
 
For classic sightseeing, do not miss Red Square and the 
fabled architecture of the Kremlin. They are certainly sights 
to remember, so be sure to include your cliché tourist 
photo of the iconic Saint Basil's Cathedral. You’ll definitely 
want to look inside the Lenin Mausoleum, current resting 
place of the embalmed Vladimir Lenin, on public display 
since 1924. Alongside the Red Square, you'll find one of 
the biggest and more exclusive malls of Moscow—GUM. It 
contains endless rows of shops with local and international 
products, as well as one of the few cinemas in Moscow that 
shows foreign movies in their original languages. To get 
a panoramic view of Moscow, you'll have to escalate, and 
there are a handful of sky lounges that absolutely do the 
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trick. The first one is is aptly titled Sky Lounge. It's located 
just behind the Moscow River, affording a good view of 
the city. A bonus is that the building itself, which houses 
the Russian Academy of Sciences, looks like it rocketed 
straight out of a retro-futuristic movie. Another choice is 
Kalina, which houses a nightclub, bar and karaoke machine 
and is located centrally.
 
One of the highlights from my trip was a visit to the 
Izmaylovsky flea market, one of the most famous of its 
genre in Moscow. Downstairs, you can find any imaginable 
tourist souvenir. If you skip this part altogether, note that they 
serve a mean BBQ grill. Upstairs you can find the actual flea 
market with endless opportunities to sift through hundreds 
of tables of old Soviet relics, postcards, vintage toys, and 
miscellaneous treasures. Alongside the market is an “Artist 
Alley,” where you might not find your new favorite artist, but 
can still enjoy the energetic spirit. As with all flea markets, it's 
best to come early in the morning to find the best deals.

The visit would not be complete without visiting a Russian 
Bathhouse. Sanduny, originally built in 1808, is one of the 
oldest and most respected bathhouses here. Fully-equipped 
with a restaurant and bar in the dressing rooms, this is 
where Russians meet to sip tea and vodka. Then, off to the 
steambath dressed in nothing more than a whimsical hat, 
where everyone massages each other with birch or oak 
leaves. When in Russia, right?

clockwise (from top left)
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“ OFF TO THE STEAMBATH 
DRESSED IN NOTHING MORE 
THAN A WHIMSICAL HAT.”
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PILCHUCK GLASS SCHOOL
BLOW US AWAY

Photo by  
Alec Miller

IF YOU WANT TO MASTER THE PIANO, LISTEN TO 
Thelonious Monk. Want to be a film director? Watch Kubrick. 
Our point of emphasis is that if you want to be really good at a 
craft, it’s best to educate yourself with the greats. In the case 
of the Pilchuck Glass School in Stanwood, Washington (with 
a campus in Seattle), that means learning glass design and 
art at a school founded by Dale Chihuly, probably the most 
famous glass artist of our time.  

“We serve a varied audience, but a few main interests rise to 
the surface,” says Tina Aufiero, artistic director of Pilchuck. 
“We have those who are very focused on glassblowing and 
building technical skills. Currently, there is a growing interest in 
flameworking, which is a realm of the glass world particularly 
encouraging of collaboration, sculpture and functionality. 
There is also a growing interest in glass being an element in 
a sculpture or installation that serves a larger concept, which 
feeds into our mixed media and experimental classes.”

Founded in 1971 and located on a 54-acre site in a tree 
farm in the foothills of the Cascades, Pilchuck offers 
classes to all levels of students, with the summer session 
alone offering 30 courses that accommodate a range of 
experience levels, from absolute beginners to advanced 
working artists, with a maximum class size of 12.

As a leading glass school and exhibition space in nearby 
Seattle, Pilchuck has access to the glass community that 
few schools can offer. “[We excel in] creating an immersive 
environment for learning,” Aufiero notes, “by supporting 
young and emerging artists with a robust scholarship 
program. We have been told we change people’s lives.”

pilchuck.com
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WHAT WE ARE READING
GRAFF HISTORY, A POWER COUPLE, AND LIFE THROUGH A LENS

WALL WRITERS: GRAFFITI  
IN ITS INNOCENCE 
EDITED BY ROGER GASTMAN 

A wonderful essay and chapter title almost 

200 pages into the dense and historic Wall 

Writers book, penned by Shelley Leopold on 

artist Gordon Matta-Clark, sums up graffiti’s 

rise to cultural prominence: “The Evolution 

of Awareness.” This particular insight about 

a “people’s revolution” on the streets, the 

new movement in its infancy and poignant 

independence within the art world, is what 

makes this book, as a whole, such a profound 

and important read. Gastman, along with Caleb 

Neelon, Trina Calderon and Chris “Freedom” 

Pape, along with other contributors, put graffiti 

in a perspective that honors its roots as well as 

the key movers of the era. It also tells the story 

of how graffiti grew from a youthful expression 

and pastime to a worldwide phenomenon that 

resonates today, but seems to evolve in new 

directions every few years. It’s about style and 

substance, but also regional flavors and heroes. 

It’s most powerful moments turn graffiti into 

folk art, a language for and by the people. “This 

is the bible and encyclopedia combined with 

the true birth of graffiti as it is known today,” 

Gastman told me, and at over 350 pages, this 

isn’t hyperbole. It’s the place to start. —EP 
gingkopress.com

DZAMA / PETTIBON 
I pondered long and hard about a sports 

star metaphor pertaining to Marcel Dzama 

and Raymond Pettibon, and when I finished 

exhausting every sport, I settled on the 

simplest: Jordan and Pippen. Jordan with his 

intensity and dominance, and Pippen with his 

smooth delivery and all-around grace under 

pressure. For this, let’s call Pettibon the Jordan 

and Dzama the Pippen because, in this zine, 

each is significant and prominent, each relies 

on the other, but each artist claims a role in 

making one of the greatest teams ever. We 

were excited to be able to snag a copy of the 

second edition of this collaborative zine at 

Printed Matter’s LA Art Book Fair this past 

February, as the first edition sold out in minutes 

at the NY Art Book Fair the summer before. 

The energy from the duo’s collaborative show 

at David Zwirner in NYC in early 2016 only 

heightened the importance of this printed 

project, as we get to see the early stages of 

their shared process, how each enhanced the 

other, and how two prominent artists work 

when open to partnership. —EP

davidzwirnerbooks.com

CONFESSIONS FOR A SON 
BY McNAIR EVANS
When asked about his evident warmth for 

words, McNair Evans, profiled in this month’s 

Picture Book, almost hesitated at the fulsome 

comparison, but described the artistic process 

as, “a symphony of different mediums to create 

a comprehensive experience.” Confessions of a 

Son is personal, an intimate journey back home 

to rural North Carolina on a mission to reconcile 

the legacy of his father, who died nine years 

earlier. Evans’ magnificent use of light carves 

through rooms, makes leaves crackle, and 

clouds beam blue as his odyssey tells the 

unique story of family that is achingly familiar. 

He chronicles the inevitable changes in places 

and people, including the family dog, with the 

accuracy of a journalist and tenderness of a 

son. He fills in what were missing fragments 

in the history with a page from his Dad’s 

ledger, as well as letters tucked into each book 

(reinterpreted with the help of a graphologist), 

to complete this lyrical piece. In describing 

his railway project, In Search of Great Men, 

Evans remarked, “The theme is one of hope… 

a connection to the people they love, a 

connection to the country’s history, landscape 

and a sense of romance.” That could also well 

sum up Confessions for a Son. —GV
owlandtiger.com
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THE BATON ROUGE GALLERY IS CELEBRATING ITS 50TH 

anniversary in 2016, and see how it’s grown! Conceived as 
a 12-artist cooperative gallery in 1966, it is now a dynamic 
contemporary art center that has, for the last eight years, 
hosted the truly unique Surreal Salon. The submission-based 
event, capped with a full Surreal Salon soiree, had its highest 
participation this year, with special guest juror Elizabeth 
McGrath leading the judging of nearly 700 works. The 
exhibition continues to be one of the biggest celebrations of 
Pop Surrealism held in the United States each year, with 60 
artists from 23 states showcasing work.

“The show in person was breathtaking,” McGrath said. 
“It took me over two hours sitting in front of the works to 
decide which was Best in Show. I ultimately chose Michael 

Reedy's But Prettier than Ever for its originality and subtle 
color palette. Hints of glitter illuminate a young, dystopian 
couple riddled with suggestions of some unknown disease.” 
Of course, to celebrate the winner and the contest, 625 
party goers subsumed themselves in the Surreal theme for 
a creative party that turns into an art show unto itself. “There 
was a vast array of original and unique handmade creations, 
not a store bought costume among them,” McGrath said. 
“You could tell that everyone really took time in putting 
these together.” 

We asked Best in Show winner Michael Reedy about his 
work and participation at Surreal Salon 8 and how he 
prepared for the exhibition. 

BRED IN THE BAYOU
SOUTHERN GOTHIC AT SURREAL SALON 8 

above
Michael Reedy
But Prettier Than Ever
Mixed-media on paper
48” x 39”
2016
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Juxtapoz: What was the genesis of your submission, But 
Prettier than Ever, and what motivates you in creating 
work like this? 
Michael Reedy: I have always been interested in pursuing 
work that is infused with a sense of scientific aura, morality 
lesson, and morbid entertainment. This work, in particular, 
could be best described as an allegory about time and folly, 
in which the timeless theme of death, and its intrinsic tie to 
beauty and perseverance, are explored. I enjoy this duality 
and try to utilize elements that are simultaneously playful 
and painful (like the red and blue angelic death toddlers), 
laying one on top of the other like two scripts that can 
be read simultaneously, in turn blurring the contentious 
boundaries between life and death, pain and pleasure, 
the beautiful and the ugly. The human condition, and our 
perseverance, is an endless source of inspiration for me.

I find greater satisfaction in life as I have aged, but I have 
also experienced greater loss. It is like the delicate strands of 
silver hair that have started to populate my wife’s head. At one 
moment, I find them incredibly beautiful, and celebrate the fact 
that I have had the opportunity to share my life with her, and in 
another moment, I am struck with my fear of growing older and 
eventually losing her. I enjoy this complex range of emotions, 
where beauty, love, pain, loss, and despair seem entwined and 
inseparable. And these conflicting emotions inform much of my 
work at the moment. However, it is also about acceptance—
and finding comedy in the pratfall that is life!

batonrougegallery.org

clockwise (from top left)
Special guest juror 
Elizabeth McGrath

Scenes from Surreal 
Salon soiree



FREE WITH 
SUBSCRIPTION

JUX LOGO TEE
AVAILABLE NOW AT 
SHOP.JUXTAPOZ.COM
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THINGS WE ARE AFTER
ALL YOU NEED FOR SPRING BREAK

CARHARTT WIP x DJ MOODYMAN 
MUSIC TROLLEY
You know when you have that 
realization that your computer no longer 
has a disc drive and CDs are completely 
obsolete, and you turn to your vinyl 
collection? Over the past few years, 
even the Juxtapoz o�  ce needs a little 
help carting records around. Carhartt 
WIP has teamed up with Detroit’s DJ 
Moodyman’s Mahogani Music label on 
a special collection that includes 
this Trolley Deluxe carrier, 
specially designed to protect 
that vinyl wherever you 
travel. So bring your Aesop 
Rock records, your Madlib 
LPs, maybe even some 
Earth, Wind, and Fire to 
the party. 
shop.carhartt-wip.com

RUSS POPE’S THURSDAY MAN APPAREL 
COLLECTION
At long last, you can fi nally wear endearing 
characters drawn by Russ Pope on your back, 
front, and up top. The artist keeps it simple 
with a pastel color palette and black line 
drawings on crewneck sweatshirts, T-shirts 
and beanies. His signature sketches focus on 
chill people doing chill things, like bathing in 
co� ee and road trippin’. We even love Pope’s 
new online shop with his cheeky descriptions, 
i.e. “a head warmer to keep that head warmer.” 
Be the fi rst Thursdayman (or woman) on your 
block and rock some Russ Pope this Spring. 
Bonus: You might get a free original drawing 
with your order. 
russpope.com/shop

MATT LEINES x RVCA BEACH TOWEL
A few months ago, Matt Leines told us that “Flatness is a rule,” and we took it 
to heart: we want to be laying with our bodies fl at on the beach with this tiger 
towel design beneath us. It seems like the spring thing to do. Matt Leines has 
a full capsule collection with RVCA at the moment, and it’s the Leines beach 
towel that we’ll be taking with us to the pool, sea, and lake for the coming 
months of sun. At over fi ve feet long, it’s the perfect fi t. 
rvca.com/shop



O D D  N E R D R U M

Crime&Refuge
Apr i l  30th –  June 18th

Opening r e cept ion Apr i l  30th  at  6pm.

Odd Nerdrum in his studio painting “Map Man” Oil on Canvas, 253 cm x 203 cm (100 in x 79 in)
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above
Souther Salazar

Everything is Energy, 
Dancing in Form

36" x 36"
Acrylic, ink,  

crayon and collage  
on wood panel.

2016

I'VE BEEN FOLLOWING SOUTHER'S WORK FOR OVER 
a decade, and I'm consistently blown away by his 
inventiveness and childlike imagination. His work runs the 
gamut: drawing, painting, sculpture, installation, video, 
animation—all sharing a very cohesive sensibility and 
exuding an honest sense of wonderment. I caught up with 
Mr. Salazar recently for a quick six pack. 

What are you currently most excited about?
Comic books. I was slowly losing interest in comics—even 
good, literary or art comics. A friend of mine from the comics 
world passed away recently and thinking about him this 
past month has really revived my interest. Now I feel like I’m 
falling in love with the medium all over again.

Your work looks very free-form. How much planning do 
you do before you start a piece?
I like to just jump in and start playing, but it takes some back-
and-forth to find the finished piece. I write and sketch a lot 
of blurry thoughts out in the beginning, trying to visualize a 
certain narrative or feeling. If I am stuck halfway through, I sit 
and look at what I’ve made already and start sketching more 
specifically to solve something.

When I look at your paintings I hear music. How important, 
if at all, is music to your creative process?
It has become increasingly important. To make the work I 
really want to make, I think I need the world around me to 
disappear and melt away while I live in the back of my mind 
for a while. Music gives me a reliable path to that place so I 
can have thoughtful solitude without total isolation.

SIX PACK  
WITH SOUTHER  
SALAZAR
HIDEOUTS, TUNNELS AND  
TOWERS

If money was no object, what would your dream project 
entail?
I would like to make a series of playgrounds all over the 
world that are composed of giant interlocking sculptural 
building blocks. Not like Lego bricks—picture huge, 
lightweight dinosaur or whale bones that can be endlessly 
combined to make hideouts, bridges, tunnels, creatures, 
and towers.

Are you still actively making zines?
I reprinted a few old ones last year just for fun, and it gave 
me the itch again. It reminded me of how I fell into this 
career in the first place. I’m working on one now and also a 
little book that will be sort of like a bridge between the zines 
and the paintings.

What advice do you have for up-and-coming artists? 
I would encourage young artists not to focus too much 
on seeking validation through social media. It might be 
bad business advice, but I think it’s good soul advice. I 
am thankful that I had some years to incubate before the 
Internet and to learn to make work that felt right to me 
without any regard to an audience. —Michael Sieben





SLOW CULTURE

1 | The man himself, Barry McGee, front 
and center at the PDFW: Performance. 
Drawing. Film. Writing. at Slow Culture 
in Los Angeles, featuring work from the 
“secret international art club,” DFW.

2 | Jux favorites and artists sublime, 
Andrew Jeffrey Wright and Isaac Tin 
Wei Lin, setting the stage for PDFW.

3 | Juxtapoz contributing photographer 
and chandelier master builder Adam 
Wallacavage checking out the scene 
with Amanda Fairey.

4 | Bros: AJW and Shepard Fairey.

5 | As is expected with anything relating to 
the DFW vibe, a crowd settles in for the 
night. 

6 | Ouch! There is AJW again with Jen 
Stark’s amazing psychedelic pants 
providing a boisterous backdrop. 

2 3

4 5 6

1

LOS ANGELES
PDFW: PERFORMANCE. DRAWING. FILM. WRITING @ SLOW CULTURE
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All photography  
by Jon Furlong



A N  E X P L O R A T I O N  O F  A R T  &  C O M M E R C E

A P R I L  2 2 N D    M A Y  1 3 T H ,  2 0 1 6     I N N E R  S T A T E  G A L L E R Y
 1 4 1 0  G R A T I O T  A V E .  D E T R O I T,  M I      3 1 3 .7 4 4 . 6 5 0 5      I N N E R S T A T E G A L L E R Y. C O M  

D A M A G E D  G O O D S
L U K E  C H U E H



GEFFEN CONTEMPORARY AT MOCA

1 | For the third year in a row, Juxtapoz 
participated in the annual and 
spectacular LA Art Book Fair presented 
by the good people of Printed Matter. 
And, year after year, this event gets more 
and more crowded! Misaki Kawai’s mural 
stood out

2 | The Juxtapoz Newsstand designed by 
Grotesk stationed outside the Geffen, 
guest clerked and curated daily by the 
likes of The Quiet Life, Nat Russell, 
Sage Vaughn, Alexis Ross, &Pens, Cody 
Hudson, Ermsy, Cleon Peterson, HUF, 
Andrew Schoultz and Victory Journal, 
who all helped out. Thanks to Converse 
for making it happen.

3 | Sage Vaughn receiving guests and 
passing out Chucks. 

4 | Theo Ellsworth with the printed goods at 
the Giant Robot booth. 

5 | He’s an Operation Ivy/Rancid/Transplants 
man. And he paints. It’s Tim Armstrong 
with the impressive facial look.

6 | Days in, still smiling. Andrew McClintock 
of SFAQ (left) and Juxtapoz editor Evan 
Pricco laughing at some Sam Graham-ism. 

LOS ANGELES
LA ART BOOK FAIR @ THE GEFFEN CONTEMPORARY AT MOCA

1 2 3

4 5 6

All photography  
by Sam Graham
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Can’t Stop the Melt
May 7 - June 11, 2016
Galo Art Gallery
Via Saluzzo 11/g • Torino, Italy

Join the mailing list: 
BuffMonster.com
Follow @BuffMonster
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above
Nick Cave with volunteers of 

America Lighthouse artist Jerry 
Davenport who designed a square 
structure for the kids to build their 

bead blankets together.

IT STARTED WITH A JUICY, COMFORTING MUFFALETTA 
sandwich, all colorful yumminess. And the best part is that 
there’s more to come. If the term Critical Mass conjures a 
vortex of teeming energy, enveloping everyone in its wake, 
you’ve been swept up accordingly. If I tell you the locals 
promised a Queen’s Cake on the next visit, then you know 
it took place in Louisiana. In Shreveport. Alvin Ailey trained 
Nick Cave, who gets star billing wherever he sets foot and 
was at the center of it all. 
 
Artspace, which literally rose from the ashes of a blaze that 
destroyed Shreveport’s downtown fire station, is home to all 
things creative in this northern Louisiana city that recognizes 
the role of expression and culture in the lives of all its 
residents. As night fell on February 26th, Nick’s film exhibition 
Spotted, made its debut in exuberant rainbow swirls, featuring 
his signature sculpted Soundsuits made from dyed human 
hair, feathers, beads and all manner of materials. The video, 
Drive By, welcomed through the window, ushering visitors 

inside where other screens cavorted with Cave’s message of 
social consciousness. Upstairs, the works of over 100 local 
visual and literary artists vied for cash awards and publication 
in the annual Critical Mass series, fostering themes of growth 
and dialogue.

In partnership with The Shreveport Regional Arts Council, 
Cave invited the public to “bead a part of the fun,” fashioning 
bead blankets that represent shelter, protection and security, 
all part of his multi-media As Is performance program of 
music, dance, spoken word and digital stage design. His 
“blanket statement” reminds us that every individual has a 
story, and when told in the warmth of community, it becomes 
a piece of an especially cozy quilt. And a box of Southern 
Maid donuts is always welcome. —Gwynned Vitello

shrevearts.org

CRITICAL MASS
AN ARTIST IN RESIDENCE MAKES ART WITH THE RESIDENTS





1 7  Y E A R S  o f 
I N D E P E N D E N T 
P R I N T I N G  f r o m 
C L E V E L A N D

P R O M O T E  E V E R Y T H I N G !

N O  C O D E S        R E Q U I R E D

SEE JAKPRINTS.COM FOR COMPLETE DETAILS. 

STANDARD BUSINESS CARDS

POSTCARDS & FLYERS

POSTERS / RACK CARDS

WALL GRAPHICS

GREETING CARDS

BROCHURES / BANNERS

POCKET FOLDERS

HANG TAGS

CREATE YOURS NOW!™

Customize your order with hundreds 

of sizes, paper stocks, rounded 

corners, painted edges and other 

awesome fi nishing options. 

LIMITED

TIME
ONLY

LIMITED

TIME
ONLY

LIMITED

TIME
ONLY



PAINTED EDGE 
POSTCARDS
1000  As Low As $376

$310
32 pt. Gloss Card Stock
4x6" / Full Color / Full Bleed
Coral Painted Edge Shown

ROLL FOLD
BROCHURES
1000  As Low As $519

$415
14x8.5" 100# Gloss Text / Double-Sided
Full Color / Full Bleed
3 Folds to Create 8 Panels

BANNERS 
4x2'    As Low As $32

$26
Outdoor Gloss Vinyl / Full Color 
Full Bleed / No Setup Fees
Grommets Included

PAINTED EDGE 
BUSINESS CARDS
1000  As Low As $197

$158
32 pt. Uncoated Card Stock (100% PCW) 
3.5x2" / Full Color / Full Bleed
Deep Red Painted Edge Shown

STANDARD 
BUSINESS 
CARDS
500  As Low As $49

$39
12 pt. Gloss Card Stock (10% PCW) 
3.5x2" / Full Color / Full Bleed
No Setup Fees

EVENT
INVITES
250  As Low As $90

$72
13 pt. Uncoated Card Stock 
(100% PCW) / 3.5x4.8"
Full Color / Full Bleed 

RACK 
CARDS
1000  As Low As $190

$152
12 pt. Gloss Card Stock 
3.5x8.5" / Full Color
Full Bleed

100# Text  As Low As $99

$79
12 pt. Cover  As Low As $199

$159

5000 FLYERS
4x6" /  Full Color / Full Bleed / No Setup Fees / Double Sided

Call 877.246.3132 Click jakprints.com

or

BETTER APPAREL PRINTS

Most apparel printers use automatic color 

separators, giving your artwork a cheap, 

posterized look. We hand separate every 

order, with experience and a Pantone 

book the way God intended. 

GOOD IN / GOOD OUT

Our File Prep department checks 

each order to ensure it will print with the 

quality and color you expect. Have fi le 

setup questions? That's what we're here 

for. Just ask!

  As Low As $90

13 pt. Uncoated Card Stock 
(100% PCW) / 3.5x4.8"
Full Color / Full Bleed 

NO ROBOTS!
Online printers are notorious for 

replacing experts with robots and 

algorithms. At Jakprints, we’re 

constantly looking for new ways to put 

craftsmen into the process. 

Choose From
22
ColorOptions!ultra

thick
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