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Cover art by Ed Templeton
Erin Sunbathing (detail)
Acrylic on panel
24” x 24”
2015
Courtesy of Roberts & Tilton Gallery  
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 ISSUE NO 185
HERE’S A FUN GAME TO PLAY: WHO IS THE MOST FAMOUS 
living artist in the world? Take away all of your preconceived 
ideas of the art world and just think about the population at 
large. Who is the ultimate household name? When a group of 
associates gathered in Dubai this past month, all from different 
parts of the globe, we pondered, debated, and examined, all 
the while having fun discussing opinions. As you might have 
guessed, Banksy and Ai Weiwei were the winners.

When I returned home, this discussion got me thinking about 
the origins of Juxtapoz and the history of West Coast art. 
With the reopening of SFMOMA showcasing Donald Fischer’s 
famed collection, and the de Young Museum presenting Ed 
Ruscha this summer for a blockbuster exhibition, the California 
vibe sparked even more of an interest in this month’s cover 
story: Ed Templeton. Has there been a more quintessential 
California artist than Ed Templeton over the past 20 years? 
There is Ed the skate legend, skateboard graphic artist, 
the skate brand owner; there is Ed the photographer and 
documentarian, and the collaborative duo with wife, Deanna. 
There is Ed the zine maker as well as artist with countless 
books to his name.  Of course, there is Ed the painter. And, boy, 
are these new paintings of suburbia gorgeous and thoughtfully 

mature, evoking a California both alluring and depressing, 
insular and expansive. His daily presence on social media, 
the #DailyHBPierPhoto series that captures his hometown of 
Huntington Beach and its singularity, is just another amazing 
aspect of Ed’s story. He distills the reality of a California life, 
and capsulizes it like Kafka did to Prague or Woody Allen once 
did to NYC. 

We call Ed Templeton the “(Sub)Culture King” this month, 
but he’s also the “New California King,” an artist and culture 
maven who defines what makes the state and its people 
unique. In the great tradition of Ed Ruscha, John Baldessari, 
Barry McGee and Margaret Kilgallen, Ed has reimagined the 
West as a place of both possibility and an end, where the 
Pacific Ocean defines a dream come true and the assurance 
of starting over. 

Come West, and enjoy #185.

above
Huntington Beach Pier #2  

(Get Divorced)
Acrylic on panel

96” x 48” (diptych)
2015

Courtesy of  
Roberts & Tilton Gallery 

 Culver City, California
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I MAKE PAINTINGS DOWN IN THE GARAGE WHERE  
the floor is cold grey concrete. 

Cardboard boxes filled with everyone’s extra things.

A few of my grandmother’s old copper bundt pans sit on a 
top shelf.

Next to my black bicycle with a brown leather seat.

In the corner is a round stool/sculpture painted chartreuse 
from an exhibition past. 

Towers of blue plastic trays that I use to pour paint sheets.

A series of fresh birch panels arranged on the tabletop.

Imperfections remedied with a little sandpaper.

Preparing surfaces with layers of white primer.

Paint is applied, stripes are masked with 3M blue tape.

A spool of fluorescent orange string from the hardware store 
I use whenever I can. 

White studio sneakers now sport drips of paint—mostly  
the color aqua. 

Meanwhile, upstairs in the kitchen, a yellow cake is baking.

Soon to be frosted with buttercream tinted light pink.

Topped with the season’s first strawberries.

I fill a glass jar with tea, milk and honey.

One more flight up is my bedroom, where I work at a steel 
desk.

The sun shines in through a big window facing southwest.

I painted the room last year, this color called inspiration 
white

A colored paper festoon faded over time by the sun.

A succulent (inherited) creeps up the wall.

At certain times of year, blooms amazing fuchsia flowers.

Next to it—my favorite plant—a potted purple oxalis.

I like it best because it looks like it is made of paper and it 
sleeps at night. 

A single California poppy in a bud vase

Cut from the yard with a pair of orange-handled Fiskar 
scissors.

On the windowsill a collection of mussel shells glint with 
mauve.

A blue-green ribbon saved from a gift from a friend.

COLOR NOTES 
FROM A DAY  
IN THE STUDIO
BY LEAH ROSENBERG

Photo by  
Alex Nicholson

A whole nutmeg in its shell holds a story from a time in 
Hawaii.

The sky outside is blue, anticipating a cloud or two. 

From here I can see the leaves of the plum tree, so green 
from the rain.  

Read the interview with Leah Rosenberg on page 80.
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THE REPORT

LOS PUNKS!
ANGELA BOATWRIGHT’S LOVE LETTER TO SO-CAL PUNK
ANGELA BOATWRIGHT HAS TOURED ALL OVER THE 
world with heavy metal bands, photographed some of the 
most prolific practitioners of NYC’s rich graffiti movement, 
and documented the hell out of New York’s skate scene. 
Having established a decade-long career, she set her sights 
on Los Angeles. Angela quickly began documenting the local 
punk scene, and the result became Los Punks, an intimate 
documentary film portraying the vibrancy of Latino teens and 
young adults keeping the backyard culture alive. 

Desilu Muñoz: Where was Los Punks filmed?
Angela Boatwright: The scene exists in a lot of places 
around southern California, especially in LA, Compton, 
Huntington Park, and as far out as Pacoima and other parts 
of the Valley, but I think it’s most concentrated right now 
in Boyle Heights, East LA and South Central, so that’s the 
emphasis of the movie.

What motivated you to focus on the Los Angeles punk 
scene?
It was a serendipitous encounter and the conglomeration  
of a lot of little things that led me down this particular path. 
I’m a huge heavy metal, hard-core and punk fan, so when  
I moved to Los Angeles, I started searching for people  
I could really get along with and understand. At that time 
I was shooting for Vans when they started their 2014 
documentary campaign and asked me to pitch them any 
ideas I had. This just so happened to be around the time  
I was going to check out punk shows. My friend Ron 
Martinez, a booking agent for the Casualties, plays in a band 
called The Lower Class Brats, and we met because he also 
books some really close friends who play in Toxic Holocaust. 
Then, when I was getting into going to shows in LA, my 
friend Ron invited me to see his band the Lower Class Brats 
play in the valley. It blew my mind when I saw how many 
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young punks were there. I had never seen anything like it. 
Even though New York is a bigger city in reputation and has 
a lot of scenes, they’re much smaller, in my opinion.

How did it feel to go to your first back yard gig?
I was invited to a backyard show in City Terrace and again,  
I was like “holy shit” when I walked in. I lived in New York for 
nineteen years where no one had backyards, so this was 
amazing. As I walked in, I saw punks with their booths, set up 
for selling patches and shirts of their bands. Ska, psychobilly, 
street punk and rock ’n’ roll bands all played at the same 
show. The people there all got along and played on the 
shitiest equipment, but it didn’t matter because this was their 
scene they didn’t have to impress anyone. Being there really 
blew my mind, and it was a very visceral feeling that wasn’t 
common sense, or me thinking “this is a really marketable 
thing.” Seriously, my whole body turned inside out as I kept 
thinking how fucking phenomenal this scene is. Seeing all 
of them take care of each other and wear each other’s band 
shirts, you could feel a sense of their community. Being at a 
backyard show makes you feel alive. The cops might come, 

you might get in a fight with the guy next to you, you might 
make out with someone; it’s all so unpredictable.
 
How did you develop such close relationships with the 
main characters in this film? Did it feel like you had to 
break down any barriers? 
There were handfuls of punks that didn’t want me around 
at first, but then there were a lot of punks who were excited 
and wanted to share their stories. My whole thing was to be 
honest and responsive at all times. 
 
How do you explain this punk scene to someone that’s 
never really heard of it?
Someone that’s never heard of punk? That’s crazy! I’d say 
it’s a bunch of young people blowing off steam and getting 
together while listening to really aggressive music and 
having a great time. This is what youth is about. It’s going 
somewhere that’s not entirely legal and doing things that 
aren’t quite approved of—being able to be free without 
restrictions because the long arm of authority isn’t there, 
and there isn’t some security guard waiting to bust you. It’s 
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about having a safe space to be young and to be yourself for 
a few years until you grow out of it, or have to get a job, or 
maybe you stick around forever. To me, it’s a place people 
can go and really be themselves and totally let loose while 
they listen to really loud, obnoxious music and dance.
 
Can you tell us about some of your favorite scenes from 
this documentary?
I love the police raid scene where they come to investigate 
someone supposedly getting stabbed. I filmed that entire 
scene by myself. I had gone alone to that show just to take 
photos, but I happened to carry a video camera that night, 
so I busted it out right when the cops got there. It was 
hilarious because they accused this guy Rey of stabbing 
someone, but little did they know he’s the nicest guy and 
would never do that. I love the history section when it goes 
from talking about old East LA and then flips into South 
Central Riot Squad where the music is so intense. Thanks to 
Nacho, I called and met them in Watts and interviewed them 
myself. It felt like finding Bon Jovi or something. I was really 
hunting them down. That interview was three hours long and 
we only got to put a few clips in the actual film.

Do you think this film will change what some people think 
of punk?
I'm not sure. I definitely didn't make this movie for those 
in the know. I wanted people outside of the punk scene 
to enjoy the film as well. A lot of times I would think of 

the people that I grew up with in Ohio—someone like my 
stepmom who doesn't listen to metal or punk or anything 
remotely aggressive. I wanted to share the punk scene with 
people like my stepmom. It would have been really easy to 
sensationalize the scene, to show all of the craziness out 
of context. And truthfully, all scenes get crazy. Frat boys 
are insane, but I think it's far more interesting to show the 
human side of everyone involved—to give their lives a 
proper context because, no matter how crazy we get, we all 
still want the same things—recognition, love, respect. Punks, 
of course, are no different.
 
What’s the most gratifying this about making this film?
Meeting everyone in the scene, having all these new 
friends. I’ll be in their lives forever; not all of them, of 
course, but I know there’s some that I’ll never lose touch 
with. Getting to know them and their lives and to tell their 
story is a fucking honor. I’m so grateful to be allowed into 
their lives and to become a part of their lives. My life has 
become so much better since I met all of the punks. They 
have enriched my life.

 
Los Punks will be released on iTunes on May 15, 2016. For more 

information, visit lospunksfilm.com.

All photography by  
Angela Boatwright
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DOES ABSENCE MAKE THE HEART GROW FONDER 
—or yonder? San Francisco Museum of Modern Art has been 
on the road, cohabiting and collaborating with neighboring 
venues, but it’s coming back home, bigger and better, and 
in the best ways. Art abounds on the ground floor, which 
is open to the public seven days a week through Labor 
Day, and features new entrances with access from every 
direction, and full admittance free to visitors 18 and younger. 
Leafy outdoor terraces and glades of glass expand the new 
space designed by architectural and branding firm Snøhetta 
who incorporated the 1995 Botta building into the design. 

Inspiring this renovation is the gift of 260 works from the art 
compilation of Doris and Donald Fisher, who started buying 
prints and continued to collect seminal pieces of abstract art, 
as well as Pop, Minimal, Figurative, postwar German and British 
sculpture. Alexander Calder’s Motion Lab will transport visitors, 

opening along with the Campaign for Art, newly committed and 
gifted works ranging from Jackson Pollock to Jasper Johns. 
There is a gallery dedicated to photographer Diane Arbus, and 
work from video pioneer Nam June Paik, among other visual 
arts. The Pritzker Center for Photography opens as the largest 
exhibit and study space committed to photography. Dutch 
designer Claudy Jongstra’s huge textile mural traverses the 
wall of the fifth floor, and there’s more. Plan a day, plan a long 
visit, and as you’re looking up and around, give an extra nod to 
the Fishers, who acted upon “... a sense of responsibility with 
regard to the collection and to the artists.”—Gwynned Vitello
 
SFMOMA reopens on May 14, 2016.

sfmoma.org

SFMOMA
HOME IS WHERE THE ART IS

clockwise (starting from left)
Snøhetta expansion of the new 

SFMOMA, opening May 14, 2016; 
photo: © Henrik Kam,  

courtesy SFMOMA 

The new SFMOMA
view from Yerba Buena Gardens

photo: © Henrik Kam
courtesy SFMOMA

Roberts Family Gallery  
featuring Richard Serra’s 

Sequence (2006) at SFMOMA
photo: © Henrik Kam

courtesy SFMOMA
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THE BLURRED BOUNDARIES BETWEEN PERSONAL 
and professional life fascinate Stacy Kranitz, who, without 
apprehension or remorse, admits to indulging in drugs 
and engaging in romantic or sexual relationships with her 
subjects. Kranitz takes fun on the job to another level, 
eliciting anger in some critics by her approach and creating 
occupational envy in others. When not jet-setting to obscure 
assignments in the U.S. and abroad, Kranitz spends most 
of her free time in the Appalachian region, living out of her 
car while documenting the residents in a project she has 
described as “never-ending.” Kranitz’s dedication to her 
work is visible in her commitment to extensive immersion 
in these communities, as she collects a comprehensive, in-
depth and honest portrayal of each individual. Occasionally 
appearing alongside her subjects in photographs, she 
unabashedly embraces full participation, understanding that 
such presence ultimately affects the images she creates. 
Apart from using the camera as a tool to make images, she 
also treats it as a conduit to gain access and intimacy with 
those documented. Over the last few years, her archive of 
compelling work has grown into a number of different series, 
producing three monographs, that, as she states, revolve 
around “exploring history, representation and otherness 
within the documentary tradition.” Validating her standout 
efforts in the realm of photography, she was named TIME 
magazine’s pick for Instagram Photographer of the Year in 
2015. —Austin McManus

stacykranitzprojects.com

  STACY KRANITZ
IT’S ALL PERSONAL

left
Portrait of Stacy Kranitz  
by Marisha Camp
New Haven, West Virginia
2012

This is a staged photograph of my friend Colby and me. My 
friend Marisha Camp took the photograph. She is an incredibly 
talented photographer. I was trying to make images that 
would speak to the complexity of my relationships with the 
people I photograph. The way I interact with the subjects of my 
photographs and my openness about my sexual relationships 
and drug use bothers some viewers of the work. When this 
image was first published a woman called me “a near feral 
barefoot mountain girl slut.” I think she meant it negatively but 
to me it’s a beautiful description of the photograph.
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I spend a lot of time on a sinking island down at the bottom of 
Louisiana. The people who live there have been abandoned by 
the state. Louisiana no longer wants to spend money to maintain 
the roads and they are trying to relocate the people who still live 
there. I am interested in the people who choose to stay despite 
the flooding and sinking of their land.

above
Isle de jean Charles, Louisiana
2010
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above
Rutland, Ohio 

2011

At dawn, I met up with kids that have been up all night 
partying, when the dawn light combines with a zombie-like 

state of being induced by all night drug use.
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above
West Columbia, West Virginia
2014

This is my friend Tyler. He just had a beautiful baby boy 
named Evander.
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above
Wise, Virginia

2011

Each year in July the Rural Area Medical unit sets up an 
expansive outdoor dental office. They provide free healthcare 

to people without insurance. There is a lot of teeth pulling.
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BANDS AND SKATEBOARD COMPANIES LOVED AND 
needed stickers for promotional materials, and Dameon 
Guess and Jacob Edwards loved music and skateboarding. 
In 1999, out of sheer appreciation and necessity, they 
founded Jakprints. That’s the simple way of explaining the 
start of the Cleveland-based company, and it describes 
what these guys do at their print-shop and customization 
speciality firm built and run by insiders who love the 
culture. Since then, Jakprints has grown into much more 
than stickers, and is now one of the US’s leading custom 
screen printing and graphic design firms. Now, their first 
film production, Stick To It, is set to release—a mini-series 
on the history of sticker culture in the arts. We sit down 
with the team to talk about their trade, their past, and being 
“accidentally clever as hell.” 

Evan Pricco: How did being involved in music help start 
what is now Jakprints?
Dameon Guess: Jacob started the screen print shop after 
befriending a screen printer in Austin when his band was 
there during SXSW. He came back to Ohio after the tour and 
started a screen print shop in his parent’s basement. I think 
he started an oven fire and his parents told him he had to 
get the shop out of there. He did, and got his own pop-up 
doing band T-shirts for the fellow bands they were touring 
with and made friends with along the way. 

Jacob Edwards: I think we quickly realized that we were way 
better at the print stuff than the music [laughs]. People really 
needed T-shirts! 

JAKPRINTS
JUST STICK TO IT

above
Product photo from Jakprints’ 

in-house studio. This sticker is 
one of their favorite samples 

from glorpgum.com
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Isn’t that the best way to start a creative business 
endeavor? You start with something universal, something 
relatable like a band, and find out what your friends or 
other creatives need to fulfill their goals.
JE: It’s a culture thing, right? It’s skateboarding and it’s music. 
That’s where Dameon and I first started. Dameon had a 
half-pipe in his backyard; I skateboarded, and we found each 
other that way. Dameon moved to Florida and got into the 
business of computer-oriented design, offset and sticker 
printing. When my band came through on tour, he housed 
us, and it was only a few months later when we decided to 
partner up and do Jakprints together. Look at the OGs of the 
company, like Nick, our CEO. We all met through music. 

Nick DeTomaso: I was running a record company, buying 
stickers and posters for the bands and the label. My interest 
was the hybrid of music and art, and translating that into a 
business. I was into the business of building a creative brand. 

It seems like you started with signature products, like 
stickers and ephemera for bands, but how did you grow? 
What were some of the steps you took that branched into 
so many different custom services?
JE: One of the keys for us, early on, was our relationship 
with artist Derek Hess, and that was pretty key to our music 
world success because he was doing all sorts of posters 
and designs. At first, Dameon was doing all the designs for 
us, and we grew a good client list: bands, designers, MTV, 
Comedy Central. We were challenged to create branding 
that looked good, was creative, all the while being two 
dudes in an office and doing work for MTV! Everyone 
thought this thing was way bigger than it was. This was the 
time when things were web pages, not websites. 

DG: We started with no cash flow; just drive and ambition. 
Everything we did were things we could do in-house: little 
T-shirt press, screen printing, real DIY stuff. But we were able 
to add other products as we got bigger and had more options 
then. 15 years ago, there were a lot of the times when you had 
to go to multiple shops to get what you wanted to build your 
brand: stickers here, business cards there, offset printing in 
some other city. We finally grew into being the place where 
you could get everything you needed done. 

JE: What is really great about us is that by the time the 
Internet really allowed customization of everything, and 
the new way of DIY culture took off in the digital realm, 
we already had a 150,000-square-foot facility with all the 
powerhouse manufacturing. We could become the ink 
behind your brand, or be right out in front. It’s a good place 
to be. It’s accidentally clever as hell. 

What is your core product? 
ND: I would say T-shirts, business cards and stickers. That’s the 
gateway to our business, why people come to our front door. 

DG: We used to call our 1,000 one-color stickers for $99 
deal our “gateway product.” It was our core. 

top
Dameon Guess (Co-Founder), 

Jacob Edwards (President) and 
Nick DeTomaso (CEO) posing 

in front of a new Heidelberg 
Anicolor press

bottom
Damien Venditti airbrushing

JE: I would say stickers. Which makes sense because of the 
documentary series we are producing.

Stickers are such an incredible medium. You can use them 
if you are a politician, corporation, graffiti artist, band, or 
skateboard company. And if you are the consumer, you 
can turn whatever product you have into your own custom 
design. They are ultimately ubiquitous in ways few products 
are. I’m sure this is touched on with Stick To It.
DG: The director of the docu-series, Alexis Deforges, was 
touring the country, talking to artists, musicians and promoters 
about sticker culture, and people kept mentioning Jakprints, 
so the name spurred some interest for the director and the 
NYC company helping Alexis. Wallplay asked if we wanted to 
be involved in the film to talk about the production of stickers 
and their evolution as a marketing means, as well as coming 
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on board as a producer of the film. It ultimately helped tell the 
story of where we came from, so it really is special to us. 

JE: I thought about this at one point… what is it about a 
sticker? Why is it that whatever thing you come up with, 
whatever brand, it’s sort of weird if you don’t have a sticker, 
right? They are just so agile. You put one on your bike, your 
helmet, binder, laptop or skateboard.

ND: It’s part of your inner-child. It’s the easiest form of 
graffiti. 

Is there a Holy Grail sticker that you guys always sought 
out, or one that really sparked your love of stickers?
JE: What about those puffy, sparkling, plastic stickers that 
were out in the 1980s? It’s a type of sticker that nobody 
offers anymore. 

ND: They are like plastic pillows! One example I would give 
was during the time of the original basketball Dream Team, 
in 1992, when there was this product called “Wall Stars” 

that were repositionable. You would get a few players, a 
basketball and a hoop, and essentially move them around 
and create these scenes. This was years before I opened 
up Photoshop and learned about graphic manipulation, so 
to me, I would spend hours recreating scenes with these 
basketball players on my wall and I would learn about visual 
direction and rearranging a scene. 

DG: I got minorly obsessed with collecting the entire  
first series of Garbage Pail Kids. They were all stickers!  
I remember being in elementary school, and during lunch 
there was a group of us who would trade them like they were 
gold. I was willing to trade a week of dessert, give up being 
the captain of the kickball team, whatever it took, to get the 
GPK I wanted. That taught me the value of stickers. 

Stay tuned for release information about Stick To It. For more 

information, visit jakprints.com 

above
Automatic apparel press  

at Jakprints.
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IF THE SCULPTOR, PHOTOGRAPHER AND DESIGNER 
Adam Wallacavage got home and noticed some errant 
feathers floating in space, he might have wondered, 
“Who’s been sitting in my chair?” But he did know who, 
and his eccentric home was “just right” for Ashley Rose’s 
creations. When an avant-garde, custom-fashioned 
editorial shoot in LA was abruptly cancelled, Rose grabbed 
her photographer and “scrambled together a couple of 
models, loaded into a rental car and hit the road to Philly.” 
Remembering Wallacavage’s place from scouting locations 
for a Baroness video, Ashley admitted, “I knew of his work 
for some time, but never knew of the fantasy world also 
known as his home. Stepping into his house was as if we 
were stepping into another world,” which is exactly where 
the designer takes you with her head-to-toe confections. 
A cancelled trip turns into a perfect pairing and a happy 
ending, with more chapters to come. 

Gwynned Vitello: It sure looks like you must have enjoyed 
reading about magic and mystery. Do books and stories 
inspire your work?
Ashley Rose: Absolutely. In the upcoming weeks, I will be 
doing a mini children’s couture line inspired by Grimms’ Fairy 
Tales. I am also a huge fan of H.P. Lovecraft and J.R.R. Tolkien. 
My brothers and I grew up basing everything off Lord of 
the Rings. Going to the grocery store was a trip to Mordor! I 
also enjoy books on old architecture. As of late, I have been 
flipping through pages of books on old ruins and Gothic 
buildings. I find a lot of inspiration through architecture.

Would you say you’re self-taught, and did sewing run in 
the family?
Luckily, there was a program in my high school that offered 
fashion design, and I took it, as well as ceramics, until I 
graduated. Even though I loved both, I chose to continue my 

ASHLEY ROSE COUTURE
A YOUNG DESIGNER TAKES FLIGHT
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MUA Steffanie Strazzere 
Hair Stephanie Bartley 
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Western Massachussetts 
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back to the Earth 
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MUA Steffanie Strazzere
Hair Stephanie Bartley 
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Studio Life 
Photographer Jennifer Rose Keany  

Location 
Watertown, Massachussetts 

education with fashion at Bay State College in Boston. No 
one in my family sewed at all. I actually just remembered that 
if someone in my family ripped their pants, we used those 
awful oval patches we would iron over… even if the colors 
didn’t match. It was very apparent we didn’t sew! After 
college, and through the present day, everything has been 
trial and error, which keeps it exciting and interesting. I try to 
learn as much as I can.

Do you have a favorite element of design: fabric, color, or 
narrative?
Fortunately, I have met a couple of amazing 
photographers around my area who do a ton of exploring 
They spend days driving around and searching for 
locations, whether they are new, old, ugly or beautiful. 
You name it, and they can make it a dream spot. From 
there, they get an idea of what they want to shoot and 
let me decide what to design, based off that location. 
Working with these two photographers has really pushed 
me to work outside of my comfort zone. The best part of 
designing this way is imagining how we can make a story 

come to life by combining the wardrobe, location, model 
and photo. It’s my favorite way to design.

What is your favorite fabric? Where do you source your 
textiles and embellishments?
I always find myself lost in the lace section of the fabric store. 
I love how lace is so feminine that you can do almost anything 
to it, and it will still have a soft look. I also tend to find myself 
with lots of black-and-white materials when I’m in the checkout 
line. This year I told myself I would branch out with color, but as 
I look around my studio, I still see a lot of black. I have always 
shopped at a tiny fabric shop in Somerville, Massachusetts, 
but recently moved a few towns over to Watertown, and have 
found myself searching for materials online, which isn’t as 
exciting. I also use a lot of natural pieces like moss, bark, ferns 
and flowers. This results in the best facial reactions on public 
transportation—me with bags full of bark picked off the ground.

Tell us about your studio and living in Massachusetts.
About seven months ago, I moved into a beautiful Victorian 
home in Watertown, which is maybe a ten-minute drive 
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into the city. For four years, I had been living in Somerville, 
which is an amazing little town full of incredible artists, but 
the landlords wanted to rebuild the house, and the space 
wasn’t big enough anyway. Forced to move, it was the best 
thing to happen to my boyfriend and me. I love my new 
home and have a massive room upstairs all to myself that I 
can trash while working on pieces. My studio walls are filled 
with antiques that I found while exploring and have kept as 
mementos and inspiration. My walls are also covered in art 
made by my friends. Through designing, I’ve met some of 
the most incredible artists that I’m honored to call friends. 

Do you design the beautiful head coverings worn by your 
models, and do you style the photo shoots as well?
I do, and over the past year, they have become my new 
obsession. I love shaping the face with lace and netting. I’m 
lucky to meet so many models who let me attach antlers, 
wings, skulls, jawbones, teeth and whatever else I may find to 
their heads. I feel like it’s another piece of the story. I’m now 
beginning to make arm and leg pieces. It’s a whole new world.

Since we agree that fashion is more than a shelter from the 
cold and wet, what is its role in your personal life?
For me, fashion is a source of stability. I know it sounds cliché, 

but fashion saved my life. About six years ago, I moved back 
home and was living on the couch at my parents’ house. I 
was heartbroken and lonely, watching my mother’s health 
fail. I was scraping the bottom of the barrel, trying to pick 
myself up while everything seemed to be falling apart 
around me. To keep my brain focused for just a few minutes, 
I started playing with some fabric on my dress form, and 
created my first corset dress. I remember posting a picture 
on Facebook saying, “here’s a little thing I made.” And I got 
a lot of positive feedback. So I kept going. I ended up with a 
mini collection, and eventually entered my first fashion show 
as an independent designer, and haven’t stopped. I moved 
to Somerville with my boyfriend, who’s been my biggest 
supporter. It’s all been trial and error sewing since then, but 
I’m pretty content with life because of Ashley Rose Couture. 

The people I have met through design inspire me to do 
more, and they’re just as weird as I am! What an amazing 
community, and I’ve just stuck my toe in. I can’t wait for what 
the future brings.

instagram.com/ashleyrosecouture
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KID KOALA
THE RISE OF THE AUDIO/VISCERAL COMPOSER

All images shot at Boston ICA  
by Todd Mazer

Kid Koala playing the 
Wurlitzer 106 electric piano

KID KOALA HAS SEEN (AND BEEN) IT ALL. SINCE THE  
mid-1990s, the Canadian-born DJ, turntablist and producer 
has worked with the likes of Prince Paul, Gorillaz, Deltron 
3030, and also penned the graphic novel series, Nufonia 
Must Fall, for which he also produced a companion 
soundtrack. A chance backstage meeting at a Los Angeles 
show with famed production designer K.K. Barrett (frequent 
collaborator with filmmakers such as Spike Jonze and Sofia 
Coppola) turned into a friendship that helped see Barrett turn 
the Nufonia Must Fall project into a full fledged adaptation of 
the robot-meets-girl, dialogue-free graphic novel based on 
Koala’s stories and illustrations. Condensing a 350-page story 
into a one-hour stage experience resulted in a closed-set 

film with actors and post production transformed into a living 
organism populated by puppets, string quartet and film crew, 
including a live editor, amid a myriad of miniature sets.

Recently, Juxtapoz contributor Todd Mazer attended the 
full performance of Nufonia Must Fall at Boston ICA and sat 
down with Koala as the artist talked about his life in music, 
bridging the gap between sound and visual experience, as 
well as touring Nufonia. —Juxtapoz

In 1996, Koala walked into his local copy center with the 
equivalent of lunch money in his wallet and created copies 
of his self-drawn album cover, then stuck them on perforated 
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J-card cassette templates. He titled this demo/mixtape with a 
tape run estimated to be “In the 10s,” Scratchcratchratchatch. 
It included a last-minute addition of his phone number and 
opened with the line, “Call me Koala, got whatcha need,” 
delivered by Q-tip of Tribe Called Quest before meandering 
between cuts and samples on the way to a crackly version 
of the silky stringed title theme from the Academy Award-
winning biopic fi lm, The Last Emperor. The demo eventually 
landed him a record deal with lauded London label, Ninja 
Tune. The move catapulted Koala from underground star to 
internationally infl uential artist. —Todd Mazer

Drawing and Listening to Records 
Kid Koala: My fi rst several years of music experience were 
horrible and full of stress. Everything was leading up to 
exams and competition. I remember thinking, “I don’t even 
like this music. Why do I have to practice it all the time?”

I think it all goes back to those seven-Inch storybook 
records that my mom would get me when I was fi ve or six 
years old. They were supposed to foster a love of literature, 
but what I really dug about them was that you could get 
sucked into this universe. There was a story, illustrations, 
music, vocal actors and sound e� ects. It was literally a 
multidimensional experience for me. I also discovered that, 
no matter where I was, if I touched a pen to a notepad, I 
could escape to a universe of my own design.

Music as Self-Expression
It was a very biochemical reaction. I was so ready to take on 
sound, then destroy, deconstruct and twist it into oblivion. 
I wanted to make the most aggressive, dissonant and odd 
noises possible. The more alien, the better. I liked the 
potent horn arrangements on Sly Stone albums and the 
heartbreaking chord progressions of Brian Wilson.

clockwise (from top left)
The date montage page 

from the original graphic novel 
Nufonia Must Fall

Robot answering phones at 
the o	  ce with Kid Koala and Afi ara 

Quartet in the foreground

Puppeteer Tyson Houseman

Afi ara String Quartet Kid Koala live 
scoring to the projection
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Instead of trying to freak people out, I decided the freshest 
thing was to play with familiarity, chords and motifs to evoke 
emotional responses. All of a sudden, I was practicing things 
on the turntable I hated doing on the piano, like scales and 
archipelagos.

Writer’s Block
I’m no stranger to writer’s block, but I know now if that 
happens, then I have to just go dabble into something else 
and it will unlock. I realize now there is this concept of a front 
burner, a side burner and a back burner.

Nufonia Must Fall
I had “therapeutically" begun illustrating Nufonia after the 
completion of my 2000 album, Carpal Tunnel Syndrome. 
Nufonia is derived from “no fun spun backwards”, and there 
are references to it in each of my first three albums on the 
tracks Night at the Nufonia, Radio Nufonia and Nufonia 
Noise Consultation Committee. 

I saw Nufonia as this city where people had no fun, in a 
state of mind where someone is so stressed they become 
their own tortured obstacle from getting joy in their life. That 
outlook at that time was something that I clearly related to. 
[During a break after the filming of Spike Jonze’s Her] K.K. 
Barrett and I got an opportunity to turn ideas into action. He 
was constantly dropping these Yodaisms. That’s when he 
went through the 350-page story I had and transformed it to 
a one-hour stage experience.

In the end, as a crew, when we perform Nufonia, we need to 
come together and harmonize just like a song. Every night 
it’s kinda like 15 people on one surfboard, so if someone 
starts to wobble, everyone else has to readjust so we don’t 
fall in the water. Anything can happen and I realize now that 
just trying to hold on is actually the fun part.

 

For tour updates, visit kidkoala.com

from top
Cinematographer A.J. Korkidakis 
focusing a camera on the city exterior

Camera Switcher monitor

Robot and Malorie at her apartment, 
where tracks were cut out of the floors for 
the rod mechanisms
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 ED  
TEMPLETON
(SUB)CULTURE KING
INTERVIEW BY KEVIN CHRISTY  //  PORTRAIT BY DEANNA TEMPLETON
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S AN ARTIST AND SKATER 
growing up in Southern California, 
I’ve known of Ed Templeton 
for almost 25 years. Initially 
discovering Ed’s work through his 
early graphics for New Deal and 
Toy Machine Skateboards, like 
countless other kids, I have been 
inspired and motivated by his 

lifestyle, as well as his art. By virtue of both, Ed has stamped a 
permanent mark on youth culture and the culture at large. He 
moves seamlessly between painting and photography, as his 
body of work continues to grow, garnering the hard-earned 
accolades of an artist who’s been showing for more than two 
decades. Ed’s popularity has expanded into new territory 
while somehow remaining immune to a fickle culture whose 
tastes change at the speed of light. Recently, he and I sat 
down to talk about his work, his place in the art world, living in 
the O.C. and overall, what it’s like being Ed Templeton.

Kevin Christy: I notice that your fame comes from two 
arenas. Your awards in skateboarding are legendary, and 
that’s a given. When it comes to your art, it sometimes 
feels to me like you’re still a new artist, which age-
wise, maybe, you arguably are. Do you feel as if you are 
introducing yourself as an artist despite having shown for 
over 20 years?  
Ed Templeton: I started showing in 1992. I feel like I have 
to explain or prove myself more to some skateboarders 
than I do to the art world. The art world ideally wants to 
engage with the artwork. If my work is hanging in a gallery, 
the people walking in are just reckoning with the work, and 
not necessarily with who I am. They might find out after the 
fact that I was a pro skateboarder, but they don’t have the 
baggage of my skateboarding history when they see my 
paintings. I’m proving myself more with skateboarders who 
know me as one thing and then have a hard time dealing 
with the fact that I'm doing this other thing. I'll get comments 
saying, “You're only getting a gallery show because you're 
a famous skateboarder,” although all three galleries I work 
with had no idea about my skateboarding history. Or when 
I share a street photo on Instagram, there’s a portion of 
kids that have no idea how to reconcile it, ”Why is this 
skater hanging out at the beach all day taking photos of 
strangers?” They don't have an understanding of the history 
of street photography. They’re not familiar with artists like 
Cartier-Bresson or Winogrand. They don't necessarily know 
that a street photographer's goal is to capture life on the 
street. For them it’s, “Ed Templeton, skateboarder, creeps 
around shooting photos of strangers?” They think it’s weird. 
Some of them, at least. I think it’s a minority. The majority 
of skateboarders are happy about what I’m doing and 
extremely supportive.

In a way, you're kind of bringing skaters, your skate fans, 
into the art world. You're not really bringing art fans into 
the skate world, but it's almost as if your ad-hoc job is to 
educate teenagers. You're their intro to art. I can say you 
were that for me, for sure. 
Which is a great thing. I hope that sharing my other 
interests with the skateboard community has opened 
new worlds to people; just like the skaters I looked up 
to growing up opened new worlds for me. I think I have 
been bringing a different audience into the galleries and 
museums I have shown with. When I’m promoting my 
exhibitions on social media, my gallery will tell me they get, 
like, five calls a week asking if it's free. Kids are calling who 
have never visited a gallery before and they think it's like a 
concert or something where you have to buy a ticket. They 
are happy to find out it is free. I love being at openings and 
seeing the mixture of people. You have the dressed-up art 
world, the art-damaged hipsters, and then young groups 
of skaters carrying their skateboards around looking at the 
art. I love that I can possibly be the thread bringing these 
people together.

Even considering that, I think it’s limiting to call you a skate 
artist, especially at this point. Do you feel at all confined by 
that particular label?  
Yeah. I hate that term. I hate it as much as I think a black 
artist would hate to be labeled a “black artist” instead of 
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simply an artist, or “female artist,” or “handicapped artist,” 
instead of simply an artist. You know what I mean? I don't 
paint on skateboards. I think there's a disqualifier in that 
phrase. Although my entire life has been informed by my 
30 years in skate culture, only a small percentage of what I 
make in the art world has anything to do with skating. The 
exception is that I've been shooting photos documenting 
skateboarding as a subculture for 20 years. I’m currently 
working on organizing a book and exhibition of this work. It 
will be called Wires Crossed. I’ve finally finished searching 
all of my archives and have collected about 4,000 images. 
The next step is editing that number down to 300. I’m not 
looking forward to it.

If anything, I was an artist first, and then started 
skateboarding. I was always drawing and shooting pictures 
as a preteen and then found skateboarding, like a rock I 
tripped over. I fell headfirst into a community of creative 
people who fostered and exacerbated my tendencies. The 
year I went pro for skateboarding, 1990, is the same year I 
started painting. People think it was a later thing, but during 
my entire skating life, I was simultaneously making and 
exhibiting art. The same year I got Toy Machine going, 1994, 
I had a solo show at Alleged Gallery in NYC. I was putting 
most of my focus on skateboarding, but I was still doing both 
at the same time. 

You're essentially self-taught, and I think that’s the 
lynchpin for why your work feels incredibly sincere, a 
quality we both agree is missing in a lot of current work. In 
art school, you get a lot thrown at you very fast, but your 
progression has been at your own pace, guided by your 
personal taste, which I think is a strength. Do you have any 
regrets about not going to a traditional art school? 
There's so much to unpack there. A common thing I hear 
from people that have been through art school is that you 
end up having to “unlearn” everything you learn there. 
Maybe you need to learn it and then unlearn it, and that’s 
the process. Either way, it makes me think that I’ve escaped 
going through that, for better or worse. I've gone, and am 
still going through, the trial and error of learning, very slowly, 
and like you were mentioning, my work has changed a lot 
over the years. Maybe I avoided something there, but I also 
feel that I missed out on something. You see the galleries 
just go to the schools and pick people getting their MFAs, 
they're not out scouring suburban garages looking for skater 
kids making paintings in a relative vacuum. In that respect, 
I feel fortunate to be working with some great galleries. I 
think that maybe if I'd started a little later, I may have had a 
much harder path in working with a gallery outside of the 
art school system. Another thing I may have missed by not 
going to art school would be use of the facilities and being 
around like-minded people. Would it have helped or hurt 
my creative process? There’s no use in pondering that now. 
I look at the path I'm on and I think back about the people 
surrounding me in my formative years, and I’m glad it was 
skateboarders and not art students.

Do you have a full understanding of your fame and why 
people are so geeked on you? Because at this point, as 
we’ve talked about, you're used to it, people being sort of 
obsessed with you via skateboarding.
I'm not unaware of that, but I don’t want to drink my own 
Kool-Aid.

How do you compartmentalize this undeniable obsession? 
I’ve seen fifteen year old dudes come up to you and they’re 
like, “AAAGGHH.” They just breathe heavily and blurt out 
that, "You changed everything, and because of you I do 
these things..." And I know it must feel good to hear. 
I never know what to say. It makes me feel happy that I could 
be a conduit, a torch passer, from the people who came 
before me and inspired me. When a person says something 
like that to me, I feel like it completes the inspiration pipeline 

below
Huntington Beach
2014



ED TEMPLETON  JUXTAPOZ.COM  |  51

from people who inspired me like Mark Gonzales, Tobin 
Yelland, David Hockney and Jim Goldberg, and many others, 
to these young people who, in turn, should tweak those 
influences into their own creations and pass them down the 
the next generations watching them.

In the past, you really couldn't know whose lives you 
might be touching through a skateboard company or an 
art show. But since social media, I am able to hear from 
people on a daily basis and it’s so overwhelming. I feel 
the love, and sometimes hate, from people. But I have to 
keep my head about me and keep grounded in reality so I 
don’t become some egomaniacal douchebag. Basically, I 
treat them like a young me. How would I like to have been 
treated if I went up to someone and told them I liked their 
work? I answer accordingly.

I was there when you got a skate award and it was the 
rowdiest crowd I’ve ever seen, basically awful, and I was 
worried. I was thinking, “Oh no, they're gonna scream 
through Ed's speech and throw stuff at him.” But as soon 
as you got on stage, it was standing ovation, everyone 
quiet while you spoke, followed by another standing 
ovation. It was such a noticeable level or respect they had 
for you. 
I don't know how to explain it. I’ve tried to use my voice in 
these platforms through the years responsibly. I was not 

ignorant of the fact that thousands of kids read interviews 
in skate magazines, and later on websites or in art mags, 
so I always tried to respect that and say something. You 
get the respect you give. I probably could trace it back to 
Ian MacKaye, this guy still writes letters back to kids and 
answers everybody who emails him—I can't even do that. 
How he ran his band Fugazi and runs his company Discord 
Records—that’s been, in a way, my model. Okay, I have a 
skateboard company; it's not a music company, but I can try 
to do some similar things. It's just the notion that I have a 
platform, be it Toy Machine or an art gallery, and I ask myself 
how can I do my business without fucking people over? 
How can I include people? I love sharing my good fortune. 
How can I invite people to express themselves through my 
various platforms? I want to approach the people in art and 
skateboarding as a community where I’m a member. I don’t 
want to burn bridges. I’m not handing down products from 
above like some faceless corporation; I’m passing things 
laterally along to my community. You have to ask yourself 
what you want to do. The answer to that question is the map 
for where you are going.

Do you think that being in a very long term, secure 
relationship has helped with that? Sexual pursuit can 
make people make bad decisions, but you've been in this 
relationship, which seems to have made you kind, and also 
Deanna's so incredibly nice.

above
Huntington Beach Pier #1

Acrylic on panel
96” x 48” (Diptych)

2015
Courtesy of

Roberts & Tilton Gallery  
Culver City, California
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left
Huntington Beach
2013

above
Repent
Acrylic on panel
40” x 30”
2015
Courtesy of  
Tim Van Laere Gallery  
Antwerp, Belgium
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clockwise (from top left)
Untitled (Teenage Girls)
2015
Courtesy of  
Roberts & Tilton Gallery
Culver City, California

Untitled (Smoking Girl)
2016
Courtesy of  
Tim Van Laere Gallery  
Antwerp, Belgium

Untitled (Christian Girl)
2015
Courtesy of  
Roberts & Tilton Gallery  
Culver City, California

Untitled (Boy With Plaid Shirt)
2015
Courtesy of  
Roberts & Tilton Gallery 
Culver City, California

Untitled (Two-Faced Woman)
Courtesy of Tim Van Laere Gallery, 
Antwerp, Belgium
2013

opposite
Huntington Beach
2014
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Hmm. I can’t explain how the relationship happened or 
worked. It’s hard to say anything outside of me being just 
super lucky. It’s not like I was putting money on black, 
hoping that the wheel would land on my number and I’d 
have a great girlfriend. I would never know at the time that 
with this particular girl, our relationship would turn into 
something so strong and enduring. She introduced me into 
a world of music that was outside of my circumstances. I met 
her while ditching school with Jason Lee to go see a Red 
Hot Chili Peppers concert in LA. That was 1987. I honestly 
liked her because she was kind of fucked up—which may 
be a bad thing that speaks to my childhood damage. When 
I met her, she had super hairy legs. She had let her leg hair 
grow out, and they were hairier than mine. She would wear 
super weird clothes, kinda slutty one day and then super 
conservative the next day. She wore a pair of white men’s 
boxers rolled down to her pubes with a little black tube top 
the size of a belt and white 8 hole Doc Martin’s one day, then 
the next day she had on a genie outfit right out of I Dream of 
Jeannie with the swishy see-through pants, midriff showing, 
and a pony tail coming from the top of her head. There was a 
weirdness to her that I liked.

What kind of effect do you think staying in Huntington 
Beach has had on your art career? Politically, it couldn't be 
more different than you. 
Yeah, it's definitely a Republican stronghold. There's 
a dude downtown who has giant yellow Donald Trump 
stickers all over his car that he’s so proud of. He has a 
remote controlled soundboard attached to his car and 
he can control different sounds, like a duck quack, from 
a distance. He sits at the Starbucks on the corner, and 
when people stop to look or take a photo of his stupid 
Trump stickers, he'll press a button and make a weird 
noise at them. So that's HB in a nutshell. Fucking weirdos. 
Practicality has kept me here. All my life I hated Huntington 
Beach and wanted to leave. But the fact that it was a 
skateboard mecca is what kept me here. All my friends, the 
skateparks, and the skate industry were all here. So I just 
stayed where I was. We bought a house. We traveled a lot. 
My hatred of this place turned into a skeptical love. After 
seeing the world and talking with people, I realized that 
where we live is a paradise and millions of people on this 
planet would chop off their left arm to live here. Yes, HB is 
filled with assholes, but every place is filled with assholes. 
Humans are assholes. It’s what you make of it. And I 
mentally chose to make it a source for my art.

You've been shooting Huntington Beach in your photos 
for a while, and now, in your paintings, it's become 
a character. Are you more literally representing it as 
opposed to representing the symbolic attitudes like you 
were in the past?
I don't think I had a real anchor in my paintings before. 
Every time I sat down, I was like, “What am I gonna do?” I 
like doing portraits, and I made portraits of people, but the 
backgrounds would be totally abstract. Other times I would 
do paintings that were not based in any reality, drawing 
these side profiles with word bubbles and abstraction. But in 
recent years, as I’ve been shooting more and more photos 

of this suburbia where I live, I think it has seeped into my 
painting. Essentially, through my photographic practice, I 
was doing an insane amount of research without knowing it. 
I realize that every photo I've missed could be something, a 
painting or a drawing instead.

I have been creating these scenes that are an 
amalgamation of places I see driving or walking around 
suburbia. I use my memory or my own photographs as 
references for these paintings, so they’re based in reality, 
albeit an enhanced reality. For instance, there’s a painting 
I made of a woman with an amputated arm. I did see a 
woman on the pier with a missing arm, and she had a cloth 
covering her stub, the cloth held in place by a rubber band. 
I can’t remember now if she had a watch on her stub or 
if that was my fantasy. I didn’t get a photo. So there’s a 
nugget of reality in there, but I may have added the watch 
and, for sure, added that she was in a bathing suit. The 
other paintings are even more directly the truth. The man 
watering the lawn painting was something I saw in my own 
housing tract. I have a photo of it. It was like seeing a living 
painting being acted out when I drove by that. We went 
around the block so I could shoot another one.

opposite (both photos)
Huntington Beach

 2015

above
Woman With Cane

Acrylic on panel
24” x 24”

2015
Courtesy of  

Roberts & Tilton Gallery
Culver City, California
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In some ways, you get to walk the line by being an 
outsider artist who also shows in mainstream galleries. 
That makes it harder for people to critique you as there is 
much more of a personal focus, as opposed to existing in 
a popular style.
And I love that. I think someone like Llyn Foulkes is like 
that. People in LA know him, but he makes art that is hard 
to put into a category. Martin Kippenberger worked with a 
lot of mediums, and Jim Shaw too. The fact that I do a lot of 
different stuff might estrange me from certain people. My 
shows are not always the same thing, maybe a photo show 
one time, and a painting show the next. Or it'll be a mixture 
of both. I hope that my voice and style comes through no 
matter what the output. People like to be able to place 
their artists into a certain category, and if you defy those 
categories, you could just be completely overlooked. I need 
people with an omnivorous art appetite to engage with me. 
That sounds like an Onion headline or something: “Artist 
seeks open-minded viewer to possibly make meaningful 
connection.” Shoot me.

I don't want to make the kind of artwork that is essentially 
a punchline. I go to museums and I see these conceptual 
pieces and read into why they’re made. And that's what 
you have to do now to understand why it might be 

interesting. I usually find it not very interesting. Rarely 
has diving into the text been worth it. The random pile of 
assembled objects do not make me want to find out why 
the artist chose these items. There’s no gut reaction. I don’t 
want to read three paragraphs of overly verbose art-speak 
to try to understand. And usually it boils down the visual 
punchline of a joke. I don't want people to have to read 
text to understand why they like my art. Even the greatest 
conceptual works I have seen are a one-time experience. I 
never desire to see them again. I don't think, “Man, I can't 
wait to see that Han dynasty urn with a Coca-Cola logo on 
it again.” I don't need to see it again. I saw it. I get the joke. 
Most don’t even have a text, it’s just left to the art writers 
to decipher and make it interesting for them. Yet every 
chance I get to go to Paris, I’m going to want to see the 
Otto Dix and Balthus paintings in the Pompidou. I've seen 
them a bunch of times, and I want to see them again. I want 
to stand in front of these objects that were touched by that 
artist. The romance of a painting still holds charm for me. I 
would like to contribute to that world.

ed-templeton.com

above
Man Waters Lawn, Suburbia
Acrylic on panel
47.75” x 30”
2014
Courtesy of  
Roberts & Tilton Gallery  
Culver City, California

opposite
Woman Walks Poodles
Acrylic on panel
48” x 48”
2015
Courtesy of  
Roberts & Tilton Gallery 
Culver City, California
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 REBECCA  
 MORGAN
MOUNTAIN 
WOMAN ON TOP
INTERVIEW BY KRISTIN FARR  //  PORTRAIT BY JUSTIN PLAKAS

REBECCA MORGAN’S IMAGES ARE SO MOVING  

that we jumped like jackrabbits to get our grubby  

hands on them. The charm of her fleshy figures  

radiates with relentless confidence. While flexing  

their flaws, they are flawless as subjects of art,  

imperfectly perfect and magnetic in their realness. 

If only one figurative artist could be immortalized in  

contemporary American art history, Rebecca  

Morgan would be a top contender. Bow down to  

our Appalachian queen.
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Kristin Farr: What kind of juxtapositions do you explore? 
Rebecca Morgan: I love bitter drama and comic relief; the 
innocent first glance followed by closer introspection, revealing 
something more complex and sinister. The beautiful bouquet of 
perfect flowers held by a gnarled, liver-spotted, hairy, taloned 
witch hand. The blonde, youthful and virginal spring maid with 
twisted and rotting teeth. A mountain man who looks to be 
friendly yet menacing at the same time. Allure and repulsion. 
The dark nestled next to the light, the smoke and mirror. 

What are some influences from living in both rural 
Pennsylvania and NYC?
Pennsylvania has been the foundation of my aesthetic from 
day one. Living in the country provides an endless resource 
of inspiration, and a lot of the images I make include props 
from my upbringing. Pennsylvania Dutch Hex signs, hunting 
camps, blue ribbons from the fair, hunting dogs, the deep 
woods, the downed dead buck—the list of archetypes goes on. 
Aesthetically, there isn’t much not to love, and the environment 
constantly inspires me and informs the work that I do. I always 
liked the pride of being a “country girl” and admired small town 
fun, traditions and slowness.

I wasn’t exposed to art except what I occasionally saw 
in magazines and television, so in retrospect, that is the 
saddest part about growing up so rural. I didn’t have 
much of a scope of outside culture. I knew there were lots 
of things out there, but had no way of accessing them, 
pre-Internet. I had absolutely no idea what a hipster was 
until I moved to Brooklyn for art school when I was 22, 
and then I was in the epicenter of it all. I felt at once like I 
belonged and like a country bumpkin. My hometown often 
served as a conservative, insular bubble; people are afraid 
of the unfamiliar and what they don’t know. If they don’t 
understand art or culture, they are swift to dismiss it and 
aggressively stand against it. Many people never leave the 
county or state, so their scope of understanding is limited to 
the comfort zone. 

I think about the country as a place of refuge from the 
urban, and drawing the figures or scenes in the rural is how 
New York percolates itself in the work. I’m interested in 
local objects and ephemera, stories and weird backwoods 
inhabitants and scenes which seem more dynamic, 
layered and complex than the urban, and often privileged, 
bourgeoisie grind.

Were you in 4H? 
I was in 4H and Future Farmers of America for a tiny bit! I 
showed a lamb at our county fair, which is the social event of 
the summer. It signifies the end of summer; the last hurrah 
before school starts. It was really whimsical, betting on horse 
harness racing, entering the fireman’s raffle, seeing which 
people you knew won blue ribbons in canning or quilting, or 
who had the grand champion market steer. We have a huge 
fireman’s parade to kick it off, complete with fair queens, 
marching bands, fire trucks, baton twirlers, Shriners bluegrass 
bands, little league champions, AM radio DJs, TV weatherman, 
state representatives, football players and cheerleaders. You 
would look forward to fair week all summer long. 

Growing up, we would swim in rivers and lakes and have 
fires outside. I spent a lot of time outdoors, identifying plants 
and growing flowers, lifting big rocks and looking for bugs 
and salamanders, hunting for fossils in shale piles, picking 
crayfish in the creek (or crick, as I say in my Rust Belt accent), 
identifying birds and their calls, going for mountain rides with 
boys in trucks or going to the dairy for Hershey milkshakes, 
and playing in barns and farms. Everyone knew your family 
and who you were running with, what you were wearing and 
what you were up to; there were no secrets in a small town! 

What are hunting camps and why are they a stage for your 
work?
A lot of sportsmen have their own hunting camps that are 
usually a place where they congregate during hunting 
season as a base. They are often simple, without luxury, 
and remote. Hunting camps are often the first place 
that teenagers go to party. Camp is where you go to get 
drunk, have sex, shoot guns, smoke, fight and generally 
get rowdy deep in the woods. It’s a meeting place, a spot 
where you can retreat to relax or experience camaraderie 
or do whatever you want. In early American literature and 
folklore, the woods are symbolic as a place outside of 
society, ungoverned by social rules, standards and prying 
eyes. Often the characters retreat to the woods to do their 
bad behaviors or secret rituals far outside of city limits, and 
that rings true in my experience. The woods serve as the 
theatrical setting for most of my portraits.

How does Pennsylvania Dutch folk art influence you, and 
how do your ceramics connect to the history of face jugs?
As a child, I saw hex signs on barns, antiques, folk and outsider 
art, handcrafted tchotchkes, utilitarian objects, hand-painted 
signs and all sorts of unique ephemera which informed my 
aesthetic. The jugs reclaim that vernacular. To that I added my 
own personal language of mark-making, evoking the style of 
my cartoons.

Face jugs embody a symbolic folk tradition. They’ve been 
a common image and presence in museums, homes, and 
antique stores, especially in Appalachia and the South. 
Slaves used face jugs as grave markers designed to keep 
the devil away. If they broke while exposed to the elements, 
it meant the soul was restless, or wrestling with the devil. I 
always knew face jugs as personally crafted vessels used 
to store liquor; their features would frighten children so they 
would not to try to meddle with the contents. My work is an 
extension of the face jug tradition, expounding on a familiar 
art object from the country as an homage in my own visual 
vocabulary. I created them with the idea that they personified 
an intangible reverence for the pastoral; they are right at home 
with country spells, secrets, history and traditional storytelling 
of early American tales and Appalachian mysticism. Though an 
ambiguous narrative lurks behind them, they are fundamentally 
utilitarian objects. Yet they are also autonomous creatures, as 
if they’ve always just been sitting in the woods existing on their 
own. The jugs are very powerful in personification. I’ve never 
thought of my art as characters so much as I have with these 
sculptures; perhaps it is their physicality. 

clockwise (from top left)
Tourist Bumpkin at Dusk

Graphite and oil on panel
9” x 12”

2011

Self-Portrait at thirty living in my 
hometown, post Big Mac meal

Graphite and oil on panel
32” x 22”

2014

Granny Huffer
Graphite and oil on panel

11” x 14”
2016

Blue Ribbon Maid
Watercolor on paper

8” x 10”
2016
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Your characters feel very empowering. Is that a common 
reaction?
I hope for that reaction! Many have expressed how they make 
them feel empowered or refreshed. The face jugs, cartoons 
and paintings represent a kind of blissful ignorance: they’re 
totally fine with looking so hideous and awful; it’s of no 
consequence to them. Though covered in acne, wrinkles, and 
blemishes, their confidence and contentment is the ultimate 
acceptance of self-love. They’re blissfully unaware, unruly, 
wild and untamed. They live off the grid, free, unaffected by 
anyone or anything’s influence, and I’m very attracted to that 
concept. I am always interested in the anti-hero, the underdog, 
the unlikely winner. I root for them and I see a lot of myself 
in them. There is the expression in art: paint or make what 
you know. I use myself as a diaristic model. Even when the 
cartoons or figures are not outrightly me, they represent a 
veiled self-portrait. As a tween, I had bushy eyebrows and 
a faint mustache, and they almost always find their way into 
the cartoons; it’s like a little homage to the awkward shit that 
ultimately defined me. Comedy works in that way, too: making 
fun of yourself and telling the world your own shortcomings 
before anyone else can get to you first. The more you embrace 
your own flaws, the less ammunition others have against you. 
The art world can be a very serious place, and in that context, it 
simply feels good to make a cartoon mountain man vomiting. 

The work is absolutely about my emotional discomfort. 
Illustrating intimate scenes and scenarios of my life lets 
me reclaim power and ownership of those hard times and 
weird emotions. Humor is cathartic for me. Embracing the 
discomfort, flaws and oddity is a way to turn it into lightness. 
I think most people can identify with that, and hopefully, it 
makes other people relate and laugh at themselves (and 
me) through the work. I am endlessly fascinated by humans. 

The body is so potent as a vessel to convey all kinds of 
narratives. This is why I am a figurative artist.

Is your work ever misunderstood?
Many people from home felt as if I was making fun of rural 
individuals, making them simpleton idiots, but that is very far 
from the truth, as I am endlessly proud and inspired to have 
grown up in rural Pennsylvania. It’s the worst when people 
don’t understand the intent, or mistake what you do for 
something else, but it is out of your control. There is a lot of 
learning to let go in art. Sometimes I just want to paint a goofy, 
cathartic picture of a wrinkled granny witch smoking weed.

Are you your most frequent model?
The large-scale graphite drawings, like Odalisque, and most 
of the females in the naturalistic paintings are specifically 
representations of myself. Many times the characters are 
inspired by people I knew growing up: classmates, tavern 
heroes, and subjects of local gossip. Most of the time, they 
are general archetypes: the maiden, the mountain man, the 
witch, the good girl, the bad girl, a farmer, an artist. I want to 
be the good girl. I want to be the cool artist. I want to be the 
mountain man living off the grid. I want to be the mysterious 
loner woods witch. I look for a classical and timeless pose, 
and often use Greek figurative sculpture as a starting 
point. Sometimes something strikes me as I am scrolling or 
creeping around on Instagram or Facebook. Some friends, 
acquaintances or strangers might be surprised to know how 
often I will use an image of them and repurpose it for a work! 
I have used people I know who might have classical or defining 
features but can stand in as an “everyman” scenario. With the 
Mountain Man painting, my model was a scrappy looking friend 
from Pennsylvania whom I asked to pose shirtless on my porch. 
We cracked jokes, and I prodded him to get this wide-eyed wild 

below
UNTITLED Miami, 2014
Asya Geisberg Gallery, NYC

opposite
The Smoker
Graphite and oil on panel
22” x 26”
2012
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left
Depression Blanket
Graphite and oil on panel
22” x 32”
2012

right
Eric Party Jug
Porcelain
4.5” x 5.5”
2015
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struggles and spewed conservative backwardness deeply 
affects me. It makes me happy to be surrounded by strong 
female influences and mentors; I am thankful that I have total 
autonomy of my life and can pursue anything that I want, but I 
am frustrated and furious to see how misogyny and antiquated 
social standards stand in my way or threaten my basic rights 
as a woman and human. I get angry at the misconceptions of 
feminism. Feminism is simply wanting equal rights for both 
sexes. I have become hyper-aware of myself as a woman in 
the world and how the society views me and puts unwanted 
meaning and assumptions of my body and persona. 

I am happy when I have worked very hard and completed art 
that is meaningful to me. I am happy to live an inspired and 
full life. 

rebeccamorgan.com

cackle that would look like he was laughing, jovial and happy, 
yet could also be viewed as manic, wild or insane. So many 
people have said that they know someone who looks just like 
him, and that is what I am striving for: a familiarity or relatable 
archetype, person or shared experience. 

What’s one of the first images that mesmerized you?  
My grandfather was self-taught and made weird folk art 
drawings and cartoons. They were completely from his 
own brain and entirely invented. He was crucial in fostering 
my love for images and drawing. We would draw the same 
subject or a still life together—pastoral scenes of home, 
cartoons of weird characters like Luke the Spook or “Kilroy 
was here,” and especially busty bodacious women—doodles 
that I now understand were drawings that he derived from 
his time as a soldier in the Korean War and made his own. 

A profoundly pivotal moment was when I found my Dad’s 
vintage MAD Magazine stash in elementary school. I 
revered the MAD artists, Al Jaffee and Harvey Kurtzman, 
Don Martin and Jack Davis. I studied every inch of the books 
and magazines, which helped me understand humor and 
situational comedy early on. I loved how they could present 
brutal satirical truth in a playful, sick or elegant way. I feel 
close to Robert Crumb in that he made his self-loathing, 
perverted, personal imagery, expunging carnal fantasy in 
lurid intimate accounts coupled with masterful execution. 
In undergrad, I was introduced to John Currin and Lisa 
Yuskavage and they changed my life. Yuskavage was making 
paintings of these baby doll sex kittens that were strange and 
luscious and everything I ever wanted to make. I liked that 
Yuskavage and Currin had a little bad behavior, titillating and 
unlike anything I had ever seen before, bouncing back and 
forth between cruel and tender. I had very little concept that 
contemporary art, and especially painting, could be like that. 
I also feel close to the Old Masters, particularly the Northern 
Renaissance and Flemish genre paintings of low life scenes 
and everyday life. Going to see Peter Paul Rubens’ The Fox 
and the Wolf Hunt at the Metropolitan Museum is like going to 
church for me.  

Speaking of church, tell me about your Kanye/Jay-Z 
reference. 
I called my last show No Church in the Wild, a track from 
Jay-Z and Kanye West’s Watch the Throne album. It was 
the perfect summation of how the woods and pastoral 
elements function as a theatrical setting, places outside of 
institution, governance and society. The title represented 
this coarse, gritty feralness, with no room for good behavior 
or judgement. I also really love Kanye West as a guy living 
his life on his own ridiculous terms, just doing whatever the 
hell he wants, which is the core of my work. Sometimes I feel 
like I won’t have another show title that good! 

Describe something that makes you happy and something 
that makes you mad. 
My family makes me the most happy and supported. It makes 
me happy and inspired to see images, thoughts, opinions 
and creativity from all kinds of people through the Internet 
and social media, while conversely, seeing other’s pain and 

above
Mountain Man

Oil and graphite on panel 
20” x 22”

2014

opposite (from top)
Hippie Witch

Watercolor on paper
14” x 11”

2016

Redneck Picnic
Graphite on paper

6’ x 3’ 
2010
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JOSH  
 REAMES
THE SHAPES OF 
THINGS TO COME
INTERVIEW AND PORTRAIT BY AUSTIN McMANUS

BEFORE DISCOVERING A SODASTREAM THAT 
conveniently turns plain H2O from the tap into delicious, 
sparkling water, Josh Reames didn’t consume water at 
all. At least that’s what he told me. How his body survived 
such dehydration all those years before his current fizzy 
infusion is up for question, but he seems to have survived 
and thrived. Born in Dallas, educated in Chicago and now 
residing in Brooklyn, Josh has garnered the interest of 
galleries and collectors at a brisk pace. His studio exists in 
an unassuming building in a residential area of Bushwick, 
amid a dense, Puerto Rican enclave. Mediocre street art 
murals are still minimal, and amenities like artisanal coffee 

shops, brunch spots and five-dollar scoops of ice cream 
have not arrived—yet. His work addresses a multitude 
of ideas by employing emojis, text, geometric shapes 
and patterns, symbols, common objects, plants and the 
occasional palm tree to construct a visual dialect on large 
canvases. Appearing in several group shows around New 
York over the last few years, Josh’s paintings have become 
instantly distinguishable and engage a wide audience. 
Described as paintings that couldn’t have been imagined 
before digital imaging, their appeal to our current image-
searching and scrolling-obsessed culture couldn’t be more 
opportune. 
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Austin McManus: What was it like growing up in Dallas? 
When you return to visit, is there a mandatory place to eat 
or visit? Perhaps going to see a Cowboys game with a Lone 
Star beer in hand?
Josh Reames: Growing up in Dallas didn't seem all that weird 
until I moved away and came back. Now it's kind of a culture 
shock every time I return. I grew up in the “burbs” and got 
into skateboarding and punk rock in middle school, and spent 
most of my formative years looking for anything weird in 
music and culture. It was tough to find in the mid-to-late ’90s 
in North Texas, especially without the Internet, as we have it 
now. Nowadays, I feel a bit differently when I go back. Other 
than the Bible Belt aspect of Dallas, I do like to go back when 
I get the chance. It's a great place to get cheap beers and 
watch the Cowboys. I've actually never seen the Cowboys in 
Dallas though; the ticket prices at Jerry's World are crazy.
 
Do you see yourself ever living there again? Humans are 
known to have a tendency to return to the familiar.
It's highly doubtful that we'll live in Dallas again. It's fine 
to visit and we have some really great friends there, but it 
doesn't really feel like home anymore. 
 
I was surprised to find out that you and your wife married 
at such a young age.

Yep, eight years now. My wife is an incredible artist, a truly 
creative mind. It's always inspiring to be around her. 

And you also have an awesome dog, who’s sort of like your 
studio assistant.
He's good most of the time, but can get pretty impatient.
 
You started painting right around the time when the 
Internet and social media, which you admit are integral 
to your work, became ubiquitous in our culture. Can you 
explain how our current use of technology informs some of 
your ideas?
I think the biggest influence of technology is the never-
ending flow of images and information. The infinite 
blogrolls and Google image searches and Wikipedia 
binges have fundamentally changed the way we consume 
information. Often, when I start researching something, I 
find that I'll end up reading about things that have nothing 
to do with what I originally started with, something I'm sure 
most people with the Internet do. I tend to make paintings 
like that. 
 
I‘m fascinated by how emojis have quickly become a new 
universal language in our culture. The first time I sent them 
to my mom, she had no idea what they were, and freaked 

left
Bad Knee
Acrylic on canvas
60” x 72”
2015 

below
#Painting (Installation view)
Luis De Jesus,  Los Angeles
2014
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out in a good way. Now, in just a few years, they have 
assimilated into everyday global communication, and she 
uses them regularly. Since you incorporate a number of 
emojis into your paintings, I’m curious about their role in 
your work. 
It's modern-day hieroglyphics. Emojis operate in my paintings 
like any other object, number or image—they're all signifiers 
being spilled into the picture frame. My imagery and content 
comes from what’s around me, and that includes emojis. I 
don't think of them as being more or less important than any 
other image or brushmark in a painting. All of these things are 
objects being depicted in various ways. 
 
The other day, we briefly talked about being inundated 
with so many images now, and often unknowingly 
referencing other art or ideas. Do you think, at this point in 
time, that this is somewhat unavoidable, short of turning 
off all glowing screens and alienating yourself from 
contemporary culture?
Yeah, I think it is mostly unavoidable. I just don't think it 
matters when artists sometimes refer to other imagery 
and other artists. The first artist likely didn't "own" that 
imagery anyway. We're all looking at the same shit. It's 
the problem with these "who wore it better" websites; 

it doesn't take context into consideration. If you look at 
a three-inch image of two different artists, it shouldn't 
be too difficult to draw some comparisons, but why? 
How is that useful? I don't think the answer is to turn off 
all electronics. I think it's better to be aware of what’s 
around you, but I also think it's time to get over the idea of 
owning images.
 
In the past, you used the word “escapism” to loosely 
describe what your work tends to address. I’ve always 
loved the sound of that word and its meaning.
I spent a few years using a lot of vacation and tropical 
imagery. I was interested in the kind of slippage between 
an idealized version of something and the reality of it. 
Vacations are a good example; it's this hyper-idealized 
thing, but the actual experience is often quite different. I 
always think about the Corona commercials with the people 
sitting in the beach chairs with their Coronas—the perfect 
place with a perfect beverage. But Corona sucks, and those 
people are probably getting sunburned and sand in their 
underwear. I guess that's what escapism is, though, the idea 
of something better.
 
You just got back from spending a month in Los Angeles, 
also known as winter-dodging New York, where you had a 
collaborative exhibition with José Lerma at Luis De Jesus 
Gallery. Describe the experience of working so closely 
with another artist on a body of work, and did you catch 
any rays? 
It was an amazing experience. Totally exhausting, but 
amazing. José and I didn't really decide what we wanted 
to do for the show until we got out there and got into the 
gallery. We collaborated on two 10’ x 24’ paintings that 
started with a few palm trees and ended with a monumental 
pseudo-historical depiction of the Cayman Islands as a 
pirate party/tax haven. José and I both use airbrush but 
have different ways of approaching content; this project 
had an interesting way of forcing both of us to re-organize 
our approaches. My only regret from the month we spent 
out there was not getting more of a chance to enjoy the LA 
outdoors. That's what it’s all about, right?

In the past, your paintings have been fairly big, but the 
pieces you’re working on now are huge! What is about 
painting in such large scale that you enjoy?
After the LA project, nothing seems that large anymore. 
But yeah, I suppose the current paintings are on the larger 
side. I prefer working on big surfaces, as there's more room 
to move around. I also want to make the kind of paintings 
I want to see; large paintings require more time to digest. 
I mean, Schnabel's paintings are terrible sometimes, but 
their scale makes them impossible to dismiss. It’s something 
about the relationship to human scale; I'm six feet tall, so I 
prefer making paintings that are six feet or larger, that way I 
can't reach everything from one spot. 
 
What motivates you to go into the studio every day and 
paint? In many ways, it’s a very isolating occupation, and 
I often wonder how so many artists devote endless hours 
secluded in a room.
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I usually end the night wishing I had more time to keep 
working, so in the mornings, I usually get back refreshed 
and excited to pick up where I left off. I like the seclusion; it's 
hard to think clearly without it. I don't have any assistants 
working for me, mostly because I would be way too 
distracted having other people in the room. I become more 
aware of the music, whether there’s enough coffee or beer, 
and I want to chat. All of these things are great, but I like the 
alone time when in the studio. 
 
How much of a role does music play in inspiring your work? 
I know you’re really into an eclectic mix of music from 
various genres, but thoroughly enjoy psych and garage.
Music was my entry point into creative culture. I got into 
and started making music ten years or so before I started 
making visual art. So, in a sense, finding weird music is 
what got me here. However, from day-to-day, I don't think 
music is inspiring the work directly but more in the sense 
that it sets the tone of the studio. Psych and noise make 
great studio playlists. There's a lot of long songs and 
repetition, great grooves, plenty to get lost in. One of my 
all-time favorite studio albums is Tago Mago by Can, but 
all of the Krautrock stuff is great to jam while painting. I've 
also been listening to a lot of minimal techno lately, there 
are some good Veronica Vasicka archived mixes from her 
East Village Radio days. 

I am always interested in learning if artists can recall the 
first or last time they saw a show or piece of artwork that 
truly left a lasting impression. What comes to mind?
Mika Rottenberg's last show at Andrea Rosen was 
incredible. The whole thing was super impressive and 
so beautiful. The way she integrates her films into an 
installation is amazing. I think most visual art is tough to 
make a lasting impression with; once you figure out how 
things are made, it kind of demystifies it most of the time. 
Something weird or poetic usually makes the most lasting 
impression—but the delivery has to be on par.  
 
At this point in your career, what do you think has been the 
single most rewarding aspect of choosing to make art for 
a living?
Getting to travel, meet people, and be engaged in a larger 
conversation about what's happening in the world and what 
could make it weirder or more interesting has been pretty 
rewarding. I can't imagine living any other way.

joshreames.com
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 GRASS PATCH POKING  
through the snow. Silly string. Barbie skin. Purple crab. 
These are the kinds of colors Leah Rosenberg notices. She 
recently painted a wall with a new color every day, and the 
layers unexpectedly peeled off in one big rainbow sheet that 
she wrapped around herself like a burrito. As an artist and 
pastry chef, she makes paintings that look good enough to 
eat and cakes that are nearly too beautiful to consume. She 
does with paint what hasn’t quite been done before, and her 
work engages more senses than most. If color has a flavor, 
Leah Rosenberg knows it best. 

Kristin Farr: What are you working on right now?
Leah Rosenberg: I’m currently a fellow at Kala Art Institute 
where I have a show coming up in July. I’ve been looking at 
screen printing in the same accretive manner as my paintings, 
so I’m doing these laborious prints that layer on top of each 
other. I haven’t done printmaking since undergrad, so it’s 
been nice to learn new things about it. I’ve also been walking 
around the industrial neighborhood and noticing shapes 
painted on buildings, like logos, but they feel very ’70s. I’ve 
been thinking about movement and finding different ways 
to say the same thing, so I was thinking about asking people 
in the neighborhood what movement the shapes inspire. 
Susan O’Malley [featured in the April issue of Juxtapoz] had 
a residency there, and I think her influence is seeping in 
because I’m connecting with people and being playful. I’ve 
been looking at my projects in a more performative way, even 
though I don’t call myself a performance artist, by any means, 
although the nature of serving cake in a gallery and painting 
walls in a storefront lends a performative aspect to some of 
my projects. I’ve been thinking about how a still image can be 
translated when you add movement. 

Meanwhile, I just collaborated on the spring allocation for 
a chocolate shop called La Foret. They asked me to do the 
paper wrap for the collection, which is about color, like the 
brushstrokes on a color chart, and how they correspond to 
the flavors in a poetic way. 

At a residency in Omaha, I had a project called Chromaha 
where I painted 100 panels one color the first day, then 
another color on 99 panels the second day, and so on. 
So there is evidence of time. The first panel has one layer 
of paint, and the last one has 100. At Kala, I made a print 
where I exposed the screen using the first and last panel 
as objects to make shapes, and then matched the print 
colors to those panels. It was not my choice of a color 
pairing. Inevitably, when I’m selecting color, it’s what 
attracts me, and I’m really aware of that. So the print was 
like an arbitrary pairing because it’s cornfield yellow and 
glitter gold. It’s documentation of the first and last day of 
that project. We had a closing reception at Black and White 
Projects when the print was released, and I also made 
pound cake. 

Pound cake with a blue rectangle in the middle!
I fret about things I say I’m going to do, but I was thinking 
about the Mondrian cake we made at SFMOMA, which is 
four cakes in different colors that you reassemble. I baked 
a bunch of colored cakes in a small-scale dimension of 
the actual panel size, and then baked those inside white 
pound cake: cake in cake. After working at SFMOMA 
making food inspired by the art, but where people can’t 
take the piece of Rothko toast to eat in front of the 
Rothko, it delights me to serve cake and say, “Go match 
this to the color you see in the artwork on the walls and 
eat it there.” There was this moment of really consuming 
in so many respects. 

Why is generosity important to your work?
I don’t want to say that it’s a selfish generosity, but it helps me. I 
make things, and there’s a lot of people whom I would like it to 
impact, including someone like my mom. Sometimes I wonder 
if the things I make will resonate with her, or a four-year-old, or 

opposite (top)
Wall Stripes
2016

opposite (bottom)
Day 21, Aqua VW
Excerpt from Everyday a Color
2015

A



LEAH ROSENBERG  JUXTAPOZ.COM  |  83



84  |  JUNE 2016



LEAH ROSENBERG  JUXTAPOZ.COM  |  85

the art world, or a neighborhood. When I can make something 
that resonates for all sorts of people, that helps me carry on 
to the next thing and feel satisfied. When I was in grad school, 
people would say I was using cake as a device, and I was. 
One time I was asked to re-do my job description, and I made 
a pie chart cake because I didn’t know how to present myself 
without something that was visual and tangible. 

How did you start using sheets of dried paint like a 
sculptural material?
I think it was because of cake. I was looking at Lari Pittman 
paintings, and they were so much more graphic than 
anything I could make, and there was something to all the 
layers and trying to figure out what came first, and how 
he could see one layer interacting with the other layer in 
different viscosities, and that kind of thing. And there was 
also glitter in them! In grad school, I was working on three 
sets of paired paintings, and I would layer paint or add 
a little component, then layer it again and sand it down, 
and I was doing that forever, waiting for the painting to 
tell me something or surprise me in some way. One of my 
classmates said, “You’re never going to finish anything 
the whole time you’re here if you keep doing that.” At first 
I was a little offended, like, this is my process! But it was 
true. Time was passing, and it was labor for the sake of 
labor. I went back to the studio and looked at everything 
a little differently. I noticed the studio had this kitchen-like 
ambiance, and I was using piping and offset spatulas to 
apply paint because I was working at Miette bakery at the 
time, so I think I was affected by that job. I needed to stop 
thinking so much about what the paintings were about, 
so I started taking cake decorating classes. I would go to 
a little loft where this guy taught classes to mostly older 
ladies, and I would end up with these cakes, which I would 
bring to my painting critiques. People just loved them and 
I thought, what is this response? I’m delighted and you’re 
delighted, but why this response with the cakes and not 
the paintings? Is it possible to get that same reaction to the 
paintings? So that became my pursuit. 

I thought maybe it was the surface that I paint on, or people 
react to a painting because it’s a thing on the wall, so what 
if I took it off the wall and made it three-dimensional like 
cake, and made the cake look more like the artwork? Then 
there would be this crossover. I was always just playing with 
pushing each to the other side so they could coexist. I would 
pour paint into these sheets and let them dry and stack them 
up. People already associated me with cake, so they wanted 
me to cut into it—they wanted to see the inside, because 
often the inside of the cake was a surprise, so I cut into the 
stack of dried paint to show the geology and the layers, and 
that’s where my stripe paintings came from. They were an 
iteration of what happens when you cut a stack in half. 

Are you focused on any colors or color combos lately?
I can tell you I have a real aversion to a color right now. I 
ordered what I thought was a replacement phone case for 
one that broke, but it arrived and it’s like the color of the skin 
of a Barbie doll. I just hate it. It’s not my color at all. I have a 
fondness for this coral color, which was the last color I painted 

at Irving Street Projects. I thought a lot about what color to 
end on. It’s almost like a coral orange. People ask what my 
favorite color is, and I say it depends on the day. 

Tell me about that Everyday a Color installation at Irving 
Street Projects. 
It started with this wall I did at Pinhole Coffee in my 
neighborhood. I didn’t want to pick the palette based on 
what I liked, so I did a survey of people’s favorite colors 
and used those for some of the stripes on the wall, so it 
would end up being for them, and alleviate some pressure 
about my color choices. The significance of color is always 
in the back of my mind. On my running route, there’s a blue 
mailbox in front of the grocery store, and a red bike that’s 
always parked there, and a fuschia door down the street. 
I was mapping these colors and using them so people could 
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see what’s on the inside and then find it on the outside. It 
was a nice way of engaging with the neighborhood, but it 
wasn’t explicit. 

Then I went to Vermont for a residency, and there was a 
giant studio. At this residency, there are only a couple of 
days between artists, and the way they clean the studios is 
to just lay a coat of primer over the top of all the surfaces, 
so there is this build up. I chronicled my time there by doing 
that same thing with a new color every day. On the first day, 
it snowed and there was a little tuft of grass poking through, 
so that was the first color.

When I got to Irving Street, it had these two big storefront 
windows, and I thought it would be nice for people to notice 
these changing colors over time. I made buttons with a little 
paint splotch, so every day, if someone visited, they would get 
their button, like a badge to say, “I was there on purple crab 
day.” There was a little boy named Stevie who was four years 
old and lived upstairs. He would come every day to collect his 
button, and one day he came down with all of them attached to 
his shirt. He was changed by his experience with that project. 
I could see it. At first he barely spoke, and the last time I saw 
him, he told me he painted his room the color of the ocean. 

When the many daily layers of paint peeled off the wall in 
a sheet, it was a surprise, and I was so proud that I finally 
had a moment where the painting did what the cake does. I 
planned to paint over the layers on the wall, but they refused 
to be painted over, and there was magic in that moment. 
When the thing we make surprises us, that is a gift. You have 
to be open to those moments. And the real work is figuring 
out what to do next. 

I met so many people through that project because it 
was isolated to one neighborhood, so people ended up 
changing their route to swing by. I overheard someone say, 
“Yesterday it was yellow. If only they could decide on a 
color.” There was also a guy who stopped by and said he’d 
been arguing with his wife for months over what color to 
paint their kitchen, so he wanted to bring me the paint and 
have me use that color for the installation so he could show 
her how good it looked. I was like, that’s not really what’s 
happening here, but, sure, today will be for you. 

Did it work?
Actually I never heard from him, even after I emailed him to 
say his color was up.

Rude! What color?
It was very beige.

Beige is the last color anyone should argue about. 
Seriously. 
 
What was the most unexpected object that inspired a color 
choice for that project?
Some days were harder than others. I wanted it to be 
random, like a real survey of the neighborhood, and one 
day I was struggling. And then out comes Stevie to collect 

his button, and he wanted to show me some new silly string. 
He started spraying it all over the sidewalk and it was this 
gorgeous pale blue, and I thought, well, there you have it. 
That’s the color for today. It was interesting to take note of 
which colors people responded to the most. The times that I 
went to the ocean and found different amazing colors—there 
was a real serenity in those colors for people. 

At the end of the residency, I did a little jelly bean walk. 
I made packets of jelly beans, and we’d walk around to 
particular sites from where the colors were derived, and we’d 
eat the corresponding jelly bean in that location. Towards the 
end, people had jelly beans left over, so they were just finding 
colors of their own choosing to match them. 

Would you have a hard time working in black and white?
I recently made a simple print where I traced a paint can and 
made two overlapping circles, one black and one white. I 
couldn’t believe how people responded to it. A lot of people 
love black and white as much as I love color, so I actually 
started wondering what would happen if I took a year off 
color. Or what if I took a year off cake? What would I make 
instead? What kind of significance would that have, and how 
would it impact me? It would be like an experiment or a diet, 
cutting out color. 

What’s your dream project?
Doing the Everyday a Color project down the Guggenheim 
spiral. I’d paint the whole downward spiral one color, and then 
start over again at the top. Just waiting for that call from the 
Guggenheim! Or maybe I would do Everyday a Color around 
the world. I’d go to different places to collect colors and, in the 
end, have a picture of the world through color.

leahrosenberg.com
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KIM JUNG GI
THE PERFORMANCE ARTIST

INTERVIEW BY AESOP ROCK  //  PORTRAIT BY HYUN JIN KIM

WHEN VIEWING ART, WE TAKE IN THE FINAL PRODUCT—SHAPES AND  
forms finalized, under-drawings covered by more accurate representations, little 

crimps smoothed out, the result of a method. In recent years, South Korean illustrator 
Kim Jung Gi has traveled the world drawing for an audience. His visual memory and 
ability to conjure complex scenes without references or initial sketches is masterful 

and mind boggling. Watching Mr. Kim draw is a special opportunity. Through live 
demonstrations, published sketchbooks, and a multitude of online videos, he invites 

us into the process to witness his pictorial diary. We caught up with Mr. Kim  
during his recent European travels to talk about his work.
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Aesop Rock: I know that you first had an interest in 
wanting to pursue comic art in kindergarten. What were 
some of the very first comics that pulled you into that 
world? 
Kim Jung Gi: I can’t recall all the names of the comic 
books that influenced me, but when I was in middle 
school, there were lots of pirated comic books that I came 
across, like Akira, Dragon Ball, City Hunter, Fist of the 
North Star, Apple Seed . . . 

What was it about them that spoke to you more than, say, 
painting or other forms of picture making? 
I guess that I was hugely influenced by films when I was much 
younger. Now, I try to find my inspirations from everything—
magazines, fashion illustrations, books, visual images, etc. 
I have also found that there are lots of interesting things in 
reality. Everything that I see interests me.

Did you grow up around art and artists? Are there artists in 
your family?
No, I don’t have any family members who draw, so I think 
that I am basically the only artist in my family. I don’t see 
myself as someone who grew up surrounded by art, but I still 
remember that I really loved reading books for children with 
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illustrations in them. I preferred only the books with good 
illustrations, even when I was little. I really was interested in 
watching movies too.

What kinds of movies were your favorite now and as a kid? 
I loved animation when I was younger, Japanese animation 
especially: Future Boy Conan, Mazinger Z, 3000 Leagues in 
Search of Mother, Heidi. My favorite movie for the moment 
is Seven.

At what age did you notice your visual memory begin 
to catalog things well enough to recall them as you do? 
Is there a process or exercise used beyond just simple 
observation?
I think that I still have the same visual memory that I’ve had 
since my younger years. I’ve loved doodling since I was a 
kid. I continued drawing the things that I wanted to draw 
over and over again, things that I wanted to have. I guess this 
instinct to be interested in the various objects surrounding 
me has remained until now, although I feel it has become 
more accurate and detailed over the past years, since now 
I have more knowledge and more experience. I think that 
beyond observing something, it’s better to experience 
it in every sense, to touch and see it in reality within its 
surroundings. In any circumstances, it’s best to experience 
it for real. You should never stop collecting new information, 
new visuals, and constantly reciting them.

What objects give you the most trouble? Can you think 
of anything that you would have trouble putting to paper 
without a reference?
I think that I can draw just about anything without any 
restrictions. Surprisingly, I sometimes have difficulty in 
drawing simple things without reference, like a pinwheel, or 
a paper airplane.

What gave you the idea to travel around drawing in front of 
people instead of just showing completed works? 
I wanted to do something different than others. I just 
wanted to try something new. The first time I tried a live 
drawing show in front of a crowd was in 2011 at the Comic 
Festival in Bucheon (BICOF). I had my own booth. Instead 
of showing others my completed works, I decided to cover 
the three walls that surround the table with paper, and I 
started to draw. We filmed the process and posted the 
video on YouTube afterwards, just for fun. I guess this 
became a trigger.  

Subsequently, people became interested and they started 
to invite me places. It all came naturally. It was also the idea 
of Hyun Jin Kim, my partner and the co-founder of Super 
Ani. He had thought that the characteristics of my drawings 
suited the idea of drawing in front of people. 

Is there a difference for you between drawing for a crowd 
and drawing alone? Is the process and goal the same?
There’s not much of a difference, although I find it more 
comforting when I draw on my own. I feel it is more free, 
there’s no restriction of imagination. But drawing for a crowd 
has its own taste, different from drawing alone. When I draw 
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alone, it’s really for myself. What I do on my own is really 
doodling, for fun. But when I do a live drawing show, while 
the process amuses me, there is a certain pressure. I guess 
I would say that the process and the goal in this case is not 
the same. In some ways, to talk about imagination, there are 
certain limits when I draw in front of the crowd.

Many would consider sketching to be the means to an 
end, whereas these exploratory drawings seem to be your 
main focus. You’ve also released three large sketchbook 
volumes. Are these drawings the final stage for you, or 
are you searching for something in this process that might 
lead you elsewhere?
There are some drawings that I consider to be finished 
and some that are in process. Some of them are part of 
the process for the whole work that I am doing, and I am 
searching and learning during this practice. I am satisfied 

when I am drawing, but at the same time, there are definitely 
moments when I learn something, so I think that I can say 
that I feel both ways at the same time. I find the process 
predominantly more interesting than the result.

For these large-scale drawings, are you making the 
narrative up as you go along, or is there a plan from the 
beginning?
Because it is large, I cannot always have the result in my 
head. Usually I have 60% of the final image in my head, how 
it’s going to spread out. The rest, I follow my instinct; I make 
it up on the way. 

What is your favorite pen to work with?  
In the past, my favorite pens to work with have always been 
thin ones. I found it useful to work on details. Nowadays, I 
guess I’d say ball pens and brush pens.

Have you experimented much with digital drawing? Do you 
enjoy it as much as working with ink? 
Recently, I received a Cintiq as a present. It is really fun, I 
enjoy it a lot. I was astounded by the progress of technology. 
I find that the sensitivity of digital drawing became really 
close to the works with ink, to about 90 percent.

Your choice of complex subjects, many mechanical pieces, 
multiple animals and tattooes leads me to think you 
purposely pick "difficult" things to draw? Do you draw what 
fascinates or what challenges you most?
I don’t think I purposely choose ‘’difficult’’ things to draw. I 
usually have a tendency to draw things that I am interested 
in at that moment. I do like to draw things with lots of detail, 
but it is sometimes harder to draw simple things than 
complicated things.

When did you start to employ the fisheye view that is 
apparent in most of your work? 
Since I was a kid, I always wanted to show the most when 
I was drawing. For example, when I draw a scene in front 
of me on a piece of paper, I would tend to put everything, 
literally everything, that enters my eyes. I think the fisheye 
view came naturally after always drawing like this, a 
technique that enables me to draw everything that I see, 
where I can express more in my drawings. 

“ BEYOND OBSERVING 
SOMETHING, IT’S BETTER 
TO EXPERIENCE IT IN EVERY 
SENSE, TO TOUCH AND SEE 
IT IN REALITY WITHIN ITS 
SURROUNDINGS.”
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The sheer amount of work you do is impressive, if not 
obsessive. Do you ever need any kind of break? Is this 
mentally taxing, and do you consider this an obsession 
of sorts? 
I don’t consider it an obsession. I don’t feel nervous when I 
don’t draw, but I am a bit bored when I don’t. The drawings, 
when they are for work or when they are for fun, I have 
different feelings about them. When I take a break, I draw. 
I mean, literally, that I draw to relax. But at the same time, 
nowadays, it is true that I can get a bit tired of drawing.

I get the feeling you treat your work similar to a diary. Do 
you ever find yourself working through some feelings on a 
psychological level with this stuff? 
Yes. I draw this way a lot, keeping a diary with the drawings. I 
draw what happened that day, what I found interesting, what 

inspired me throughout the day, etc. I am a human being, so 
I get influenced by my own feelings on a psychological level. 
Nonetheless, I think that I’m not a good artist; I still separate 
the drawings for work and for fun. I hope that someday I will 
reach a level where there is no separation. I would like to 
have no difference between the drawings I get paid for and 
the drawings that I do for myself.

Is most of your work completed in one sitting? Are you 
interested in more long-term projects that could require 
weeks or months to complete?
I have lots of work that is completed in one sitting, usually it 
is that way. But the large-scale drawings that I mostly do now, 
it takes two to three days in total. When I did a comic years 
ago, I worked on it for two whole years. For the works where I 
collaborated on movie projects, it took several months.
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You seem to travel constantly. Is there any regional 
artwork you have witnessed along the way that was 
completely unexpected?
I really enjoyed Paris and New York. I think that it is a huge 
opportunity as an artist to travel around the world, to draw 
what I have experienced. I wouldn’t say that I don’t come 
across regional artwork, but it’s mostly the scenery that 
captivates me, the colors and distinct features of each 
region. By reading magazines, comic books, etc., I have 
always asked myself why they use certain colors, why they 
draw things in a certain way. The travel helped me solve 
these questions that I had in mind.

Do you find music or any kind of audio stimulation helps 
you when you work? What type of stuff are you listening 
to? Music, audiobooks, podcasts? 
Certainly, music. I don’t like music with loud noises. I prefer 
that which is calm and sensible. The music helps me a lot. 
When I don’t put music on while working, I usually listen 
to sports. If I could do whatever I wanted, I would put on 
porno [laughs].

Do you ever have a desire to see your pictures moving, 
perhaps be part of an animated production which helps 
your work come to life in that way?
When I was younger, I never was interested in animation. I 
would say that I was interested, but never considered it as my 
territory. But now that I think of it, there are lots of things in 
animation that I can apply to my art, and the opposite too. If 
I could see my drawings come to life, that would certainly be 
interesting. To be part of an animated production interests me 
too. I was wondering what it would be like if I could participate 
in character design, or as a lead designer.

With drawing being so much in the forefront of your 
identity, was there ever a time you saw yourself pursuing 
something else entirely?
I rarely thought of another occupation. I never found myself 
good at something other than drawing.

kimjunggius.com

above
Sushi Bar

2013
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 WALTER  
 BORTOLOSSI
 CULTURAL SPIN DOCTOR
INTERVIEW BY DARIUS A. SPIETH  //  PORTRAIT BY NICOLA BOCCACCINI

LOWBROW ART IS THE ART OF HIGH ENERGY. THE FASCINATION WITH SPEED AND ACTION  
is something that Walter Bortlossi shares not only with the art of Juxtapoz co-founder Robert Williams, 
but also with the Italian Futurists of his native Italy. Bortolossi lives and works in the city of Udine in 
the Friuli region, located in the northeast corner of the country. From this sleepy provincial town, the 
artist captures the imagination with his twisted visions. Teeming with mechanical spin-doctors sporting 
pointed heads, belligerent software tycoons, crazy scientists, scheming politicians and out-of-control 
movie actors, his compositions are planted firmly in an artificial landscape of uncontrolled urban growth, 
new wave religion, and omnipresent corporate signage. Bortolossi’s exuberant canvases tell these 
cryptic tales in densely packed, figurative tableaux, for which horror vacui is a must.
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(Age of Aquarius)
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Not surprisingly, the artist started drawing his own 
idiosyncratic brand of comic strips as a child, when he tried 
to record his own secret fantasy world. From this experience, 
he developed narratives that engage diverse materials 
ranging from the most post-apocalyptically flavored current 
events to the mysteries of a past, remote in both time and 
space. Bortolossi insists that although his art is rigorously 
focused on the present, with all its attending anxieties, it 
would be foolish not to give the past its proper due. The 
artist enjoys the deliberate crossing of geographical and 
chronological borders as he recombines freely disparate 
historical figures and events into new and often surprising 
narratives. His indulgence in counterculture has recently led 
him away from debunking science and technology to glib 
visual quips about the movie industry and the opportunism 
of the blue chip art market. 

When I met the artist one sunny July morning at the Udine train 
station, he wore the air of an investment banker on holiday, but 
spoke the parlance of an underground philosopher. Visiting 
his rooftop studio was like observing the laboratory of a mad 
scientist as he writes the script of history.

Darius A. Spieth: When looking at the evolution of your 
work, it seems that you moved from satirizing history to 
commentary on mass media. What determines your choice 
of subjects?
Walter Bortolossi: Actually, my approach has not changed 
very much, though I tend to look at problems from 
different angles as time progresses. The mass media is 
only one of several topics my work engages. I’m interested 
in them because they break the rigid distinctions between 
high culture and pop culture. In fact, what truly interests 
me is the current status of culture in general, most 
particularly its commercialization and distribution. It does 
not matter very much for me whether I work on themes 
related to history, science and philosophy, or pop culture, 
because in all instances, I am interested in going beyond 
empirical facts by adding the dimension of time. The 
mass media is often accused of oversimplifying historical 
complexity with their focus on the present, but my reading 
of the present is less literal. In my paintings, I am aware 
of the transience and impermanence of the present, 
from which I derive both “what happened before” and a 
universe of unrealized possibilities.

above
The House and the Background

Oil on canvas 
79” x 47”

2008
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Tell me more about your background and your training as 
an artist.
I was born in Basel, Switzerland, from Italian parents. Basel 
is a very nice medieval town and I think the place was 
critically important for my early visual training. With all its 
Gothic architecture, it is like a town out of a fairy tale for a 
child. I started drawing when I was three, and I think that this 
was maybe a sign of my predestination. When I was two or 
three years old, I started cutting out shapes of comic strip 
characters from newspapers, which I used as actors in the 
stories I loved to secretly invent for myself. I started to draw 
when I was running out of newspaper shapes to make up for 
the missing characters. Another early source of inspiration 
was a Picasso painting in the Museum of Fine Arts in Basel, 
which was inspired by Courbet. 

When I was five, we moved back to Italy, where art increasingly 
became a private island where I could withdraw and let my 
imagination rule. I also started collecting comics. Between 
1975 and 1985, I lived in Venice where I attended the Liceo 
Artistico (Fine Arts High School) and the Art Academy. When 
I was 15, I read On the Road by Jack Kerouac and Timothy 
Leary’s comments on the Tibetan Book of the Dead. I learned 
figure drawing at the Liceo Artistico, and while at the Academy, 
I worked much more independently and devoted myself to oil 
painting. During my free time, I managed to work on black-and-
white illustrations with texts resembling comics, but devoid 
of a narrative. I tried to come up with an action-based style 
of figurative painting, inspired by the reading of Nietzsche, 
Artaud, Bataille and Deleuze. I was following their ideas almost 
like a clandestine passenger. In Italy, these were years full 
of political conflict and social turmoil so that it was easy to 
get away with being a lazy student. What was perhaps more 

important than school was to wander around Venice with my 
friends. In the late 1980s, I burned roughly a hundred paintings 
from my first Expressionist period, retaining only the best, while 
developing new concepts and slowly changing my style.
 
Why do you so often include inscriptions in your paintings?
My first painting with written inscriptions was in 1990, when I 
immersed myself in studies of philosophy and the history of 
science. It was my intention to induce friction between text 
and image. I usually start out with a title, maybe a saying or 
a common sense statement, which I elaborate into an image 
or a scene so as to raise doubts or to add another layer of 
complexity previously missed. Another approach I used was to 
introduce what I call “temporal markers,” such as instruments 
to measure time or explanatory inscriptions with dates, 
connecting concepts and images to highlight the ephemeral 
quality of knowledge. I am interested in those aspects of 
science, where the rigor of the scientist blends into ambiguity. 
In this respect, I have been very influenced by Robert Musil’s 
book The Man without Qualities. My interest focuses on how 
knowledge has been constructed historically, how it adds on 
layers and weaves an infinite number of cross-relations. The 
graphic quality of comic books both enhances the artificiality of 
the image and raises questions about ideas and concepts.
 
Why is irony important? What is it about irony that you like?
I prefer a romantic irony, a mixture between the infinite and 
reason. I always felt drawn to the images obtained from 
distorting mirrors, such as those at fairgrounds. My images 
are like them, distorted reflections of reality. Painting, in my 
opinion, is like that because it allows the artist to mediate 
reality rather than represent it. Figurative painting offers me 
the possibility to present a lateral view of things. It provides 
a certain degree of detachment that can, however, develop 
into a critical and ironical take on reality; one that goes 
beyond the individual facts related to general problems. The 
elements and forms that appear in my paintings are not ends 
in themselves. I’m not interested in art that is separate from 
any historical and social contexts.
 
Your recent work looks more “photographic” than your 
older work. What makes painting remain relevant in an age 
saturated with digital images? 
My work is more photographic, at this moment, because 
I distanced myself from a utopian outlook. I do not want 
to create, through my works, visions of a perfect society 
divorced from reality, but I would like to keep open the option 
of carrying out a series of trials and errors within a setting of 
concrete reality (not virtual reality, though). The topics have 
thus become much more concrete, and much less related to 
abstract thinking. But my interests in economic matters and 
mass culture have developed out of my intention to debunk 
collective knowledge (and collective know-how in the case of 
some technological applications). Even my most recent works 
describe a historical period, dealing with recent facts and 
their roots in the past. I create images that call into question 
the irreversibility of the process of economic globalization. 
Let’s assume, for the sake of argument, that I am a realist 
who rejects the accurate depiction of reality as it is. I have 
attempted, through the image sequencing of my paintings, 

below
The Methodology of  
Scientific Research Programmes
Oil on canvas 
71” x 59”
1993 
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below
The Carnival’s Last Day
Oil on canvas 
59” x 47”
2011

to reconstruct a historical period whilst granting myself the 
license to play with it as I see fit, introducing past and future 
references into the mix, like some kind of mad experiment. 
What emerges is a playing field where events are interrelated, 
and where actions need to be taken in the knowledge that 
there is no certainty in the outcome.
 
A lot of your works deal with political or philosophical 
debates, mass protests, and global branding. What ties 
these themes together? What’s the hidden message?  
In Italy, along with other highly developed countries, the 
recent economic crises have challenged the structure of the 
welfare state. This and other policy debates are addressed in 
my paintings through the recurrent image of a table around 
which a group of people is engaged in discussion. Another 
frequent image is the city square or the house where people 
from every culture, background and walk of life meet. These 

depictions allude to the notion of an admittedly abstract 
arena for political debate and democratic action, which is 
currently eviscerated by increasingly automated financial, 
economic and technological processes. A further motif 
appearing in my paintings is that of the carnival, where 
existing hierarchies are overturned—a reference inspired by 
the fact that I spent many years of my life in cities with a long 
carnival tradition, Basel in Switzerland and Venice in Italy. The 
thinker, the philosopher, who is sometimes depicted at the 
center of the scene or, alternatively, on its fringes, also makes 
frequent appearances. He is a particularly protean figure, 
representing independent thought and action and providing 
an antidote to a cynical, yet complacent acceptance of reality.

You have repeatedly told me that you would like to travel 
to India someday. Why India?
Painting is a way for me to step outside the walls of my 
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studio. My work is a form of discovery, which grows with 
the progress of my experiences—and it metamorphoses as 
a function of the encounters that happen on the way. On a 
formal level, Indian art attracts me because of the curvature 
of its dynamic forms, and because of its horror vacui. 
Philosophically, I like its irrationality. It is also an incredibly 
interesting subject because it is so involved with the new, 
and yet still so marked by the past.
 
Tell me about the Four Continents project on which are 
you currently working.
My starting point is a fascination with artifacts that express 
the Eurocentric view of the world in the 1600s and 1700s. 
Paintings and sculptures from this period try to show, 
for instance, the four corners of the world in a single 
composition. This material serves as a cue for a set of four 
large-scale paintings I want to create. Unlike in the past, 
I am not concerned with the “glory” of empire building; I 
am not concerned with creating something complete or 
exhaustive. The compositions aim to be both encyclopedic 
and deliberately unfinished. In the back, the viewer will see 
ancient maps and celestial seas and oceans, juxtaposed 
with recent events that took place in the same geographical 
regions. Of course, it is an impossibility to fit all events that 

have occurred into one such composition, but the missing 
element is as important as what is there. The viewer is 
not just a passive consumer of the image, but is invited to 
reconstruct the missing events and characters for him or 
herself. In the episodes depicted, I will focus on landmark 
political and economic events, focusing on details without 
omitting controversies surrounding them. I am not interested 
in creating compositions that are easy for the viewer.
 
Do you hold a particular worldview?
I am a traveler across different worldviews, but I do not 
consider myself to be a shadow. I am a participant.

When looking at your art, what kind of message are we 
supposed to take away?
Not to be afraid of what is not defined.

 

Darius A. Spieth is an art historian at Louisiana State University. For 

more information about Walter Bortolossi, visit walterbortolossi.com.
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THIS YEAR MARKED THE 35TH ANNIVERSARY OF ARCO, 
Spain’s largest and most famous contemporary art fair, 
held during Art Week in Madrid. Few cities can flaunt an 
artistic history as rich and reputable as Madrid’s. With six 
different satellite fairs, independent gallery openings and 
endless museums housing some of the world’s greatest 
masterpieces, art-overload might be a concern if it weren’t 
for the endless charm and welcoming nature of this 
beautiful city. The streets of Madrid are made for strolling, 
and illuminate in the evenings, bustling with people out 
shopping, drinking, eating, or simply chatting with friends 
and family in one of the classic, convivial plazas. 

Our visit to Madrid began with the opening of iam (ink 
and movement) Gallery’s exhibition Theriomorphism III, 
featuring work from Okuda, Saner, Sixe Parades and Franco 

Fasoli. This being the arts district, Paris-born but longtime 
Madrid-based artist REMED held a special pop-up exhibition 
a few blocks away for The Sibartist. No evening in Madrid 
is complete without tapas and beers, something that can 
easily become a daily ritual. 

Espresso becomes another equally important ritual before, 
during and maybe even after every art fair. You can really 
only approach a fair like ARCO, which takes place in one 
of the largest exhibition pavilions we’ve ever seen, in one 
way: getting lost. Try and make a planned route through the 
densely packed, endless maze of art and you’ll find yourself 
led astray anyway. Galleries from around the world line 
ARCO, but some of our favorites are also based in Madrid 
and can be visited, should you find yourself lucky enough to 
be there any time of the year. Javier Lopez & Fer Francis has 

MADRID
WHERE ART HISTORY HAS HISTORY

La Iglesia Skate
photo courtesy iam Gallery
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one of the most beautiful spaces, designed by renowned 
architects Vincens + Ramos and situated right on the edge 
of El Pardo national park, an unmatched backdrop for 
showcasing the work of artists such as Todd James, KAWS, 
Erik Parker and Alex Katz.

Seven large semi-trucks were parked outside the fair 
pavilion this year, each painted by different artists. The 
colorful trucks, which will eventually find their way back to 
their normal day job of transporting freight, are part of an 
ongoing series for the Truck Art Project. Okuda, Suso33, 
Daniel Muñoz "SAN," Javier Arce, and Marina Vargas are 
just a few of the artists who have participated. The project 
ultimately aims to paint 100 different trucks, and dispatch the 
fleet around Madrid or wherever their load takes them. 
 

A trip to Museo del Prado is mandatory. It houses the 
world’s largest collections of Goya and Velázquez, as 
well as a Hieronymus Bosch which REMED attests to 
visiting almost every day, taking advantage of the the 
museum’s free hours after 6pm. If you haven’t seen enough 
art, Centro de Arte Reina Sofía and Museo Thyssen-
Bornemisza aren’t far, but those are just the heavy-hitters. 
There is as much art as you are willing to see.

On the occasion of our visit to Spain, iam Gallery graciously 
invited us to visit their latest project, La Iglesia Skate’s 
Kaos Temple.

Sitting on an otherwise empty plot of land in the corner of an 
ordinary business park in a small town in northern Spain is 
something rather unusual. And it is not the fact that there is a 

clockwise (from left)
Saner in Theriomorphism III  

at iam Gallery

REMED opening at The Sibartist  
photo by Alex Nicholson

Daniel Muñoz for the  
Truck Art Project 

photo by Alex Nicholson
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rundown, medieval-looking church situated between several 
nondescript industrial buildings, something not uncommon 
in a region of Spain home to an abundance of ancient 
architecture. It is what is inside that is far from ordinary.

Llanera, where the church is located, was once home to an 
explosives factory that supplied the Spanish military. Built as 
part of the complex that once housed the workers, La Iglesia 
de Santa Bárbara provided services for the community until 
the facilities were closed and abandoned at the end of the 
Spanish Civil War. La Iglesia sat there, a dilapidated piece of 
local history, until 2007 when the land was acquired as an 
investment by a furniture distributor and his sons, one of whom 
decided it would be fun to build a skateboard ramp inside.
Several skate sessions, barbecues, concerts, and 
Instagram pictures later, the unusual space caught the 

attention of Madrid-based artist Okuda San Miguel. 
Inspired by the venue, DIY spirit and vision of the 
organizers, Okuda proposed to paint the walls and ceilings 
of the Church. On completion of the work, it became the 
perfect contemporary spin on a centuries-old tradition, a 
newly revived modern activity in a classically-designed 
building. In the end, it was a matchless visual metaphor for 
the trip to Madrid. —Alex Nicholson

laiglesiaskate.com 

iamgallerymadrid.com

top
La Iglesia Skate

bottom
Suso33 for the  

Truck Art Project

Photos by  
Alex Nicholson
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DANIEL ARSHAM
THE FUTURE WAS THEN

above
Wall Excavation  

(Installation view)
2016

SAVANNAH, GEORGIA IS KNOWN FOR COBBLESTONE 
streets and historic mansions, but is also firmly rooted in an 
active present with its bustling port and dynamic Savannah 
College of Art and Design. SCAD’s world class Museum of 
Art is currently featuring new work by New York based Daniel 
Arsham, who shows us ways to look through structures rather 
just look at them, and experience architecture as a conduit 
to history and the natural world. The Future Was Then is 
a 300-foot-long, 12-foot-wide installation, separated by 12 
individual walls in a kind of time-less capsule. Guest curator 
Aaron Levi Garvey tells us how he worked with the artist to 
create this space where visitors engage with jagged edges 
that transform into abstract forms. 
 
Gwynned Vitello: Did Arsham approach you with the idea, 
and what was your role as curator?
Aaron Levi Garvey: I first approached Daniel about this 
exhibition a few years ago, and as we were talking, the 
conversation naturally segued into our shared interests 
of transforming spaces, mine in creating atmospheric and 
experiential exhibitions, and Daniel’s with his affinity for 
architecture and landscapes. I then formulated a narrative 
based on our conversations, my familiarity with his work, and 
our shared interests in history, the future and mankind. Once I 
told Daniel about the spaces under consideration and looked 
at images, we were both partial to the linear, 300-foot space.

Was there an absolute preference for materials used, and 
what were the desired characteristics?
Yes. Daniel is very specific about the materials and how 
he manipulates them for his sculptures, installations and 
in situ pieces. Comprised of repurposed architectural 
materials, like drywall, joint compound and pulverized 
glass, they are manipulated into forms for which they were 
not originally intended.

Describe Arsham’s first sculptures and how they were 
incorporated into this bigger work. How has his work 
evolved up to this point?
I felt that inclusion of other works was an integral part of 
creating a cohesive exhibition. Nearly all have a figurative 
component and are made of alternative, non-traditional 
mediums. Each furthers the commentary on the history 
and evolution of mankind and its surroundings, as well as 
the evolution of Arsham’s work, touching on major parts of 
his studio practice and masterful technique of site-specific 
installation sculpture, perspective and scale. 

Given his commentary on man’s relationship to the natural 
environment, is this cautionary? He’s known for his humor 
and playfulness, so this might seem at odds.
This exhibition has more of a historical commentary, 
discussing mankind’s evolutionary path to industrializing 
the world of today. Having the cube at one end and 

the figure at the other really shows physically and 
metaphorically how far we have come, from just 
using handmade tools and chipping rocks, to building 
monumental skyscrapers. As the title suggests, The Future 
Was Then refers to those singular moments through history 
when craftspeople stumble upon instances of innovation 
and enter the next level of cultural evolution.

 

Daniel Arsham is also a set designer and co-creator of Snarkitecture. 

The Future Was Then is on view at the SCAD Museum of Art in 

Savannah, Georgia, through July 24, 2016. 
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WHAT WE ARE READING
DESIGN LEGEND, URBAN LEGEND AND STREET ART GONE HUGE

DRAPLIN DESIGN CO.:  
PRETTY MUCH EVERYTHING
Aaron James Draplin is like the decathlon of 
design; versatile at everything, a master of 
all, and leader of the pack. As a designer of 
immense influence, his Draplin Design Co. 
has created logos and identity projects from 
Patagonia to Nike, Ford Motors to the Obama 
Administration. That is why his first mid-career 
survey is called Pretty Much Everything, 
because Draplin really can do everything. 
Rarely is a designer this young so famous, and 
really, so accessible, while being this talented. 
The book tells his story, and in it, why and 
how he has developed a certain aesthetic that 
has made things like his Field Notes brand, or 
“Things We Love” State Posters series and his 
thick-lined signature logo style so identifiable. 
“I just wanted to make a life in art,” Draplin 
writes in the book’s introduction. “And typing 
this, it hits me—I did it.” Don’t be modest, 
Aaron. You created a life of art, and continue to 
set the standard of contemporary design today. 
There’s a method in your marathon. —EP 
Abrams, abramsbooks.com

BAISER D’ENCRE
ELLA & PITR
Ella and Pitr, “the paper painters,” are an artist 
couple who hold the record for the world’s 
largest mural, a colossal rooftop painting 
in Norway that can be seen from space. 
Conversely, their new book Baiser D’Encre, 
French for “Ink Kiss,” is an intimate collection 
of their sketches, snapshots, and lively 
collaborations with their two children. It’s as 
close as you can get to exploring the minds of 
these tiny but powerful street artists. When we 
spoke to them last year, they explained their 
evident joy in making ephemeral artwork: “We 
don't think a lot before doing a new piece, 
so we think that it doesn't deserve to stay 
visible for a long time.” For this reason, a book 
cataloguing their adventures is a necessity, 
the lasting legacy of their enchanting outdoor 
interventions. A final kiss in ink. In these pages, 
you’ll find triumphant heroes atop pyramids of 
potatoes, curious cats, a thoughtful drawing 
of a sweater, collages, love notes, and secrets 
written in French. Listen closely: this book will 
whisper in your ear. —KF
ellapitr.com

HEARSAY
Funny thing about urban legends is that 
so many originate in deep, dark forests 
rather than cities. Then again, a fair amount 
are situated around deep, dark alleys and 
suspect stairways. So, let’s confirm murky 
and mysterious, and gleefully agree that they 
are absolutely irresistible. Primed by early 
childhood fairy tales and movie mythology, 
we love to talk about and forward them, to 
reflect on what has been passed on, on what 
someone supposedly said. In Hearsay: Artists 
Reveal Urban Legends, the book based on the 
Arts District Center For the Arts show, opening 
at Los Jocos Gallery in Los Angeles on May 13, 
2016, those haunting stories are given visual 
and poetic reflection. Divided into tantalizing 
chapters like UFO, Horrors and Haunting, 
each of the 37 artists is given at least a full 
page in glossy, graphic depiction of a favorite 
legend, accompanied by their own biography 
and interpretive text, lovingly bound in time-
honored, grainy tabloid motif. —GV
Cal State Fullerton, Grand Central Press, 

hearsayrevealed.com
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A POLLY NOR DRAWING POPS UP IN YOUR INSTAGRAM 
feed, and you can’t help but stare. An instant voyeur, 
a naughty lurker, you relish the girly, debaucherous 
details. Her female heroes let it all hang out, revealing 
their innermost emotions, lustful intentions, and intimate 
moments with inner demons. Indeed, their identity is ours. 
Are they empowered? In despair? Alone? What are they 
Googling? The more questions an image generates, the 
more successful it becomes. Polly Nor is a London artist 
who should be feeling like Pablo right about now. She’s 
making waves. 

Kristin Farr: Is there an elaborate narrative behind your 
work, or is it more like snapshots of a mysterious story?
Polly Nor: I like to think of it as a little dystopian world of stir-
crazy, housebound women and their demons. Each drawing 

POLLY NOR  
IS HARDCORE
THE GIRL NEXT DOOR  
INSIDE OUT 

is like a glimpse into the thoughts and dreams of the 
characters that live within that world. Usually my drawings 
will feature one female protagonist. Then I draw the devil 
characters as figments of her imagination, a manifestation of 
her frustrations, feelings and desires.

How do you describe your drawing style?
It’s very flat and colorful, so it’s definitely got that cartoony 
look, but I like drawing things that are a bit dark and 
unsettling. The other day somebody commented on one of 
my drawings on Instagram, “So a ten-year-old drew this.” I 
will go with that. It would have to be a very disturbed ten-
year-old who drew it though.
 
And a talented one. Trolls are the worst. What have been 
some other weird reactions to your work?
I seem to have tapped into an audience of total freaks—
which I love. I get a lot of weird but generally positive 
comments, mainly from teenage girls, who my work seems 
to resonate with most. But recently, as things have started 
taking off for me, I’ve started getting more comments from 
guys like, “Hey, do you call drawing disgusting things art? 
Well, I have never heard of you, so go figure.” When you get 
random Internet dudes trying to take you down a peg, I think 
it’s time to give yourself a big pat on the back.

That’s when you know you’ve made it. Do you consider 
your work art or illustration? Is it done by hand, digitally, or 
a mix of both?
All of my recent stuff is roughed out in pencil, then pen, and 
then I scan and color it digitally.

The way I’m working at the moment is technically more like 
an artist. I’m focusing primarily on self-directed projects and 
building up my own body of work to exhibit, but I also do 
some commission-based illustration work. 

Does the current political climate influence your drawings? 
Unfortunately, the political climate seems to be 
distracting me from drawing. It’s so depressing. I literally 
spend my life scrolling through news articles that pop 
up on my Facebook and Twitter. Sometimes I don’t even 
read the articles, but I will sit there reading the comments 
for ages without noticing. This feeling of disengagement 
with the outside world is something I like to explore in my 
work. The characters tend to be closed up in their rooms, 
connected to their screens, but detached from other 
human beings.

Room décor seems is very detailed in some of your work. Is 
it inspired by your own environment?
Most of the décor, like the lava lamps and heart lamps, is 
stuff I had or still have in my room. When I was young, before 
Tumblr and Instagram even existed, the way me and my 
female friends would express ourselves would be through 
the decoration of our rooms. Every month or so, I would give 
my room a makeover and decide what it really needed was 
something like CDs tacked up over an entire wall, a montage 

above
Nothing to Wear
2016



PROFILE  JUXTAPOZ.COM  |  115

clockwise (from top left)
Thinking Bout You

2015

Up All Night
2015

We In Luv And Live  
Very Fabulous Lifestyles

2015

Too Good For You
2015

dedicated to my favorite rappers, or a new shelf to display 
my sneaker collection. The posters, photos and trinkets you 
chose to put on display would either say something about 
you, what you were into, or at least how you wanted to be 
perceived. I like to bring this into my work by imagining what 
each character would keep in their room and what it says 
about them.

Hedonism, emotional turmoil, tenderness and sexuality are 
things I’m reading into your work. What else am I missing, 
and why are you drawn to these subjects?
I am drawn to these subjects because they are all so 
prevalent in our culture. We now live in a totally hedonistic 
society, dependent on technology for our social contact, 
entertainment and sexual gratification. Having grown up 

as part of the first generation to be introduced to easily 
accessible internet, a lot of my work is influenced by my 
own unhealthy Internet habit, as well as the habits of those 
around me.

Social media, Instagram in particular, plays a massive 
role in my work. I like to take a satirical look at the way 
we behave online. By using alternative screen names 
and displaying a selective narrative of our lives through 
filtered photographs and online updates, we present a 
carefully contrived, parallel identity of ourselves. I draw a 
lot of ideas from this exploration of image, identity and the 
anxiety behind it.
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In subverting the male gaze, so ubiquitous in art, your 
characters become very powerful and confident. Do you 
consider your work to be feminist?
I tend to draw ideas from my own experience of life, so, as 
a female artist, there are strong themes of female identity 
in there. I am interested in creating images that focus on 
the feelings, thoughts and stories of my female characters 
instead of focusing on how pretty they look. Too often in 
arts, media and pornography, women are represented as 
either decorative objects or functional tools with no real 
character or ideas of their own. This is something that I like 
to challenge, however I don’t really like putting any definitive 
labels on my work as it makes me feel a little restricted 
about what I should and shouldn’t be drawing. Lots of my 
work is about being a woman and you could definitely call 
that feminist art, but then some of my work is about silly stuff 
which nobody should take that seriously.

What’s the last image you drew?
The last completed piece was called Moving At My Own 
Pace. It’s of a part-girl-part-snail. It’s slightly different than 
my usual stuff, more simple, with dark colors and a blank 

background. I wasn’t too keen on it, but lots of my male 
friends keep saying it’s their favorite. Probably because the 
girl’s gut is covered for once.
 
Seeing their guts makes them more real. By the way, your 
titles are great. How do they come up?
Usually I think of an idea and title, draw it, and then end up 
calling it something different by the time I’m finished. I like 
to call it something that hints at my intention, but leaves it 
open enough for people to read into it how they wish. I used 
to put a bit more effort into thinking up the titles. Sometimes 
I’d take ages to come up with something I thought was really 
clever, then as soon as I’d upload it, some kid on the other 
side of the world would re-gram it and come up with a much 
funnier caption to put underneath within just a few moments.

Describe your alter-ego. 
Red skin, horns, saggy boobs, cigarette, toe-socks.

pollynor.com

clockwise (from left)
Moving At My Own Pace

2016

Cba 2 Pretend No More
2015

Trust Nobody
2015





RE VIE WS

118  |  JUNE 2016

THINGS WE ARE AFTER
GEAR FOR YOUR CREW

DON PENDLETON x VOLCOM CAPSULE COLLECTION
To all of you who have wanted to wear a Grammy Award-winning artist, this is your chance. 
Don Pendleton is not only a skate art staple, Pearl Jam-collaborator, and former Juxtapoz
cover artist, he is a designer who can seamlessly apply his art to anything. Pendleton’s 
collection with Volcom, featuring men’s shirts, board shorts, tees, hats, a sweatshirt and 
wallet, has his signature character and style. “I wanted it to be organic and kind of a tribute 
to the way I started,” Pendleton says. You can start here, too. 
volcom.com

THE PRVKE PACK BY WANDRD
We are on a constant search for the 
perfect camera bag because we’re like 
you and want to tote our gear wherever 
we go. One of the most outstanding (and 
aesthetically on-point) packs we have 
used in recent months is the PRVKE Pack 
by Wandrd, a company founded and 
designed by photographers

and creatives who understand what you 
need to bring and how you need to get 
to it: three-points of access, removable 
camera cube that fi ts a DSLR/SLR body 
and up to eight lenses, side camera sling, 
easy to access laptop sleeve, passport 
pocket… PRVKE has everything. 
wandrd.com

KR3W x JESSE BROWN
Sometimes you just need to ride with something 
bold on your chest. And KR3W got it right with 
Seattle-based artist and designer Jesse Brown. 
Currently art director for Sausage Skateboards, 
Brown’s minimalistic fi ne art and design style 
is full of thick linework and punctuated bold 
text. For this project, Brown took KR3W’s 
ideas circulating around phrases like "Til the 
wheels fall o� ," and "She's no angel,” and was 
commissioned to create a series of tee graphics 
for the summer collection. Brown’s signature 
look with a little attitude from KR3W could be a 
fresh addition to the wardrobe. 
kr3wdenim.com
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WHEN I GOT WORD THAT ED TEMPLETON WAS ON THE 
cover of this issue, it seemed like a good enough time to tell 
my Ed story. Pretty sure the year was 2002, and I had tickets 
to see Fugazi at Emo's in Austin, Texas. A good buddy of 
mine, Cary Jackson, told me that Mr. Templeton was going 
to be in attendance. Apparently, Ed was following the band 
and was going to be at every show on the tour. "You should 
bring him a bunch of zines," Cary said. 

"Nah, I'd feel like a kook," I replied. But despite reservations, 
I did, indeed, bring Ed a bunch of zines. I thought to myself, 
"If I was on a road trip and some weird dude gave me a 
bunch of Xeroxed nonsense to read, I'd be stoked." That's 
how I justified it. 

After the show, there were a bunch of people waiting in line 
to meet Ed. Joining them, I patiently waited and bashfully 
told him, "Hey, I don't want to waste your time, but I know 
you collect zines; here's some that I made." He was very 
gracious and appreciative. He thanked me; I left, and that 
was that. I definitely felt like an opportunistic turd, but the 
feeling faded after some time. 

Fast forward a few months and I started receiving 
correspondence from Michael Burnett, Thrasher magazine's 

Editor-at-Large. As fate would have it, Ed had personally 
shown my zines to Burnett. The result: a decade-long 
contributor position with Thrasher which ultimately led to 
me taking over the Managing Editor responsibilities for the 
magazine. None of which—I'm absolutely certain—would 
have happened if I hadn't sheepishly handed that stack 
of zines to Ed 14 years ago. So, first, I'd like to thank Ed for 
sharing my work—seriously appreciated. And, secondly, I 
gotta thank my buddy Cary for telling me to bring my skate 
zines to a Fugazi show. Good looking out, bud! 

So what's the moral of the story? Step out of your comfort 
zone, talk to strangers and don't be afraid to share your 
work. The worst thing that can happen is it's dismissed or 
ignored, which is essentially the same outcome you'd get 
from not sharing your work. Nobody is hiding in the shadows 
waiting to discover you. Get your work in front of people 
any way you can, even if that means bombarding them 
after a music show. There's worse things to share than art. 
Chlamydia, for example… —Michael Sieben

Templeton and Sieben at Domy Books (RIP) in Austin, TX, 2011

Photo by  
Bryan De La Garza

MY ED STORY
SOMETIMES YOU GOTTA KOOK IT



MEDIA SPONSORSupport for Friday Nights at the de Young is provided by Hanson Bridgett, the Koret Foundation, 
and the Wells Fargo Foundation. During Friday Nights, funding from The Hearst Foundations 
makes possible free general admission to the permanent collection galleries.

Drinks. Music. Dancing. Art.

Open until
8:45 pm

   

Party 
Dress 
Optional

Léon Bakst (Lev Samoilovich Rosenberg), Costume design for Potiphar's wife in the ballet, La légende de Joseph (The Legend of Joseph), 1914.



BLUM & POE 

1 | Star, meet Star. Al Pacino stopped by the 
opening of Julian Schnabel’s Infinity on 
Trial exhibition at Blum & Poe.

2 | Photographer and artist David 
LaChapelle sneaks a peek at Pamela 
Anderson, who takes it all in sequined 
stride.

ORANGE COUNTY MUSEUM OF ART

3 | Marilyn Minter color coordinates for her 
retrospective, Pretty/Dirty, a collection of 
works that span from 1976 to 2013.

4 | Curators Elissa Auther and Bill Arning 
join Minter in front of another of her 
luxurious paintings. 

THINKSPACE GALLERY

5 | Amy Sol feels the love from pal Audrey 
Kawasaki at the opening of Sol’s show, 
Garden Gamine, at Thinkspace in Culver 
City.

6 | Over in the next room, Sol checks in 
with KIKYZ 1313, who was showing the 
Progeny of Chaos in the Thinkspace 
project room.

LOS ANGELES
BLUM & POE, ORANGE COUNTY MUSEUM OF ART, THINKSPACE

1 2 3

4 5 6
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All photography by 
 Sam Graham





LOS ANGELES
COPRO GALLERY, THINK TANK, COREY HELFORD, KP PROJECTS

1 2 3

4 5 6

Photos by  
Birdman (1) and  

Sam Graham (2-6)

COPRO GALLERY

1 | A visionary in his own right, Academy 
Award-winning director Peter Jackson 
checked out the aesthetics of the 
Salem group show at Copro Gallery.

THINK TANK GALLERY

2 | Stalking the world by storm, one paw at 
a time. Kozyndan at the opening of Cat 
Art Show LA: The Sequel, where 70+ 
artists made millions of cats.

3 | Scott Hove and Adam Wallacavage 
fronted by their felines. 

COREY HELFORD GALLERY

4 | Downtown LA enjoys a Pop Surreal and 
Street Art performance art upswing with 
the opening of Corey Helford’s new 
downtown space. German duo Herakut 
brought out a scene for the opening of 
their Masters of Wrong show. 

5 | Hera stayed in costume, Akut stayed 
poised. This is Herakut.

KP PROJECTS/ MKG

6 | Victor Castillo looking dapper as 
always at the opening of his solo show, 
Born in ‘73.

P OP LIFE
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SEATTLE HAS LONG BEEN A CULTURAL HOTBED, ITS 
music history rich with influence and diversity. From Jimi 
Hendrix to Kurt Cobain and the iconic Sub Pop Records, 
Seattle sounds are known around the world. Over the past 
decades, technology and digital innovation have been 
the name of the game, with brand flagships like Microsoft, 
Amazon and Expedia. Now the landscape is blooming in the 
world of fine arts. 

In its second year, the Seattle Art Fair is emerging, along 
with blue chip venues like David Zwirner and Gagosian, and 
long time gallery staple Roq la Rue. The Seattle Art Museum 
continues its strong program. As the Pacific Northwest 
gathers steam as an art destination, Paul Allen’s Vulcan 
Inc has opened Pivot Art & Culture, adjoining the Allen 
Institute in the South Lake Union neighborhood, featuring 
a 3,000-square-foot layout and large installation space in 
a former Lincoln car dealership showroom. When Juxtapoz 
visited recently, Pivot was about to open Imagined Futures: 
Science Fiction, Art, and Artifacts from the Paul G. Allen 
Family Collection, presenting over 60 objects related to 
science fiction and the history of space exploration. A good 
start, as you can tell. 

The impetus behind Pivot is Paul Allen’s mission to 
make art accessible to the public. Seattle’s cultural heft, 
natural beauty and tech-savvy population promise great 
potential for exemplifying how cities can create dynamic 
environments for the arts. Allen is laying the groundwork as 
the city focuses on being a capital of creativity. Let’s hope 
the imagined future becomes a historic reality. 

Imagined Futures will be on display at Pivot through July 10, 2016. 

INVESTING  
IN IMAGINED  
FUTURES
PIVOT ART IN SEATTLE  
TRANSFORMS THE  
NORTHWEST

right (from top)
Stanley Meltzoff
Astronaut Repairing Satellite
1955
Oil on board
20 7/8” x 20”

Chris Foss
Asteroid Collision
1980
Acrylic on board
19 1/2” x 26”





CUSTOM PRINTING
32 N E W  C U T S  &  S T Y L E S32 N E W  C U T S  &  S T Y L E S

144 Otto 18-694
As Low As

$6.73 / Each

144 Next Level

Ideal V-Neck 1540
As Low As

$4.81 / Each

Display pricing for 144 qty with black 
garments with one standard-location 
ink (0–5k Embroidery on headwear).
Garments shown may include additional 
inks, e� ects, stitch counts or upgrades. 

144 Canvas 3006
As Low As

$6.84 / Each

T A L L  T E E S

W I T H

D A D  H A T S

on Apparel 

Orders over

144 Quantity

FREE!FREE!FREE!FREE!FREE!FREE!FREE!
 S H I P P I N G



Click jak.ink/summer with promo code

FREESHIPJUX6
*Free ground shipping to the contiguous 48 United States Of America on any custom printed apparel order over 144 quantity, 
using the provider of our choice. Upgraded shipping available. Offer valid on retail pricing only. Cannot be combined with any 
other offer. Does not apply to Drop Shipping services, contact your Account Manager for details. Expires 8/31/2016.

144 American Apparel 
RSA6304 As Low As

$12.39 / Each

144 American Apparel 
FS424 As Low As

$21.69 / Each

144 Canvas 3945
As Low As

$18.33 / Each

BLACK 
T-SHIRTS

144 Alstyle 1301
As Low As

$3.52 / Each

144 Canvas 3483
As Low As

$6.67 / Each

144 Yupoong 6511T
As Low As

$8.57 / Each

144 US Blanks US116
As Low As

$8.17 / Each

EMBROIDERED 

TRUCKER 
HATS

144 Canvas 3512
As Low As

$12.16 / Each

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

T A N K  T O P S

S W E A T S

U L T R A  L I G H T S

Call 877.246.3132 Click jak.ink/summer



The Chuck Taylor All Star

Made by you

Made by Richard Colman


