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 ISSUE NO 186
Nina Chanel Abney

When
Acrylic and spray 

paint on canvas 
158” x 63”

2015
Courtesy of  

Kravets Wehby 
Gallery

DURING THE TIME IT TAKES TO PUT AN ISSUE TOGETHER, 
it often happens that themes emerge and coalesce into full 
bloom. That is exciting for the magazine because we feel 
like we are tapping into a subconscious vibe of the current 
art world. For the reader, as well, the art comes together in 
a consistent story. From cover artist Nina Chanel Abney to 
Todd Blubaugh, to Daniel Gibson to Basco Vazko’s residency 
at the Watermill Center, the July issue became an insight 
into America in 2016. 

In some ways, the themes are quite evident at first glance. 
Nina Chanel’s work jumps off the wall with acute political 
awareness and pop-culture abstractions. There you are, 
standing in the Whitney Museum like we did this past 
winter, struck by Nina’s work and the “Yes” and “No” 
and “BIH” crossed out, with the agency of those words 
holding heavy over nude female figures. Or look at her 
last solo show, Always A Winner, with works depicting 
scenes of police brutality, and you get why Nina says in her 
interview this month that she wanted to make work that 
was “purposely intrusive.” That is a powerful sentiment, 
and expresses accordingly the story of America’s 
relationship to police and authority in 2016. The times are 
undoubtedly tumultuous, and this work hits straight on. It 
reacts and challenges, owns and disavows, all the while 

being provoking and celebratory. It’s why Nina is on the 
cover this month, and why we think she is on her way to 
becoming one of the great American artists. 

And there are other versions, chapters almost, of 
Americana throughout this issue. Daniel Gibson’s work 
is influenced by growing up in a California border town. 
Todd Blubaugh set off, On the Road style, careening on the 
great highways of America’s expanse and documenting the 
journey along the way. We delve into the graphic history 
of NASA and the connection with our great, publicly-
funded space program. And, of course, there is Robert 
Mapplethorpe, the Queens, NY born photographer and 
artist who captured the intricacies of sub-genres and 
sexuality in a way that few American artists ever dared. 
These details of our collective psyche, idealism, and reality 
convene in stories of struggle and triumph. 

Enjoy this American life, and enjoy #186.
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GABRIEL DAWE
RAINBOWS EVERYWHERE  

Portrait by  
Jeremy Biggers

I SPENT ABOUT FOUR YEARS WITHOUT A STUDIO, SO 
now that I have a proper studio space to work in, I only wish 
I could spend more time in it. The installation work takes me 
to a lot of different places so, in that sense, the world is my 
studio. I normally take something to work on while on the 
road, like the Game Theory thread pieces. What nobody 
teaches you in art school is that, in order to sustain your 
practice, you have to deal with a fair amount of boring stuff 
like accounting, contracts, emails, etc. And on top of that, 
the installations do take a lot of my time in planning and 
coordinating all the moving parts. 

When I’m not traveling, doing a site visit or an installation, 
I spend a fair amount of time on those tasks, so when I 
do get a chance to do actual artwork in the studio, those 

are definitely moments I relish. Having the studio has also 
offered me the opportunity to test out ideas that I can 
implement in the installations. Before having the studio, I 
could only test these things in the field on specific projects, 
which sometimes was a big gamble that luckily, for the 
most part, paid off. —Gabriel Dawe

Gabriel Dawe currently has installations at the BYU Museum of 

Art in Utah, Gentofte Hovedbibliotek in Denmark, Crystal Bridges 

Museum of American Art in Arkansas, and the Renwick Gallery of the 

Smithsonian American Art Museum in Washington, DC.  

Read Gabe Scott’s interview with Gabriel Dawe on page 60.  



june 25 —july 23, 2016 

opening reception: Saturday, june 25, 6 — 8 pm
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THE REPORT

IN 2015, DESIGNERS JESSE REED AND HAMISH SMYTH 
had a brilliant idea; as NASA imagery is public-domain, they 
created a Kickstarter campaign to publish the NASA Graphics 
Standards Manual as a hardcover book. Not only a totem of 
graphic design excellence, the book would also document 
a pivotal point in NASA’s history. The community agreed; 
not only did they want the reissue published, but over 7,000 
backers contributed to the the project. As the 220-page NASA 
Graphics Standards Manual ships worldwide, we sit down with 
Reed and Smyth to talk about the genesis of the project and 
the special relationship they forged with NASA’s graphics. 

Evan Pricco: The first thing I wondered when seeing the 
book was how NASA presented the manual when it was in 
circulation.
Hamish Smyth: The original manual was contained in a 
binder. Each page was 8.5" x 11", with a series of holes down 
the left edge. The binder was obviously a little larger, with a 
silver ring mechanism and what I can best describe as a faux 
leather sort of cover, like school binders. The logo and title 
are screen-printed on the cover and spine. 

The reason the manual was in a binder, and this applied 
to most manuals of the era, was updatability. The original 

manual was a lot leaner than the version we see today. Danne 
& Blackburn worked for many years creating new sections, 
which would be printed and distributed to NASA offices to be 
inserted in the binder. Over the years, the manual grew. 

We chose to present our version in a hardbound book for a 
few reasons. First, we wanted to preserve the color of the 
original. We scanned the entire page, and cropped it on a 
white background. Each image is then set on a page with 
a 0.25" border, allowing you to see the whole edge of the 
original page. If we wanted full-bleed images, we would 
have to place 0.25" of the page images into the bleed, which 
is at risk of being sliced off during book production. We did 
not want to lose any of the original.

Second, we wanted to make a book about the manual, not 
a reproduction of the original binder. What I mean by this is 
we wanted to include other information about the manual. 
The book starts with a foreword from the manual’s original 
co-designer, Richard Danne, followed by a fascinating, 
6,000-word essay from New York Magazine’s Christopher 
Bonanos on the history of NASA’s logos, and the rise and 
fall of the “worm” font. Then you see all of the original pages 
of the manual. After that, we show the original 35mm slides 

THE OLD (AND NEW) STANDARD
REVIVING A PIECE OF NASA HISTORY 

All book spread photography  
by Brian Kelley

above
Spread from the NASA Graphics 
Standards Manual reissue
With “Worm” NASA logo
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that Danne & Blackburn presented to NASA administrators 
in 1974, accompanied by an explanation from Mr. Danne. And 
last of all, we scanned and reproduced a publication called 
The Manager's Guide, a document that was distributed to 
NASA coordinators some years after the manual launch, and 
detailed how the new identity was being used at NASA, and 
how their departments could also use the manual.

Lastly, and perhaps this is most important, creating a 
facsimile binder would be cost prohibitive. We looked into 
it, and the cost per unit was so high we knew many people 
would be unable to afford such a book. We want to share 
this piece of design history as widely as possible, and I 
think the format we decided on gives the reader a huge 
amount of information that would not have been present in 
a straight facsimile.

Why did NASA need something like the manual Danne & 
Blackburn were asked to design in the mid-’70s? 
Jessie Reed: Richard (Danne) has given us really great 
insight into this question. NASA was a large agency with 
many bureaus that worked toward the same greater goals. 

In terms of visual communication, each center created their 
own materials that were not necessarily consistent with each 
other and the greater mission. It’s not that NASA needed a 
stronger marketing voice, but they lacked the authority that 
a major federal agency should have. Richard often points 
out that the United States was far behind in recognizing 
the role of design in society, especially when compared to 
Europe and elsewhere around the world. 

In 1972, the National Endowment for the Arts established 
the Federal Graphics Improvement Program that would 
identify agencies in need of a stronger visual identity, 
which was nearly all of them, incidentally, and rethink 
their graphics program one at a time. NASA was chosen 
to be the benchmark, and in 1974, a request for proposals 
was issued to firms around the country. Even though 
Danne & Blackburn were relatively small, their basic 
principles, clearly in development, brought a voice of 
clarity, confidence, and conviction to the way NASA 
would be regarded. This wasn’t only important for internal 
communication, but I think gave our nation a true sense of 
pride through its visual strength.  

above
Cover, packaging, and spread 

details from the NASA Graphics 
Standards Manual reissue
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All of this information in the guide is public domain, right? 
HS: Yes, the NASA manual is in the public domain, as it was 
a publicly funded program. We learned about the manual’s 
existence early in our careers, but it was not until our first 
book project, the 1970 NYCTA Graphics Standards Manual, 
that we considered approaching Mr. Danne and doing the 
same for NASA. The NASA manual is one of the holy grails 
of design. It almost seemed out of reach, but we worked 
up the courage to contact Mr. Danne, and he has become a 
close friend and collaborator since. 

The fantastic response received when you brought 
the project to Kickstarter made it quite clear that the 
community wanted this book to be available. What did you 
learn in the process? 
JR: We’ve learned so much from both of our campaigns, 
luckily with nothing too tragic. Crowdfunding can be 
very different depending on the product, but it’s proven 
to be a very interesting model for book publishing, and 
there are some really great aspects to the entire process. 
First, it really is an inclusive relationship that you have 
with someone buying your book. They didn’t just go to a 
store and pull something from the shelf, they were there 
when an idea existed and now they’re holding that idea 
in their hands. On our end, it cuts out most of the risk that 
a traditional publisher would never touch. If you’ve done 
your homework and set realistic budgetary goals, there is 
nothing to lose, generally speaking, if the project fails. But 
if you reach your goal, everything is accounted for and the 
guesswork is eliminated. 

What sort of interesting things did you learn when 
researching and making this project? Certain things that 
you could apply to your own jobs? 
HS: One of the most interesting things I learned from 
Richard was how the rollout was handled poorly and how 
that could have derailed the entire program. When NASA 
approved the work, instead of issuing a company-wide 
memorandum explaining the change, they simply mailed 
each center director new stationery. People don’t like 
change, and as you might imagine, this sort of change 
ruffled a few feathers. NASA realized the bungle, and 
Richard and Brice of Danne & Blackburn spend the next 
few months traveling all over the country to meet with 
center directors and explain the new system.

We still see design systems being introduced poorly today, 
like the infamous Gap logo redesign a few years ago, or the 
recent controversy over the Tokyo 2020 Olympic Games 
logo. Launching a design system today is perhaps more 
difficult with the internet and ensuing instant feedback and 
discussion, but the fundamental lesson is that you need 
buy-in from all parties in an organization, and a clear plan to 
execute. Thankfully, Mr. Danne and Mr. Blackburn convinced 
all of those directors to go with their plan, and we have the 
manual to prove it.

For ordering information, visit standardsmanual.com

above
Spread from the NASA Graphics 

Standards Manual reissue
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ET ARCADIA EGO
NEW CONTEMPORARY AT NEW MUSEUM LOS GATOS
THE GREAT PARADOX OF BEING ALIVE IS KNOWING 
that, at some point, despite good hair days and passionate 
kisses, it ultimately ends. The matter of impermanence 
has haunted the human psyche since the dawn of 
consciousness, tormenting countless artists to the brink of 
creative genius. From June 2 through October 2, 2016, New 
Museum Los Gatos presents Et Arcadia Ego, an exhibition 
exploring this conundrum and inspired by the eponymous 
seventeenth-century painting by Nicolas Poussin. The title, 
which translates to, “Even in Arcadia, there am I,” refers to 
the fleeting nature of the ideal, the specter of death in the 
utopian corners of our imagination. 

“All the work in the show contains the three main concepts 
distilled out of Poussin’s composition,” says guest curator and 
Jux contributor David Molesky, “the idealized landscape, the 
presence of outsider and liminal figures, and the contemplation 
of mortality.” The show’s selection of 18 paintings explores 
what it means to be human in the temporal world while 
standing on the precipice of the next, and showcases both 
living and historical painters from Europe and the American 
coasts, including many Juxtapoz alums such as David Ligare, 
Odd Nerdrum, Julie Heffernan, Agostino Arrivabene, Maria 

Kreyn and Sandow Birk, as well as Jason Yarmosky, Robin F. 
Williams, Brad Kunkle and others. A never-before-exhibited 
Pussin, discovered by Odd Nerdrum, crowns the exhibition.

The concept of Arcadia arose from ancient Greek poetry 
that described the beautiful lives of shepherds who roamed 
the countryside. For more than two thousand years, the 
shepherd has persisted as the icon of the Arcadian myth, 
a liminal figure existing on the outskirts of civilization and 
wild nature. Their idyllic lifestyle is the foundation for the 
archetype of utopia. It is therefore fitting that the show 
should take place in picturesque Los Gatos, California, 
described by Molesky as, “an affluent hippie enclave in the 
mountains above Silicon Valley.” This veritable mainland 
American Arcadia is also famous for being the home of 
John Steinbeck, modern torchbearer of the pastoral literary 
tradition. The exhibition promises a contemplative tour of 
the beauties and mysteries of human life. —Scout Opatut

Et Arcadia Ego will be on display at New Museum Los Gatos from 

June 2—October 2, 2016. numulosgatos.org

Robin F Williams
The Gardeners

Oil on canvas
72” x 40”

2013
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ROBERT MAPPLETHORPE
THE PERFECT MEDIUM
“A CHURCH HAS A CERTAIN MAGIC AND MYSTERY  
for a child. It still shows in how I arrange things. It’s always 
little altars.”—Robert Mapplethorpe

He was one of six children born to Joan Dorothy and Harry 
Irving Mapplethorpe in the Roman Catholic parish of Queens, 
New York City. After studying sculpture and graphic art at 
Pratt Institute, he met another middle-class kid making the 
mad dash out of suburbia named Patti Smith. The two made 
art together and shared a room at the Chelsea Hotel, as well 
as a relationship that spanned his lifetime. Perhaps inspired 
by the symbols of Catholic iconography, Mapplethorpe’s first 
pieces were assemblage and mixed-media collage. Perhaps 
inspired by nearly nude images of Christ on the cross, a 

shape he used often, the human body, especially naked, 
became his most frequent photographic subject, starting with 
a Polaroid in the early 1970s and Hasselblad medium-format 
later. Aesthetic perfection in the form of perfect composition 
is apparent in all his work, whether a belt buckle or color-
suffused spray of flowers. 
 

Curator Britt Salvesen gives us some insight into some favorites 

among the more than 300 works on view at Robert Mapplethorpe: 

The Perfect Medium, which shows jointly through July 31, 2016 at the 

J Paul Getty Museum and Los Angeles Museum of Contemporary Art, 

then travels to Montreal and Sydney.

Self-Portrait, 1980
Mapplethorpe was one of his own best subjects. Here, in 
this self-portrait, he takes on the role of a James Dean-
style rebel, with greased pompadour, leather jacket, and 
cigarette, striking a perfect balance between confident 
nonchalance and awareness of his own charisma. Fran 
Lebowitz, who knew him well at this time, recalled: “He 
looked like a kind of ruined Cupid, and he was very reliant 
on his charm. He made great use of it.”

Lucinda’s Hand, 1985
Many of Mapplethorpe’s subjects were performers 
accustomed to being in front of the camera. Working with 
them, he learned to exert control in the studio in order 
to capture his vision. The hand in this picture belongs to 
choreographer Lucinda Childs, with whom Mapplethorpe 
had made traditional portraits. Here he focused on her hand 
and chose a minimalist approach in keeping with her style 
of choreography. Dance and photography have a symbiotic 
if unequal relationship, and while a dance performance is 
inherently ephemeral, the photograph remains. 



PICTURE BOOK

26  |  JULY 2016

Brian Ridley and Lyle Heeter, 1979
Mapplethorpe discovered the leather S/M scene in the 
early 1970s, just as he took up photography in earnest. 
Therefore, S/M subjects became a key focus. He insisted 
that he was a participant in that scene, not a voyeur or a 
documentarian in the journalistic sense. His depictions of 
men in leather are staged for the camera—in this case, in 
an ostentatious and humorous manner. With their formal 
expressions, Ridley and Heeter emulate the conventional 
mannerisms of portraiture, just as their décor establishes 
a prosperous and tasteful household. Undercutting these 
expected elements, they wear leather from head to toe. 
The connecting of one man’s collar to the other’s hand 
establishes them as a homosexual couple, in a relationship 
of dominance and submission, amusing Mapplethorpe, 
who came from middle-class Queens.

Candy Darling, 1972
Transgender performer and member of Andy Warhol’s 
Factory, Candy Darling, met Mapplethorpe through 
the social scene at Max’s Kansas City, the now-
legendary meeting place of the downtown avant-garde. 
Mapplethorpe was always fascinated by people who could 
transform themselves and adopt alternative personas. 
Here he seems to catch Darling in the process of creating 
her feminine self, preparing rather than performing. 
Although he had only just taken up photography, 
Mapplethorpe quickly discovered that the Polaroid 
satisfied his desire for intimacy and instantaneity. Casual 
and yet confident, this portrait of an enigmatic muse points 
forward to the work of Nan Goldin, who would emerge in 
the later 1970s with her now-legendary slide sequence, 
The Ballad of Sexual Dependency. 
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Poppy, 1988
Although well known for his floral still lifes, Mapplethorpe 
liked flowers primarily as photographic subjects. He wanted 
these pictures to have an edge, calling them “New York 
flowers,” achieving this edginess in black-and-white by 
means of contrast and geometry. When using color, as 
he does here, the lush romanticism of the red petals is 
counterbalanced by the tortuous twist of the stems and 
the hairs that cover them, these trichomes that deliver oils 
that repel insects and disperse fragrance into the air. For 
Mapplethorpe, they are elements associated with thorns 
or poison, rendering the delicate flower into something 
potentially more menacing. Floral still life is one of the most 
conventional and decorative genres, and a Mapplethorpe 
flower is always identifiable, with no extraneous elements, 
but a controlled tension that triggers a reaction in the 
viewer’s perception.

Lisa Lyon, 1982
Mapplethorpe is primarily known as a photographer of 
men, but he had female muses as well. In the early 1980s, 
he made over 200 photographs of model and bodybuilder 
Lisa Lyon. Here she poses in workout gear, one of the 
many roles Lyon played for Mapplethorpe. As described 
by Bruce Chatwin in the publication Lady, Lisa Lyon (1983), 
she also “posed as bride, broad, doll, moll, playgirl, beach 
girl, bike-girl, gym-girl, and boy-girl; as frog-person, mud-
person, flamenco dancer, spiritist medium, archetypal 
huntress, circus artiste, snake-woman, society woman, 
young Christian, and kink.” The playfulness in pictures like 
this one suggest how Lyon and Mapplethorpe enjoyed 
their collaboration.
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STAMPS HAVE BECOME NOSTALGIC, ROMANTIC GEMS 
in the digital age, a compelling reason to begin appreciating 
them as tiny, modern masterpieces. Telltale swatches of 
color that complete any correspondence signed, sealed and 
delivered, stamp designs often have mysterious roots that 
designers Blair Thomson and Iain Follett enjoy investigating. 
They recently worked with Unit Editions to publish Graphic 
Stamps, offering a glimpse of their rare collections, curated 
with a keen focus on unexpected, exquisite modern design. 

Juxtapoz: You two don’t seem like typical stamp collectors. 
Blair Thomson: Ultimately, I’m just a collector of design, of 
a particular aesthetic, mainly from a certain period of time. 
I just love design, modernism and typography, and it just so 
happens that I’ve found an alignment of these things with 
stamps. Believe me, when we go to stamp fairs, we are most 
likely the youngest there, which is why it’s exciting that we 
may be able, in some part, to alter perceptions about the 
subject and encourage, younger, future new collectors.

How did you become stamp design experts?
Iain Follett: It's one of those things where a hobby turns into a 
bit of an obsession, and in turn, leads to a need to find out more 
about the stamps and designers behind them. The stories that 
emerge are as equally rewarding as the stamps themselves.

When did you start collecting stamps, and which have 
been the most elusive?
BT: My father introduced me to stamps at around  
age seven. Around ten years ago, out of the blue,  
I rediscovered them one fine, nostalgic day. The stamps  
I instinctively loved back then are still the ones I love now. 
Apparently, these little modernist references shaped my 
career path without me ever realizing it. Once I became 
serious about hunting down stamps and uncovering stamp 
designers, I embarked on a new collection of mint, never 
hinged specimens. I don’t really collect on the basis of 
value or scarcity. In many cases, I only know something 
exists when I actually buy it.

IF: I started as a child, but restarted about ten years ago with 
the emphasis on collecting graphic stamps based purely 
on their modernist design tendencies. There's a few that 
prove harder to get than others. Cuban stamps, for instance, 
were not for sale on eBay due to its status as an American 
company and the trade embargo. But this may be about 
to change with the work done regarding the relationship 
between the two countries under Obama's administration. 

How many countries are represented between your two 
collections? 

THE ART OF STICKING TO IT 
DESIGNERS CURATE MODERNIST POSTAGE STAMPS

above
Graphic Stamps: The Miniature 
Beauty of Postage Stamps 
cover

opposite top left spread
Costa Rica, 1970
Design unknown
Air Special Delivery, Opening 
of New UPU Headquarters

Cuba, 1970
Design by G Menéndez
Decade of Committees for the 
Defence of the Revolution

opposite top right spread
USA, 1971
Design by John Larrecq
United States Airmai

USA, 1971 
Design by Norman Ives 
Special Delivery Arrows 
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IF: In the book we cover about 74 countries, but our 
collections cover over 100.

BT: We’re always looking for new countries we’ve not seen 
anything from. Often your perception of a modern aesthetic 
in certain countries proves to be on the contrary, which is 
really rewarding.

Which stamps have the most fascinating designs?
BT: Kuwait, Iran and Iraq have some insanely beautiful 
stamps from the ’70s and ’80s. Culturally, their designs feel 
quite mysterious and exotic to me but, at the same time, are 
a joy to behold.

IF: There’s a set of GB stamps designed by Tatham Design 
which celebrate the Centenary of the Magic Circle, where 
each stamp in the set is an actual magic trick. Not only are 
they beautifully executed in terms of their design, they utilize 
print technology to the max. 

What made you decide that now would be a good time to 
publish a book of your collections?
IF + BT: You never know if it's a good time to publish a book 
on a subject like this. It's fairly niche, but the interest we 
both received on Instagram made us feel confident. When 
you focus on a subject that nobody else is looking at, and 
it strikes a chord with an audience, you know you’ve got a 
good chance. 

How did you choose the cover image for the book?
BT: The stamp featured on the cover is by Rolf P. Harder. 
We were deliberating over the cover stamp and we ended 
up deciding on this personal favourite of ours. Although it's 
a stamp about rehabilitation, it worked for us for a number 
of reasons. Its simple graphic execution and finishing 
(the hands are embossed and printed in a metallic gold) 
appealed to the designer in us, but at the same time, we all 
felt it subtly referenced our collaboration and camaraderie in 
collecting graphic stamps.

bottom left spread
Australia, 1983

Design by Garry Emery
Commonwealth Day

Australia, 2007
Design by Gary Domoney

Landmark Modernist Architecture

bottom right spread
Colombia, 1971

Designer Unknown
6th Pan American Games (Cali)

Colombia, 1972
Design by David Consuegra

350th Anniversary of  
Bucaramanga City
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Are you longtime friends, or did you meet through your 
collections?
IF: We became friends on Twitter out of mutual respect for 
each other's design agencies. We showed off our collections 
to each other when we met in person, and we've become 
good friends, attending stamp fairs together and meet-ups 
with fellow designers.

BT: There is a real sense of shared camaraderie, with a 
healthy touch of competitiveness, between us.

Do you collect only pristine stamps for your collections, 
or would you snip one off an envelope if you came across 
something special?
BT: My primary collection, the one I spend money on, is 
totally mint, never hinged specimens. We’re after purity of 
design and less about postal history in the wider context.

IF: Used stamps just ruin and hide the glorious designs. It's 
all about the design.

Do you have an affinity for other print materials?
BT: Print, in general, is an obsessive preoccupation of mine, 
both in terms of a personal affliction but also in the work I do. 
Posters, books, memorabilia, ephemera, type specimens, 
packaging, and record sleeves all play a part in my wider 
fanatical design self and what makes me the designer I am.

IF: I've always loved print. Stamps to stickers, comics to 
magazines, books to posters. You can't beat a great bit of 
print. Beautiful print made me want to be a graphic designer.

As creatives, what random things catch your eye that the 
majority of people might overlook? 
BT: I am a self-confessed brutalist. A concrete lover. Often the 
most utilitarian structures or buildings are the ones which give 
me the greatest pleasure. They’re unassuming, often hated, 
but to me, are honest and beautiful. Carparks, train stations, 
government and public buildings, industrial structures—they 

are present in every city, but often taken for granted. A friend 
of mine in London, Peter Chadwick, has a new book out about 
this type of architecture, This Brutal World.

IF: Recently, I really liked the series of prints by designer 
Daniel Reed and, more recently the manhole cover 
designs produced by Marina Willer of Pentagram, each 
highlighting, in their own unique style, brilliant patterns 
that often go unnoticed underfoot as we rush about our 
daily lives.

Is there a holy grail stamp you’ve yet to add to your 
collection?
IF: There are stamps we'd love that are expensive in 
comparison to what we usually pay. There’s a set of 
Chinese Opera Masks from 1966 which are great, and 
there’s a few early Dutch stamps designed circa 1931 by 
Piet Zwart and Gerard Kiljan that I would love. The designs 
on these stamps are so ahead of their time. I believe the 
Piet Zwart stamp featuring Queen Wilhelmina was the first 
time photography had been used on a stamp. There are 
limited records about many stamps, and the designer’s 
name is often unknown. Finding these names is the true 
holy grail in stamps for me.

Have you ever designed your own stamps?
BT: I’ve never had the opportunity to design any stamps 
professionally. This is something I would be really keen to 
pursue in the future. I would love to have at least one stamp 
to my name.

IF: I've never designed a stamp personally, but it would be 
a dream job. If any postal services are reading this, we'd be 
very keen to work on an issue.

Find Graphic Stamps at UnitEditions.com. Blair Thomson is Creative 

Director at Believe in, and Iain Follett is Design Director at Six Studio. 
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FASHION  
IN FLIGHT
SFO STRUTS ITS STUFF
“NURSE, COMPANION, TICKET PUNCHER, BAGGAGE 
master, guide, waitress and little mothers of all the world.” 
That’s how the 1937 Woman’s Home Companion described 
flight attendants of the day, although the very first were 
“cabin boys,” the teenage sons of airline investors, who 
in turn, were replaced by “sky girls” brought on board to 

soothe the jangled nerves of passengers unaccustomed 
to traveling through the clouds. From nurse inspired, to 
military styled, to mini-skirted color block, cabin crew 
uniforms have represented not only image and branding 
but the evolving roles of women. Their changing looks have 
marked milestones like airline deregulation and patterns 
of social mobility. Fittingly, Fashion in Flight opens June 11, 
2016 through the holidays at SFO’s International Terminal, 
parading over seventy airline uniform ensembles and 
accessories (yes, yellow go-go boots!) in their Main Hall 
and Aviation Library. Assistant Director of Aviation John Hill 
takes us on board.

Gwynned Vitello: No question, this is a fun and relatable 
story about fashion. How did the idea come about, and where 
did you start collecting images and pieces?
John Hill: In the early ’90s, SFO Museum began developing 
a permanent collection focused on commercial aviation. 
The airlines figure prominently, of course, and their material 
culture includes lots of textiles in the form of clothing. 
Women’s and men’s wear, flight crew, ground personnel, 
and even outdoor ramp gear are all represented. We often 
show uniforms within a larger context of airline history, but 
as we learned more about the uniforms themselves, we saw 
an interesting story emerge within the framework of the 
fashion industry and social behavior, and how so many well-
known designers have been involved with their creation 
over the years. So, concentrating on the women’s wear part 
of the collection, we decided they should be presented and 
enjoyed more objectively. The uniforms are intrinsic to their 
airline identity, of course, but airline corporate history is a 
secondary thoughtline in this exhibition. By looking through 
more of a fashion lens, we may actually gain even more 
understanding of the airline industry as a by-product, and 
reveal more of how commercial aviation is connected to so 
many other fields.

What we see in this array spanning the last eighty-five years is 
the evolution of a truly unique type of attire that exists at the 
intersection of all the complex forces surrounding the recent 
phenomenon of aerial mass transit. In the field of clothing 
psychology, airline uniforms are off the chart as to how much 
they project and how much is projected on them. They are 
packed with purpose, meaning, function, status and more. And, 
it is fun to examine how they reflect, overlay and occasionally, 
buck the trends of fashion, social politics and popular culture. 

I imagine it will be grouped chronologically. Can you give a 
brief history of the trends? The first attendants didn’t wear 
nurse uniforms, did they?
The show runs chronologically overall, but with many 
overlaps, as uniform collections often lasted much 
longer than one season, and there are some groupings 
that belong together by association rather than by time 
sequence. Also, “in-house” uniforms that were more 
anonymously designed by manufacturers of career wear 
are interspersed with those by the known fashion houses 
as influences that are evident throughout.

All images courtesy of  
the SFO Museum

below
Braniff International Airways  
by Emilio Pucci
1965
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from far left
Braniff International Airways 

by Emilio Pucci
1974

Pacifics Southwest Airlines 
by Futura Designs

1973

Pan Am 
by Don Loper

1964

from far left
Evan Picone

1971

Japan Air Lines 
by Hanae Mori

1970

Braniff 
by Halston

1977

from far left
UTA 

by House of Dior
1987

United Airlines 
by Jean Louis

1970

TWA 
by Valentino

1971
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Yes, the first flight attendants were all registered nurses, and 
their uniform alluded to that, but added certain flare, making 
them “sky nurses,” a term actually used for a brief period 
of time. From there, the styles went to more masculine and 
militaristic, tailored suit looks. After World War II, Dior’s “New 
Look” and other Parisian influences are seen, along with the 
entry of Hollywood costumers; but the corseted hourglass 
silhouette soon gave way to semi-fitted suits with higher 
waisted jackets to give more mobility for the increased 
demands of the job. This carried over into the Jet Age that 
literally blasted off in the early ’60s, and by the middle of 
the decade, the uniforms followed passenger numbers into 
the stratosphere. The space program, emulated by Pierre 
Cardin, Emilio Pucci and others, pushed it over the top with 
interstellar and kaleidoscopic colors. California carriers 
mixed outer space and psychedelic flower power in the 
early 1970s. The drip-dry double knit leisure suit era with 
mix-and-match collections brought variety and choices, and 
the pantsuit made the scene. Casual elegance and resort 
wear influences were seen, and scarves became a frequent 
accessory. Many airlines returned to traditional three-piece 
suits as the nostalgia movement took hold at the end of the 
1970s and into the ’80s. This created a divergence where 
the conservative, corporate, navy blue look chosen by many 
carriers provides greater contrast for those airlines that 
continue pursuing some of the more expressive and higher 
fashion directions often seen today.

Describe more about when women got to “wear the 
pants,” and do you know if that was welcomed by 
passengers?
Pucci’s uniforms in the ’60s had pants elements, and André 
Courrèges’ 1973 UTA uniforms included bell bottoms, but 
the look went more mainstream by 1974 with mix and match 
collections by designers like Stan Herman and Edith Head at 
TWA, Pan Am and United. These included a choice of skirts 
and pants, which were phased in, so it was gradual, even if 
there was a passenger reaction, if any. 

Was there a kind of hierarchy among the carriers, 
differences between first class and economy, between 
regional and international?
There were many distinctions made by airlines in a strategic 
effort to create an identity and position themselves in 
certain sectors of the market as first, business, and economy 
classes became a distinct business model, and uniforms 
were used to project such marketing campaigns. Certain 
combinations of the mix and match uniforms could be 
designated for different cabins, particularly for the lounges 
where a maxi-skirt could have an almost evening wear look. 
In general, to project a cosmopolitan look, international 
carriers tended to engage couture fashion houses more 
so than domestic and regional. Revenue trends could also 
dictate such decisions.

Which are your favorites, and do they remind you of a 
particular mood or moment?
There are too many to pick from. The Pucci designs for 

Braniff are pure theater, and I admire their singular command 
of attention in an industry clamoring for attention. Both Marc 
Bohan for Dior and Balenciaga Air France are very beautiful, 
and the classic Pan Am Don Loper originals trigger personal 
memories and associations with that airline and travels of my 
youth. Somehow I find them all great.

People still tend to react with a little measure of awe and 
friendly recognition when they see a pilot or flight attendant 
in uniform. Why do you think that still causes heads to turn?
Seeing a stylishly dressed airline crew march purposefully 
across the terminal still triggers excitement for the promise 
of air travel on a personal level, and a vicarious twinge for 
the globetrotting lifestyle of the flight attendant seems 
to persist. Deep down we all crave mobility—speed and 
motion—and flying is the ultimate form. Flight attendants are 
the emissaries of that collective experience and we expect 
them to dress accordingly.

SFO’s Fashion in Flight is on view June 11, 2016 through January 

8, 2017, in the Main Hall & Aviation Museum and Library in SFO’s 

International Terminal.

flysfo.com/museum

above
Hughes Airwest air 

hostess boots  
by Mario Zamparelli

1972
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IN “AN ATTEMPT TO ELICIT THIS PURE, EMBRYONIC STATE 
of mind for ourselves and our audience,” this spring, Victoria 
Legrand and Alex Scally of Beach House held fourteen 
small “installation” shows interspersed throughout their 
North American tours. Held in art galleries, community 
centers, and other unique creative spaces, the experimental 
performances were conceived as a way, while on tour, to 
deepen and maintain the spirit of creativity that inspired 
the music. The day after returning home from their tour 
in support of two 2015 releases, Depression Cherry and 
Thank Your Lucky Stars, and after a large cup of coffee, Alex 
Scally explains how the idea originated, and reflects on the 
different ways in which both the band and the audience 
experienced more than music.

Alex Nicholson: The show we saw in San Francisco was 
an intimate, church-like experience, especially with those 

BEACH HOUSE
ONCE AGAIN THE BEDROOM BAND

glowing lights. How did the shows evolve and differ from 
space to space?
Alex Scally: A big part of the show was adapting it to the 
space every day and trying to figure out how to use the 
space. That was kind of a strange space because all of the 
energy was pointing forward. We just gave in to that, that 
it felt like a stage, but it was probably the most physically 
comfortable place we played. It was carpeted, and there was 
a lounge-y aspect to it.

How long did you have in each space to figure out how it 
was going to work?
Just the regular daily allowance, 10 or 11 in the morning until 
the show begins. It was a little insane.
 
This must have been something you guys wanted to do for 
a while. How did the concept develop? 
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Years ago, we had been collecting those lights, which were 
made in Taiwan in the ’80s. They're these trinket lights, like 
something that would be in your grandma's house or at a 
shop in Chinatown. We'd always find them at thrift stores, 
flea markets, and had maybe six of them. We had them all 
set up in the dark at one point, and it just felt so good. It 
was probably two or three years ago when we decided to 
collect as many as we could and set them all up. We actually 
wanted to have many, many more, but that was as much as 
we could get in the two-year span that we were planning it, 
buying every single one that we could find on the internet.
 
I'm actually pretty excited about the way it's all turned out! 
The whole concept that started evolving was to put out two 
records and have two shows, and keep introducing songs 
as we tour. That way touring wouldn’t feel like a job, it 
wouldn’t feel like we're just doing it, not really into it. Since 
the albums came out last August, we’ve played just over 
100 shows. We're touring just as much as we have in the 
past, but it really doesn't feel like we've had the malaise 
that we normally get. And even when we play the same 

songs as a bigger show, the whole nature of the songs 
changes a ton when we sit down and play in a small space. 
I think we always knew we wanted to do more shows as 
just the two of us.
 
Facing inevitable changes in the music industry, there has 
been a lot of experimentation in how albums are released 
and music is promoted. Is that reflected in the concept for 
these shows?
It's more like we're setting it up so that certain things stay in 
the forefront, not like the commercial push that is involved 
in music. I feel like we've kept that at bay, and kept it away 
from us. We've separated the two worlds, the creative and 
commercial, which is what we’ve always wanted to do.
 
Do you feel like you have to find a middle ground between 
those two worlds? 
I don't know if it's that black and white. You're creative, and 
that's a beautiful feeling, but you have to make your talents 
and your creativity available to businesses. That can work 
out in a really harmonious way, but it can also turn bad for 

All photography by  
Shawn Brackbill

Icebox Project Space
Crane Arts Philadelphia

2016



INFLUENCES

44  |  JULY 2016

some people in certain ways. We’ve felt that in the past, 
and it makes you not want to create. Just learning, getting 
more mature, getting older—it's learning ways to keep any of 
those energy fields at a distance or away from us.
 
And this project is a way to keep the creative spirit alive 
while you're on tour.
Yeah, for sure. It was definitely a lot of fun to design 
and install. It was a lot of work and it was really, really 
exhausting, but definitely kept it from feeling like work.

Did you work with any other artists on the performances, 
or was it mainly just the two of you?
Well, we have our crew. It was definitely us directing all 
the artistic decisions, but we have our lighting designer 
who sits and helps us program and runs the show, as 
well as our production manager. Everybody on the team 
helped and played a role, and is involved in our show. You 
always want to have a collaborative group effort.
 
What are your inspirations when deciding what to do for 
album art or music videos and the artists you choose to 
work with?
We actually haven't done a music video on either of these 
records, and part of that is because we've had such weird 
luck in the past, and have such specific vibes for each. But 
all that stuff generally just comes out of our minds. We get 
ideas for things and just try to go for them, and do what feels 
natural. We’re pretty self-driven. It always comes from us.
 
It felt like a much more personal experience with the music 
than what is usually encountered at a concert. You two 
projected enough presence to make it feel live, but subtly 
encouraged the audience to focus on the installation and 
music. Was that the intention?
We're trying to feel like we're alone, and not in front of an 
audience, because we want to get that feeling of not just 
performing but of going into a creative, spiritual place. 
More than anything, we're just hoping that the people 
forget where they are, and we forget where they are, and 
everybody just looks at images and feels sound, and maybe 
feels the intensity of the space and the air. We're trying 
to not have it be a show, hoping that it's almost as if we're 
in there and we are lit to some degree; we're trying to get 
people to look at the screen before they look at us.
 
Much like listening to an album alone, where your 
emotions find their own meaning in the lyrics and sounds, 
the performance left you engrossed in the visuals and 
music, even in the presence of other people. There were 
no distractions. 
I think it worked to differing degrees. We played fourteen of 
those shows, and each one was really, really different. I think 
a lot of it had to do with the angles, the feeling of the space, 
the size, the dimensions. They all had different aspects to 
them that worked. For example, in Portland, it was really, 
really tight and it got really, really hot. A few people that I 
talked to told me there was almost a meditative, Buddhist 

aspect to the show. You wanted to move, wanted to get up; 
all these things, but felt like you couldn't. When they got past 
that, it was a wonderful feeling.
 
Pushing through the pain to the other side.
Yeah, and just by pushing through, it got to some other crazy 
place. I’m not saying I want somebody to pay to come suffer, 
that's not what we want out of a show. But there is an aspect 
to making work that is like that. I think a lot of people know 
that feeling of being exhausted but then you push through and 
it ends up being extremely exhilarating. Concentration also 
feels like that. You always hit a wall at first, and you have to go 
through it. Not unlike our attention spans these days. You just 
have to stay where you are and see where it gets you. 

There's a lot of different ways that the show could have 
gone, and we've designed it that way, and we definitely 
aren't amazing concept artists or anything. We’ve had a 
lot of ideas we’ve tried to implement, and they worked to 
differing degrees in different places. We got better, we 
learned how to design spaces better every single night, and 
run the show better, and play it better, but by no means was 
it perfect. It developed, and we were learning constantly. 
I hope the audiences enjoyed it, but it definitely was an 
evolving concept.

Which is what you were looking for in not having it feel like 
a tour. 
Yeah, totally. It worked, and you know, it was interesting.

Beach House will be touring throughout Europe and the US this 

summer. beachhousebaltimore.com
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All images courtesy of 
Kravets Wehby Gallery

opposite
Who

Unique ultrachrome 
pigmented print, acrylic and 

spray paint on canvas
112” x 96”

2015

IRE AND ENERGY RADITATE IN NINA 
Chanel Abney’s spellbinding work, 
which is timely, but not transient. She 
creates catalysts for substantive, political 
dialogue firmly rooted in humor, abstract 
ideas, and the raw experience of life—
essentially, all the elements of staying 
power. Carefully crafted visual mash-ups 

demand your gaze as veiled symbols reveal themselves 
slowly. If you feel uncomfortable, it says more about you 
than the art. These paintings don’t tell you what they’re 
about. They throw that question right back at you. What 
are you about? 

Kanye should’ve put Nina Chanel Abney’s work on a 
cover, but we beat him to it. She suggested him as an ideal 
collaborator for her next museum show, and he should not 
sleep on that invitation. In the meantime, Nina let me throw 
some questions her way as I tried to avoid being blinded by 
the ultralight beams of her rising stardom. Get to know Nina 
Chanel Abney and get your life. 

Kristin Farr: Let’s talk about information overload and how 
you distill it through your work, if that’s fair to say. What 
are the positive outcomes of visual saturation? 
Nina Chanel Abney: That is accurate, though, at times, I feel 
like I am regurgitating the information I take in directly onto 
the canvas and distilling it when I evaluate the end result. 
One of the positive outcomes of information overload is 
that I have endless resources to pull inspiration from. I have 
also broadened the connections I am able to make between 
seemingly disparate things and subjects. 

Are you using light-hearted aesthetics to draw the 
audience into a more serious dialogue? 
Mostly, but because of the way I paint figures and use 
bright colors, I think the work is inherently going to be more 
light-hearted. However, in my last solo exhibition, Always 
a Winner, the subject matter was so dominant, I thought it 
would be more effective to be less light-hearted. I did not, by 
any means, want to make that show nice or palatable. It was 
purposely intrusive. In the past, my work has been described 
as easy to swallow, hard to digest. 

I’ve heard that description and it makes perfect sense. 
How long have cops been a subject, and did you intend 
for your paintings to contribute to the Black Lives Matter 
movement? 
I think I had done one or two paintings where cops were 
a subject prior to Always a Winner. When thinking up a 

body of work, I pull from current events, and unfortunately, 
though police brutality has been going on as long as 
there have been cops, it was at the forefront of most news 
stories when I was creating work for my show. I didn’t 
specifically intend on becoming a part of the Black Lives 
Matter conversation. A symptom of this age of information 
overload is that things are quickly and conveniently 
forgotten. So I intended on returning back to creating 
more political work, and using the platform that I have to 
continue the discussion about police brutality. I am not 
working with police figures at the moment, but elements 
from Always a Winner have found themselves in the work 
I have made since that solo exhibition. I utilize certain 
elements from previous works until they organically 
exhaust themselves.

What's been your most controversial painting?
I would probably say Why or What from Always a Winner. 
There were so many conflicting opinions of that show 
in general. There were people who definitely enjoyed 
that body of work and praised me for touching on police 
brutality. There were others who accused me of reverse 
racism (insert eyeroll emoji). There were people who felt that 
I was only using police brutality in my work as a way to get 
publicity. I typically try not to look at the comment sections 
of my reviews, but for this body of work, I anticipated a 
broad range of responses and was excited that I was able to 
create a body of work that got people talking.

Does each painting have a narrative, or are they more like 
abstractions of an overall conversation?
A lot of my earlier work had a specific message, but now my 
paintings are definitely like abstractions of a conversation 
I want to have. I’ve become more interested in mixing 
disjointed narratives and abstraction, and finding interesting 
ways to obscure any possible story that can be assumed 
when viewing my work. I want the work to provoke people to 
formulate their own ideas surrounding the different subjects 
in my work.

Are there archetypes that recur most often?
Yes, there are many, especially since I have been creating 
my own stencils. Over the last few years, I have been 
fascinated by emojis and the idea that one symbol can take 
on so many different meanings. I am very intrigued by how 
emojis and gifs are appropriated. As a result, I’ve begun 
making different symbols, as well as using different images 
repeatedly, in an attempt to create my own language, and 
also so the viewer can create their own meaning for the 
symbols if they choose to. 

F
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What are your most frequently used emojis? Which is the 
best emoji, in your opinion?
My most frequently used emojis would be the nailpolish-
painting emoji and the hand-on-chin pondering emoji. I would 
say the nailpolish-painting emoji is the best one. Amongst my 
crew, it’s the “I told you so” emoji. It’s basically a side-eye.

Are the symbols, text and numbers in your work more 
about composition or content?
It’s a combination of both. Some are directly related to the 
content, while others are for composition and spontaneity. 
I do, however, try to pick elements that have multiple 
meanings.

I see the word “No” show up a lot. 
Words like “No,” “Stop,” “Yes,” and “Go” make people pay 
attention, sometimes stopping them in their tracks. I create 
very busy paintings, so sometimes I feel it’s necessary to 

use these words to create small moments of pause, or to 
attempt to bring your attention to something specific. 

Are there artists you admire who make you want to 
challenge yourself more? 
Picasso, Léger, Stuart Davis, Matisse, Romare Bearden, 
Jacob Lawrence, and Peter Saul all inspire me to create as 
much work as I can and work harder in the studio. I am also 
motivated by any artist who works diligently. I love visiting 
other artists. I am inspired every time. 

Are Matisse’s paper cuts an influence? What do you like 
most about his work?
Definitely. I like his use of color and ability to simplify everyday 
objects in a way in which they are still widely identifiable. 

Which era of art do you find most attractive?
Cubism and Pop Art.
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Whose studio did you visit most recently? 
It’s been a while, but I went to Austin Lee’s studio last. It 
was very cool. Paint and paintings everywhere. He had 
some paintings that he didn’t like but began to rework. He 
did a portrait of me. His process seems very loose, and I 
can tell that he enjoys his time in the studio. He has fun, 
he tries new things, and that’s a swagger I can relate to. 
It leaves me excited to return to my studio, have a little 
more fun, and be more experimental and less afraid to 
make mistakes.

Do your paintings tell you what to do? 
Absolutely. A great example of this is that it would be 
extremely difficult, nearly impossible, for me to recreate 
my earlier work. My process is completely intuitive and I 
definitely just go with what my hand naturally does, and I do 
think the paintings guide me. 

What do you like about working with layers, and how do 
they help you communicate? Do you always feel like you 
know what you want to say?
I have expanded my artistic practice to mix, combine, and 
mash up narratives and ideas. Working with layers helps 
me to facilitate this concept of the mash-up as a framework 
to pull inspiration from current events and contemporary 
culture to create visibly chaotic paintings that unite 
contrasting ideas. 

Before I create a painting, I usually have a very general idea 
of what I want to discuss within the work, but because I 
work intuitively, the ideas are simultaneously changing and 
evolving until the painting is complete. 

What's been one of your favorite reactions to your work? 
During my first solo exhibition, I had a woman walk into the 
gallery, look at the paintings with a repulsed expression, 
walk out, and come back into the gallery five minutes later to 
look at the paintings again.

Let’s do a free write, a laundry list of random things you’ve 
thought about today.
Newburgh, New York, meal prepping, the rapper 
Newsense of Psychodrama, raspberry lime seltzer, MTV 
Cribs, presidential primaries, Diego Rivera, Lemonade, 
Soulland, Misaki Kawai collaboration with Tiger stores, 
artist live/work loft, Breaking Bad, Butsudans, How To Tell 
You’re a Douchebag by Tahir Jetter, Rick Ross’s Snapchat, 
TMZ, snowboarding, Rob Kardashian working out on the 
Stairmaster, Veja sneakers, gardening, Amorino Gelato.

I read that you watch Bravo. Is this true? 
This is very true. I am addicted to most shows on Bravo 
and VH1, and I am completely hooked on How to Get 
Away With Murder.

Do you have TV on while you paint?
Yes, I either watch TV, listen to music, podcasts, or watch 
documentaries on Netflix. Sometimes it just serves as 
background noise. Other times, I put things on in the studio 
that are relevant to whatever I’m working on. 

If you could have anyone play at your next big museum 
opening, who would it be?
Kanye West, and we would collaborate to create a stage 
design for his performance.

What else would be going on? What would your work be 
like? What kind of snacks would you have? Do you have a 
vision of the Kanye stage? 
Not sure what the work would look like, but every painting 
would be huge. Maybe there would even be some sculpture. 
Snacks would be all of my favorites from Chicago (Aurelio’s 
Pizza, Harold’s Chicken, Garret’s Popcorn), plus sorbet and 
gummy worms. 

For the stage, maybe for each song, the stage and dancers 
would reflect a painting in the show. So, basically, my paintings 
come to life paired with a Kanye song of a similar motif. 

Sounds amazing. Have you painted many murals before? 
How does that public art experience compare to painting 
in the studio?
I’ve done three large, temporary installations which were 
basically collaged vinyl or wheatpaste. And I have only painted 
one mural, but I will paint two large murals soon. One for 
Coney Island Art Walls and the other for the Gateway Project 
For Empty Space in Newark. When I do murals and public 
installations, it is a lot more stressful because I am typically 
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on a tighter deadline, but the end result is more gratifying 
because they are exposed to a larger and broader audience. At 
one point, I considered doing graffiti under an alias. It still is a 
possibility. Fortunately, I have been getting more opportunities 
to do murals and public projects that are legal. Ha!  

What would your graffiti name be? 
I can’t tell you that!

I figured, but it was worth a shot. Have you always been a 
painter? Tell me more about your road to becoming a full-
time artist. 
I have always painted, and wanted to become a famous painter, 
but I never knew about the art world until I moved to New York. 
When I was an undergraduate at Augustana College, I double-
majored in computer science and studio art. I planned to be 
a computer programmer, but I eventually realized that I was 
not interested in programming at all. So then I thought I would 
combine computer science with art and be a graphic designer. 
After I graduated from college, I applied to a few schools for 
graphic design and got rejected from them all. 

I wound up working on the assembly line at Ford Motor 
Company in Chicago. One day, when I was at the plant, 
my supervisor crossed the line; literally, there was a sign 
that said, “Don’t cross this line.” Her leg was crushed by 
a car and all these people had to lift the vehicle off of her. 
At that moment, I was like, “fuck this,” so I hustled to apply 
for graduate school to get my MFA. I got rejected by every 
school except two, and I chose Parsons. I moved to New 
York and I paid attention to how people were noticed, how 
it worked if an artist wanted to make a living from her work. 
Subconsciously, I knew that my thesis show was going to be 
all or nothing, because I didn’t have a real back-up plan. 

At my thesis show, my current gallery asked to do a studio 
visit with me and we have been working together ever 
since. I’ve been a full-time artist since the beginning of my 
professional career, luckily for me, because I couldn’t see 
myself navigating the workforce, being told what to do, how 
to dress, etc. I think that still drives a part of me now. My 
drive then and now are equally met, but the difference now 
is that I have competing motivations, and I’m growing not 
only as an artist but as a human being.

Do you get uncomfortable if you don’t paint for a while, or 
are breaks important for your process? 
After every solo exhibition or big project, if my schedule 
permits, I usually take about a month off. Any longer than 
that and I usually start to get antsy and anxious about what 
I’ll work on next, and I have to get back in the studio. I think I 
am like a lot of millennials. We really do enjoy chillin’ with our 
friends and doing a lot of stuff on social media, but then the 
existentialist always emerges and asks the question, “What 
am I doing with my life?”

Does it feel like your work has been blowing up in the last 
few years, or has it been a steady climb? 
I would say I was blowing up if I dropped a sex tape  
and a mixtape, but I doubt the former is reasonable.  
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A mixtape is a possibility, though! Seriously, I think it has 
been a slow and steady climb, but I’ve gotten much more 
exposure and attention in the last year. That is something 
I can appreciate.

Do you always like your newest work most? 
Typically, yes, because it’s most indicative of where I am 
currently at in my life. And the newest work is usually more 
confident than the last work. I usually have resolved an issue 
from the previous body of work, so the newest has evolved 
in some way. However, overall, I am never completely 
satisfied with any painting because I always find something 
that I could’ve done differently or better. 

What kind of reaction do you most want your work to elicit? 
I think it’s cool that my work is in a position to be responded 
to. It could be just sitting in my house or in a basement. Any 

reaction works for me, because it means that, at the very 
least, my work has had some type of affect on someone. I 
am able to take something away from all responses, good 
or bad. Any response is much better than someone just 
walking right by your work with no response at all. The 
reactions that move me the most are from young artists who 
are inspired by it or inspired to pursue art seriously.

Nina Chanel Abney’s new webstore with limited edition products 

opens in June, 2016. 

ninachanel.com
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ALLAS-BASED GABRIEL DAWE 
does not settle for doing things 
the easy way. His ambitious, 
site-specific Plexus installations 
elevate multiple mediums, 
primarily fiber and sculpture, into 
very lofty territory, often literally. 
The labor alone is formidable, 
demanding patience and precision 

in transforming raw material into sculpture, all the while 
adhering to the structure and contours a space demands. 
Inspired by a fundamental appreciation for the emotional, 
profound proclivities of light, these works examine the 
infinitely complex relationship an individual can experience 
with an element’s natural properties. 

Having a prior background in both fashion and 3D 
constructions, aspects of both have evolved into the 
stunning, off loom, enigmatic forms we see today. This is the 
kind of work that widens the scope of manipulating light, 
color, gradient, mass, transparency and gravity, and when 
viewed in person, channels a deep, contemplative splendor, 
infused with harmony. Despite their delicate appearance, 
they are still works of great strength and structure, pressing 
the material to explore volume, weight, balance, shape and 
material, the very core of sculpture.

Gabe Scott: What drew you to fiber and textiles as a 
preferred medium? The way you approach a simple medium 
from a mathematical standpoint is very compelling. 
Gabriel Dawe: It started as a form of rebellion against 
certain aspects of my upbringing. Now I really see the 
blessing, but when I was a kid growing up in Mexico 
City, it was very frustrating to not be allowed to sew by 
my grandmother because I was a boy. My parents were 
actually fairly liberal and non-traditional. My mother was 
the first and only woman in her family who had a job 
outside the home, and because of that, my sister and I 
spent a lot of time in the care of our maternal grandmother. 

For all the progressive education my parents gave us, 
we got bucketloads of traditional views shoved down our 
throats by my mom’s family. Looking back, it really seems 
screwed up, because we were constantly being tugged in 
opposite directions, which can be very confusing to a child. 
When I was living in Montreal in my late twenties, I recalled 
that frustration and decided to teach myself to embroider. It 
became an exercise in reversing many years of machismo 
indoctrination, which had never fully taken hold, but kept 
lingering in certain beliefs as well as personal fears. 

In order to achieve the 3D Plexus installations, I imagine 
a significant amount of calculation is required. I know you 
have a background in graphic design, as well as arts and 
technology. How complicated is it to compose your site-
specific pieces, particularly when you are working with a 
variety of architectural styles?
Well, here’s a disclaimer regarding my MFA in Arts and 
Technology: I mostly skipped the technology bits, so 
don’t be fooled by my technological prowess. Planning 
an installation in my mind, it’s really not that complicated. 
I’m only using basic geometrical principles coupled with 
simple math. 

The most complex math formula I use is Pythagorean 
Theorem (a^2 + b^2 = c^2), but otherwise it’s all easy stuff. 
I don’t use 3D rendering software and the work is not 
computer-generated either. At the beginning, it was just 
a big experiment that started to give interesting results. 
The first year, there was a very steep learning curve. 
Each new space gave me an opportunity to see what I 
could accomplish. Some spaces are easier to approach 
than others. I could go into one and have an immediate 
response that would translate into a clear idea right off 
the bat. And then there are spaces that require more 
pondering and musing. Also, the challenge is to find new 
ways to use what I know about the installations to achieve 
new forms or tackle new configurations. I’ll concede that 
it’s not always easy. I’ve come up with ideas that make 
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sense in my mind, but, on further inspection, I find myself 
with what I call a logistical impossibility. This means 
that because of the installation process, it becomes 
impossible to recreate, but I’m almost certain that there is 
a way waiting to be figured out. So it’s sometimes about 
solving a puzzle. There are always new things that I’m 
learning about the installations and that’s what keeps it 
interesting to me. 

Do you also have a strong interest in structural design? 
No. I’ve always loved geometry, but for me, it’s all about 
the visual experimentation. I don’t really know much about 
formulas. I recently asked a mathematician friend if there 
was any link to any mathematical principles and he pointed 
me towards quadratic surfaces. If you do a Google search, 

you’ll see the resemblance to my work, but all the formulas 
they’re related to are a bit (or rather, completely) beyond 
my understanding.

One of the things that drew me strongly to your work 
was beyond the physical achievements, which I do find 
astounding. It was the stories you have told about your 
love of the sky and clouds, as inspired by your parents. 
I share my mother's passionate adoration for the sky 
as you do, and my stepfather is a painter who has an 
extraordinary gift for translating the emotive qualities the 
sky, clouds and colors can radiate together. You have also 
mentioned that your true appreciation for the gradation 
and light came to you in Dallas. I had a series of similar 
revelations when I moved to Denver, so reading your 
statement struck many unexpected chords with me. Was 
there one specific celestial epiphany that happened in 
Texas? Can you convey feelings about your connection to 
that area?
It was definitely a series of them, and I think it even started 
before moving to Texas. I particularly remember one 
evening in Montreal, when I was with a friend on a terrace 
right after sunset, and pointed out the intense blue color 
of the sky. I remarked how much I loved that intensity, and 
I believe that was the first time I had ever put it into words, 
which I think is how it started to become a conscious thing. 
Shortly after moving to Texas, I had to spend over an hour 
commuting by train to go to grad school, and spent endless 
moments just gazing out the window at the sky. Everything 
being so vast in Texas, and the train being elevated part 
of the way, I started appreciating dramatic effects that I’ve 
never really seen anywhere else; not because they don’t 
happen in other places, but there are no tall buildings 
obstructing your view. 

The first time I saw your work in person was at Zadok 
Gallery in Miami. If I recall correctly, part of the exhibition 
featured your computations and tactical approach, 
followed by the installation itself, and then a series of 
plexiglass boxes packed with fibers, presumably left 
behind from previous deinstallations. It felt like a metaphor 
for the cycle of life itself. The notes on paper exist as 
conception, the sculpture is meticulously constructed, 
shaped and formed and is on display for a moment in 
time, and then finally memorialized in those plexi boxes. Is 
there any truth to that? Are those all common presentation 
methods for you?
That is a very accurate interpretation. There’s definitely a 
reference to the life and death dichotomy. In fact, I call the 
threads that comes down from an installation Relics, which 
is a concept borrowed from Catholic lore. When the first 
installations started to come down, I was enthralled with 
the lumps of thread I ended up with. It really compelled 
me to do something else with them. It’s really, as you 
allude to in the question, an exercise in opposites. The 
grand and ethereal quality of the installations transforms 
into something small and dense. The installations are 
about the geometry formed by straight lines, whereas the 
Relics become very organic. I would put the remains in the 
plexiglass cubes, or even frames, at first. 
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Recently, I’ve been playing with the bundles themselves, 
holding them together with cable ties, knots, brackets, and 
other means that help to leave room for intimacy between 
the object and the viewer. I showed some of these at a show 
last year titled Requiem for a Fallen Structure, paired with 
drawings of what the installations used to be. They also relate 
to how certain structures in society fall down or get discarded 
and then tossed out. Every day we have this “dance” with 
social norms and structures, which dictate how we are to 
behave at any given moment. Similarly, when you’re close 
to one of the installations, you have to have a similar dance, 
where you’re not quite sure where the installation actually is—
because they play with your depth perception—resulting in a 
symbolic representation of how we interact with those social 
norms. When the installations are taken down, the tension 
that held them in place is lost and a new and opposite tension 
holds the old structures tight in a bundle, as if trying to keep 
it in check.

How many people do you have to help you install?
It varies from installation to installation. In the beginning, 
it was me and myself. Now, it goes faster when I work with 
someone else; for the most part it’s just one other person. 
There are instances when we are working with a lot of 

height, so there may be another one or two people. The one 
I did for BYU was like 30 feet high. I was on the floor and 
there was a middle person. I would hand the extension pole 
to the middle person, who would extend the thread to the 
third, and she would grab the thread, hook it, and then the 
middle person would hand the pole back to me. I’ve only 
had to do that twice. 

Was the BYU one particularly challenging? 
Yes, because of the size. It’s one of the biggest pieces I’ve 
done.

What new challenges or uncharted territory were you 
faced with in designing the Newark Museum exhibit?
The Newark show was logistically challenging because 
I did two ambitious installations for the first time. I spent 
four weeks with my assistant installing, and that was 
a first. We also showed older work for the first time in 
a museum setting, early embroidery works, and a few 
pieces from the Pain series. They also have a courtyard 
that has arches all around, and on one side, those arches 
are walled in, so they became these grand niches. We 
are now doing some sort of wallpaper based on my Game 
Theory drawings, and that’s exciting because it’s taking 
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those drawings to a pretty massive scale, 10-feet-wide by 
15-feet-high. In order to tackle the scale—those drawings 
are usually not more than 32” x 32”—I had to change my 
handmade and laborious process a bit in order to cover 
that surface. 

Each of the two installations in that show had something 
that I’ve been wanting to explore for some time. For the 
first, Plexus no. 30, I took something that has been in my 
mind since I did Plexus no. 4. That installation from 2010 was 
composed of two structures you could walk in between. 
In Plexus no. 30, I joined the two structures, so it is one 
structure completed, but conceptually it’s two in one; you 
could no longer walk through, but you could walk all around. 
The second installation, Plexus no. 31, was in a room painted 
black, which is something I had been waiting to try. The shape 
itself is also something new that started with what I did in 
Vancouver, four structures joined at the edges. It’s a new 
tangent I’m taking with the work. It goes above you, but it’s all 
the way to the floor on the edges. 

The Vancouver project looked pretty tricky too, starting 
with the placement within the building.
It was ok—we were both on lifts—I’ve only done that once 
before. It was complicated, more than anything, because it 
was an active construction site; it was so chaotic. We were 
in a little bubble in the middle of the space. It was very noisy, 
which makes it hard and challenging to focus.

Is there a particular dichotomy that you examine in the 
relationship and interaction of those two installations, the 
two pieces that are sort of conjoined? Or is it more just an 
experiment in form itself?
I think it’s more of an experiment in form, but I see what 
you’re saying, because I knew I was doing two. I wanted to 
make different things, not two things that were too similar 
to each other. Now that you mention it, though, there is that 
dichotomy. One you can really only see from the outside, 
whereas the other one, you can sort of get into it.

So, with Plexus no. 31 in particular, and with the way you’ve 
hinged the two pieces together, generating an ability to view 
from within, does that serve as an exploration of shelter, to 
keep in line with an ongoing theme?
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The concept of shelter is definitely still there, though it’s 
not something I consciously think about a lot. It was kind 
of the starting point for the installations, and every time I 
see people interact with them, and say things like, “It’s so 
relaxing. I just want to sit and sleep here,” it makes me think 
of that. So the theme of shelter is still there, but it’s not 
necessarily an evolution in the thinking process. It remains 
an inherent quality of the work.

Earlier, you referenced an occasion on a terrace in 
Montreal that you found particularly striking because of 
the intensity of the light. Is there often a transcendent 
moment or an epiphany that serves as an inspiration for 
each piece specifically?
Sometimes, when I am choosing the colors, that definitely 
plays in a lot, but more than specific moments of 
transcendence inspiring an installation, it’s the idea of being 
able to offer a moment of transcendence to people who see 
the installations. Up until now, the color choice has been 

rooted in the spectrum, sometimes as a whole, though I 
might cut it in half or by a quarter. The reason for using it is to 
make a reference to light, not only physical light, but also the 
philosophical idea of light. I’ve been able to play with that, but 
more and more, I’ve been wanting to try new things in terms 
of how color affects life and nature. When I’m at a lake or at 
the sea at sunrise or sunset, there are all of these reflections 
of light that are always different, and I’m trying to find a way to 
implement that in the work. So far, it’s happened in proposals 
but hasn’t yet materialized in the work. I think that’s one of 
the next steps in the installations. I did do one that wasn’t 
based on the spectrum, Plexus C1, which was my first private 
commission, and based on the colors of the sunset. Another 
thing I also want to explore is disrupting the full spectrum; I 
think there’s infinite possibility there. 

In terms of disruption, the range of colors you choose to 
work with, especially with Plexus no. 31, where it’s only a 
fraction of the spectrum, the cooler section, do you have 
your own personal scale, chart for translation or some sort 
of calibrated system that can relate ambient hue to various 
emotions or sentiment? How do you manipulate form and 
color in order to elicit emotion?
It’s never been conscious—like I would choose cooler colors 
of the spectrum because I want it to feel cooler. It’s always 
been more about the formalistic investigation of color; I think 
the emotions are going to be a given. In a sense, it’s just 
going to evoke what it’s going to evoke. I have no specific 
intentions in terms of what emotions I want to bring up from 
an audience. I think the work does a pretty good job in doing 
that on its own without me.

So there wasn’t a specific reason you chose to work with 
the cooler part of the spectrum for no. 31?
Just because I’d never done it really, or at least never 
restricted it in that way. It was just an opportunity to 
explore that again. The piece I recently did in Vancouver 
is very related to this piece with similar colors, but more. 
This is a piece that is very limited in terms of color, and one 
thing really being explored was the aspect of the black 
room. When I went to do the site visit, the ceiling and half 
the walls were painted black, and it was going to be really 
difficult to paint everything white. So we just decided to 
paint the walls black. 

In relation to your medium, what do you think are most 
crucial aspects in terms of the potential and execution of 
three-dimensional abstraction?
To me, it’s almost like alchemy; it becomes magical. The 
thread is so thin that when you stretch it over spans of 
space, it just kind of disappears and leaves the color behind. 
So, it plays with your perception and your mind. It makes it 
magical to see in person and conveys  things that can never 
be captured with a camera. If you’ve only seen my work 
through photographs, it might make great photographs, but 
it can never give you the same experience. 

gabrieldawe.com
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ANNY HAS THESE STORIES FROM 
growing up in the desert. Mostly stories 
about getting fucked up, but some 
other ones, too. Like leaving jugs of 
water out for kids crossing the border. 
Or riding bikes around Slab City, long 
before people were driving through on 
their way to or from Coachella. He has 

stories about his brother going to jail when he was young. 
Stories about his dad coming home from the factory to drink a 
twelver in the garage or stories about his mom and her adage 
“Trust no one, mijo.” There are stories about the bands he 
played in, skateboards and BMX bikes. Stories about going 
to Mexicali and more drinking, and more drugs. And so many 
about the best dog ever, Pooper (RIP). 

But no matter what it’s about, Danny always relates the story 
a certain way. His head tilting to the side, he gets this little 
sparkle in his eye, the corners of his mouth turn up, and as the 
picture becomes clearer in his mind, you can see he’s not just 
telling it, he’s reliving it. I think Danny loves being a desert kid, 
even if he didn’t at the time, because it’s all those stories that 
inspire who he is now and the work he makes. Danny now, in 
most ways, is still that same kid from a California border town, 
still the guy who wants to help other people out, whether it’s 
a jug of water or him moving something for you in his paisa 
truck. He doesn’t drink or do drugs anymore (thankfully), 
but he had no problem letting me get pass-out-drunk on his 
floor when I first moved to LA with nowhere to live. He has 
the mannerisms and politeness of a kid who may have done 
some bad things, but was never a bad kid. He makes jokes 
that usually only he finds funny, but I always laugh. He’s a 
hard worker who doesn’t believe in couches, even though he 
finally got one. Mostly, though, Danny is a good friend. And 
when he’s not locking himself away doing all this art shit, he’s 
the guy I share stories with over dinner. —Tyler Sharkey 

Austin McManus: You grew up in the Imperial Valley in 
California, more specifically Plaster City and El Centro. 
That is essentially the desert, and less than a 30-minute 
drive to Mexico, right?
Daniel Gibson: Yeah, we moved from Plaster City to El 
Centro in 1988, which is 10 miles from the Mexicali, Mexico 
border. Plaster City wasn't a city though, it was a sheet rock 
factory called U.S Gypsum. My Dad worked at the plant for 
30 years. We basically had free housing, and a huge desert 
where we rode three-wheelers and threw rocks at the train. 
 
How often do you make it back, and what do you like most 
about the desert?
I get back to the Imperial Valley as much as I can. My 
brothers and parents live there so it’s always nice to 
go home and eat good food, relax, play pool and eat 
aguachiles. My niece and nephew love to draw and paint 
now, so it’s been fun to draw with them and look through 

their drawings (for ideas). I usually sneak off and take my 
truck on some dirt or back roads to Mexicali. My good 
friend started a community space called Mexicali Rose 
where they give art workshops to the teens of Chicali. 
Those kids have produced some really cool work and now 
have a place to present it. El Centro and the Imperial Valley 
have a lot of cool stuff going on, too! I get so pumped when 
I see podcasts about retail and gallery spaces popping 
up. I haven't lived there for a long time now, but my roots 
are planted in those towns. I still draw inspiration from the 
years I spent living out in that factory. There were no stores 
for miles, no ice cream, no nada. Just two rows of houses, 
a BMX track, and a trailer with a Pepsi machine where the 
truckers used to smoke cigs and look at Playboy. I grew up 
watching the people crossing through the hot desert from 
Mexico, half-dead. By the time they got to the factory, they 
were already out of water, some drinking their own urine. 
We would give them water and point them to some trees 
where they could hide and rest. I didn't fully understand 
it at the time, but I did figure out that some had it better 
than others. I stopped complaining about not having an ice 
cream man.
 
The desert always sparked my imagination. I used to ride 
my little ATC as far as I could go and pretend that I was on 
the moon and my three-wheeler was a moon rover. The bats 
and owls would whiz at your head when the sun went down. 
I never felt scared of them. I always thought they were just 
trying to entertain themselves like I was. The coyotes were 
smart and always watched our moves, too. They would steal 
one shoe from each of our pairs and drag them out to the 
same place. The bombing range close by gave us a light 
show from the flares and bombs they dropped at night. I 
really miss being a desert rat. 
 
You were the first person I met when I moved to Los 
Angeles from New York a month ago, and I think you got to 
witness my Los Angeles culture shock in various ways. I’m 
curious to know what you like most about living here these 
days, as well as some of the biggest changes you have 
noticed since first arriving.
Ha! Yeah, that was funny. You were looking at everything and 
contrasting. I moved to Los Angeles from San Diego in 2004, 
but moved to San Francisco in 2010 and was there until 2013. 
When I got back from SF, I landed in Highland Park and saw 
the changes happening there. I had cheap rent and stayed 
low-key for the first year. I kinda hid away and just drew every 
night. There is so much I love about LA. I ride my bike all 
around, and it’s not as bad as people say (those people just 
don't want to ride bikes). I love the trails and nature, too, and 
that’s really not that far out. As far as the traffic complaints, 
every city is crammed with cars, ya know? There are so many 
pockets of artists and galleries to see here, too. I can't get 
to enough of them. I still try to get in more studio time rather 
than running around to every opening.   

D
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A lot of people claim that LA is having a moment right now 
within the art scene, in fact, the creative scene as a whole.
Yes! LA is really exciting right now. It seems like there are a lot 
of artist-run spaces. My studio is in Chinatown, and galleries 
are coming back to the area, so it’s been nice to take a break 
and check out all the spaces in walking distance. The mega-
galleries are showing some really great work, too. So, yeah, 
I'm really glad to be here and be a part of it. I follow a lot of 
galleries on Instagram and I see good things happening in 
other cities, too. I’m not good at knowing where art is going, 
but I’m glad that it’s thriving now.   

Having recently moved to Boyle Heights, one of Los 
Angeles’s oldest neighborhoods, as well as a bastion of 
rich Latino culture, you were telling me that the block 
is still hot. Besides that, has this transition altered your 
perspective and creative process in any ways besides a 
new commute route to your studio?
Boyle Heights and my block are hot, for sure. I see it on 
the walls and in the three gangs that are trying to claim 
this area. I've always been interested in gang graffiti. I 
love decoding it and knowing when things are going to 
pop off. It’s always sad to see a candle street memorial 
from a kid losing his life over a few streets. The first week 
I was rollin’ through, looking for parking and getting some 
hard looks, dudes posting up on both sides of the street. 
But I get it; they need to know who's coming in, driving 
slow. I don't think they were bangers though, just working 

dudes, buzzed and trying to kill an 18-pack before they 
turn in. 

Your style has progressed a lot in just the last few years, 
and I assume most people wouldn’t draw a connection 
from the older work to the current unless they were in the 
know. How do you feel now about your previous efforts?
It has progressed a lot. The older work is still dealing with 
the same color palette, but the subject matter was really 
dark. I was dealing with some demons back then, reliving 
old ghosts and feeding that fire with a lot of fear and 
self-doubt. Art, for me, is like an exhaust system, a way 
to tell a story or relive a memory. I was always speaking 
to what was going on in my head and trying to get it out, 
but looking back at old work, it looks like a cry for help, if 
anything. I was in a dark hole with alcohol and drugs for a 
long time and it wasn't until I quit and started living without 
it that I turned the corner. I honestly owe everything to 
my sobriety, and my mind is much quieter now, so there is 
more time to sit and listen. 

So creative output was drastically changed when you 
became sober? For personal affirmation, did you research 
artists who had done the same? I only ask because I think 
that would be one of the first things I would do. 
Yeah, the output is strong. I'm at my studio every day or 
night. I love being there. Many times I will go home and 
crawl into bed, lay there for an hour with my mind still in the 

right
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work, only to get up and head back. I can't leave without 
having something resolved or in a good place. And as far 
as looking for other artists that have sobered up? Yes, I 
looked into that. My first Internet search was "Can you still 
be creative without mushrooms?" The answer is yes.

Do you ever pat yourself on the back, or are you always 
giving yourself an internal beat down like the bulk of 
individuals who have seriously pursued art throughout 
history?
Yeah, I will still give myself a hard time, but it’s only out of 
discomfort if something isn't working. Not too hard, but when 
I’m happy with something I did, I'll say stuff like, "Well, well, 
well, looks like the dirty little Mexican did alright tonight!"

You’ve been making exceptionally awesome drawings 
with sumi ink. I personally think the imagery is some of 
your strongest yet. They seem looser and more liberated 
than your other undertakings. What are you most excited 
about with these drawings, and what inspired you to start 
cranking them out?

I really love making these sumi drawings. They come from 
somewhere else and I'm completely checked out. They 
happen fast and they are very automatic. I work into the wee 
hours of the morning, so those drawings are done at the 
end of my night. Maybe it has to do with that mindset where 
I’m asleep at the wheel. Whatever it is, I really love making 
them. Lately, I've been drawing with a wooden ceramics tool 
used as a stick. With this I can get a looser drawing. My only 
rule is that I don't set out to draw any certain thing. I start 
with a mark and make another until something starts to form. 
Not all of the drawings come out ready to be framed; there 
are some real stinkers, but they still get flooded with ink 
and transferred by blotting onto a new drawing, and I start 
building with that. 

Your work has included extraterrestrial-looking beings in 
the past. What’s your take on the possibility of life existing 
on other planets, or in other galaxies or solar systems? 
Ah, yes! Are you referring to the "illegal alien" I’ve been 
drawing? He is part Bob, Ritchie Valens’ outlaw brother 
in La Bamba, and what the news media keeps calling 
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an "illegal alien." I believe life and other worlds exist 
outside of this small planet! Of course, man, what, are you 
crazy? I would go as far as saying that the human race is 
extraterrestrial. I think the only way we will all love each 
other and live in harmony as a human race is if we find out 
that other beings live just around the corner on another 
planet somewhere. We would be like, “Ahh, I get it; we are 
one tribe spinning in outer space!” and knowing this, we 
would have peace. Like two frogs staring at each other 
from across a pond. I'm pretty sure they will look like Bob 
and Rosie from La Bamba. 

Do you still play music? What’s up with God’s Gang?
I really want to start playing music again, just for funsies. 
Bang on a drum, ramble into a mic. I really miss it. God's 
Gang! was a noise band I was in with two friends. It was two 
drummers playing unconventional drum kits with a deep 
drum machine and scratchy guitars. We would try and piss 
off clubs and play over our recorded tracks. We recorded 
a full-length album and never put it out. Seems like once a 
year we talk about putting it out. Someday. A guitar in the 
studio is always nice opportunity to sit and strum for an hour. 
It’s a nice break and keeps the mind activated. 

What does the phrase “Trust no one, mijo” mean to you?
You mean TNO? It’s my mom's saying. Since I can remember, 
when we would leave the house or end a phone call, she 
would end with something like, "OK, mijo, be good, stay out 

of trouble and trust no one." Now she just texts TNO and it’s 
become a funny thing. I can put trust in people, but I still got 
that side eye on you.

Tell me about the art show you put together for your friend 
in jail.
I put together a show at Mexicali Rose in Mexicali, Mexico 
last year. My good friend has been doing a lot of time in a 
California prison. He has sent me tons of amazing ballpoint 
ink work. I wanted to show the work, thinking it would make 
him feel a little better knowing people on the outside are 
enjoying it.

I know you’re a big fan of Philip Guston, as am I. What 
other artists have you been exposed to that either inspired 
you to make work, or made you reexamine your approach?
I call Philip Guston my art dad. I love how he had regular 
jobs in warehouses and painted at night. I love that he 
painted what he wanted to when his peers told him to stop, 
and how he changed it up so late in his career. So good. It’s 
also pretty clear that I draw a lot from Pablo Picasso and 
the playfulness he had when comfortable. His anguish in 
wartime and his fluid drawings at the end of his life show 
that art was his fuel and his exhaust. I take a lot of inspiration 
from everything around me. I'm the guy that stops my scroll 
to read an inspirational quote. I take in things like Brice 
Marden's use of the stick as a drawing tool, a sign painter’s 
stroke, or a child drawing without care. Also, having worked 
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as a studio assistant for a couple of years, I've picked up 
some good habits from some good people.  

What do you feel has been your most successful 
accomplishment as an artist?
Ha! What are those shiny awards they give out to grant 
winners, something like, "Successful before 30," or 
"Successful before 40?" I'm not getting any of those. I do 
make my bed every morning, sit in silence for five minutes 
before leaving, try not to be an asshole all day, and make 
something before I turn in at night. Right now it’s a day-to-
day operation. Total success, sometimes.  

What has been the biggest challenge for you to overcome 
pursuing art as a career?
I watch and listen to a lot of comedians. Mostly I'm intrigued 

by the stories they have of starting out, their humble 
beginnings. Driving all night to do stand-up in a bar to 
drunks that don't even notice or care. I'm fascinated with 
them because, unlike being in a band, they are doing it by 
themselves with no one to blame if they fail. I think that 
takes guts. Doing those 10,000 hours they say it takes to get 
golden. I'm just working toward my 10,000 hours, putting in 
the work. As far as an art career goes, I'm just trying to get 
to a point where I can't be fired.  

danielgibsonart.tumblr.com
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TODD 
BLUBAUGH

TOO FAR GONE
INTERVIEW BY ALEX NICHOLSON  //  PORTRAIT BY ETHAN FOWLER

IT DOESN’T GET MUCH MORE AMERICANA THAN TAKING OFF 
on a motorcycle on the open road with only the vaguest idea of a 
destination, and even less of a notion of who and what you might 
encounter along the way. It’s today’s version of riding o�  into the 
sunset on your horse. But venturing out towards the horizon isn’t 
only an American fascination, it’s intrinsic to us as humans. We want 
to know more, explore and fi nd out why we are here and what else 
is out there. As Todd Blubaugh so e� ectively communicates in the 
story of his journey across the country, it’s vital for us to remain in 
motion, whether physically, emotionally, or spiritually. The motorcycle 
is his vehicle of choice, but, as Todd explains, “the bigger point is 
movement and what we learn during our displacement.”
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In 2013, one week before Todd was scheduled to leave 
on a motorbike trip across the country, both parents were 
killed in an automobile accident in Kansas. After flying back 
to Seattle from the funeral, Todd remembers, “staggering 
in an emotional tempest, I packed my bike with tools and 
camera gear and left.” The photographic and written 
account of his encounters along the way are documented 
in his new book, Too Far Gone. “Traveling by motorbike 
can be a deeply spiritual experience,” Todd relates, “There 
are no distractions—the only conversation to be shared is 
between you and the highway. Incidentally, we had a lot to 
talk about.”

Alex Nicholson: When did you first starting taking photos?
Todd Blubaugh: My mom, who was an artist, introduced me 
to my first camera in junior high and by high school, I was 
hooked. It just made a lot of sense after that.

How about your first bike?
My dad made me a deal, he would let me have one if I 
agreed to mow some lawns in the neighborhood. He got a 
little Kawasaki KE100 from a friend of his and that was all it 
took. I could get around anywhere I wanted to, I explored 
all the county roads behind the house. Me and my friends 

at that point were pretty unstoppable. Your first step of 
independence is a powerful little pill.

As someone who studied visual arts in college, was that 
something you always wanted to pursue?
I started in film then changed to photography, then 
illustration and design. My degree went all over the place 
until I graduated in something called visual concepts, 
which was a lot of everything.

That helped you get the job in Seattle?
Yeah, it did. Right after school, I applied for a job at a company 
I really wanted to be a part of because they specialized in 
outdoor sports. I did that for almost seven years. I ended up 
doing more studio photography than anything in that job. 
I never really got to be in the field as much as I wanted. As 
a creative, you rarely get to do the things you want, as the 
process demands you to compromise. 

Tell me about connecting with the folks at the Twinline 
Motorcycle shop.
I lived in this neighborhood where there was a bike shop, 
and I became good friends with guys there. We actually 
moved the shop once I became a part of it, and I eventually 
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transitioned my studio into it. I was able to bridge the 
two aspects of my life that I really loved: photography 
and motorcycles. It was a really great group of people 
that came together under the passion of riding bikes. 
Whenever you get deeper into the culture, it takes a 
tremendous amount of time and tools and you have to have 
an adequate facility. That's all the bikes do; they destroy 
themselves as you ride them. That’s the nature of the 
relationship. It requires maintenance

Do people gravitate towards those places because they're 
all looking for similar, bike-minded people or come from 
places that didn’t have it?
Yes, it attracts the bike-curious. There's something pretty 
powerful when you share a passion, no matter what it is. 
People will gather. The thing about motorbikes is they 
give back as much as they take from you; it’s an even 
exchange. Those not willing to put in the time will always 
be kicking tires, but those willing will appreciate every 
mile. There's a celebration every time you ride a bike, 
especially with friends.

It must be similar to that initial feeling of independence 
when you took off with your friends on your first 

motorbike. Is it the same every time you go for a ride?
Absolutely. You just don't want the party to stop; it feels 
so good. Then you start making changes in your life and 
making your bigger picture decisions around being able to 
continue riding bikes with people that you love riding bikes 
with. It's perpetual. It’s what led me to live in a warehouse 
with all my friends and all of my tools. Every decision I've 
made since then has somehow been formulated around 
keeping my tires turning.

Your life has also been shaped by a very tragic event. After 
your parents passed away, you packed up and took off on 
a motorcycle journey across the country.
Yes. A whirlwind of circumstances led to that journey.

Is there an experience on the trip that you can single out 
as a significant moment?
Arriving home was a big one. I was nearing Kansas after riding 
through the whole west half of the country. A big part of this 
journey that I wanted to do for the book originally involved my 
parents and going to see them along the way. I hadn't been 
home for summer in twelve years, and they were very excited. 
So when I did come home, it was just so different. It was so 
empty and vast in that part of the state, just two horizons.
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Riding through, I had a mechanical breakdown. A battery 
fried on me pretty much out in the middle of nowhere.  
I was just forced to sit there and address this problem, and 
it all kind of became beautiful again to me. That was one 
moment that I remember specifically, realizing I used to hate 
the place and the nothingness of it. I started to like it again, 
returning. It's bittersweet.

Although motorcycles are visually the center of the book, 
we discussed how they are simply a vehicle for your 
journey, which is the focus. 
The book has very little to do with motorcycles, more so 
to do with what you find along the way. They are just the 
vehicle I enjoy because they challenge me. They supply 
you with a lot relative insight, but you can get that from 
anything that moves you, bicycle, car, boat, whatever. The 
bigger point is movement and what we learn during our 
displacement. Whatever you want to challenge yourself with 
is the bigger picture. I tried not to focus on the bikes and 
make it more about the people along the way.

I love the spreads in the book with all the faces of people 
you met.
I’m glad. This story is basically a big thank you letter back to 

all of those faces. I owe it to them. They were there for me 
when I needed them most. 

If you stay in one place, the spectrum of people you meet 
shrinks.
Yeah, definitely. I think the variety that you encounter 
geographically teaches you a lot. One, about tolerance 
and understanding, and two, that you can’t write off the 
similarities or the things you do share in common with these 
people that you never thought you did.

Despite there being so much more information available 
to us these days, it’s still so easy to get stuck seeing only 
what we know, and now, with what Google and Facebook 
thinks we want to see.
It’s very easy to write off a different perspective, politically 
and culturally, until you go visit and understand the human 
undercurrent there. You have to move about to get to the core 
of people. As much as you read, or look to the news to fill 
this curiosity, you're always going to come up short until you 
have that conversation face to face. I’m not saying you have 
to move about perpetually, but making yourself move and 
visit these different places really gives you an appreciation for 
diversity. And you're not only creating an understanding and 



TODD BLUBAUGH  JUXTAPOZ.COM  |  85

tolerance for someone else's culture or differences, you're 
also introducing your own to them by just simply being there. 
By reaching out, you start the process of breaking down some 
of the misunderstandings that exist.

That probably summarizes the world’s biggest problem, 
misunderstanding and lack of communication.
That’s so true. So pick a vehicle, go out there, and break 
down the walls.

Friendship, and the people you met along the way, are 
a big part of the book. Can you explain the difference 
between riding in a group, riding with a buddy, and riding 
solo? How did each affect you creatively?
Riding with a big group is sort of this party experience, 
but not every party is a good party. When you’re riding 
by yourself, there is no hierarchy, there is no struggle 
for direction, it’s just wherever you want to go. That is 
really special and fun, but you don’t have anyone to share 
experiences with. Those miles that you share with good 
people, they really add up to strong memories.

I had a much easier time writing things down and thinking 
about life, the journey, both physically and mentally, when I 
was by myself. My thoughts were a lot more clear. So if that’s 
what you’re seeking, go out alone. The creative process 
is definitely better in isolation. But in terms of the journey, 
you are robbing yourself of a broader experience. The 
shared experience is more powerful. It lives longer too. You 
have someone to reflect and review it with. And those are 
amazing conversations you’ll have the rest of your life. They 
kind of extinguish themselves when you're by yourself. It’s 
not the same.

A part of your trip that stood out to me was the encounter 
with the old sailor in Sausalito, perhaps because my father 
lived on a boat there at one point.
That was just the moment I realized that I didn't need to be 
out any longer. I saw the writing on the wall after talking 
to that old fisherman. I didn't want to become any more 
detached than I already had in the six months I spent out 
riding around.

There must be some serious comparisons there with 
sailing and the feeling of being on a bike. Both require 
movement but being in solitude.
Yeah, I hear a lot of people talk the same way about it. 
The sailor recited to me what was already going through 
my head within moments of talking to him. There was 
this question he asked me that threw me off so quickly. 
I saw him walk up and check out my bike and sit down 
next to it, just kind of staring at it. I was expecting him to 
ask me something, but the question that he asked was 
so well placed. He didn't ask anything about the bike, he 
didn't ask anything about me building it or where I was 
from. He simply said, “How long have you been traveling? 
How long have you been at it?” That's what he said. I was 
like, "Oh my God, I guess it's been six months." I had to 
calculate it. “You’re at the crossroads then,” he said. He 
followed that up by telling me that was about as much time 

as it takes to become detached from everything. He had 
begun taking his boat on longer and longer trips. On one 
of the trips, after about six months he just decided to keep 
going. He'd been living on the boat for over forty years 
and had circumnavigated the globe several times. He told 
me he might go to Thailand, get married and have some 
Thai woman take care of him when he was too old to sail 
anymore. I thought, I don't want to do that. I don't want to 
go that far with it.

What did you learn about yourself on the trip, things you 
came to understand that you hadn’t before?
Oh yeah, man. Of course, I always leave room to be 
wrong, just as a disclaimer. I figured some things out about 
myself in particular and about people, and I guess the 
human condition. A big one was something Ethan, who 
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accompanied me on much of the trip, and I discussed 
regularly: how important it is to stay in motion. Things that 
stay in motion really do have an interesting, kinetic life. 
He chose to stay in Kansas because he met Ariele, but 
his momentum was the only reason their two separate 
paths ever crossed in the first place. After that it made 
more sense for them to move forward together. They're 
still making progress. It just changed, it changed from 
the highway and the miles we were putting down to an 
emotional momentum between the two of them. It was 
beautiful to observe. 

Taking all that into consideration, ultimately, any time we 
as humans become static, we die, or feel like we're dying. 
There are so many things in our own biology that have to 
keep moving to keep us alive. We should always strive to be 
moving in some capacity. So, there's that.

Friendship, movement, solitude, these all seem to be big 
themes in our conversations.
Yeah, and I realize the conversation isn’t for everyone but 
I think the photos alone are enough of a story for those 
uninterested in open ended metaphysical conversation.  
I just hope it inspires people to get busy and get after the 
things they really want in life.

You are inspiring me to want to go on adventure of my 
own. I just need to figure out what my “motorcycle” is first.
Perhaps it’s actually a motorcycle. I think you would really 
enjoy it.

Don’t tell my mom. Even before the journey, publishing a 
book has always been one of your goals, so how does it 
feel now that it’s finally happening?
Terrifying. It’s a goal for every photographer to publish their 
work in once place but once you get that far it’s actually 
pretty fucking scary to let it go. I just want to thank Belle & 
Wissell for giving me the opportunity.

The book contains several letters you wrote to people 
along the way, but which you have yet to deliver. What 
made you decide to start writing those and when do you 
intend on sending them?
I found a letter from my father, which is the final closing 
story in the book. My dad wrote me a letter and left it 
in the attic among his personal possessions where he 
knew I would be looking if something ever happened to 
him. It was a very calculated and intuitive measure that 
he took. It was very thoughtful and I don’t how to explain 
how powerful it is to hear someone’s voice after you 
have a comprehensive understanding of their life. When 
you have a limited understanding of someone’s journey 
in life you don’t necessarily feel the impact of the entire 
weight of their existence being put into this one document. 
When you can understand the whole story and then can 
revisit those words, they are far more powerful. I think 
being revisited by something when you can understand it 
comprehensively is much more effective than just taking 
little bites, and I understand that because of the letter my 
father left, and I'm trying to, in some way, emulate that with 

the book. To me, this journey isn’t over until I deliver those 
books to those people. And unfortunately, there were many 
that didn’t make it into the book. Someday I would like to 
deliver those letters too. This journey will be done when it’s 
done and those people have what I intended to give them. 
Which is a “Thank You.”

Too Far Gone is published by Gingko Press in association with Belle & 

Wissell Editions. Visit gingkopress.com for more information.
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DOSSHAUS
CARDBOARD DREAMS
INTERVIEW BY GREGG GIBBS  //  PORTRAIT BY JONNY COURNOYER

WHAT IF YOU COULD BUILD YOUR OWN CAR, AIRPLANE, OR INSTRUMENTS FOR  
a rock band? It would, indeed, be possible if you put your mind to it and utilized three basic 
elements: cardboard, glue and paint. Your creations might not necessarily drive, or fly,  
or play music, but they would be solid, fully realized entities. 
 
Meet Dosshaus, the art collective formed by multi-disciplinary artists Zoey Taylor and  
David Connelly, whose work runs the gamut from painting, sculpture, and installation to film 
and performance. It’s striking what they can concoct out of such simple ingredients,  
such as the tiny mechanisms of a wristwatch or the bountiful accoutrements of a banquet 
table. The objects they choose to create have no limitations other than their teeming  
and teaming imaginations.
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As collaborators, they form one cohesive unit. In 
conversation, it’s hard to discern where one partner ends 
speaking and the other begins. One of their biggest 
ambitions is to fabricate the entire confines of a house made 
completely out of cardboard, and they’re well on their way. 

Fresh off a residency at the Gregorio Escalante Gallery in 
L.A.’s Chinatown, the duo sat down for an interview in their 
pasteboard-populated studio to talk about what makes 
Dosshaus tick.

Gregg Gibbs: First of all, what is Dosshaus?
Dosshaus: Dosshaus is the creative collective between us. 
We started working together a few years ago. A light bulb 
went on over our heads when we first met, and from that 
point on, we realized that we had an unbelievable reference 
library between us that overlapped. So we started to work 
together to see what would happen. 
 
It was cheaper to rent a terrible, rundown apartment than to 
rent studio space in Los Angeles, so we found this beat-up 
apartment and referred to it as “The Dosshaus,” which is 
an old British term for a flophouse. As we began working 
together and formulating what it was we were doing, 
Dosshaus became less a space and more a state of mind.

Does it have any relation or reference to Bauhaus, the 
German art collective from the early twentieth century?
No, it doesn’t have any relation to the Bauhaus school. The 
reason why we put a German spin on it is because it wasn’t 
about just one place and it wasn’t English or confined to any 
language in particular. We hope to deal in imagery that is 
universal, which is relatable to many people.

What led you to form a collective and how do you decide 
who does what?
There’s no specific task or any stage in our process that is 
specific between us. We work completely collaboratively, 
from figuring out what the next installation is going to be, to 
the building and painting process, etc. It’s completely split 
between the two of us. It’s been a slow, evolutionary path to 
what we’re doing now.
 
As a collective, do you each have veto power?
Yeah, definitely. When we are working, we trust completely 
in one another. If one of us has a slight “no” to a decision, 
it’s a definite “no.” If we’re both moving in one direction, we 
both trust that it is the right direction. If one of us strongly 
disagrees, we’ll circle back and see how we can correct it. 
But that doesn’t really happen that often.
 
Sounds like kismet to me.
There have been minor disagreements about little things, 
like the placement of a crosshatch mark, but other than 
that, we don’t ever argue. We move in the same direction 
at the same speed. We work very long hours in the studio. 
Sometimes, we don’t even speak to one another.
 
How did you decide to use cardboard as your sole 
sculptural medium of expression?
It really started with a stop-motion animation film we did a 
few years ago using wallpaper and hinged paper dolls. We 
thought, “Wouldn’t it be amazing to exist in this world where 
you could make anything? Nothing is impossible.” It really 
got stuck in both of our heads. 
 

right
The Film Room
Cardboard, paint and glue

opposite (from top)
The Watch Room
Cardboard, paint and glue

Pocket Watch
Acrylic and cardboard
From Residency on Chung King Road
Gregorio Escalante Gallery
Los Angeles
2015
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For a photo, we made paper clothes. We really enjoyed that 
process and came to cardboard quite easily immediately 
after that. We discovered how sculptable and malleable 
cardboard could be. We knew this was the medium for us in 
our body of work.
 
How do you acquire your materials? Essentially, aren’t you 
recycling free cardboard?
99% of everything we create is made from what we find in a 
back alley. We zigzag through alleyways looking for just the 
right piece. But it is everywhere.
 
Do you have any intention someday of working with other 
materials?
For now, it is fulfilling everything we’d want out of a medium. 
We strictly use just cardboard, paint and glue. But down 
the road, our body of work will change to include whatever 
medium works best to create our desires and dreams. We’ll 
evolve, we’ll find our way. 
 
Cardboard represents freedom. It allows us to build a car 
or an airplane, or objects that we don’t have the money for. 
With other materials, there are weight constrictions, there 
are all these limits on what we can do. But with cardboard, 
the possibilities are endless. We have no limits.
 
Tell me about The House Of Cardboard. Is your intention 
to build a whole house made exclusively of cardboard? 
How would you do that?
At the moment, our work goes from installation to 
installation and we build each room around a theme. It 
would be great if we could get a space large enough to 
make a full-scale, room-to-room environment that a viewer 
could interact with in a completely immersive experience. 
Everything is cardboard, the walls, the floor and every 
object, a hand-built sculpture made of cardboard. It is a little 
disconcerting at first. That is something we want to share 
with an audience—momentarily leaving reality.
 
You constructed a life-size car and exhibited it in the 
street. Tell me about that endeavor and what inspired you 
to show it publicly in that way.
We took the car and put it out in public, and we liked the 
reaction that it sparked in people. You can’t always wait 
for a big gallery show to have your art experienced. The 
car was a test to see if a single piece of The House of 
Cardboard worked outside. So rather than wait for a gallery 
show, we’re thinking of taking pieces and putting them out 
in the world where people aren’t necessarily expecting to 
see art.
 
You’ve created many timepieces, lots of clocks and 
watches. But if the viewer looks closely, the numbers on 
the faces don’t make sense—they don’t follow the proper 
layout to tell time. What is your interest in subverting these 
devices we rely on?
Watches are such very beautiful and small, delicate things. 
There is a lot of freedom in how you can change the face 
of one. In most of our watches, you can never know what 
time it is. There’s usually not correct numbers in most of our 
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timepieces—it’s “Dosstime.” When we work together, time 
doesn’t exist. Neither of us wear watches, but we both like 
them as a physical element—their gearing, the detail that 
goes into them, and the craftsmanship. The fact that these 
things work and that they are just a series of interlocking 
gears is almost magical.
 
A whole body of your work is focused on music. You’ve 
recreated classic rock posters, records, even a full set of 
instruments for a garage band. What is your interest in 
musical artifacts?
We’re both vinyl collectors and have been for the majority 
of our lives. That’s another thing we both love. There’s 
something about an LP, when you realize that album you’re 
holding is art. People who didn’t even know that they were 
looking at art were affected by LPs. That was art that actually 
had the power to change people’s lives. When you reduce the 

below (from top)
Concept drawings  
and studio work

The Car
Acrylic and cardboard
From Residency on Chung King Road
Gregorio Escalante Gallery 
Los Angeles
2015

opposite
Banquet
Acrylic and cardboard
From Residency on Chung King Road
Gregorio Escalante Gallery
Los Angeles
2015

album to a CD or a thumbnail on your iPod, it’s not the same. 
There is something from that past world that is very special.

You both seem to be inspired by things from a past era. 
Are your interests steeped in nostalgia?
Nostalgia is kind of a sticky word. It’s not necessarily that 
we are nostalgic. We like to evoke memory and imagination. 
Those two things are at the core of what we do. We don’t 
want it to be a sappy idea of the way things were. That world 
doesn’t exist anymore, and there’s no reason to go back to 
the way life was. Life moves forward and we’re not nostalgic 
about the past.
 
Are you musicians?
No, we just love music. It forms so much of who we are and 
what we do. We love film, art, music—all forms of artistic 
expression. We really are the sum of our influences in 
that way. When we started making things like the film and 
concert posters, we had the conscious decision to make 
them because those are the modern world’s mythologies. 
For us, taking something as simple as a rock poster and 
making a relief sculpture out of it is the same as some guy in 
the Roman third century chiseling out the Labors of Hercules 
in a sculpture.
 
Your color scheme of black, white and gray is intentionally 
limited. Why do you stick to that palette?
It’s designed to look like an illustration that you step into. In 
the work of Dosshaus in general, we try to create memories 
of childhood. When you were a kid and had a cardboard box, 
that box was everything to you. It was your spaceship, or 
your pirate ship, your fort, your house. Whatever it was, it was 
what your imagination let it be. By making these fantastical 
elements out of cardboard, we are inviting the viewer to 
engage or re-engage with that childhood memory they forgot 
they had. The gray scale is a way of making it more of a 
memory. There’s something about black and white that recalls 
the past.
 
I was watching a vintage black-and-white movie on TV 
with my young nephew once, and he turned to me and 
asked, “When did the world turn to color, Uncle Gregg?” 
Which brings me to the question—will the black-and-white 
world of Dosshaus ever turn to color?
In The House Of Cardboard, no. In the world of Dosshaus, 
yes.
 
So there are plans to incorporate color in future work?
Oh yeah. 
 
What would be your advice to young artists?
Work, work, work. Work hard and don’t stop working. You 
will make many, many mistakes, but don’t stop working. 
Once you have that fire in a project, just keep going, 
whatever it takes. What keeps us going is that initial feeling, 
and once you tap into that, it will never go away.

dosshaus.com
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 DUBAI WALLS
STREET ART ARRIVES IN 
THE MIDDLE EAST
INTERVIEW BY EVAN PRICCO  //  PORTRAIT BY AUSTIN MCMANUS

THERE IS SOME ANECDOTAL TRUTH TO THE HOLLYWOOD SCRIPT 
that proclaims, “If you build it, they will come.” Erect an arena, and 
people will sit for a performance. Place four walls into a space, hang 
some art, and you will get a few folks to attend your openings. But, about 
14 hours into a flight from San Francisco to Dubai, while still high above 
the Arabian sea, I couldn’t quite wrap my head around the feasibility 
of building a state-of-the-art entertainment complex in middle of the 
desert. Can you spontaneously create an atmosphere for contemporary 
muralism by some of the world’s most notable street artists? The answer 
is yes, and it’s beautifully complicated.
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First off, erase whatever conceptions you’ve made about 
street art and culture over the past two decades. Banish 
images of Banksys in London, Basts in Brooklyn or Invaders 
in Paris. Dubai isn’t that. Street Art isn’t a thing here. It’s as 
immaculate as Singapore, though not in a way that denotes 
militant enforcement of clean street laws. Developmentally in 
urban infancy, Dubai, in fact, has no graffiti. It’s new, not as in 
nouveau riche, but as in brand-new. Around fifty years ago, 
it began to take shape and evolve from brand new trading 
stop to full-fledged metropolis. At the crossroads of the West 
and the Middle East, it is composing a cultural identity in the 
present tense. Its very geography can make some transitions 
difficult. Steeping in heat for nearly four months of the year 
doesn’t encourage leisurely strolls down the boulevard, so 
it’s no wonder that street culture and interaction with urban 
spaces don’t come naturally. Time to evolve and adapt, and 
that’s what Dubai is doing.

I arrived in the Middle East with a bit of an Alan Cray mindset, 
straight out of Dave Eggers’ A Hologram for the King. An 
optimist by nature, I was still mildly skeptical about the 
viability of some of the biggest names in street art doing 
murals at a half-open residential/commercial development 
built on a wide swath of desert stretching for miles. But each 
city forges its own code of conduct for fabrication, and I 
quickly learned that in Dubai, what you do is just start. You 
have to make things happen, so you build it. Organic, after all, 
is relative to how we define it. Dubai Walls is how street art is 
going to start and sustain in the Middle East.

Sitting outdoors at a Parisian-style café within the massive 
new neighborhood project called City Walk, with Emirati and 
key figure behind Dubai Walls, Edris Alrafi, I’m getting an 
understanding of why the global phenomenon of street art 
is integral to his burgeoning project. Dubai Walls is the literal 
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bridge to street art and the Middle East, the first organization 
to bring an international roster of artists to the region to paint 
in large public spaces. Edris is excited. From Ron English to 
Blek le Rat, D*Face to Lady Aiko, the first group of artists have 
transformed City Walk into one of the best stretches of street 
art you can see. So, you build it, they come.

Evan Pricco: I learned something from you that I didn’t know 
prior to coming to Dubai: people don't walk around outside 
a lot here. Outdoor culture is so limited because of the heat, 
and people stay indoors. I tried to get directions to walk to 
a restaurant and the man told me it was impossible. It was a 
quarter mile walk! And you are trying to get people to come 
outside! You have to explain this to me.
Edris Alrafi: Yes, absolutely. But you have to understand, 
nobody has ever really tried to push the dimension of 
outdoor life here. And, as the city changes, people want 

more reasons to interact with the outdoors, to walk around, 
to just be in their city.
 
The other thing that struck me in my research is that, 
obviously, Dubai and most of the Middle East don’t 
necessarily have the historical baggage of contemporary 
street art. It's going to be brand-new, regardless. But 
it’s not new to you because of your time in London and 
walking the streets there and seeing all the graffiti and 
street art. You were talking about how you like its beauty, 
the pure beauty of it in the street.
Like all of us, I like anything beautiful. You don’t really 
need to be an art critic to see beautiful things and have the 
authority to say, "That's beautiful.” I think one, it's fun; two, 
it's beautiful. But, mainly, it's alive. In Dubai, we only know 
art through closed doors, galleries, and you need to be 
posh, right?

above
Beau Stanton
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If you like art and you don't have a lot of money to buy it, 
going into those spaces can be an uncomfortable feeling, 
like you have to belong. Or, if you don't have historical 
context, you shouldn’t be there.
Exactly. You walk into a certain place and it's, I don't want 
to say restrictive to certain people, but you don’t really feel 
comfortable. But the whole point, even here, where we are 
sitting, is that this is for everybody. We don’t want you to feel 
restricted, we don’t want you to feel like you have to take an 
art history class; we just want you to enjoy the art.
 
I have to ask, because it’s slightly unorthodox, but when this 
property was being developed, at what point did you think 
that bringing street art here was going to make sense?
There isn’t a lot of outdoor culture in Dubai. I kept thinking, 
City Walls is our space, it’s our project, we have to be 
hands-on to activate it in a way that will be different and 
special. In terms of street art, we needed somewhere to 
start in Dubai, and street art brings just another dimension 
and conversation to the life of the street. If you look at this 
development, the murals give it life. And after seeing these 
works go up, it led us to start the initiative, Dubai Walls. Sure 
we can launch street art here, but why not everywhere in the 
city? Because it hasn’t been done here on large scale, we 
think Dubai Walls can be the initiative to get street art into 
the Middle East.

Some people would think that you have to explain 
street art to people. And I know that may sound crazy 
to our readers, but in a way, you are starting over in 
Dubai in that Ron English, Blek le Rat or Lady Aiko 
have a completely new audience here. But there is 
also the “just enjoy it” factor that someone like myself 
doesn’t always get to experience. I’m always thinking 
historically, or histrionically, when it comes to how 
global street art has become.
Well, you know what? Especially when you are public, you 
have a small group of people who have this super complex 
understanding of exactly who painted what and why they 
are important. Then you have people who don't know, but 
they like art in general, and they like the piece; they don't 
care, they just like the art. And that’s all that matters. You 
know what’s crazy? The other day we were looking at Space 
Invader’s website. He has been all over the world and has 
the great map on his site about all his “invasions.” Asia, 
Europe, USA, all over. If you look at Middle East, there is 
zero. Empty. That means something to me.
 
A big void here.
There's no conduit. There's no space. And conversely, there 
are a lot of people in the Middle East who cannot necessarily 
afford to go to London and view art like this, and there is no 
street life like there is there.

below
The London Police

opposite
Icy & Sot
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I bring this up a lot, but there are only so many people who 
have grown up or live in London, Paris or New York where 
specific urban cultures have been bred, where art culture 
has been supported for hundreds of years. It's almost to 
the point where people there are accustomed to it and 
take it for granted. Dubai isn’t like that. In its current state, 
how old is Dubai?
Under fifty years old. So, you need to know, this is 
something completely new because the city is that new. 
There's no street art, but there isn’t a lot of natural art culture 
in general. So maybe because of what we are doing today, 
maybe seventeen years down the road, you will see a 
flourish of street art in the Middle East that can grow and be 
original in its own way. There's no art here like this. Simple.
 
There's no graffiti anywhere! I mean, I was looking around: 
nothing. Haven’t even seen a tag. They just don't do it here?
It's not even expressed in the form of art. Nothing.
 
Because street art in this capacity is roughly about thirty 
years old, it makes sense to me that Dubai would embrace 
the art form that has grown up in the same era as the city. 
Maybe that metaphor doesn’t work in the Middle East.
Our objective is to make it organic. Make it natural for mural 
artists to come here. We will keep working and finding cool 
areas where we think the art can live and be interacted with. 
When you do it in Dubai, it's a good platform for the rest of 
the Middle East because it’s an international city with easy 
access to the entire world. The history of Dubai and the UAE 
is trade, and we want to pass this art form to the rest of the 
region. But we want to do it right. 
 
For someone following street art for a long time, you get to 
this really nice, simple conclusion about its appeal: there is 
something special for people on their daily walks, in their 
daily lives, in seeing a new street piece that can be shared 
or photographed and just enjoyed. It’s something a gallery 
can’t reproduce.
It has its own volume, it has its own depth. And you begin 
to look at the surrounding environment, and you start to 
notice new things in your city. I think it's complex for the 
artist; sometimes you see one artist use a door as an eye, 
these little clever details that transform in special ways. 
It’s amazing. 
 
When I think of Dubai, I think of buildings, very tall 
buildings. That's my first impression, and it’s a marriage 
made in heaven for this new contemporary street art 
movement that is all about creating multi-story paintings.  
I think you'll be overwhelmed with artist opportunities.
What’s great is that the artists here now, they want to set 
the standard. It's the first time this has been here, right? So 
they want to make sure when they make their first fingerprint 
here in the Middle East, it’s good. 
 
What also needs to happen is that when the artists arrive, 
they do an education program with locals at universities 
and schools. Because, really, that keeps the culture going, 
propagate from within. You don’t want them to come in, 
paint, and watch them leave without a further impact. 

You are getting at what Dubai Walls can do. The next 
artists will come and the city starts to get very comfortable 
and interested. We will ask art students to come and 
support, be part of program, and really enhance an 
educational element. You have to. Then they start learning 
what styles they like, and they can have their own opinions 
and direction.

You know what’s interesting to me? And I know I keep 
coming back to this, but literally, an Emirati would walk 
past here, see Etam Cru painting, and it would just be a 
completely novel experience. I told the artists that when 
you paint here, switch your brain back thirty years. You get 
to educate people again about mural and street art. That’s 
exciting. Embrace this new frontier. 

dubaiwalls.com
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OUR FRIENDS AT ALICE GALLERY IN BRUSSELS HELPED 
launch a new and unique venue in the Belgian city last 
spring, The Millennium Iconoclast Museum of Art, housed 
in an old brewery. Opening with stunning new installations 
by Faile, Maya Hayuk, Swoon and Momo, it ain’t your 
granny’s museum, but a true temple for contemporary art.  
I spent a weekend touring around Brussels on the occasion 
of MIMA’s opening. 

Brussels is a classy European capital with all the best 
influences from its neighbors. You’ll hear French, Dutch, 
German, and many other languages. There is enough 
art, design and culture in the city of Brussels to keep you 
busy for years, and nearby towns are worth the excursion 
to see more Belgian charm. Obviously, you’ll be subsisting 
on waffles, fries, chocolate and coffee, that’s a given. 
At Thon Hotels, the free breakfast is a huge room full of 
delicious food that looks like art, so stay there and start 
your hustle right. 

The first stop for many tourists in Brussels is The Atomium 
and nearby ADAM (Art + Design Atomium Museum). The 
Atomium is a massive molecule sculpture, a great example 
of the city’s love for public art that is intellectually fun. It’s 
an architectural marvel and a quirky, beloved landmark. 
ADAM has ambitious and rare exhibits, like the recent 
Eames & Hollywood retrospective of photos taken on Billy 
Wilder’s classic film sets by influential designers Charles 
and Ray Eames. 

I hopped a train to Liège to meet up with artist Lucien “Noir” 
Gilson, who was about to paint a big mural for The Crystal 
Ship, an impressive street art festival in the coastal town of 
Ostend. In Lucien’s hometown of Liège, we couldn’t even 
get past the railway station without seeing a blockbuster 
exhibition. On the first floor of the new Liège-Guillemins 
modernist train station, there was a cavernous Dalí Expo 
with endless installations and films featuring everything you 
ever wanted to know about the royal surrealist. He used 

BRUSSELS
DO THE ART HUSTLE

above
1010 for The Crystal Ship
Ostend, 2016
Photo by Henrik Haven
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MIMA Museum

clockwise (from top left)
Window display, FAILE, MOMO, 

Maya Hayuk, restaurant, Parra
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goat poop as an aphrodisiac to seduce his wife. Bet you 
didn’t know that! Discover more of Dalí’s secrets through the 
end of August, 2016. 

Find artist Okuda’s massive Crystalisez Flower on the facade 
of the Le Musée des Beaux-Arts de Liège (BAL). Many more 
large-scale murals will sneak up on you in Liège, including a 
technicolor favorite by Felipe Pantone. 

Charleroi is another quick train ride from Brussels, a 
town rich with history and pride, and home of the biennial 
Asphalte public art festival. It’s also one of the few places 
in Europe where Jewish children were protected from 
the Nazis during WWII, as I was told by the docent from 
the Musee de la Photographie. The photo museum is 
inside an old convent and is a mecca for camera kids. You 
will see every kind of vintage camera, and everything 
from daguerreotypes to contemporary exhibits. It’s a 
comprehensive history lesson. A photo essay on female 
viewpoints related to the Arab Spring by Pauline Beugnies, 
Generation Tahrir, was unforgettable.

Street art abounds in Charleroi, and you can find hidden 
gems by one of our favorite artists, HuskMitNavn. Stephen 
“ESPO” Powers makes a cameo with a popular sweet 
nothing painted big, Bisous M’ Chou (many kisses, my 
darling). 

Rockerill is a venue inside a massive old steel factory 
complex. Picture Burning Man inside a structure with sky-
high ceilings, and punk and garage shows raging near a bar 
in this dark, industrial wonderland. A father and son punk 
duo showed me around, looking like they just woke up from 
a fight. These swarthy, scrappy dudes kissed their friends 
on the cheek to say goodbye, then jumped around on pogo 
sticks—a memorable image. Rockerill takes its name from 
rock music and the former tenant, Cockerill Steel, and some 
Belgians say it’s their version of Detroit. 

And now, the main event: If you get to MIMA in Brussels 
before the end of August, you can catch City Lights, the 
inaugural exhibit, which is breathtaking. Each artist created 
a nearly religious experience: Maya Hayuk’s painted 
room glowing with color and light, Swoon’s cavernous, 
ephemeral installation pasted on crumbling walls, Faile’s 
shrine that invites worship at the altar of contemporary art, 
and Momo’s mural and sketching process illuminated in a 
video where he proclaims, “God is in the details.” MIMA’s 
collection also includes the show-stopping, tomato-with-
legs sculpture by Parra that we adore. While in Brussels, 
Alice Gallery is also a required stop, a major beacon for 
all of our favorites and the place where the idea for a new 
contemporary art museum was born. —Kristin Farr

clockwise (from left)
The Atomium sculpture

Photo by J.P. Remy

ESPO in Charleroi

Felipe Pantone in Liege 
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THE MEMORABLE STREET ART, THE STUFF THAT MAKES 
you stop in your tracks, has a little bit of fantasy in it; a 
transformative narrative. When Chilean artist Basco Vazko 
emerged onto the international street art scene in the early 
2000s, there was something different about his approach 
and style that set him apart. More in line with figurative 
abstraction than many methods seen on the streets of the 
USA, Basco channeled the works of fellow South American 
street legend Vitche to create works that were fine art 
and collage based. This past Winter, Basco was one of 
three recipients of the 2016 Inga Maren Otto Fellowship 
with a residency at the Watermill Center in New York, a 
multi-disciplinary and multi-genre focused program in the 
performative arts. As the fellowship seeks mid-career artists 
who “integrate genres and art forms from diverse viewpoints 
and that break from traditional forms of representation,” the 
residency was a serendipitous match.

“Watermill is about adaptability,” curator Noah Khoshbin says, 
“it does not have traditional studios and shouldn’t; it is about 
working up an idea from the ground up, creating something 
new. I knew Basco thought in that way and would arrive at 
something that made total sense.” Over the past year, prior 
to Watermill, Basco had been making collages composed 
of tabloid newspapers, and with the election cycle ramping 
up in the US, Khoshbin notes that, “Basco was struck by the 
conservative New York Post. There is this lack in difference 

between journalism and absurdism, in particular with the 
cover design and content. We were thinking that if the Post 
had its wish, every page would probably be a cover, as if they 
are doing real, award-winning journalism inside. Basco's idea 
was to make every page a cover.”

During the residency, Basco would buy about five New 
York Posts per day and come away with one finished Post 
cover page per day for the entire month. The result in the 
exhibition that completed the residency was a mass-printed 
newspaper of the work. Along with woodcut pieces around 
the exhibition space, Basco pumped fog into the show to 
coincide with the sounds of a printing press operation, a nod 
to the industrial structure of newspaper production. “It was 
hard to tell if you were in the clouds in heaven or in an office 
fire hell in that space,” Khoshbin says. “Basco is not a slave 
to method, to one way of working. For many, that freedom 
can result in weak work, but never in his case.” 

The Watermill Center in Watermill, New York offers artist residencies, 

an International Summer Program for artist collaborations, plus 

workshops, classes, lectures and local and international educational 

partnership programs.

watermillcenter.org

ADAPTABLE FREEDOM
BASCO VAZKO AT THE WATERMILL CENTER

above left
Friday, February 26, 2016

Acrylic, collage and ink on 
New York Post newspaper 

above right
Saturday, February 27, 2016

Acrylic, collage and ink on 
New York Post newspaper 



TOM HOLLAND
Five Decades of Art

A retrospective exhibition

April 30 - July 24, 2016

Art Museum of Sonoma County

Santa Rosa, California
www.artmsc.org

Ad supported in part by an Advertising Grant from Sonoma County.

Pope Valley Moonlight, 1997, Epoxy on aluminum, 70 x 72”
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WHAT WE ARE READING
SHOOT LIKE MORIYAMA, DRAW LIKE PAT PERRY

APERTURE’S PHOTOGRAPHY 
WORKSHOP SERIES
Whenever I’m in need of some motivation 
and inspiration, I pick up a photography 
book. In an era when we succumb to the 
captivity of computers and smartphones for 
the majority of our attention, picking up a 
book is a surprisingly liberating experience; 
try it sometime. The internet is also sneakily 
e� ective at making you need things, whether 
new gear, followers or fame. Sitting down 
to absorb physical copies of works of art 
as they were intended is more meaningful 
than anything you can fi nd on the internet. 
Aperture’s Photography Workshop series has 
taken the creative approaches, teachings and 
insights of the world’s top photographers and 
distilled them into a� ordable and essential 
volumes. Let Alex Webb, Mary Ellen Mark, 
Todd Hido and Larry Fink help get your 
creative gears spinning. —AN
aperture.org

DAIDO TOKYO: DAIDO MORIYAMA
Tokyo is singular. There is absolutely no place 
like it on Earth, no place to compare it to, and 
for decades now, no real way to fully describe 
its magic and absurd density. Haruki Murakami 
has mastered the ambiguities in literary form, 
but for the visual arts, street photographer 
Daido Moriyama captures Tokyo on impulse. 
His documentation of Shinjuku is the basis 
for this collection, Daido Tokyo, which has 
this mystifying, adventure-seeking mentality 
where Moriyama gravitates towards the maze 
of tightly wound streets, alleys, and characters 
that reside in every nook. Tokyo is a massive 
city, but one where quiet is accessible, and 
yet you have to be ready for the sudden 
departure of agenda. “Shinjuku is imbued 
with a mystifying narcotic essence, and took 
me hostage with no possibility of escape.” 
Being intoxicated with the rhythm of the urban 
landscape is essential for every great street 
photographer, and in the city where the beat is 
often a syncopatic experience, Moriyama has 
become the leader of the band. —EP
fondation.cartier.com, thamesandhudsonusa.com

THE MOLESKINE PROJECT 
BY SPOKE ART
Like any art publication should be, we are 
obsessed with process. The sketchbook 
is where many paintings and projects are 
started, often times used when creative 
inspiration strikes in the heat of the moment. 
The Moleskine, in its particular size and ease 
of use, is a favorite amongst artists, and 
social media has been a fantastic platform 
for artists to share the spreads in their 
Moleskine notebooks as they prepare larger 
works. Spoke Art in San Francisco has been 
at the forefront of turning these sketches into 
accessible bodies of work for their audiences 
not only to see, but purchase, turning the 
gallery’s annual Moleskine Project into a must-
see exhibition. Now, they have gathered some 
of these works in the The Moleskine Project, 
Volume 1 book, featuring the likes of Cannon 
Dill, Hsiao-Ron Cheng, Pat Perry, Jessica Hess, 
Martine Johanna and more. TMP 1 is insightful 
and illuminating, showing the bare-bones 
talent of some of our great contemporary 
illustrators and painters. —EP
spoke-art.com, paragonpressberkeley.com



t h e   w a t e r m i l l   c e n t e r 
a laboratory for performance and visual arts

robert wilson | artistic director
 

2016 inga maren otto fellows
 basco vazko   g.t. pellizzi   zeinab shahidi marnani

view of untitled by basco vazko (2005) in donde esta mi corazón?, published by upper playground, 2008. courtesy of the artist.

watermillcenter.org | 39 water mill towd road | water mill, ny | +1  (631) 726-4628
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THE TONYA HARDING AND NANCY KERRIGAN 1994 
Museum is the lovechild of Viviana Olen and Matt Harkins, 
two besties with a hallway and a dream. When they 
leveraged Kickstarter to relocate the museum from their 
apartment to a crusty, abandoned doctor’s office, shit went 
viral. That’s what happens when you curate a show called 
The Olsen Twins Hiding From the Paparazzi. Tabloids and 
lifestyle blogs created hype that grew bigger than Kylie 
Jenner’s lips. The curators and artist Laura Collins will now 
explain this pop culture extravaganza. Fans of celebrity 
culture and Cinderella stories, hold onto your false lashes: 
dreams do come true. 

Kristin Farr: Congrats on becoming celebrities by creating 
a museum of celebrity art. Was that the plan all along?  
Viviana Olen and Matt Harkins: We love fan art, obviously, 

but wouldn't call it a plan since that implies we knew what 
we were doing.

How did it feel to get so much media attention?
Totally cray. We've been lucky in that we have each other to 
lean on or say obnoxious things to, and deal with the ebb 
and flow of it. I think the one that made us lose our shit the 
most was Rolling Stone last year, and it shows in the article. 
The journalist came over and we didn't let her put her bag 
down; we just kind of started yelling things at her. I'm sure 
we were dripping sweat. Also, when Keith Olbermann called 
us "World's Worst," we both freaked out. That's a title that no 
one can ever take away from us. 

What is it about Tonya Harding and Nancy Kerrigan that 
made you want to name your museum after them? And can 

ART IMITATES POP LIFE
THE OLSEN TWINS JUST CAN’T HIDE 

below (from left)
An Olsen Twin Hiding  
Behind Her Right Hand  
and Smoking

An Olsen Twin Hiding  
Behind Her Hand in  
Sunglasses
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above (from left)
An Olsen Twin Hiding  

Behind Her Purse

An Olsen Twin Smoking  
Under An Umbrella

Kylie Jenner  
Winking

Paris Hilton With 
Lipstick on Her Teeth

you talk about moving the museum into a doctor’s office?
The permanent collection is based entirely on Tonya 
and Nancy, which was inspired by watching The Price of 
Gold on Netflix. It was a cold winter and we don't have 
boyfriends, which is cool because it leaves a lot of time 
for museum-ing. This is our second exhibit after moving 
from our hallway. We were excited that the doctor's office 
is basically a hallway too, but there are a lot of new things 
to deal with like insurance, activating Wi-Fi, and what to 
do if someone walks in and is like, mad at us. The project 
has always been super collaborative, so many people 
come out to help.

How did things progress after the first show in your 
apartment?
We were able to do the initial Tonya and Nancy show 
because we were honestly very excited about it. After the 
initial rush, we kept up the tours, and we wrote a screenplay 
based on the urban legend that, after 9/11, Michael Jackson, 
Liz Taylor and Marlon Brando escaped the city in a rental 
car, and they kept stopping for fast food. 

When we first saw Laura's paintings, we were blown away 
and we were, like, "Why is everyone not freaking the fuck 
out about this? This should be in a museum!" Then we 
were, like, "Wait, we have a museum!" and it was just the 
perfect fit. 

Who were the other artists in this pop-up show? I know 
about Lindsey Montgomery's paintings of Kylie Jenner’s 
aura. I wonder how she knows what it looks like. 

As far as Lindsey’s method, we assume it is based on a 
mysticism we will never understand, and we respect that. All 
we can do is light our abundance candles and be thankful 
we get to enjoy them. Randy Glance painted The Olsen 
Twins Hiding from Dinosaurs. Viviana met Randy on Tinder 
last year; that's where a lot of curators get art probably. 
Natasha Winter-Best made a piece called Witchy Fashion 
Twins. Heather and Ashlee Rohnert are our other favorite 
twins, and Heather did the calligraphy for our permanent 
collection, and painted a new quote for the show from 
The Real Housewives of New York, “It’s always nice to be 
photographed.” Ashlee made an epic hiding scarf! Lindsey 
Lee and Julie Marie made a giant Starbucks cup for the 
selfie station at the show. 

What's happening this summer?
We assume we'll be starring in an HGTV spin-off reality 
show of Love It or List It, but instead of real estate and home 
design, it's just us watching Love It or List It. We'll probably 
have sold our screenplay for anywhere between three to 
seven billion dollars. We'll both be dating Macklemore, 
which will be a complicated thing to navigate but wholly 
worth it. We'll open a museum on the moon; we'll hate living 
on the moon. If you don't hear from us, assume it was an 
alternate reality where the ever-widening hole in our floor 
(the one that landed us a scathing Airbnb review) became 
large enough to swallow us alive. These are just projections. 
If summer comes and only one of us is dating Macklemore, 
we don't want it to get weird. Also, someone please give us 
a reality show.
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Laura Collins is a Chicago painter with the ongoing Olsen 
Twins Hiding from the Paparazzi series. She also paints 
fashion models falling down and The Real Housewives. 

What do the Olsen twins represent for you, and why do 
you like painting them hiding from the paparazzi?
Laura Collins: Beyond simple childhood nostalgia, they 
bring up a primal fascination with seeing double. I paint 
them hiding from the paparazzi to showcase our disregard 
for their desire for privacy. I also relish the abstraction that 
happens when a subject's face is obscured.  

Which media mention about the show at THNK1994 made 
you freak out the most?
I don't think I’ve been able to wrap my head around any of 
the recent press I’ve received. I assume that someday it will 
sink in, but right now I am still waiting. Seventeen Magazine 
compared me to Picasso and mic.com to Degas. Recalling 
those references still gives me a rush of adrenaline and 
makes me feel giddy.  

You have a background in women's studies. How do these 
paintings help express your views on feminism?
My work often features women blundering in the spotlight. 
I choose this subject matter to highlight the scrutiny that 
comes with the objectification of women.  

Are you both interested and disgusted by celebrity 
culture? 
Yes. I've always related pop culture to binging on candy. It’s 
so colorful and tantalizing, but after you've consumed it, you 
feel sick to your stomach and the shame sets in. That being 

said, similar to any guilty pleasure, I feel it is a universal 
treat we are meant to enjoy. In a lot of ways, pop culture 
celebrities remind me of the seven deadly sins and I cannot 
necessarily blame them. I feel that, if offered their fortune, 
the average person would do no better under the pressures 
of opportunity. To me, they represent the embodiment 
of too much of a good thing. Some people say they don’t 
respect celebrities who "have no talent" or are "famous for 
being famous" but these are my favorite ones. I think you 
have to be incredibly astute to capture the limelight and 
maintain fame. People treat them as almost villainous. On 
the contrary, I think that they are the snake charmers and we 
are the snakes.

What are you working on next? 
I plan to continue painting my Olsen Twins Hiding From 
the Paparazzi series since there seems to be no end to 
paparazzi photos. Beyond that, I have plans for a new series 
of paintings based on The Real Housewives on Bravo. 

Who’s your favorite housewife?
Kim Richards. I genuinely feel for her when I watch her 
struggle with substance abuse. She is a blonde train wreck 
and I cannot look away. 

THNK1994.com 

lauracollinsart.com

above (from left)
Kim Richards After  

a Nose Job

Lisa Vanderpump With  
Her Pet Swan
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THINGS WE ARE AFTER
RED, BRIGHT AND BLUE

ONE4ALL ACRYLIC SPRAY PAINT BY MOLOTOW
When Molotow told us about their new spray paint, they 
noted that the revolutionary acrylic marker system was 
now coming in a spray can. And we say, “Welcome to the 
family.” Molotow has just released the ONE4ALLTM spray 
can, the perfect equivalent to the ONE4ALLTM acrylic 
marker system. In combination, both paints can be treated 
wet on wet for mixed-media projects. The ONE4ALLTM 
acrylic spray paint provides the fi nest atelier quality 
with unprecedented durability, fl exibility, UV resistance, 
and quick drying time, making it an ideal arsenal for 
architecture and whatever mission you get yourself into. 
All-in-one simplicity. 
Molotow.com

GNARHUNTERS x BARRY MCGEE BEACH TOWELS
Who wouldn’t want to wrap themselves in an icon this 
summer? Or better yet, to feel the Twister envelop your 
body after an ocean swim? Okay, we are done with body 
talk, but we do like the legendary gra�  ti and gallery artist 
Barry McGee’s Gnarhunter beach towel collection. Seeing 
that Barry is a bit of a surf icon in the San Francisco Bay 
Area, and Gnarhunters are an SF-based brand, and it’s good 
to see friends cozy up and make us cozy. It should happen 
more often. Each of the two designs is 30" x 60", and made 
in the USA. 
Gnarhunters.com

HATCHET SPECIAL EDITION 
BACKPACK BY JANSPORT
JanSport is synonymous with 
backpacks, that classic bag for a day 
hike, or if you are a child of the ’90s, 
the backpack you customized with 
sharpies and band patches. We now 
have our eye on the new Hatchet 
Special Edition backpack, considering 
urban life and the daily commute: 
Padded laptop sleeve, plenty of 
pocket space, soft felt fabric exterior 
and nylon packcloth. It’s lightweight 
and carries all of your goods and 
anything you pick up along the way. 
Jansport.com
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BEING CO-OWNER OF A SMALL SKATEBOARD COMPANY, 
I get frequent emails from younger artists inquiring about 
potential freelance work. Nine times out of ten, I'm asked 
to check out their art samples via Facebook or Instagram 
accounts—I almost never do. Not because I'm trying to be 
a dick; it's just hard for me to take an artist or illustrator 
seriously if they aren't taking themselves seriously enough 
to have their own portfolio site. 

Having and maintaining a personal website, in my opinion, 
is a very important step towards becoming a professional 
working artist. It forces you to curate your work and shape 
it into a cohesive, digestible experience for the viewer, as 
opposed to social-media platforms where, more often than 
not, an artist's work coexists with silly cat pictures, 420 
memes, and squad goals. There's absolutely no denying 
the power of social media to promote your work, but I think 
it's still important to have your own branded corner of the 
Internet that you personally maintain. 

So my advice is to register your own unique URL and set 
up a portfolio that paints the exact picture that you wish to 
portray to prospective clients, galleries, or art patrons. Best-
case scenario is you're taken more seriously as an artist. 
Worst-case scenario is you spend a bunch of time properly 
documenting your work and gain an accurate archive of 
your output from that specific era. Oh wait, that's a positive 
outcome as well! I guess there's no downside to getting your 
shit together and properly presenting your art to the world. 
—Michael Sieben

Note: Be sure to include a contact page or field so that 
people can hit you up and give you all their money. 

LET’S GET PERSONAL
SETTING A GOOD EXAMPLE BY INVESTING IN YOURSELF

Art by  
Michael Sieben





COREY HELFORD GALLERY 

1 | Kazuki Takamatsu wore it best (and 
we mean “where can we buy it?”) at the 
opening of his phenomenal exhibition, 
Decoration Armament, that opened at 
Corey Helford’s new Downtown Los 
Angeles location in April. 

2 | Camilla d’Errico came down from 
Vancouver, BC to showcase a new 
body of work, Dances With Dreams, in 
Helford’s Gallery 2. Red dots look nice, 
don’t they?

3 | Seeing Lamorne Morris of New Girl 
hanging out with Kazuki makes us feel 
like Winston just walked out of the gang’s 
loft and headed to the closest gallery 
opening. And we are good with that. 

DUBAI WALLS

4 | Juxtapoz got to spend a lot of time on 
City Walk terrain in Dubai to watch the 
inaugural group of artists launch Dubai 
Walls. One standout mural was painted 
by Beau Stanton, and we caught a 

mellow moment of him on a lift during a 
painting break. See his amazing mural on 
pages 98—99.           

5 | A Godfather of Street Art, the one and 
only Paris-based Blek le Rat, getting a 
little help during the week from his son, 
Alex.

6 | Lady AIKO killed it on her mural and 
probably looked the most comfortable 
doing it.

LOS ANGELES & DUBAI
COREY HELFORD GALLERY AND DUBAI WALLS

1 2 3

4 5 6
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Photos 1—3 
by Sam Graham

Photos 4—6 
by Austin McManus





NEW YORK CITY
TRIBECA FILM FESTIVAL, AGNÈS B, MUSEUM OF THE CITY OF NEW YORK

1 2 3

4 5 6

All photography  
by Joe Russo

TRIBECA FILM FESTIVAL 

1 | Here’s our good friend and Radiohead 
artist, Stanley Donwood, at The Bomb 
movie premiere with red carpet arrivals 
at Gotham Hall in New York City during 
this year’s Tribeca Film festival. Looks 
like Stanley and the band will have some 
new art to show us this summer.

2 | Artist and Satan Ceramicist Tom Sachs 
enjoys the “pre-game” hoopla at the 
Chanel Tribeca Film Festival Awards at 
Balthazar. With three major shows in NYC 

at the moment at the Brooklyn Museum, 
Noguchi Museum, and Jeffrey Deitch 
at 76 Grand Street, Sachs warrants the 
worthy royal treatment. 

AGNÈS B

3 | Former cover artist and NYC-staple 
Ryan McGinness fresh off a stellar 
show at Michael Kohn in Los Angeles, 
at the opening of Signals, his in-store 
installation at Agnès B in Manhattan.

MUSEUM OF THE CITY OF NEW YORK

4 | Wild Style director Charlie Ahearn 
with Subway Art’s Martha Cooper 
at the signing of Daze’s newest 
book, DAZEWORLD: The Artwork of 
Christopher Daze Ellis.

5 | The man himself, Daze, looking cordial 
and properly pleased.

6 | Martha got her copy signed, and 
something tells us this isn’t the first time 
she got a signature from Daze. . . 
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BLUE TRIMARCHI OF ARTWORKS FINE ART PUBLISHING, 
and Brad Benedict, curator and founder of the retail store 
Heaven—the supermarket of pop culture—with a long 
appreciation for illustration and graphic design, have teamed 
up to create a new venture based on their mutual appreciation 
for showcasing “artistically beautiful and occasionally shocking 
images that turn the familiar inside-out in a deeply personal 
way to elicit laughter, disorient perceptions or prompt new 
questions.” Sideshowfinearts.com might very well be the 
“Greatest Show on Earth.” The wide array ranges from a variety 
of modern masters, to many gems from their thrift store finds, 

including vintage pulp covers, photos and posters. All are 
available as limited edition archival giclée prints. Sideshow 
Fine Arts is a gold mine of alternative art that is beautifully 
organized, offering many hours of visual pleasure for Juxtapoz 
readers—definitely a rewarding treasure hunt.  
–Suzanne Williams

sideshowfinearts.com 

SIDESHOW FINE ARTS
NO PRETENSE ALLOWED

Clockwise (from left)
Kristen Liu-Wong
Don’t Pet My Dog

Lori Field
La Reine Blanche

Daniel Peacock
$6.99 LB.



www.krabjabstudio.com

July 9 - September 3
“Im’ago Primordialis”

Brigid Marlin, Peter Gric, 
Roku Sasaki, Steven Kenny, Tomasz Alen Kopera, 
Otto Rapp, Liba W. Stambollion, 
Igor Grechanyk, Amanda Sage, 
Autumn Skye Morrison, Andrew Gonzalez, 
Susannah Martin, Forest Rogers, Miguel Tio, 
Jean Pronovost, Don Farrell, 
Benjamin Vierling, Jeff Mihalyo, 
Yvette Endrijautzki, William Fahey, Bryan K. Ward, 
and Martina Hoffmann.

with additional works by H.R. Giger, Ernst Fuchs, 
and Robert Venosa.

catalog available, see website for details.
Susannah Martin, Balztanz, 109 x 160 cm

Seattle, USA

through to July 2
The Art of Tenaya Sims

Tenaya Sims, Semillas, 178 x 250 cm

Krab Jab Studio is devoted to creating 
interactive, vibrant art shows and 
events for our regional visitors. We pay 
special attention to the overall effect of a 
curated show to best present the art we 
ultimately sell. In essence, we produce an 
art experience.

This includes artist and curator lectures, multimedia 
installations, special presentations and performances.



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
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