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#lagunitasjux

Beer speaks. People mumble. @lagunitasbeer

COLOR ME IN. OR DON’T.
NOT LIKE THERE’S ANYTHING IN IT FOR YOU. 
OR IS THERE? FORGET WE SAID ANYTHING. 
SAID WHAT? DUNNO. NICE WEATHER TODAY. 
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I’VE LIED TO MANY PEOPLE THIS MONTH, FRIENDS EVEN. 
Little white lies, sort of humorous, evasive, and I hope 
nobody holds it against me or the staff. But it’s fun to keep a 
secret, and this particular issue holds some excitement and 
pleasure. You may be entering Dismaland, but if you can’t 
laugh at the absurdity of the world, you probably won’t think 
to change it.  
 
I want to be clear. I don’t care about the storyline that seems 
to preoccupy some media outlets, about who Banksy is. It’s 
an obsession people have that has never concerned me. I 
really just enjoy the work and the ensuing discussions about 
the many different facets of life: politics, art, greed, fame, 
the illusions of power and, often times, satire. When Banksy 
posted the mock “travel guide” to Palestine earlier this year, 
it was funny, yes, but extremely cognizant that almost all 
international news outlets were not covering the atrocity and 
war from a proper perspective. It was full of wit and, simply, 
brilliant journalism. I don’t care about who this person is, 
I just really like the content and delivery. And Banksy is 
probably the best in the world at it.  
 
Dismaland is a Banksy-curated “bemusement park” with 
over fifty-five artists from around the world, blue-chip 
recognition or not, with the loose mandate to make art 
to “embrace or attack any part of the light entertainment 

industry you’ve ever been sold or let down by.” Which, if you 
think about it, really includes all of us. In the cover feature, 
you will see mock-ups of a theme park, Banksy’s work-in-
progress, as well as the works of other artists you’ve seen in 
these pages before (Josh Keyes, Paco Pomet, Jenny Holzer) 
and some you may learn about for the first time (Amir Schiby, 
Neta Harare Navon, Jessica Harrison). As Banksy notes of 
Dismaland, “Truly global in scope and scale, you will find art 
from Israel and Palestine hanging side by side.” 
 
For this issue, Banksy contributed not only the cover story 
and interview, but a statement about Dismaland and his 
first foray into theme park management. We get firsthand 
insight into how the project came about, how the artists 
were chosen, and why the destination is so pertinent. For 
a moment, we want you to try and not think about who 
this artist is, but what he is doing and the messages being 
created. It’s a pretty enjoyable process these days. And 
if you’re lucky, you can take the train to Weston and get 
your mug.  

Enjoy #177.
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 CRYSTAL WAGNER
 IT’S ALWAYS NEW YEAR’S EVE
EACH DAY STARTS WITH A STATIC BUZZ: THE KIND OF 
hazy electricity that feels like something new. I live in 
Harrisburg, which is a small post-industrial city located in 
south central Pennsylvania. Between my apartment and 
my studio is a splendid ten minute walk through streets 
of brick, delicious peeling paint, interesting city structures 
and potholes that look like portals to another dimension 
when it rains. 

I spend a large portion of my year on the road, traveling like 
some kind of art gypsy growing my large-scale works. I think 
it’s awesome that we live in a time when an artist can live 
almost anywhere and still be connected. On days when I am 
in town, though, I am immersed in “box land,” which means 
screen-printing, painting and paper-cutting to grow the work 
inside custom-made wooden boxes. My studio door has an 
electronic keypad on the outside that always makes me feel 
like I’m entering a galactic spaceship when I press down on 
the luminescent buttons. In my studio, the concrete floor 
is something between a psychedelic retro carpet and the 
inside of a cartoon character’s body: polychromatic paper 
particles are scattered like fluorescent 1990s flower petals. 
My process is a whirlwind of shredded, mangled, twisted 
and manipulated paper and blades, lots and lots of blades. 

Despite the fact that I make massive installations that can 
consume incredibly large areas, my studio is not that big. 
I use it primarily as a work zone for the terrariums. It can 
feel a bit like a battle zone though, as the paper tendrils 
and I wrestle to find comfortable arrangements with the 
steady beat of alt-J’s music filling the air around me. Music 
is necessary. 

The boxes, like the installations and like the drawings, are 
all born of the same mark—gestural and intuitive. So each 
new piece feels like a relationship that slowly evolves from 
chit-chat to a deep and meaningful conversation. I rarely 
work from preliminary sketches. Currently, the tiny specks 
of confetti on the floor make the colossal boxes that sit on 
each table in my studio look like dramatic giants with empty 
bellies. Right now, as I prepare for my upcoming show, 
Biotica, at 108 Contemporary in Tulsa, two of the boxes 
are populated with what I call alien life forms, bio-forms, 
bio-junk, exotica, aka my paper sculptures, and the rest are 
awaiting infestation. —Crystal Wagner

Read our feature on Crystal Wagner on page 60. 

Photo by Adam Wallacavage
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COLLECTING CONTEMPORARY AT THE ASIAN 
THIS MAY BE YOUR FIRST LOOK
THE GILDED BRONZE BUDDHA CASTS HIS GLOW AND 
invites you to take not only a First Look, but a long look at 
more than forty new artworks in his home at San Francisco’s 
Asian Art Museum, from animation and video, to paintings 
and photographs. Guest curator Alison Harding opens 
the screen. 

Gwynned Vitello: Which countries are represented, and is 
there a common thread?
Alison Harding: First Look includes works from China, Japan, 
India, Cambodia, Korea, Thailand, Philippines, Saudi Arabia 
and the United States. Each brings traditions and cultures 
that contribute to contemporary art practices and concerns. 
I see contemporary art as a continuation of cultural lineages, 
even if they challenge boundaries. 

Several artworks engage tradition through materials. 
Today’s artists have new tools to rethink material histories, 
pushing into new realms, yet maintaining ties to the past 
from which innovations emerge. Xu Xiaobai, for example, 
reinvents lacquer—used in Asia for more than three 
thousand years—by combining it with oil paint on canvas. 

How does this modern work contrast with art made in, say, 
NYC or London? Is it different from work made in the West 
by first or second generation Asian artists?
I see all art as a product of place and moment. An artist from 
Beijing is likely influenced by a different set of local concerns 
and traditions than one from Mexico City or Oakland. But 
in today’s transnational world, it no longer makes sense 
to say that “art from Asia is this” and “art from the U.S. or 
Europe is that.” Geographical definitions are breaking down. 
Artists are looking back at histories, rethinking materials, 
exploring new media, and responding to their environments 
and experiences. 

Those of us growing up with a tradition of Western culture 
have an ingrained sense of our own art history. Is there a 
message you want to send, and how will you give context 
for the viewer?
For the first time, the Asian is presenting a large-scale 
exhibition of highlights from its growing collection of 
contemporary art, a foundation that will guide more 
acquisitions in the future. Because the core strength is 
traditional pan-Asian art, many of the contemporary works 
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acquired early on fit into the collection because they 
display a direct relationship to traditional art practices. 
Contrastingly, works acquired over the past few years are 
more experimental and conceptual and broaden dialogues 
with tradition; they speak to Asian culture by using practices 
not necessarily linked to a specific time and place. I hope the 
range of works in First Look conveys that there is no singular 
“Asian art” and prompts visitors to question the efficacy of 
such a category in today’s landscape. 

It’s organized into four themes. The first includes art that 
pushes limits of material histories. The second is about 
the natural world and relationships between landscape 
and body. The third looks back at cultural histories, often 
how cultures influence each other. Finally, a fourth is about 
innovations in ink, which will include new media works that 
fuse traditional ink painting methods with contemporary 
artistic styles that honor classic models. These themes 
intentionally connect to threads that run throughout the 
Asian’s galleries. The contemporary works activate the rest 
of the collection in compelling ways, infusing traditional 
themes, mediums and histories with the urgency of present-
day ideas.

Lu Shoukun is a good example of emergence from 
traditional modes into experimentation with very bold 

expressions. What caused this?
A dialogue between modern forms and traditional materials 
was one focus of Lu Shoukun’s generation. These artists 
looked to Western traditions, abstract expressionism in 
particular. During this period, Lu Shoukun and many of his 
peers had to expatriate from China. Lu Shoukun went to 
Hong Kong, where the entire urban environment became a 
similarly modernizing context that influenced the art. 

Tell us about Xu Bing’s dramatic take on the very 
traditional art of printmaking, turning it into a big 
discussion of language and communication.
Xu Bing’s animation presents a playful yet profound 
narrative told through more than ten thousand hand-drawn 
images in response to a calligraphy work from the late 
thirteenth or early fourteenth century, Zhao Mengfu’s Sutra 
on the Lotus of the Sublime Dharma. Xu Bing is known for 
explorations of the role of language; here he touches on 
subjects like the genesis of writing, Chinese calligraphy, and 
current fascination with luxury brand goods.
 
Yongliang’s work reminds me of German Expressionism 
but with landscape themes. 
First Look presents two works by Yang Yongliang. The Night 
of Perpetual Day combines Chinese painting traditions with 
new media techniques to construct an animated landscape 

opposite
Illumination Waqf, 2013, by Ahmed Mater 

(Saudi Arabian, b. 1979). Gold leaf, tea 

pomegranate, Chinese ink and offset X 

ray film print on paper. Courtesy of Asian 

Art Museum of San Francisco, Museum 

purchase, 2014. © Ahmed Mater 

clockwise from top right
The Night of Perpetual Day, Edition 3 

of 7, 2013, by Yang Yongliang (Chinese, 

b. 1980). HD video, 4 channel with 

soundtrack. Courtesy of Asian Art 

Museum of San Francisco, Acquisition

made possible by Gorretti and Lawrence 

Lui, with additional funding from Richard 

Beleson, 2014.14. © Yang Yongliang.

Untitled, No. 25, 2008, by RongRong 

(Chinese, b. 1968) & inri (Japanese, b. 

1973). Gelatin silver print. Courtesy of 

Asian Art Museum of San Francisco, Gift 

of Jack and Susy Wadsworth, 2013. 

© RongRong & inri. Photograph © Asian 

Art Museum of San Francisco 

Brush Symphony, 1998, by C. C. Wang 

(Chinese, 1907–2003). Ink on paper. 

Courtesy of Asian Art Museum, Gift of 

the Yiqingzhai Collection, 2005. 

© Estate of C. C. Wang. Photograph 

© Asian Art Museum of San Francisco

Mid-Autumn Festival, 1969, by Liu 

Guosong (Chinese, b. 1932). Ink and 

colors on paper. Courtesy of Asian 

Art Museum of San Francisco, 2003. 

© Liu Guosong. Photograph © Asian 

Art Museum of San Francisco 
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exploring rapid urban development. The process begins 
in the city, where he photographs the development of 
contemporary China. His images document the tensions 
of urbanization: progress and destruction, grayness of 
the metropolis and the beauty of nature. He then digitally 
collages different photographs and animates them to 
construct a landscape simultaneously futuristic. Artificial 
Wonderland #1 relates thematically to Yang’s animation but 
this work is a photo collage of images taken by the artist. 

Ahmed Mater’s work sheds a better understanding 
of Islamic art. What could be more universal than two 
skeletons in conversation, showing a most common bond?
Ahmed Mater’s diptych is formatted as a page opening from 
an Islamic manuscript with decorated borders. Instead of 
verses from the Qur’an, the borders frame a torso-length 
human X-ray. In Islamic art, the human figure is rarely, if 
ever, seen in a religious context. Yet, the artist’s delicate 
illumination in gold and blue and the use of the word waqf 
(meaning “charitable donation”) on the page references 
traditional Islamic art and Qur’an manuscripts in particular. 
Multiple meanings of the word “illumination” are considered: 
the precise ornament on the painted page adds light to 
God’s word, the revealing of the interior human body with 
X-ray technology and as the words of God lighting up 
the soul. Despite Mater’s use of Islamic ideas, his work 
has a universal resonance, the image of two figures in 
conversation, as well as notions of light and illumination. 

What is your favorite piece?
A favorite is Shreyas Karle’s Museum Shop of Fetish Objects 
from 2012, shown earlier this year at the New Museum 
Triennial in New York, which was curated by Ryan Trecartin 
and Lauren Cornell. It’s an installation of fantastical and 
often witty objects and drawings related to Bollywood. 
Arranged to resemble a museum presentation, the objects 
satirically explore themes and clichés of Indian cinema, 
such as love, sex, melodrama, religious devotion and 
unbridled machismo.
 
This work deploys tongue-in-cheek cultural and visual puns 
to examine popular cinema’s impact on contemporary life: 
a bottle labeled Ma Ka Dudh, or “mother’s milk,” alludes to 
the practice of Bollywood heroes drinking mother’s milk 
for potency and strength; a “multi-religious” brass pendant 
depicts the silhouettes of a church spire, a temple’s tower, 
and a mosque’s dome; a wire hanger is modified with 
horizontal spikes to hold up the large bra cups of a female 
lead’s dress; and a silicone “he-she object” is accompanied 
by illustrations of its use for male and female simultaneous 
but separate pleasure. 

First Look: Collecting Contemporary at the Asian will be shown 

at San Francisco’s Asian Art Museum September 4 through 

October 11, 2015. 

clockwise from top
The Character of Characters, 2012, 

by Xu Bing (Chinese, b. 1955). Animated 

five-channel video

installation. Courtesy of Asian Art 

Museum of San Francisco, 

Acquisition made possible by

The Robert H. N. Ho Family Foundation, 

2013.20.1-.2. © Xu Bing.

An Object at the Limits of Language - 

Necromantic Kippan Emancipator: No. 2, 

2000, by Manuel Ocampo (Filipino, 

b. 1965). Oil on linen. Courtesy of Asian 

Art Museum of San Francisco, Gift 

of Malou Babilonia, 2007. © Manuel 

Ocampo. Photograph © Asian Art 

Museum of San Francisco 

Chan, 1974, by Lu Shoukun (Chinese, 

1919–1979). Ink and colors on paper. 

Courtesy of Asian Art Museum of 

San Francisco, Gift of the Yiqingzhai 

Collection, 2011. © Estate of Lu Shoukun. 

Photograph © Asian Art Museum of 

San Francisco
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 FEAR AND RELEASE IN LONDON
 DAN BALDWIN GETS PERSONAL

“ I GREW UP IN A DYSFUNCTIONAL COUNCIL HOUSE 
 with four angry kids,” Dan Baldwin says a few months 
before opening a new solo show in London. “I am damaged 
goods, we all are, we can’t help it, and it’s not our fault. 
It’s how we deal with it that counts.” This is a useful 
introduction to Baldwin, who named his new solo show 
The Fear of Letting Go. Opening at Lawrence Alkin Gallery, 
London on October 8th, the work features some of his most 
intense paintings and mixed-media to date, and some of his 
most personal. 

“ Art, to me, is like therapy,” he says. “I see three significant 
chapters in my childhood: One, my mother took me 
away from my father when I was nine and never told me 
why. Two, she gave away my dog and lied. Three, I was 
almost abducted.” So, perhaps there are the reasons the 
Manchester-born artist has spent a good portion of his 
career creating works with scenes of childhood

dramatically interrupted by fear and nightmarish undertones. 
The density of the work in each painting avails the viewer to 
feel the stress, but perceive an innocence and strength that, 
indeed, is a process of letting go.  
 
The Fear of Letting Go will feature a new collection of 
paintings, bronzes and ceramics, hard on the heels of 
Baldwin’s successful solo show, The End of Innocence, in 
New York City in 2014. For Dan, it’s all a process of creating 
a fresh selfhood. “I’m just trying to stay optimistic in a 
claustrophobic, fucked-up world.” 

Dan Baldwin’s The Fear of Letting Go will be on exhibit at Lawrence 

Alkin Gallery in London from October 8–31, 2015. 

danbaldwinart.com

from left
Study for One Day I Was Free

Acrylic on handmade paper
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2015

One Day I Was Free

Acrylic with gold leaf and 

mixed-media on linen 

(WWII battlefield relics and currency)

19" x 21" 

2015
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 SWAMPY
 NORTH TO ALASKA 
“It is tradition to leave your mark in hobo jungles or, more historically, on water tanks when 
traveling by freight. A classic way to accent your moniker is to mark the direction you’re 
headed, such as EBD for eastbound or B.W. for bound west. I peppered the catch-out spots 
of the west coast with “NBD” tags that summer. Switching from one short line to another, 

 I crawled up the foggy coast of British Columbia. Sleeping in the mud or the bottom of wet, 
rusty wood chip cars most nights slowly chipped away my morale. Getting dropped in a tiny 
trackside town along the way made a bad situation worse. Every low moment in the mud and 
rain, however, was made worth it by the excitement on the open water as the barge made its 
way across the gulf.” —Swampy, excerpt from NBD

IN 2015, ANONYMITY HAS BECOME AN ANOMALY—UNLESS YOUR NAME IS SWAMPY. 
Once an ubiquitous subject in underground scenes after a New York Times interview and 
highly successful sold-out solo exhibition in San Francisco, Swampy decided suddenly that 
it was best to retreat into obscurity and hide out indefinitely while the fame train rode out. 
Like his identity, why he made the choice remains a mystery. Four years later, the elusive 
artist emerged on Instagram, and soon after, announced a new book in conjunction with an 
exhibition titled NBD (Northbound). So where and what, exactly, was Swampy doing all those 
years? Well, that too will remain a mystery because not knowing is way more captivating.
 
While Swampy is best known for iconic images of cryptic skull-tusked creatures adorning 
various urban surfaces, on railcars and obscure places everywhere in between, his other 
talent lies behind a camera with the North American landscape in sight. Writing about 
NBD, Swampy explains, “I made these photographs on a trip across North America from 
Mexico to Alaska during the fall of 2010 to the summer of 2011. Most of the distance was 
traveled by freight train, some by highway and four days by barge.” Tactfully composed, 
his photographs convey an odd tranquility and tell stories of intoxicating adventure, risks 
taken, life lived and memories materialized. —Austin McManus

Swampy’s new book, NBD, is currently available at chandrangallery.com

Jungle Train (detail)
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MATTHEW GOTTSCHALK
DEAD PUPPETS IN THE FOOTHILLS
I’VE FOLLOWED MATTHEW GOTTSCHALK’S WORK SINCE 
an MFA thesis exhibition at Mills College, where his puppet 
portrayal of a deceased dignitary caught my eye. I didn’t 
get it, but I wanted to, and unlike most times when you get 
that feeling, I didn’t feel alienated. The artist was creating a 
curious narrative to be discovered, and I finally decided to 
get to the bottom of his conceptual puppet projects. 

Kristin Farr: Tell me about your recent work with a 
chainsaw and how a move to the country has changed 
your practice so far. 
Matthew Gottschalk: My wife and I moved to a small town in 
the Sierra Foothills about a year ago. When we first moved, 
the sculptures that I was making for gallery shows were a 
continuation of my previous work that contained carved 
marionettes that I have documented moving through a 
space, like the urban environment of Oakland or inside a 
gallery or museum. I typically present video in multi-channel 
formats within a set-like installation with large, colorful 
abstracted murals that are drawn from aspects of the world 
captured by the videos. 

Leaving for the hills has been a trade-off, for sure. On one 
hand, it may be harder to make money, but there’s more 

time to invest, and in my case, more space to spread out. 
We were really lucky and got a small house on a large piece 
of property. In January, I was using a chainsaw to clean up 
the land, and started carving a hand out of a chunk of old 
ponderosa pine. I had spent so many hours using precision 
tools to carve tiny hands and artifacts out of wood, paying 
special attention to various articulations and gestures that 
can convey movement and character, that suddenly, with 
the chainsaw, I found that the forms revealed themselves 
from the material very naturally. I could work very fast 
and deliberately, and my ideas could grow in scale to a 
ridiculously large scope. It's insanely satisfying. 

Tell me more about the puppets. They’re self portraits?
I do often use my own image with puppets, and also by 
acting in video and photographs. I have worked with other 
characters as well. Last year, I carved a marionette of 
Carl Sagan while in residence at San Francisco Recology. 
Foraging through the detritus at the dump, I found a bunch 
of old VHS sleeves from the original Cosmos series, and 
Sagan's image stuck with me for a while. I cut out his 
photo and had it on the wall, and I looked into his work and 
background. As it turned out, he had a similar lineage as 
mine. I carved his marionette from found materials and used 
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him to explore the surroundings there, and presented the 
work with other artifacts that I recreated or cast in bronze, 
objects that held a personal significance for me and my 
history, like cassette tapes and a Tascam 4-track. 

In 2012, not long after his brutal death, I made a "dead 
puppet" of Muammar Gaddafi, who had been dragged 
through the streets and put on public display on a dirty 
mattress. I had been thinking a lot about notions of identity 
and celebrity persona, as well as how we are individually 
affected by the media’s portrayal of both political and 
celebrity culture, and the circumstances when the two 
merge. I remember as a kid in the ’80s, seeing Gaddafi on 
the news and being afraid of him, but that he also dressed 
like Michael Jackson. Then he just sort of disappeared from 
the mainstream conversation for twenty years. When he was 
taken from power and killed, I wasn't interested in making 
light of who he was or the things he did, but I am interested 
in the difference between an actual person and the many 
different versions of a persona projected and interpreted 
by us, the viewers at home or the outsiders looking in. The 
thin line between reverence and vilification is still especially 
interesting to me. 

The notion of a "dead puppet" opened up a conceptual 
door. Puppets are this extension of the performer and 
they embody the soul of the performance, but without a 
performer, there is an absence or vacancy that is pretty 
sad. I am interested in finding ways for a puppet to have 
life without the need for the performer to activate it, for it 
to be autonomous. 

How has your work changed since I saw your MFA show 
at Mills?
I want a formal aesthetic that is pleasing to look at or interact 
with, but there is also a sort of punk-rock aspect that can be 
disruptive and uncomfortable. I want things, if not original, 
to be authentic and unpredictable. I am still really interested 
in the elements that form our identities, whether our 
relationships with others, the space we're in, artifacts and 
objects, or our own histories. I'd say the recent work is still 
going after these same ideas, but I am always trying to be 
more clear or focused, reign it in a bit, empower it and avoid 
too much of a cluster-fuck. 

Tell me about some recent sculptures like On Your Feet 
Asshole. I’m curious about the figures’ extended limbs. 
The pieces are still attached to the material that they were 
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carved from. I was actually thinking about Michelangelo's 
slave sculptures quite a bit when I made them. I like 
acknowledging that the piece has been carved or revealed 
from something else. There's also a sense of conflict or 
struggle that can act as a catalyst for setting the work into 
motion. I played around with the proportions as a way to 
give a further sense of movement, to reference the gravity. 
The limbs growing and stretching have a magical realism 
and are storybook-like, but I am also very interested in the 
body as a vessel, one that deeply defines how we interact 
with and are perceived by the world. There's a grace and 
a kind of perfection in the movement of a marionette when 
it interacts with gravity, and that grace is a reflection of 
the proportion and characteristics of the body. I wanted 
to disrupt that idea of grace a little bit, to push against 
the perfection. 

How do you categorize your work?
The more layers, the better. I want the work to be satisfying 
or interesting on the surface but to have more to unravel for 
those who want to head down the rabbit hole. I think of it as 

being close to theater. When I was a kid, I lived in a super 
small town in Northern California and I ushered at the local 
repertory theater. I loved when the lights dimmed and the 
curtain opened. It always felt like a place where anything 
can happen in service of a story, but especially I remember 
being able to go backstage and see behind the sets. I have 
always been interested in breaking the fourth wall between 
story and life. 

What kinds of things do you like to see in the world?
It's important for me to see the hand of the artist or maker. 
I've been doing a lot of carpentry around our house lately, 
and I've started noticing hammer marks, thumb prints, etc. 
everywhere I go. These things are usually considered flaws 
or imperfections, but I like seeing a record from the creative 
process. I'm also drawn to bold colors and geometry in 
contrast with more muted tones and organic forms. 

matthewgottschalk.com
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REIGNING CHAMP
CANADA’S FINEST FLEECE BRAND IS TRULY THE WORLD CHAMPION
THERE IS NO QUESTION THAT THE SIMPLER SOMETHING 
is, the more seamless and effortless its production is 
perceived, while its creation is probably more dynamic and 
time-intensive than expected. Thinking of fine artists whose 
work seems so simple that you wouldn’t comprehend its 
complex nature brings us to the likes of John McLaughlin 
or Anne Truitt, whose art seemed to just evolve inevitably 
but was created with such thought-provoking style and 
aesthetic. So here we say it: If Reigning Champ’s hooded 
sweatshirts were comparable to a painter, they’d be the 
Ellsworth Kelly of fleece. It is even in their mantra, “Our 
process is guided by our principles: Respect the details. 
Master simplicity.”  
 
Since 2007, Reigning Champ has been making a collection 
of sweatshirts, sweats, tees and other fleece items from 
their factory in Vancouver, British Columbia. With fabrics 
developed in-house, the brand has essentially become their 
namesake, unrivaled goods of durability and strength. With 
a simple logo treatment tucked away from plain view, they 
rely on classic silhouettes that boast something few other 

brands can: they last. This writer has possessed their black 
hoodie for years, which is still in no need for replacement. 
Even their seasonal photoshoots speak quietly in an artistic 
ode to sportsmanship and athletics in perfect harmony with 
the classic apparel. This brand doesn’t reinvent the wheel. It 
just makes the best wheel possible.  
 
Recently, we sat down with Reigning Champ’s Doug Barber 
to ask about the decision to keep production in Canada, 
developing one’s own vision and guiding the art 
of simplicity.

Evan Pricco: Fleece, or even just the hoodie itself, can 
be one of the most ubiquitous of all apparel items. Yet 
Reigning Champ took the concept to a whole new level. 
Can you talk a little about the origins of the brand?
Doug Barber: We started as a manufacturer that specialized 
in fleece, but after years of producing for other brands, we 
decided to start our own label. The focus from the beginning 
has been to develop signature fabrics and then utilize our 
manufacturing expertise to create the best product we can.

Photography by Fahim Kassam
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Did everyone at Reigning Champ have a background in 
fashion and design? Think of the many kids at art school 
who read this mag and want to see a light at the end of 
the tunnel. 
Our founder Craig Atkinson has an extensive background 
in fashion and design. He also founded wings + horns, a 
menswear line which recently celebrated its tenth year. Our 
designer has a technical design background and worked 
previously at the outdoor brand Arcteryx. I myself studied 
business and have focused on product since 2005, so we’re 
steeped in creative studies.

Did developing the type of fabrics and manufacturing 
techniques take a lot of trial and error? 
Almost every time we try something new, it’s a back and 
forth process. We meet with our fabric suppliers weekly 
and are always pushing our production team to explore 
new construction methods. Every season, our product 
gets better.

At what point did you guys realize, oh man, we really 
can do this all in Canada? We don't have to export 
manufacturing! 
Domestic manufacturing has been a part of our brand since 
the beginning. It wasn’t a question of producing offshore 
or domestically. We just did what made sense. Producing 
domestically allows us to control quality and experiment 
with different materials.

Are there things that you realize you can't develop 
because you want to keep production in Canada? And 
conversely, are there advantages to keeping things close? 
There are pros and cons to both. As we expand our line, 
we’ll produce certain items outside of Canada. Our goal is 
to make the best product we can, and if that means making 
certain items elsewhere, we will.

Explain, perhaps, what the Core Program of Reigning 
Champ is, compared to new additions you add each 
season? 
The Core Program consists of seven staple items in three 
classic colorways—black, navy and heather grey. These 
are items everyone should have. Our seasonal product is 
a little more experimental. We utilize more color and 
integrate different fabrics. 

What's new for Fall/Winter 2015? 
Our Sea to Sky series is where most of the excitement is. 
We worked with Polartec on the fabric mix. We’ve integrated 
several of their signature fabrics into the product. Several 
garments use their Power Dry moisture-wicking fabric and 
their Alpha insulation, which was originally developed for 
the U.S. Special Forces. Sea to Sky Fall/Winter 2015 will be 
available September 2015.

reigningchamp.com



VANCOUVER

SEATTLE

BOSTON

TORONTO

NEW YORK

SAN FRANCISCO

CHICAGO

LOS ANGELES

MONTRÉAL

PORTLAND

QUÉBEC

CALGARY

WASHINGTON DC

MINNEAPOLIS

DENVER

OTTAWA

FLUEVOG.COM

©
���

���jo
h

n�fluevo
g

�sh
o

es�ltd﹒

DRAW STUFF HERE
(IF YOU FEEL LIKE IT)

ARTIST SARA RUTKOWSKI
FLUEVOG�COM/SARARUTKOWSKI

THE�ROCKSTAR�MOONSTONE���UNIQUE�SOLES�FOR�UNIQUE�SOULS

DO YOU HAVE THE WORLD’S BEST FLUEVOG SHOES AD STUCK IN YOUR HEAD? 
GET IT OUT AT FLUEVOGCREATIVE.COM







INFLUENCES

42  |  OCTOBER 2015

 THE THING QUARTERLY
  ART OFF THE WALL 
The Thing Quarterly’s first issue was printed on a window 
shade. As grad students, artists Jonn Herschend and Will 
Rogan knew they wanted to work together and, after a 
couple of false starts, settled on a Fluxus-inspired quarterly 
subscription service for art objects. What began as a year-
long experiment is now eight years deep into the production 
of enviable editions and projects by the greats: David 
Shrigley, John Baldessari, Miranda July and Chris Johanson, 
to name a few. Rogan explained their idealized vision, right 
down to the packaging, “We wanted it to look like the mail 
in a really standard way. In the beginning, we even wanted 
to tie it with string.” Beyond the box, the editors of the The 
Thing continue to expand on their formative experiments in 
collaborative object publication. 

THE THING ARRIVES
Jonn Herschend: We both like text and objects, and we 
wanted to play around with them. At that point in time, 
magazines were starting to disappear and people were 
afraid that all forms of traditional publishing were going to 
vanish and go online. We thought it was a great opportunity 
to publish on a lampshade or, for example, our Dave 
Eggers shower curtain that has an entire monologue you 

can read while showering. Jonathan Lethem’s glasses had 
text printed on the frames, and they were a special optical 
system related to his book, Chronic City. It’s super geeky 
and steeped in stuff we love about his work, and things like 
superhero glasses or the movie They Live. We knew other 
people had published objects in the past, and of course we 
were into Fluxus as well, which wasn’t about publishing, but 
the idea of receiving art pieces in the mail. 

Will Rogan: We came up with The Thing in our art studios. 
We are interested in investigating a form and figuring 
out what else will fit into it. Jonn had been working with 
PowerPoint presentations. There’s something really jarring 
about seeing emotionally resonant artwork in that form, so 
I think we were both interested in how we could stretch a 
form and fit something new into it. 

JH: Will’s work was about sculpture, but he was making 
photographs about pushing photography into sculpture 
without necessarily making it 3D. 

WR: We’re basically just form junkies. We’re interested in 
taking things apart and putting them together differently. 
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JH: Form junkies. That’s good. 

WR: The name of our project came out of always saying, 
“Do you want to meet up and talk about the thing?” And we 
realized it was about objects and our relationship to them, 
and “The Thing” is also used in all these other places we 
like: the John Carpenter movie and the hand in the Addam’s 
Family; also it’s a superhero.
 
JH: Dr. Seuss creatures. Thing One and Thing Two. And 
Volkswagen’s Thing may be the most important.  
 
STARTING A THING
WR: The first step is to give the artist a framework. Each 
person gets a different treatment after that. If they need 
more direction, we provide it. We think about what kinds of 
objects make sense considering other things they’ve made. 
Every single one is different because we have to figure out 
who’s going to make it. Right now, we’re involved in two 
different projects; one is being manufactured in China, and 
the other is being made in West Oakland.

JH: But they’re both round. They’re spherical. 

CURRENT ISSUE
JH: With Michelle Grabner’s issue that just came out, we 
talked about using gingham patterns, which is something 
she’s interested in from a mathematical, philosophical, and 
domestic standpoint. A review came out from her last show, 
and Ken Johnson wrote in the New York Times that her 
work was boring because it’s about her life, and that she’s 
a soccer mom. The Internet went crazy; there were many 
reactions. Amy Sillman wrote a response piece in the NYT, 
and Johnson took her apart in rebuttal. All this press came 
out about it, so we decided Michelle’s project would be a 
gingham soccer ball. It looks like a patchwork quilt but is 
basically a physical rebuttal. Our plan is to reprint the review 
and an interview with Michelle where we talk about her work 
and the notion of being a Midwestern mother who is among 
the most powerful artists in the world, and how it all goes 
together in this weird fusion. We really try to think about the 
contributor’s work and interesting ways to expand dialogue.  
 
OBJECT OBJECTIVES
JH: Starlee Kine is hysterical on radio and super funny when 
she gets in front of people. The launch party for her project 
was a blast. She read text from the essay that accompanies 
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the cutting board she designed, and she brought in a chef 
to show everyone how to cut onions. And then she had an 
acting coach teach everyone how to cry, and invited people 
to saw in half “haunted objects” that were left over by former 
lovers. Allora and Calzadilla’s issue was also a beautiful 
conundrum and a perfect example of what The Thing can 
be. It was a blank book with a shoelace in the spine.

WR: It’s sewn into the binding like a book marker, and then 
weaves through a shoe. The bookmarker is connected to the 
shoelace, or the shoelace is wrapped up by the book. 

JH: You’re stuck with a shoe and a book. 

WR: David Korty made ceramic dice, a set of six. He included 
instructions for a game called “Mr. Natural,” which he is kind 
of addicted to. It’s incredibly fun, and one of the things we 
love about The Thing is seeing it living in the world. The 
game really took off, and the handmade, six-sided dice are 
really satisfying objects to hold.  
 
THE THING: THE BOOK
JH: Chronicle Books approached us to do a book, and we 
wanted it to be a project in itself, so we set out to explore 
the physicality of the book. We assigned different sections 
to contributors. David Shrigley made the book-marker 
ribbons, Tauba Auerbach did the page numbers, and Matt 
Hicks created an index that was borrowed from another 
book. Anthony Discenza made the table of contents. The 
end papers were done by Leslie Shows, who made a collage 
out of the entire contents of the first galley of the book. We 
looked at the book like it was an exhibition site. It’s very 
self-consciously about the book, and it was meant to be a 
celebration of all the different parts.  
 
CONCEPTUALLY EXPERIMENTAL 
WR: Experimental is how I would describe The Thing.

JH: There’s a whole generation of individuals who aren’t 
sure what art is supposed to be and how we’re supposed 
to engage with it. There is a real grappling with what art’s 
role is in society, and we’re interested in how art is relevant 
to you, in your house. Can it be used, or does it only go on 
the walls? 

WR: We’re connected to conceptual art. I was David Ireland’s 
assistant for a while, and I like the way he made his home 
an art project. I don’t think we’ve ever talked about his 
influence, but it must’ve been there subliminally. 

JH: John Baldessari is a great example of conceptualism 
that’s also not. He was involved in conceptual art, but was 
making fun of it as much as he was seriously invested. Ed 
Ruscha as well. Those are people we look to as touchstones. 

thethingquarterly.com





Transforming Place 
and Space Across 
All Platforms
For the past two years, Juxtapoz and Mozilla have 
collaborated on creative projects around the 
world, uniting innovative technology with the 
arts. From murals in Mozilla’s Northern California 
headquarters to installations at Mobile World 
Congress in Barcelona, each unique curation 
embodies and broadens its environment. Our 
most recent mural was done in Mozilla’s Portland 

Juxtapoz-featured 
artist, Souther Salazar.  

“ ...One of the coolest things about this project was that 
Mozilla and Jux trusted me to follow my own vision and 
create a work for the space.” —Souther Salazar
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ISMALAND IS THE LATEST INNOVATION 
in family light entertainment by the graffi  ti 
artist Banksy. Installed in the centre of 
an unfashionable British seaside town 
frequented by low-income families, 
Banksy describes it as “the perfect art 

audience.” The location is a former lido comprising four 
acres of walled seafront compound, which in recent years 
has come to more closely resemble a neglected prison yard, 
an atmosphere Banksy has endeavoured to preserve by 
declaring that none of the installation crew were allowed to 
bring a broom.

This is an art show for the 99% who would rather not be 
at an art show. It features a fairytale castle, a boat pond, 
arcade games and extensive water gardens, all given a 
distinctly modern twist. But beyond the Mickey-taking is 
a deadly serious attempt to assemble a show that takes 
stock of its generation. “It's scrappy, incoherent and self-
obsessed, so maybe we're halfway there,” says Banksy.

This is certainly not a “street art” show—an art form Banksy 
describes as “just as reassuringly white, middle class and 
lacking in women as any other art movement.” The roster 
of artists ranges from Jenny Holzer, winner of the gold 
medal at the Venice Biennale, to Ed Hall, a pensioner who 
has spent forty years producing every major trade union 
banner from his garden shed.  

Visitors are taken on an unfl inching journey of art “made 
in the shadow of gathering clouds,” literally in the main 
gallery, as Dietrich Wegner's Playhouse towers above the 
centre of the room. Truly global in scope and scale, you will 
fi nd art from Israel and Palestine hanging side by side. 

Does it represent any distinct art movement? Banksy has 
come up with the term “post modem-ism” and is valiantly 
trying to make it fi t. This is art with high “click potential,” 
something achieved by containing more than one strand 
of thought or technique. “It’s fl ower embroidery, but done 
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with a power drill into car bonnets,” or, “It’s a greenhouse, 
but all the seedlings are sprouting from ready meals.” This is 
art that thrives and is shared in the online environment—art 
that has an “and” or a “but.” The digital world demands more 
than the humble portrait or landscape, and these artists 
serve it wholeheartedly.

As ever, Banksy has constructed a show that essentially 
speaks to his fifteen-year-old self. It shouts “another world 
is possible” at every turn. And this event actually provides 
some tools to achieve it. Visit “Guerilla Island,” an activist’s 
area where you're able to buy the specialist keys that unlock 
bus shelter advertising hoardings alongside workshops in 
how to replace their posters with your own. 

One end of the site is dominated by a windmill, Banksy's 
attempt to power the entire site using a giant copy of a 
child's pinwheel, only to find the results seriously under-
powering. “I guess it’s become a monument to how much 
further we've still got to go,” he says. —Banksy

Evan Pricco: What, in particular, was the genesis of this 
project? Were you surfing the web and grabbed by some 
insights on how you wanted to present Dismaland and the 
artists you wanted to work with? Was it a way for you to 
gather together a bunch of people you admired to create 
one thing? Is it a little bit like the chicken or the egg? Was 

curating a group show something you wanted to do 
with these artists, or did seeing all this art make you 
think up Dismaland? 
Banksy: Like so many projects, it started with a gap in the 
fence. Eight months ago, I came to Weston on a windy day, 
and one of the boards on the gate had blown down. From 
the first glimpse through the gap, I was smitten. I used to 
come here swimming as a kid, but no one’s been inside for 
fifteen years. 

The best thing is the wall. It means you get to have a show 
outside, but within a heavily fortified beachfront compound. 
That’s quite unusual.

I first thought it would be a solo show. But then, after the 
city council agreed to lend me the building, I immediately 
sobered up and went looking for help. A lot of the art is as 
much a surprise to me as it will be to other people. I only 
came across Neta Harare Navon three weeks ago when I 
was online shopping for sheds. And what do you know, she’s 
quietly over there in Tel Aviv making the perfect model of 
how to paint. You mail her and she comes over—incredible. 

It’s a good project because it keeps surprising me. And this 
is what I’ve learnt over the years: no amount of PR or hype 
can sell the world something if it’s not exciting you. 
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Did you ask each artist to make new work? Or was there 
an opportunity to show past works you liked? 
A bit of both.

So was there anyone you chose to be in the show 
that brought out ideas which changed the course 
of Dismaland? 
It’s been enriched by a lot of people and grown. It’s pretty 
unusual to find a children’s playground with a payday loan 
shop attached. But it’s always been quite a broad brief, 
to embrace or attack any part of the light entertainment 
industry you’ve ever been sold or let down by. Essentially, 
the big theme is that theme parks should have bigger 
themes. Although I did institute a site-wide ban on images 
of Mickey Mouse.

Some works that I’ve seen so far have obvious political 
impact, but there are a lot of artists who are subversive 
and just plain funny. Was that a balance that you 
appreciated and wanted to see living side-by-side? 
Obviously having Zaria Forman's beautiful natural 
landscape paintings next to Jessica Harrison's porcelain 
pieces has two narratives, although together they can 
create an interesting storyline and visual experience.
Yes, I should make it very clear: this is not a street art show. 
There are women in it.

Tell us about your role here. Has it been an interesting 
process being a curator? Is it a role that you enjoyed? 
It turns out curating can be surprisingly creative. For 
instance, I asked Jenny Holzer for one of her electronic 
signs, but she didn’t have anything in stock. She said she 

was happy to supply the text, but I’d have to find some signs. 
I asked a lighting guy to get a big LED screen and he came 
back with a system that cost £8000 a week to rent. I couldn’t 
afford that, so I suggested we record Jenny’s slogans and 
play them over the Tannoy system. She liked the idea and 
said she’d never done anything like it in forty years. So now 
we have a totally original Jenny Holzer that cost fuck all.

Did you do a lot of editing? Were there things you liked at 
first that got cut out and other things that grew because 
you liked the direction they were heading? 
A lot of the decisions have been made by neglect. I put 
together a whole list of artists and pieces I wanted, and 
then, a month later, if I hadn’t done anything about it, 
I knew it probably wasn’t worth pursuing. When you’re busy, 
the most important things have a way of asserting 

“ ESSENTIALLY, THE BIG 
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themselves. I discovered “not now” is as valid a reaction 
as anything else.

How much does the reaction matter to you? I know it 
matters to us, the critics and audience, but forget us for 
a second. Does it matter to you? 
I’m at a point with art where I only really care if the piece 
is more than the sum of its parts. I’m lucky because what I 
make either succeeds or fails. Some people undoubtedly 
would tell you that’s why it’s crap art, but that’s the way it is. 
I feel sorry for Abstract Expressionists—how do they know 
when to go home?

All I need is to make my point and get something more out 
of it than what I put in. If something extra has happened 
between the idea and realizing it, that’s a win. This week I 
surrounded my Cinderella’s carriage with a ring of paparazzi, 
and the flash bulbs made the shadows leap around the 
room, and the pumpkin looked like it was lit by flickering 
candles, so I’m good. I never saw that coming. 

My satisfaction level is independent of your opinion. If I feel 
a piece has worked, there’s nothing you can say that will 
take that away. And the flip side is, if I know it’s failed, there’s 
nothing you can say that would make it OK.

This project, in particular, is so destination-based that you 
will really rely on audience reaction. You have always been 
good at controlling your message, but did joining social 
media teach you anything that you liked? Or disliked?  
The last show I did was at the Bristol Museum and a lot of 
people came. In fact, the queue was the most interesting 
thing about it. I don’t know if people will show up this time, 
but I made a few pieces with the audience in mind: the 
Cinderella sculpture is only complete when surrounded 
by a gawping crowd snapping photos. The audience is the 
punchline. Likewise, the killer whale is crap in real life. It’s 
only good when you pose behind it pulling a face and send 
a picture to your mate. 

What are you hoping visitors take away from Dismaland? 
A souvenir programme, three T-shirts and a mug. Each. 
This project isn’t sponsored or government aided; it’s 
self-financing.

Dismaland will be open daily from 11am—11pm through 

September 27, 2015 in Weston-super-Mare, England. 

dismaland.co.uk
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CRYSTAL WAGNER IS PERFORMING A VISIONARY DANCE, 
and in its wake, fantastical organisms are left—lively, colorful 
and curious. Dazzling and disgusting. Like tidal waves and 
tree forts, her site-specific installations engulf the audience, 
simulating an encounter with nature, but with a wholly 
unnatural skin, a suggestion of excess, and a little nostalgia 
on the side. Growing up in a custom studio, her commitment 
to the art life has fueled her trajectory since day one. 

Kristin Farr: What kinds of things did you make when you 
were little? 
Crystal Wagner: In kindergarten my teacher told my parents 
that I was going to be a famous artist. This simple statement 
was a catalyst that spanned a childhood of art centricity for 
me, starting with a custom bedroom that had an adjustable-
surface drawing table that reached from one side of the 
room to the other, with flat file storage, a tile floor and years 
of art supplies as gifts. I drew pretty obsessively as a child: 
fantastical birds, imaginative landscapes, creatures and 
people. My bedroom in high school had a mural that was 
a rainforest, outer space and alien creatures all at once. 
It’s funny that those themes are still pervasive in my world 
and have somehow become the underlying content to my 
professional body of work. I mean, I no longer draw aliens 
with big, tear-dropped eyes dressed in baggy JNCO jeans, 
zipping through a galactic sea on retro surf boards, but the 
idea of aliens as a concept of things being unfamiliar and 
foreign still appeals to me.

It seems like your installation work developed swiftly and 
blew up over the last couple years.
It was a very organic and linear progression. I have a 
background in sculpture and an intense love of drawing, 
so it only made sense that when all the mediums were at 
my disposal, I would not restrict myself to one particular 
mode of making. The installation work grew out of an 
investigation of both materials and concepts related to my 
physical experiences on a daily basis, in combination with 
a constant examination of what art is, was, continues to be 
and can be in the twenty-first century. I can’t communicate 
how crucial making work, as much work as you can, is to an 

artist. Think through making. I truly believe you have to be 
both a philosopher and a maker to be an artist. 

Does the installation work feel the most real since it’s not 
a commodity?
What I love about the installation work is that I feel alive 
when I am making it. Every aspect of who I am has to 
be present to create it. There’s no plan, no drawing, just 
me responding to the space. When I was going through 
college, one of the things that didn’t appeal to me was the 
preliminary sketch-to-product model of production. I always 
considered the piece done, no matter what the medium 
was, clay, paint or wood. When the thumbnail was made, it 
became a burden to execute and produce. A two-second 
sketch that figured out how the work would function, this 
was when I felt the most activated. I also have an intense 
love of making things with my hands. The fact that we 
have the ability to fashion one object into another thing 
fascinates me. It was an important moment when I realized 
that working intuitively was how my work would be fully 
realized. For me, the moment that something is being made, 
when our creative minds are firing all of those dazzling 
problem-solving synapses, that’s the moment I want to 
be in. The installation work does this on a large scale, but 
the smaller sculptural works and the ink drawings share a 
similar process. The installations, though, have a life cycle. 
They are born. They become children. They mature in the 
final stages, and then they die. The temporary aspect of the 
work is incredibly important to the pieces. People are always 
devastated when they come down, but there’s something 
in the echo of the space of where it was that resonates 
beyond its life cycle and makes its interval of time even 
more significant. 

What have you learned along the way?
That being fit is an integral part of my process. Running 
everyday is not something I thought would ever be 
necessary for my artwork. I mean, when I was growing up, 
I perceived an artist to be the opposite of an athlete. Yet in 
order to have the endurance to work up to twenty hours a 
day, climb scaffolding and ladders, and be mentally alert and 

Spectrum: Bio Interloper VIII (detail)

Screen print, relief print, cut paper, 

wood, paint and wire

25.5" x 25.5" x 8"

2014
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focused enough to be making good decisions, I have to be 
physically capable. So I run every day. It’s totally art training. 
The only limitations with the installation work are those 
imposed by my physical and mental capacity to keep going, 
and time. I always wonder what it would be like to have the 
luxury of time at my disposal, to work only eight hours a day 
and have a month to make a piece. How would that change 
the work? In my world, installation-land is an intense week or 
two straight, working so hard that I feel like an art machine. 
It’s absolutely art on steroids.  

It seems like you needed to see your drawings take 
up space.
The most important thing I do for my own practice is draw. 
It is how I understand my own visual lexicon. My series of ink 
drawings, which sometimes become printed components in 
my other works, are mostly just exercises in understanding 
how I see the world. This is crucial for me when I get 
on location for the installation works. I don’t work from 
preliminary drawings or plans. I just grow the work intuitively 
and draw through space, but the work is derived from a 
place that is very comfortable. It’s my language. It would 
look the same and breathe the same no matter what 
the material or medium was. Drawing is that honest, 
raw mark that pours out of me and is a direct link to how 
I see the world. 

Tell me more about the printmaking. 
For the most part, I use it to add the delicate, tiny details 
in the installations. I’ll make a print, do ten layers and then 
cut it up. I’m interested in what printmaking can be next. 
The print itself is boring to me. I equate them to intricate 
patterns that you would find on the underside of a leaf or an 
emulation of the moment where you step in wet paint with a 
sneaker. You leave a footprint and then later someone steps 
in another color and leaves a mark on top. This intricate 
layering is textural and dense.  

What are you working on now?
Two bodies of work that explore the increasingly severe 
divide between human beings and the natural world through 
my installation work comprised of everyday materials like 
plastic tablecloths, and my smaller sculptural Terrariums, 
which are paper sculptures housed in custom-built wooden 
boxes. David Abram explains in his book Spell of the 
Sensuous that we are, “Caught up in a mass of abstractions, 
our attentions hypnotized by a host of human-made 
technologies that reflect only us back to ourselves.” 
I totally geek out on this. My works, large and small, flat 
and dimensional, explore ideas related to the exoticization 
of all things natural, and I feel compelled to investigate what 
exotic actually means in the context of the contemporary 
world. Through an investigation and use of synthetic, mass-
produced everyday materials, and in both the installations 
and boxes, forms that adopt shapes and structures found in 
nature are reorganized with a pop sensibility and a circa-
1990’s color boost. I am interested in that space between 
something familiar and something foreign. I want it to evoke 
a sense of curiosity that encourages people to reconsider 
their relationship with the natural world.  

Does your work speak about a future dystopia?
Absolutely. Just the basic idea of exoticism is an indication 
of how removed we are from our natural landscape. We live 
in a world comprised of pseudo-environments made with 
synthetic materials, artificial light, and, the most devastating 
recent development, alternate realities that have homes in 
the new technological dimension. And all of these things 
remove us ultimately from what we are. I know what this 
sounds like, some excerpt from some cliché sci-fi novel that 
condemns humanity to a life of soy-based gruel and plants 
in glass cases, but I can’t help it. Any time I spend hiking, I 
am bizarrely aware of my lack of true understanding of my 
environment. For most of my life, I have been sheltered and 
shielded from nature. Hiking, for example, is just walking 
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outside, nothing significant, but it reveals so clearly how 
going “out there” can be conceived of as an event and 
how nature has become a spectacle. I am by no means 
a Luddite. I appreciate technology, the amalgam that is 
the twenty-first century, but I also see the reality of it. 
Physical experiences being replaced by simulated ones, 
the peripheral experience developing glaucoma. What 
we are left with is a world that is mostly minds and nobody, 
tunnels that unfortunately remove us from our natural 
surroundings. That’s freaking terrifying.     

The installations look like a cozy, furry animal from afar, 
but they must be sharp if you try to hug them, right?
I recently completed an installation for the National Museum 
of Singapore called Wanderlust. I was asked to create a 
work to celebrate the “Season of Children,” and that was the 
first thing I thought of. The base structure is chicken wire, 
and as far as materials go, that stuff is volatile, sneaky and 
sharp. But once the pieces are made and the materials are 
placed on top, there are no wires exposed. I did, however, 
take precautions in Singapore. I had one of my assistants on 
a three-day wire “damage control” mission, after which you 
could love all over that installation without it biting you.

What happens to the installations when you take 
them down?
The materials are packaged and shipped back to me. The 
complications from working site-specifically will always be 
the materials, but I am very conscious of this and work very 
hard to make sure that when I can, I reuse the materials. 
It’s equivalent to scraping the paint off of a canvas and 
making a new painting from it. My studio has containers 
of polychromatic plastic waiting to grow into new pseudo-
landscapes; they look like torpedoes stacked in the corner, 
with bits of fluorescent color dripping out from their insides.

What’s the strangest comment you’ve ever gotten about 
your work?
I had someone walk into a gallery I was working in once, 
stand right in the middle of the installation, look at me, 
and say, “So what kind of art are you into? Painting? 
Photography? Sculpture?” I was baffled. I looked at my 
assistant and then back to him. “You’re standing in the 
middle of it.” I just don’t think he could comprehend that 
someone would make something like that, so he decided to 
ignore it. There’s a funny pattern to the way people perceive 
the work. When I start, there’s always a joke like, “Wow, how 
many chickens are you going to have here?” Or, “Man that’s 
one big fucking piñata!” I appreciate them all. It means that 
the work is provoking curiosity, at the very least. 

Your work is so freeform that no one would notice tiny 
details that might bug you. Are there any parts you obsess 
over?
With the installation work, it’s always down to the last 
minute. I am always working against time and there are a 
million things I obsess over. I always want one more day, 
but then I can’t help but believe that, because I am forced 
to work with such velocity, that somehow the conditions 
surrounding the work are the catalyst to making it what 
it becomes. As far as specific details, it’s absolutely the 
peripheral experience. I am considering the path that 
people take through the space, how one mark can be 
repeated somewhere else and how those visual cues can 
compositionally affect the physical relationship someone 
has with the piece. It's in the round, so the peripheral is 
another dimension to consider, even if it’s hazy and at the 
edge of what we see. If I place a particular color on the left in 
a massive space, I will most likely place three corresponding 
colors twenty feet away, on the right, to balance the design. 
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How has your work evolved this year?
My aim has been to make the installation work more 
sculptural. It should have mass. When I first started 
experimenting with the materials, I didn’t fully see the 
sculptural potential of the chicken wire until I started being 
introduced to more spaces that required that the pieces 
travel through, over and around things, and be able 
to support themselves. They started just growing on walls. 
Now they can grow out into open space, fully self-sustaining. 
What’s funny is how absolutely appropriate chicken wire 
is to my process. The work is constantly evolving. My 
one mantra is to make it and then ask myself, “How can it 
do more?” 

Tell me about working with The Flaming Lips. 
It was definitely a psychedelic ride. They invited me to make 
an installation for their Christmas Party in Oklahoma City at 
the Womb Gallery. When I got off the plane, Wayne Coyne 
picked up my assistant and me from the airport and we 
crashed at his place, used his truck, lived in his world. One of 
our first conversations revolved around my ideal schedule. I 
told him, “I like to get up around 6:30 am, go for a run and be 
in the gallery by 8am,” and he laughed and told me, “Baby, 

you’re going to have to live more like a rockstar while you’re 
here. We don’t get up until 12, and we work until 4am.” I can’t 
remember it verbatim, but that’s the gist of it. The Womb 
Gallery is a phenomenal art and music venue which looks 
like an incredible explosion in the middle of Oklahoma City. 
Everything from working with the awesome roadies to the 
production crew was crazy. The party included a concert by 
Fever The Ghost and a DJ appearance by Miley Cyrus. At 
some point, standing under a disco ball the size of a small 
Volkswagen car, surrounded by drippy, cosmic forms and 
more color than I could register at once, plus hundreds 
of people running around, I acknowledged the unique 
experience that it was. Wayne and I still communicate on 
a regular basis, and I currently have two life-size soap skulls, 
a soap fetus and uterus in my apartment that he gave me 
as gifts. 

I love that story. Having an art show is like spreading your 
guts all over the wall. Do you feel that way?
Every single time. Because I work site-specifically, and my 
entire process is usually on display for others, it’s totally like 
making art naked. Imagine setting up a blank canvas in your 
studio, sitting down with your paint and then inviting fifty 
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people to watch you make the work from the very first mark 
all the way to the end. Add to that the distraction of chit-
chat, which is splendid, but it does redirect my focus, and 
the ticking of a loud metaphorical clock in the background. 
When it’s over, everything is revealed to the audience—
how I work, my philosophy about life, my personality, the 
music I listen to, the way I giggle until I cry when I pass the 
exhaustion threshold. The people around me get to know 
me in two weeks. It has to change the way they see the 
work. I’m not sure how, but any insight into the process 
removes the suspension of disbelief. People who are there 
for the making of it have a completely different experience 
than those that discover the work complete. Guts are just 
a part of what I smear in that space. It’s more like guts and 
everything else that makes me who I am.  

I get a sense you’re into things that are both dazzling and 
disgusting. If that’s true, what are some examples?
This question just reached deep inside me and made 
me smile. I am actually surprised I haven’t been hit by a 
car yet in my tenacious pursuit of interesting, disgusting, 
wonderful things. I walk to my studio, which should only take 
ten minutes, but I stop so often to take pictures of cracks 

in sidewalks, evidence of rot and decay, cables, candy 
wrappers twisted around drains, peeling paint and debris, 
that it usually takes me longer. I can’t help it. The world 
is alive around me and everything is worth investigating; 
dazzling or disgusting.   

What are the main ingredients of your visual culture?
Graffiti, trash, piles of anything, exotic landscapes, anything 
and everything, sci-fi, technology, space, spilled paint, 
construction sites, road signs, trees, asphalt and color. 

What do you believe in most of all?
First, that being human is a crazy, wild ride and second, that 
being actively curious about the world we live in should be a 
compulsion that we all feed. 

crystalwagner.com
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N MY MANY TRIPS DOWN TO ATLANTA, THERE IS ONE 
recurring event that transpires with each visit: nail biting, stress 

provoking, near gridlock traffic anywhere and everywhere at 

rush hour. It seems unavoidable and is something I have come 

to anticipate. Thankfully, along with gasp-inducing car exhaust 

and brake dust clouding the windshield while waiting for the car in front 

to inch a few feet forward, I expect to spot Sever’s crispy bold lettering 

somewhere, on the ledge of a bridge, the back of a billboard, or some 

random wall where it has claimed the landscape ten years strong. 

Locally, Sever is an Atlanta staple and arguably one of its 
most prolific writers ever. Globally, he’s widely known and 
revered as a craftsman of letter precision and member of 
the esteemed MSK crew. He’s had a lengthy career laying 
down countless unforgettable pieces, and in the graffiti 
world, longevity is no easy feat. However, it wasn’t until he 
started incorporating characters and concepts that a wider 
audience began to take notice. Witty, provocative, sarcastic 
and occasionally ridiculous, Sever’s sly, visual attack on 
American history and the absurdity of our current cultural 
climate is difficult to ignore.

Austin McManus: You’ve lived in many places over the 
years, but Atlanta seems to have become home. What 
keeps you here? 
Sever: What happened was I lived in and grew up in 
Nashville but would go down to Atlanta pretty regularly as a 
kid. I left Nashville right before Freaknik ’96 and fell in love 
with it. I've since spent time in Los Angeles for a number of 
years, as well as San Francisco and New York, but always 
felt most at home in Atlanta. Like everywhere, it's changed a 
ton over the years, but when you spend so much time in one 
place, it becomes familiar. 

What do you like most about living in Atlanta? It certainly 
has its own unique history, culture and feeling.
I love the people. The food. The hoods. The kudzu. I love 
the fact that at any given time I can roll around and I'm just 
as likely to see a lifted Cinnamon Toast Crunch donk on 
24s as I am a lifted dually with a deer strapped to the hood 
sporting truck nuts. I love that we celebrate Tupac with a 
statue and reflection pool that unfortunately keeps getting 
vandalized. I love seeing Abdullah the Butcher at his House 
of Ribs and Chinese Food puttin' it down. I love the fact 
that one of our main attractions is the Coca-Cola Museum 
while heart disease is still the number one cause of death 
in this country. I love that it was the birthplace and ground 
zero of the American Civil Rights Movement and that my 
congressman is John Lewis. I love randomly coming across 
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locations like the one in the spread on the previous page. 
It can be a corporate fuck city at times and not nearly as 
lawless as it used to be, but it’s still the shit.

When I was last in Atlanta, I stumbled upon your I’m Not a 
Player I Just Read a Lot mural. That block is obviously very 
active and I wonder why you chose those words for that 
particular location? Also, I assume it was challenging to 
paint an awning that is on a slant with large letters?
Yes, it's on Broad Street in Atlanta. It used to be a thriving 
thoroughfare until it was disconnected from the rest of 
downtown when the city put in the Five Points Marta station 
in the late ’60s, early ’70s. I guess it never really recovered, 
and for the last couple of decades has been basically an 
open-air drug market. Think of it as Atlanta's milder version 
of San Francisco’s Tenderloin District, a sort of live-action 
version of The Wire in real-time. I did that piece on a lift, 
and after the neighborhood folks realized we weren’t any 
threat, they went right back about their business. Pretty 
standard stuff. One thing that stuck with me was seeing the 
same empty discarded coke baggies on the ground getting 
gummed out by multiple people throughout the week. 
Super depressing. That quote I chose to paint is obviously 
a reworking of the Big Pun song with "read" substituted 
for "fuck." Did my best to add a little needed positivity 
down there.

Your Death of Street Art mural for the Detroit 
Beautification Project attracted widespread media 
attention, becoming highly controversial, and the 
surrounding community had a lot to say about it. What are 
some of your thoughts now, looking back at that project 
and experience?
I don't really know what to say. Yeah, for some reason 
that piece really stuck with a lot of people. I mean, I like a 
nice refreshing street art Perrier while I watch Street Art 
Throwdown as much as the next guy, but sometimes it 
all becomes a little much, don't you think? I think at one 
time illegal art in the streets was this genuinely disruptive, 
shocking thing, or whatever, but it's been absorbed so 
deeply into the mainstream for so long now that it’s just 
been left defanged, declawed. Its cool, youthful, rebellious 
spirit now sells condos and Hot Pockets. It's hard to watch 
and I think the piece was born out of that. On a side note: 
I think people were confused that I was taking a shot at the 
artists in the piece and I wanted to clear that up here. 
I have nothing but respect for the artists carrying the coffin. 
Undeniably, they are the Mount Rushmore of the culture, 
along with so many others, and are the founders and 
innovators of the movement. Not the killers.

Social and economic issues often accompany your letters, 
with topics ranging and pertaining, but not limited to, 
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inequality, corporations, consumerism and environmental 
concerns. Do you feel a certain obligation as an artist to 
address these issues and to bring attention to them? Also, 
do you believe you have an advantage because you can 
reach a wider audience through public work?
There's definitely an advantage to putting up work outdoors. 
I think it's one of the best large (and last) stages that exists 
where art can protest and challenge, annoy and inspire. As 
far as issue-based work goes, I think most graffiti writers are 
pretty opinionated on those topics even if they don't always 
articulate it on the walls. For me, I came to the realization a 
while back that, over the course of my career with Sever, this 
name that I created, outside of quantity and quality, I never 
really gave much thought to its purpose—not that everything 
has to have a purpose. So, as I've gotten older and had 
time to reflect, I like to think my focus has sharpened. While 
painting letter-based stuff is the best, I feel like I'm wired 
to do more than just that. I love outsider art, skateboard 
graphics, Adbusters, comics cartoons and just Lowbrow art 
in general, and I think that's reflected in the work I produce 
now. More so than a lot of the stuff I've created, I think the 
works I'm making now, however trivial, have a voice. Now, 
most of the time that voice is lame, but it is still a voice. 
I find it a challenging and difficult thing to make politically-
motivated, socially-conscious work that doesn't come off as 
corny or preachy and can stand alone as a great piece of art. 
More often than not I fall flat, but seeing others get it right 
keeps me motivated.

Tell me about the trip where you painted the West Bank 
Barrier in Israel a few years ago. What was your motivation 
for going to that particular region to paint?
The trip to God's birthplace was something Risk got me 
involved with, but a few days before we were scheduled 
to leave, he backed out, so I ended up going with my pal 
Ewok. It was pretty surreal. Really uplifting and depressing 
at the same time kinda thing. The constant state of fear and 
uncertainty that so many people in that region deal with 
is hard to process. I met a ton of really great, thoughtful 
people. I also met a lot of weirdos. One constant was people 
blanket labeling one side or the other as pure evil. It was all 
about as confusing as the Pringles yamaka I took home.

Were there any sketchy events that unfolded when you 
were there or while painting?
Not really. I think I heard that some of the people we were 
rolling with got rocks thrown at them while they were 
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painting something, but that was before I arrived. I think less 
interesting stuff happened to me than I would've expected. 
I will say that there's nothing like painting in an ancient land 
to help remind you of your place in history; I definitely left 
feeling about two feet tall.

The subject of Native Americans is one of the most 
prominent recurring themes in your work. Why does this 
topic hold so much interest for you?
I can't even really comprehend the injustices that have been 
done to indigenous people and people of color around the 
world throughout history. It undeniably remains the root 
cause for a lot of the social and economic problems that 
exist today between the races. Look, I was born a white 
male in the Deep South to loving parents a generation after 
the Civil Rights Movement. It’s not lost on me the privileges 
my situation has afforded. I just as easily could've been born 
in the gutter. While it may not always be reflected in my 
work, being mindful and having compassion and empathy 
for others was something that I had instilled in me at a very 
young age. 

Consumer culture is another topic you continue to 
address. Why?
The easy answer in one word is sustainability. Look, I'm 
not reporting anything new with my stupid little drawings, 
more like poking a dead dog. Overconsumption, spectacle, 
hierarchy: The American Way. It’s a broken system that's 
well documented and I think we can either keep going on 
the path we are now or we can have a habitable planet, but 
we can't have both. Kind of like we can have rollerblades 
and we can have Birkenstocks but we can’t have 
Birkenstock-rollerblades.

Tell me about the piece you did on the Atlanta Prison Farm 
with the two cops giving the bell a beatdown. 
So yeah, it's on this really old abandoned prison farm kind 
of tucked outside the city, but also on the same street as 
the police academy training ground, and also near a still-
functioning prison. They do SWAT training there pretty 
frequently from what I've heard. It's not really a cryptic thing. 
It was kind of created in the spirit of Emory Douglas, whose 
work I really admire and had recently met at a talk he gave in 
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Decatur. Actually, someone recently wrote next to it, "Wow 
deep bro" with an arrow pointing to it, which I thought was 
about right.

I was surprised when I saw your name on the roster of 
artists who were going to paint at POW! WOW! this year. 
You never struck me as someone to participate in a mural 
event, aside from the Detroit Beautification Project, 
because a member of your crew created it, but what you 
painted was, in my opinion, easily the best mural of the 
event. What made you choose to take part, and where did 
you get the ideas for your mural?
That came about because a supporter of mine, Montana 
Cans, sponsored that event and recommended me to the 
organizers. My experience there was great. I've been invited 
to a few of that type of festival, but I guess it's kind of a turd 
in the punch bowl thing. I understand that they want families 
to come out and have picnics in front of people painting and 
have parades and all that, but it's just not really my thing. 
I'm all for putting together really cool walls with whales 
and stuff. I just want to make them beached with frat graffiti 
all over them, you know. Nobody's cup of tea type stuff. 
Everything or damn close to it has been done on walls. 

My favorite stuff isn't technique-driven or anything like 
that. It's stuff that just has no business ever being granted 
permission to go on a wall. So yeah, it's hard with the 
festivals. Earlier this year, here in Atlanta, a group reported 
to be the WikiLeaks people hacked into a massive digital 
billboard on the equivalent of Rodeo Drive in Buckhead 
and posted the GOATSE image for like three hours. Traffic 
was a mess. Mad first responders showed up, ambulances, 
paramedics, cops, just forced to watch it helplessly. People 

were losing their shit. Grand Slam.

Your works suggests that you are a perfectionist. Are you?
My ancestry is part German. There's that. I think it would 
probably do me good to loosen up, but I have a hard time 
breaking away from who I am. It always stuck with me seeing 
1980’s subway-era Revlon work and how polished and 
precise it was, and for him to just do a 180-shed-that-skin 
and reemerge in the 1990s with the stripped-down Revs 
stuff… beyond inspiring. He's the one who you should be 
interviewing, not me. Give him the keys to an entire issue. 

I agree. Revs, I’m waiting! Besides a few prints, you really 
have never had an art show or made gallery work, right? 
I think that gives you a huge advantage in today’s current 
graffiti climate, aka everything is for sale.
I've been making art since as early as the mid-’90s, and I've 
shown work alongside a lot of people I respect and whose 
art is compelling in that setting, but, for whatever reason, the 
chemistry just has never been right for me. Though I enjoy 
making the work and the process, it's just not as fluid as 
painting outdoors. I have the highest respect for people who 
try to navigate that art world. But from everything I've read, 
it really just makes me want to take a shower. 
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DAN GLUIBIZZI
INTERVIEW BY GABE SCOTT  //  PORTRAIT BY CLAYTON COTTERELL

 

VOYEUR'S VOYEUR DAN GLUIBIZZI TROLLS THE THOUSANDS 
of erotic sites that serve as archives for couples, strangers, nudists, 

swingers, amateurs, exhibitionists and other forms of provocative 

recreation. The Portland-based artist, obsessed with the Tumblr 

format of imaging vaults, has a unique approach to the digital and 

analog world which allows him to investigate and recontextualize 

a swath of NSFW material and revel in the new exhibitionism 

enabled by the information age. His paintings present a fetishized 

framework of playful and experimental sexuality, stitched together 

with his own appreciation for art history and background in 

printmaking. By detaching individuals from their original context, 

focus shifts to the purity of the forms themselves, rather than a 

recreation of the act. Without a linear narrative, these forms freely 

create a host of enthralling interactions. Through Photoshop, 

projection and watercolor, Gluibizzi gives new life, expression and 

purpose to his subjects, with line and form serving as vehicles for 

his delicious, sorbet-colored smut.





DAN GLUIBIZZI  JUXTAPOZ  |  87

Gabe Scott: Tumblr seems to be your preferred site for 
compiling source material. What is it about that particular 
search engine that suits you?
Dan Gluibizzi: Tumblr users, especially those who make 
blogs featuring adult content, are wonderfully obsessive. 
They meticulously organize digital scrapbooks of their 
favorite sub-genres of pornography. Many offer the widest 
range of poses and body types I have ever found. If I am 
searching for nudes on boats there will be several Tumblr 
blogs, likely with hundreds of images. In the process of 
collecting nudes on boats I will discover some variation 
which will lead me in a surprising new direction. 
 
Does the format have any influence on your composition or 
arrangement of subject matter?
In most of my work, I remove figures from the context of the 
overall image while still referencing the charmingly bizarre 
and discordant groupings found on the blogs. Tumblr has 
the option to look at blogs in an archive format, which allows 
most images to be seen at one time, with the least design 
distraction. I have made several works from entire screen 
grabs of Tumblr blogs in the archive format. Each scroll of 
the staggered grid creates a new tapestry of thumbnails, 
not unlike a Google image search, except that the images 
on a Tumblr blog are assembled with care and intention by 
an individual. There are billions of posts on Tumblr being 
continually sorted, catalogued and reposted. It is a nutrient- 
rich sea of images. 
 
How many Tumblrs do you follow, and what subjects hold the 
most interest for you? Are there things you consciously look 
for when accumulating imagery to work with, or is it more of 
just going down the rabbit hole to see where it leads? 
There was a time I was following over a thousand. Now 
I rarely even sign in. Following that many blogs was 
unmanageable. The titles rarely reflect the content, and 
after a while, I had no idea what anything was. 
 
I find it is much easier to Google search: “subject + Tumblr.” 
I am an omnivorous image collector, from the artful to the 

gross-out. Red carpet, art openings, nude beaches, silver 
foxes and the wedding photo booth all make for rich source 
material. Badly cropped amateur images of all types? To 
the front of the line! If you are looking for women exposing 
themselves in grocery stores or men sheetrocking nude, 
Tumblr is still the best. I search sites that appeal to the 
prurient interest. I gather images that show the love and 
sometimes sleazy camaraderie found in these varied 
communities. I allow for a lot of aimless clicking, but 
when I become fixated on a certain pose or setting, I am 
a focused hunter. Unlike out-of-print publications, blogs 
vanish forever. Snusk.tumblr was one of those, an amazing 
resource of amateur-posted adult content that disappeared, 
along with many others. All heartbreaking losses. 
 
Pre-blogosphere, did you have an obsession for trolling 
random found images? Thrift stores, vacant houses, estate 
sales or places of that nature? 
I still dig around in second hand stores and other people’s 
basements if given a chance. I’ve spent a great deal of my 
life in used bookstores and junk shops. Over a decade 
ago I wandered into an adult bookshop that did not have 
any shelves, just piles of vintage porn magazines and VHS 
tapes in rows on the floor. It was a treasure trove. I wish I 
could have bought everything. As much as I enjoy collecting 
images online, erotica is always better as part of an 
object: a snapshot, a magazine, a painting, a sculpture. As 
everything becomes digitized, my aim is to return some of 
the compelling images I find back into objects. I have boxes 
full of clippings and copies from decades of flipping through 
newspapers and magazines, collecting trash off the street 
and pouring over stacks of thrift store porn. And now I have 
drawers full of flash drives too. 
 
Your academic background focused primarily on 
printmaking and art history, yes?
Painting and printmaking. I have an artist’s understanding 
of art history with hot-spots of deeper knowledge around 
favorite artists and movements. I grew up in my father’s 
painting studio and there were always stacks of art books 
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everywhere and piles of Art in America magazines around 
the house. As a family we visited galleries, museums 
and artist studios. Marcel Duchamp’s Étant donnés in 
Philadelphia captured my imagination at an early age. I think 
my exposure to figurative art as a child guided many of my 
choices throughout art school. 
 
My first job in New York City after six years of art school was 
as a security guard at the Metropolitan Museum of Art. This 
experience was an important extension of my art education. 
Though grueling, standing quietly for thousands of hours 
reflecting on the art in the galleries solidified my desire to 
create objects. During my time as a guard, I was able to fully 
recognize the importance and satisfaction of having direct, 
one-on-one familiarity with actual works of art. 

It was during art school that I developed a passion for 
learning about the lives and relationships of artists. From 
the banal to the lurid gossip, I have always found it 
energizing to know about their personal lives. It drives 
me crazy thinking about Yayoi Kusama organizing Joseph 
Cornell’s collage materials or Stanley Spencer keeping a 
painting wrapped and hidden under his bed. 
 
How would you explain your relationships with 
photography, printmaking, painting and drawing? At what 
point did you begin your shift towards watercolor? 
Looking back, art school felt compartmentalized. Painters 
worked on canvas. Commercial artists used computers. 
Photographers were in the darkroom and printmakers wore 
aprons. I wanted to be a painter but felt most comfortable in 
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an apron. Though I am not a printmaker now, the methodical 
process of printmaking I learned in graduate school was an 
important part of learning how to make art. Photography has 
always been a primary source material. It was the projector 
that really got me thinking about how photographic source 
material could take my drawing away from an idiosyncratic 
style. I like thinking about the steps of how an image gets 
into one of my pieces. A photograph is taken, maybe on a 
smart phone, uploaded, shared, reposted, downloaded, 
manipulated, transformed and arranged, printed, projected 
through hundreds of lumens of light, drawn with graphite on 
stretched cotton paper and painted. I became passionate 
about works on paper from my time working in galleries, 
museums and auction houses. I loved handling all kinds of 
art objects, but it was the up-close and personal contact 
with amazing unframed drawings and watercolors that got 
me hooked. I wanted to go to my studio and make my own. I 
am still chasing that feeling. 
 
What was it specifically about your printmaking process 
that guided you towards your current method of 
translation? 
In intaglio etching, there are two phases: the making of 
a printable plate and the printing of that plate. I thrive in a 
methodical, procedural approach to art making. I think of 
the time spent collecting images, sizing, altering and 
creating digital compositions as if I am making the plate. 
Drawing from the projected images, and then layering 
washes, feels like printing. 
 
Do you view each completed work as a “print" and do you 
still see fundamental components of your printmaking 
style in the finished product?
Not at all. I only make unique works, but yes, making plates 
and printing plates had a big effect, especially color over 
line. It’s always fascinating and humbling to look back at 
student work or work from just after school and see how 
so many issues and themes remain constant, even as I 
incorporated new solutions. I loved having piles of test 
prints around for collage material and as the beginnings for 
drawings and paintings. The same is true now. My studio 
has stacks of boxes filled with abandoned watercolors ready 
to be made into new compositions. I suppose the digital 
projector is like a printmaking press now. 
 
When choosing imagery to study and generate, which 
holds more interest, the anatomical form and its 
configuration or the act depicted?
Both are important as I compose images. There is a direct 
relationship between the form and the act. Often couples 
are the starting point. I seek out images of canoodling 
couplings and frolicking nudes. Both innocent hugging 
and indecent groping can create exciting compositional 
possibilities. 
 
The eyes of many of your subjects are obscured. What 
do you think of the axiom, "The eyes are the window to 
the soul?”
It’s hard not to believe in that. The use of small circles 
for eyes was partially inspired from the film The Children 
of the Damned and the original Little Orphan Annie comic. 
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By using small circles for the iris, I attempt to avoid the 
uncanny valley that I find can happen when drawing from a 
projected image. There is a significant amount of anonymity 
that occurs by not fully drawing and painting eyes. I want the 
subjects to be specific but remote. I am delighted, however, 
by the amount of humor and soulfulness that is still readable. 
 
In reference to the eyes, when I look at works such as 
Long Happy Summer, your color washes and gradients 
appear as overflow of the spiritual energy contained 
in that “uncanny valley.” A ray of light floods through a 
deteriorating landscape or disperses over a basin with 
a pulsating vitality. The mysterious energy renders the 
eyes vacant, but intact, while it circulates and fluctuates 
throughout each of the human forms. Does your coloration 
follow any sort of emotive protocol? Do certain palettes 
relate to certain emotions you project through your 
subjects?
I spend a great deal of time looking at the images I collect, 
composing and then drawing the contours of their bodies. I 
print out a large version of the groupings and have it around 
the studio as a guide. While I draw, I speculate about the lives 
of these folks. Are they happy? What are they doing at the 
very moment I am drawing them? I get emotionally involved.

During the composition process, I begin thinking about color 
but rarely make color decisions. After a drawing is finished 

it hangs out in the studio for a while, often for days and 
weeks before I paint it. I allow for more intuitive directions. 
I intentionally mix ugly colors and then attempt to balance 
them while painting. The stress of always feeling like I need 
to fix the color folds in well with my connection with the 
figures I am painting. I want them to stand out, fit in and play 
well with their partners. I feel responsible for them. 
 
What is it that dictates your composition and arrangement 
styles, the photographic contact sheet versus free-floating 
forms? Your more recent work seems to bust out of the 
box a bit, literally and figuratively. Was the grid format 
more of a phase or a product of the environment that 
you embraced?
There are certain poses I am always sorting through: 
exhibitionists, nudists and embracing couples. Often one 
pose will start the process for a composition. A lone figure 
or an entangled couple will determine the next figure, and 
so on. I compose thinking about grids or groupings. While 
making the collages that become the paintings, I sort through 
tens of thousands of thumbnails. During collecting sessions 
I scroll through countless grids of disparate images. I allow 
these grids to flow in and out of my composition process. 
 
Do you feel that you are now experimenting more 
with perspective in positive and negative spaces, and 
measurements of distance and perspectives as opposed to 
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images that are more of a direct reference to their sources?
I am always considering new approaches, and they are not 
mutually exclusive. The possibilities for pattern and rhythm 
when composing paintings are on my mind as I collect 
and arrange images. I strive to create consonance and 
dissonance both by what the subjects are doing and how 
they are positioned in relationship to one another. 
 
A purely hypothetical time machine question: have you 
ever considered how your current and more illicit work 
might have looked in the ’50s, ’60s or ’70s? Considering 
the erosion of the social and behavioral taboos over the 
course of those three decades, how do you think your work 
would look if you could be transported back to that era, 
while attempting similar examinations of human behavior 
like exhibitionism, fetishism, voyeurism, nudists, swingers, 
bongs, etc.?
I wish I could know. Goodness! Reactions to my work 
would vary so much depending on location and the 
experiences of the viewer. I imagine that fewer people saw 
the contemporary art that was being made in their time. 
Today, even a casual art audience will see as much as the 

fully committed art enthusiast. There were free-thinkers in 
the ’50s, ’60s and ’70s and the social and behavioral taboos 
have not necessarily eroded, though they have changed. 
The current audience has broadened, but there were always 
engaged artists and collectors who would all be extremely 
jealous about the vast quantities of images we have at 
our fingertips. 
 
It’s fair to say I would connect with fewer people but I think I 
would find like-minded folks. These communities may have 
been underground compared to today but I am sure they 
were well known by artists. If I could do any time traveling 
studio visits, my first stop would be the studio shared by 
Paul Cadmus, George Tooker and Jared French, circa 1949. 
Pop artists would not be surprised in the least by the art of 
2015. In fact, they might take credit for the world we live in 
today. It’s all Pop art now, right? 
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TURF 
ONE
IT’S MORE THAN THE SIMPLE OBSERVATION THAT WALKING INTO THE MONTREAL 
studio of Jean Labourdette, aka Turf One, is like entering a portal to the past. Immediately 
you are in the presence of a collector of memories, an archivist of the peculiarities of 
bygone days who tries to make sense of history in a contemporary painting. On the eve of 
showcasing new works at Yves Laroche in Montreal, the French-born artist and I sat down 
to talk about character building, balancing humor and painting, as well as the irresistible 
darkness of Caro and Jeunet’s Delicatessen.

Evan Pricco: If you’d stayed in France instead of moving to Canada, do you think any 
elements in your work would have changed?
Jean Labourdette: I don’t think I’d be doing what I do today if I had stayed. I mean, who 
knows what I’d be doing? I believe that we’re all the products of our environments, to a 
certain extent, and as artists, we create images that are obviously a reflection of that, 
literally or subconsciously. So, sure, leaving everything behind to start a new life elsewhere 
certainly opened my mind and my art to new possibilities. It also gave me a certain amount 
of freedom. 

When I moved from Paris to Montreal, I was, first of all, going to move with someone. I ended 
up moving on my own, in the crazy Canadian winter, to a place where I basically didn’t know 
anybody. (You need to find a way not to go crazy.) I had been living in Paris doing illustration 
and comics, and the cost of living there was pretty much double compared to Montreal at 
that time. Not having that financial pressure, on one hand, and living in a place where 
I knew no one, where it was so cold outside, on the other, allowed me to have time within, 
both inside a studio and inside myself, and space to create for myself rather than doing 
commercial gigs to make money. When I moved here, I was tired of what I’d been doing for 
years, quite a bit still coming from graffiti. I needed that time of introspection to figure 
out myself, who I was and what I had to say as an artist. 

AKA JEAN LABOURDETTE 
INTERVIEW BY EVAN PRICCO  //  PORTRAIT BY PAUL LABONTÉ
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When you were in Paris doing graffiti and comics, were you 
painting on your own, for your own satisfaction?
I always painted since I was a little kid. My father was an 
artist, so I was surrounded by that. Around 1989, I started 
by doing murals and graffiti and had a strong sense of 
graphic novels and comics culture, so, very quickly, I started 
doing characters. Early on, those days where it was rainy 
and I couldn’t go and paint murals, I actually started painting 
canvases with the guys in my crew just to kill time. That 
was probably around 1990, and I think my first show was in 
’93 in Paris. But it was always a side thing compared to the 
murals. What I was painting at the time, as well as my comics 
and illustrations, were a direct translation of my graffiti 
culture and what I was doing on the streets. When I moved 
to Montreal, I wanted to see what would come out if I was 
to really paint for myself outside of that context. I just found 
myself in a place where you know what you do, who your 
friends are, possessing this image of yourself that might not 
be you anymore but is reflected by everything around you.

It’s almost like you’re going through the motions a little bit.
You think that’s who you are. You work there, and your 
friends confirm that image of who you are, but really, when 
you’re on your own and end up being in a place you don’t 
know, who are you? When you take away all the habits, 
what’s at the core is what really matters. I used that space of 
emptiness in my life and art to see what would come out if I 
was to really listen to my subconscious to paint. I really tried 
to paint like a dreamer would dream, like letting the images 
come out and take a life of their own. I came here in 2001 
and that’s pretty much the source that I’ve been trying to tap 
into ever since.
  
Having worked in graphic novels, you’ve always been 
attached to storytelling through painting, which is 
character creation. Being gifted in a storytelling sort of 
way, have you explored film?
You’re absolutely right. I often see myself as a movie 
director when I paint, using models or real-life inspirations 
with references to actors and props as I create my own 
fiction, my own characters, to tell my own story. I have 
explored film, but not to the extent that I would like to. I did 
a feature-length documentary on the Parisian catacombs, 

more than ten years ago, based on the whole subculture of 
people who go there. That was my experience in film, but 
that’s been it so far.

What did you do for the film?
Wrote it, co-directed with my wife, and shot it. I actually also 
have a TV show project based on my work that I’ve been 
trying to put together for a couple of years.
 
Based on characters that you’ve painted?
Pretty much based on my characters, and my universe, and 
my inspirations too. It takes place in a cabaret, a little bit in 
a Muppet Show kind of a way, with a lot of Monty Python 
type weirdness and nonsequitur shit going on. A lot of crass 
humor as well.
 
Do you have an era, one that you feel particularly 
connected to?
Sure, loosely, the Victorian era. Not the Victorian society and 
its values, but late 1800s and early 1900s for some reason.
 
Can you look back and say, “As a kid, I saw this film or 
read this book?” Or, when you were doing your graffiti, did 
you find yourself around certain places that just sparked 
something?
Yeah, I think so, but in a very subconscious way. It’s true that 
while living in Paris and painting abandoned spaces, you do 
hang out in places that reflect the past. You literally hang 
out in the past and travel through it a little bit. I really had 
connections with those spaces. I would get really inspired by 
the life that used to be in there, the soul of those places, all 
the memory in the walls. I also had a strong connection with 
my dad through antiques. As a kid, every Sunday, we used 
to go to Parisian flea markets and antique shops around 
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my neighborhood, and it definitely stuck with me. As far as 
books, the ones by John S. Goodall are probably some of 
my earliest influences.

It’s hard to self-analyze those things, but I definitely have a 
strong connection with the past. Why that specific era, I’m 
not sure. But I think a lot of my work questions the notion of 
time and the boundaries between life and death. What really 
is death?

I almost think your work challenges the boundaries of 
memory in a way. Like the painting you’re working on 
right now with the butcher knife and the adidas jacket. 
Regardless of the fact that the guy is a real person and you 
photographed him, he looks like he’s from a different era, 
especially his pants and his shoes. The jacket brings you 
into now. Is that part of it too?
It’s absolutely true. I am obsessed by early 1900s Paris, but I 
grew up there in the ’80s, so I have that clash of eras within. 
I’ve also lost both parents, and I’m sure that for me, going 
back and traveling to a time even before them is a way of 
turning what is supposed to be past and dead into a creative 
act that’s happening today. I’m sure it has something to do 
with that. Probably that transcending the limits of time, of 
what’s past and what’s not, even using antiques and found 
objects as a base for my work, is basically a way of bringing 
physically dead things back to life! I use the seeds of the 
past to create something new today that, hopefully, will still 
be around tomorrow when I’m not, transcending that frontier 
between past, present and future. And it probably has to do 
with that loss.

Humor too. That piece is funny.
I really don’t take myself seriously. Not all, but a lot of 
my work, to a certain extent, reflects serious personal 
questioning. You know, the meaning of life, all that shit. 
I cannot do it in a serious way, though. I really think that 
everything is a matter of balance. There’s no light without 
darkness, no joy without pain, no life without death and 
vice versa. For a piece to be interesting, it needs to have 
everything in it. If it’s unilateral, it is missing half, and 
there’s no life in that. It’s boring. The whole drama of 
human existence, as fundamental and serious as it is to 
us as individuals, is also at the same time pretty irrelevant 
and trivial in the grand scheme of things. So there’s that 
dichotomy. Life is a tragicomedy!

That’s kind of why the paintings here right now are like 
installation sculpture paintings. To me, that’s funny, like 
performance, and very entertaining.
It’s supposed to be fun. Even when I make it, I’m trying to 
have fun in the way I work. I don’t want to start doing shit 
that’s limited to a certain format because that’s what it’s 
expected to be. I like having a playful relationship with my 
work. Really. If I’m going to spend most of my life doing this, 
I might as well try to have fun doing it.

Your paintings remind me of Delicatessen.
I love that movie in all aspects and it really struck a chord. 
I was very influenced by it. That’s a beautiful compliment. 
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Thank you. I’d love to paint Dominique Pinon one day, by 
the way. But yeah, it’s that balance we were talking about 
before. I love the dark humor in this movie, and it is such a 
beautiful chaos. I don’t know how else to put it.

I really don’t take myself seriously. Even for things that really 
matter, part of me needs to make fun of myself and life. One 
of those things that you have to go through as a human is 
loss. So, even for that, I have to dissociate myself a little bit 
from the firsthand experience and turn it into something else 
using humor too.

When do you decide to bring back a character? I see that, 
through the years, there is a consistency. 
I have a fixation with characters that would be found in the 
margins of society. I grew up in the suburbs doing graffiti, 
and spent more time selling weed and smoking it than going 
to school. So, for a long time, I’ve had this fascination for 
marginality and the darker areas of society. I use models 
as a movie director uses actors, to create characters, and 
sometimes several of my movies will have the same actor 
playing different roles. I like to create characters whose life 
story you can imagine just by looking at them. The marks of 

life and traveling through the darker eras that leave a trace, 
that’s what makes them interesting and alive. There’s so 
much shit to read in someone’s eyes, wrinkles, tattoos or 
scars about what has happened in their life.
 
It’s like looking at a felled tree, when you can see all the 
growth rings. 
It’s like comparing an old tree that might have gone 
through storms to a young tree. I believe in the dynamics 
of opposites that Jung talks about. There’s no light without 
darkness. There’s no life without death. And I feel like it 
applies to my paintings to a certain extent as well. There’s 
not much of an interesting story to tell if there is no 
darkness, no dramatic tension. You need to be able to feel 
the storm in the stillness before it. A lot of my focus is on 
the light, but the way I make it come out is by showing the 
darkness too. I like characters that carry those apparent 
contradictions on their faces. Even in their eyes, you can 
make the light come out way more if it’s in contrast with, or 
juxtaposed with, say, a tear-drop tattoo. Looking for the soul 
beyond the chaos of existence.

You had a model for the photo. Do you do that often?

opposite
Pope

Oil on canvas

24" x 72" 

2015

above (from left)
The Smoking Chimp

Oil on wood

14" x 30"

2013

Ghost Dog 

Oil on canvas 

20" x 40" 

2014

Meat

Acrylic on canvas

24" x 48"

2009
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It depends. If I need a model, I’ll take a photo of one in my 
studio and print it out life-size, because it takes me, like, two 
hundred hours to do a painting. You can’t have someone 
sitting for that time, looking at their face and saying, “How 
many wrinkles do you have again?” So I just pin the photo 
on the wall of my studio. But for smaller, or more surreal 
paintings, I don’t necessarily work like that. For pigeons, for 
example, I have a few taxidermies I use for reference. I do 
need references but I don’t always take photos. I also like 
using real objects.

In the film that you’re going to make, who is the main 
character?
You could probably have several levels of interpretation, but 
he comes across as a bit of a Romanian Gypsy, or Russian 
mobster maybe. You know, classy with the dress pants, 
leather moccasins and fedora, but comfortable still with the 
tracksuit top? That kind of life. Besides the appearance, what 
does he actually represent? A shrink would have more to say 
about that! Dying? There’s that. He has this ring and I wasn’t 

sure what to put on it, and I ended up putting an hourglass. 
I just felt there was something with that notion of time being 
the biggest killer. But nevertheless, he has a heart with rays 
tattooed on his chest. 

It sounds like an excuse to say this, but I really paint 
whatever I feel compelled to paint. And I try to avoid over-
analyzing it. Sometimes it’s definitely an interesting exercise, 
and I end up learning things about myself by reflecting upon 
the content of my paintings. At the same time, I’m afraid 
that knowing consciously too much of what pushes me to 
paint this or paint that will kill the magic a little bit. Dreamers 
should dream and leave the analysis to analysts. I really 
want to paint a Russian gangster. Why? I don’t know.

How big, in person, is the Pope piece you just painted?
It’s 24" x 72", so pretty much life-size. I really wanted to do 
that exercise, with all the gear that a pope would have, in 
a full-body classical portrait format, which fascinates me 
when I go to museums—having this character there, life-size, 

from left
Vanitas

Acrylic on panel and 

customized antique frame

17" x 27" x 5"

2010

Shrine

Oil and gold leaf on wood, 

customized antique cabinet

9.5" x 18" x 6"

2013

Detail from Adoration of the Mystic Lamb

(The Adoration of the Mystic Lamb - 

altarpiece created in collaboration with 

the painter Martin Wittfooth)

Oil on linen and canvas 

120" x 80" (total collaborative piece)

2013
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hanging out on a pedestal or whatever. When you go and 
you see paintings like this, there’s also something about 
the notion of transcending the time frame of the physical 
existence, trying to really preserve that “life” forever by a 
work of art. I find it interesting.

Rembrandt is one of my favorites, even though technically 
I’m not trying to go in that direction myself. I’ll go to a 
museum and come across a Rembrandt painting and feel 
super moved, almost have a tear in my eye sometimes, 
because of the life still there emanating from the painting. 
There’s something almost mystical by the way he managed 
to capture the essence, someone’s soul. And you can still 
feel it today in a very tangible way in the presence of one of 
his paintings. It could be a portrait of the wife of some rich 
merchant, someone nobody knew, but through the painting, 
there’s still something of hers very much alive, in the way 
that Rembrandt perceived that person. Even though he’s 
dead and the model is dead, there’s something still alive in 
that painting, dating back from that era. If we could measure 

it with some kind of counter, there would be life that’s 
traveled through time.

There’s something about his work that’s a turning point in 
art history, right?  
Rembrandt is my favorite painter because he was painting 
with emotion, with heart. There’s no need for everything 
to be super tight and detailed because his work is beyond 
that, so alive. It’s a light in the darkness that is still burning 
beyond the passage of time. He was a witness of the 
human soul.

Turf One will be showing new works alongside Shawn Barber 

and Mike Davis at Yves Laroche in Montreal from September 

10—October 3, 2015. 

 
yveslaroche.com  

jeanlabourdette.com

from left
His Highness

Acrylic and spray on wood with 

antique frame

16" x 22"

2015

The Royal Arms

Acrylic, metallic paint, gold leaf 

and engravings on wood

26" x 18" (opened)

2006
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THE GRITTY AND PRETTY OF ISRAEL
MIKE SHINE TAKES US ON HIS NEWEST ADVENTURE
ISRAEL IS AN AMAZING STUDY OF CONTRASTS, WHERE 
beautiful beaches meet urban concrete, religious holy 
grounds meet intolerance and violence, fear and anxiety 
meet music and art. It’s a region where human conflict has 
existed from the year 0000 to today, yet it’s this pervasive 
tension that makes it such a fascinating place. 
 
FLORENTIN, TEL AVIV
The capital city is a vibrant and gutsy Mediterranean 
metropolis—Bauhaus architecture slightly past its prime. 
I found the urban decay to be a part of the city’s charm. 
Unpolished, unpretentious and occasionally abrasive, much 
like its inhabitants. I stayed in the Florentin neighborhood, 
sort of the Middle Eastern version of Williamsburg or the 
Mission, where a bustling artist scene is crowded with bars, 
cafés, music, feral cats and street art. Many of the ancient 
workshop buildings have been taken over by artists. In other 
words, it’s a bohemian utopia.
 
STREET ART
It’s everywhere in Florentin. Obviously, there’s a lot for 
artists to say. And there’s a striking harmony between the 
youthful art and the peeling facades of the old buildings. 

In fact, many structures seem to be held together by little 
more than spray paint and posters. Much of the art is very 
good, which quickly reveals the vibrant underground scene 
beneath it. I met Eli Edri, founder of the Under A Thousand 
Gallery on Abarbanel Street, whose gallery is stocked with 
many of the artists you see on the buildings nearby. My 
partner Casey Lee Thorne and I spent a couple of weeks 
muraling on Eli’s gallery rooftop and outside walls. Street 
art seems to be a widely appreciated practice there. Not a 
single day passed where we didn’t see guided street art tour 
groups passing by on foot, often including classes of young 
Israeli soldiers, an observation that many US cities could 
perhaps learn from. 
 
CAFÉ LIFE
Most cafés spill out onto the sidewalks, and curbside 
tables abound. We spent many mornings at the Florentin 
10 café on Florentin Street. I can recommend the traditional 
Israeli breakfast, Shakshuka. In downtown Tel Aviv, many 
good cafés and restaurants line Rothschild Avenue. Also 
noteworthy is the buffet at The Old Man and the Sea in the 
scenic nearby port town of Jaffa. It’s an affordable crash 
course in the best of Middle Eastern cuisine. 

1

above (from left)
Tel Aviv coastline

Bauhausian architecture

Florentin, Tel Aviv

opposite (clockwise from top left)
Mike Shine’s work around Tel Aviv

View from Jaffa, Tel Aviv
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MUSIC AND PERFORMING ARTS
Israel takes art seriously, and is renowned for its music 
and dance. It has its own contemporary music scene, 
which spans a mix of traditional vibes with rock, folk, 
blues, hip hop, electronica, etc. We checked out a sold-
out performance of A-WA, a trio of Yemenite sisters, whose 
catchy hit song could be heard hourly in the Florentin cafés.  
 
JERUSALEM
We took a bus to Jerusalem to explore the beautiful, ancient 
Old City, where Christians, Muslims, and Jews practice their 
beliefs and sell their wares. You can buy foods, spices, and 
trinkets, and experience some amazing places like the Arab 
Quarter, Church of the Holy Sepulchre, Dome of the Rock, 
and the West Wall. The West Wall is divided into two parts to 
separate men and women. It’s tradition to write your wish or 
prayer on a small piece of paper to stick between the bricks. 
Plan on spending an entire day in the Old City. There’s a lot 
to see and do.
 
WEST BANK
To truly understand the region, one really should experience 
Palestine, on the other side of the Separation Wall. We took 
a bus through the checkpoint to Ramallah and got a taste of 
what Palestinians deal with daily—gun-toting Israeli soldiers 
entering your bus to check your passport. It’s unnerving, to 
put it mildly. But the vibrant colors and cultures on the other 
side of the wall made it worthwhile. 

 
From Ramallah, we took a taxi to Bethlehem, where there 
are obviously a lot of Christian sights. We checked out the 
Church of Nativity, an ancient holy spot, heavily trafficked 
with Christian pilgrims. Afterwards, we hired a cab driver 
to take us to Jericho. He was a warm-hearted Palestinian 
elderman named Youssef. In Jericho, we rode the gondola 
up to the high caves, which gave us a stellar bird’s-eye 
view of the landscape below. Youssef also happened 
to know where half a dozen Banksys were located, and 
he proudly stopped and showed us each one. It was 
interesting to experience the importance of Banksy to 
the people of Palestine. His clever humor exposes their 
plight so concisely. 
 
In fact, it seems street art, in general, plays an elevated 
role in Israel and Palestine. In places where violent protest 
can have dire consequences, it seems crucial that a more 
subversive voice can express itself. Perhaps like America’s 
protest songs of the 1960s, Israel’s current street art scene 
will emerge to be the vanguard of cultural discontent.

In our June 2015 issue, Mike Shine took us pint-ing and 

painting through Ireland. Stay tuned for more travel tales 

in the coming months.

clockwise from left
Cable Car view in Jericho

Bethlehem street

Separation Wall, 

West Bank

Shine stencil, 

Jerusalem

Arab Market, 

Jerusalem
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THE OPEN HEART OF THE CITY
TWENTY STORIES OF JR IN PHILLY
MURALS HAVE BEEN AROUND AS LONG AS PEOPLE 
and are inherently site-specific. They speak to the city, 
the neighborhood and the surface. JR recently took things 
a step further. The wall, the neighborhood and the city 
became integral pieces of his mural.

Earlier this year, JR came to Philadelphia to conduct 
research for his contribution to Open Source: Engaging 
Audiences in Public Space, a public art exhibition from 
curator Pedro Alonzo and the City of Philadelphia Mural 
Arts Program, which invites artists to “each approach a 
new project within the organization’s thirty-year model of 
traversing art with social practice.” In the center of town, 
across the street from City Hall, JR found his subject: 
Ibrahim Shah, a young Pakistani man who had immigrated 
to the United States and now works in a food truck, serving 
up cheesesteaks. JR photographed Ibrahim, and that was 
that. Until July, when JR surprised the city by wheatpasting 
Ibrahim’s portrait twenty-stories-tall on a wall just around 
the corner from the food truck. In JR’s photo, Ibrahim looks 
like he’s hiding and, if you spot him, may be about to duck 
around the corner. On its own, the pose is cryptic. But as 

a mural partially obscured by the surrounding buildings, it 
creates a powerful scene: Ibrahim hiding, twenty-stories-
tall, in the heart of Philadelphia. The surrounding buildings 
inform and frame the mural. It’s a powerful statement 
about immigration in the United States. Countless men and 
women, generally anonymous, are core components of our 
society, but instead of being celebrated, they are forced to 
hide themselves and their identities.

JR’s work is the continuation of the Mural Arts Program 
started in Philadelphia in 1984 to engage and beautify the 
city by harnessing local talent and energy. It demonstrates 
how art education can be ongoing and at no cost to local 
youths. Notables such as Swoon, Shepard Fairey, Sterling 
Ruby, MOMO and more artists are joining in, with The Open 
Source project culminating in October after a month of 
events and more surprises. —RJ Rushmore

opensource.muralarts.org

Migrants, Ibrahim, Mingora-Philadelphia 

The Graham Building at Dilworth Park, 

30 S 15th Street, Philadelphia 

Photo by Steve Weinik

© 2015 JR
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 BOOKS
TITLES JUXTAPOZ IS CURRENTLY READING

COVERT TO OVERT: THE 

UNDER/OVERGROUND ART 

OF SHEPARD FAIREY 

BY JOE ROBERTS
“I still put stickers and posters on the street 
without permission, but I also paint ten-
story-tall sanctioned murals and collaborate 
with high-profile musicians,” Shepard Fairey 
explains in the preface of Covert to Overt, 
a selection of his work from 2010-2015: 
posters, murals, gallery pieces and album 
art. The title references Fairey’s journey 
from his first forays into street art—steeped 
in DIY and Punk ethos—to his dramatic 
commercial success. As his recent arrest in 
Detroit demonstrates, Fairey stays true to 
his uncommissioned roots. His agenda is to 
“affect as many people as possible,” and he 
does this through myriad visual avenues. 
Fairey’s signature style reappropriates the 
aesthetics of propaganda and advertising. 
Whether his art graces gallery walls or those 
in the street, his work remains politically 
motivated—denouncing corporate greed, 
corrupt politicians or automatic weaponry 
while using irony as a tool to push viewers  
to question everything. —Rachel Cassandra 

Rizzoli, rizzoliusa.com

LAUNCHING YOUR ART 

CAREER: A PRACTICAL 

GUIDE FOR ARTISTS 

BY ALIX SLOAN
“Monet at age 28 attempted suicide by 
jumping into the Seine. When he didn’t 
die, he swam back to shore, regained his 
clothes and painting pack, and carried 
on.” So relates Carrie Ann Baade, artist 
and Associate Professor of Art at Florida 
State University, one of forty creatives who 
answered author Alix Sloan’s request to 
share advice on charting a career as an 
artist. The art world’s cast of characters, 
from gallerist to juror to curator are helpfully 
defined, as Sloane, who has worn each of 
the hats and more, packs the essentials 
into Launching Your Art Career: A Practical 
Guide for Artists. Respectful and relating 
to the creative passion, in comfortable 
conversational tone, she explains how 
to put it to purpose in studio, gallery and 
art fair. And yes, in addition to an online 
resource list, there’s a chapter on art 
etiquette, thank you very much.  
—Gwynned Vitello 

CreateSpace Independent Publishing Platform, 

createspace.com

LET THERE BE GWAR 
BY BOB GORMAN AND  
ROGER GASTMAN
To some, GWAR is a band. To others, it’s 
a way of living life to the extreme and 
beyond. Made up of a collective of artists 
and filmmakers, GWAR created a sci-fi world 
engorged to the brim with political and 
social satire, grotesque stage shows and 
blood-curdling vocals. Let There Be GWAR, 
with its lenticular hardcover and hefty 
weight, is the ultimate book on the gore 
metal band from Richmond, Virginia. This 
massive book—compiled by Bob Gorman, 
aka Bonesnapper, and long-time member 
of the GWAR collective Roger Gastman—
shares never-before-seen photos, 
fascinating ephemera and rare interviews 
from the last two decades. As Kurt Loder 
of MTV fame states in the foreword, 
“This book tells the band’s long story in 
appropriately offensive detail, and it’s a fine 
tribute to the man so long at the center of 
it, the late Dave Brockie–the only Oderus 
Urgungus the world ever needed.” 
—Lalé Shafaghi

Gingko Press, gingkopress.com



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

A discounted $15 ticket is required to visit the special exhibition galleries. Fees apply for dining and cocktails.
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Visit our permanent collection galleries free after hours on Fridays 
and enjoy cocktails, performances, dancing, and art making. 

#thenightisdeyoung   @deyoungmuseum

Are you free 
Friday night? 
We are.

Open until 8:45 pm  |  Fridays through November 27, 2015
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OUTSIDE LANDS 2015
WE’RE IN REALLY LOVE WITH YOU 
WAFTING THROUGH PSYCHEDELIC CLOUDS OF SWIRLING 
dust and smoke, peering through massive eucalyptus and 
redwood trees of Golden Gate Park every August, music 
and art fans swarm to the three days that are Outside Lands. 
Surrounded by experimental food, beer, cocktails and art, 
we set up camp, inviting an international roster of artists who 
paint live for the crowds. Along with curating stage decor 
and art installations throughout the park, we spin visual 
sugar around every corner. 

Continuing the carnie legacy, Mike Shine brought to the 
forest Dr. Flotsam’s Hell Brew Revue, a variety show that 
embodies his philosophy to the fullest, as he recruits 
revelers to come together, be creative, sing your heart out, 
and drink a hellish cocktail. In a nearby field, artists like  
Apex, Ken Davis, Amandalynn, Greg Mike and Zio Ziegler 
crushed the walls that contained the crowd, ensuring an 
encounter with art at every turn. And then, there’s the music. 

This year, Outsider Landers were treated to performances 
by fresh acts like Glass Animals and SZA, groundbreakers 
like Kendrick Lamar, and the legends: Billy Idol and Elton 
John (hold us closer, tiny dancer). The gold standard for us 
this year was D’Angelo and the Vanguard, killing it in front 
of a huge crowd on a stage covered in Jux contributor 
Kristin Farr’s mesmerizingly colorful Magic Diamond pattern. 
Watching the crowd feel D’Angelo’s signature sweet vibe, as 
his voice floated through us and into the trees, was about as 
magical as it gets, assuring our return in 2016 for our sixth 
year of OSL jams. 

Thanks to Converse for keeping Ken Davis looking fresh in 

the new Chuck IIs. Stay in touch with Outside Lands all year 

at sfoutsidelands.com.  

Ken Davis at the 

Live Painting Triangle

Photo by Alex Nicholson
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THINGS JUXTAPOZ IS AFTER
WITH THE NBA AND FALL ART SEASON ON THE HORIZON

RUCKPACK
BY DSPTCH 
We say it time and again, but with our travel schedule and 

the things we carry, the quest for a stellar travel backpack is 

constant. San Francisco’s DSPTCH produces an incredible 

line of packs and accessories, and the Ruckpack is top of 

the list. Based on a traditional military rucksack design, it 

delivers separate laptop compartment, small item pockets, 

and a panel-loading design that makes for quick access to 

the main compartment. 

dsptch.com

PICASSO BULLS
BY JUST VISITING
We see a lot of attempts at cleverness in this day and age. You 

could say Instagram was made just for attempting wit. But Just 

Visiting created one of the best tee designs we have seen in years, 

taking the seminal Jordan-vibe Chicago Bulls logo and spinning it 

with another cultural idol of the twentieth century: Picasso. 

shopjustvisiting.com

CHUCK TAYLOR ALL STAR II
The Chuck Taylor All Star is probably the most iconic sneaker 

ever made, from here to faraway lands around the world 

where folks are sporting a low top or high top “Chuck.” This 

past summer, Converse introduced the Chuck Taylor All Star 

II, taking that classic look and giving it a bit of a 2015 upgrade: 

Lunarlon sockliner for cushioning and support, premium 

canvas construction for durability and a non-slip padded 

tongue for comfort.

converse.com
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 THE ART OF NOT  
 MAKING ART
 DO YOU, BOO
I'VE BOTH HEARD AND READ ADVICE RELATING TO 
being an artist, stating that in order to be truly successful 
at your craft, you need to be in your studio every day, 
clocking hours—whether you feel motivated to work or 
not. I understand the underlying message: only time and 
perseverance will enable you to make great strides and 
push your work forward. And while I agree that it's obviously 
extremely important to dedicate sufficient time to your art, 
it's also important to feel OK about not making it. 

If you don't feel motivated to make work, I believe it's totally 
OK to take a walk instead. Or go see a movie. Or read some 
fiction. Or watch a documentary on your television. Or sit in 
a dark room and sing some songs to yourself. Or borrow the 
neighbor kid's pogo stick and bounce around for a bit. Or lay 
in the grass and think about peace. Or jump in a cold lake. 
Or play a New Order album—full blast—and dance around 
your house or apartment. Or call your favorite uncle to see 
what he's been up to lately. Or throw a handful of rocks at 
a hole in the ground. Or step out of your door and talk to 
some strangers. Or share some stories with your friends 
or enemies. Or just lay face down in a quiet place and do 
absolutely nothing at all.

My point being, if you really don't feel like making art, there's 
absolutely nothing wrong with finding something else to 
do to recharge your batteries/spirit/soul/energy (whatever 
analogy best fits your muse). And let's be completely honest: 
most of us art-makers also work full-time jobs and make art 
because we want to, not because we have to. That being 
said, why turn art-making into an additional job instead of 
having it be a pleasurable escape from the day-to-day? 
I know you're supposed to suffer for your art, but for most, 
the suffering part is the time spent outside of the studio. 
Don't bring that bummer feeling with you to your sacred 
time. Unless you just like being miserable, in which case, 
I got nothing for you. —Michael Sieben





 BROOKLYN 
CONEY ISLAND ART WALLS

Photography by Joe RussoIn May 2015, Jeffrey Deitch, along with Thor 

Equities and and Joseph J. Sitt, unveiled 

Coney Art Walls, an outdoor museum of 

street art at the legendary theme park in 

Brooklyn. The project brought together an 

exceptional group of international artists in 

an already iconic location. Our Joe Russo 

captured the making of the project for a few 

months, documenting the artists in process 

and with their finished walls.

1 |  EINE seems proud.  

2 | SP.One, aka Greg Lamarche, gave the 

Coney Island Art Walls a NYC vibe. 

3 | RETNA looking pretty satisfied with  

his mural.

4 | Curator Jeffrey Deitch with artist and 

mural contributor, Lady Aiko.

5 |  NYC legends: photographer Martha 
Cooper and artist FUTURA.

6 |  Ever on the scene and making good 

things happen, MOCA’s Ethel Seno 
stopped by to see what Deitch and team 

had going on.

2 3

4 5 6
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Photography by 

Joe Russo (1-3) 

Rachael Rothstein (4-6)

BROOKLYN MUSEUM

This past July, FAILE opened a museum 

exhibition, Savage/Sacred Young Minds, in 

the Iris and B. Gerald Cantor Gallery at the 

Brooklyn Museum. 

1 |  Patrick Miller of FAILE and former 

Brooklyn Museum director, Arnold 
Lehman, in celebration mode. 

2 | FAILE’s two Patricks, Miller and McNeil in 

the custom FAILE & BÄST Deluxx Fluxx 

Arcade.

3 | In a nearby nook, Cey Adams and Eric 
Haze at the opening of The Rise of 

Sneaker Culture exhibition.

HERON ARTS

4 |  Wayne White had an ass-kicking contest, 

literally called Ass Kicking Contest, at 

Heron Arts in San Francisco.

5 | Noah Antieau and Tova Lobatz played 

the roles of  co-curators and gracious 

referees on opening night.

6 |  Wayne’s son, Woodrow, with his paintings 

in gentleman’s duel mode.

 BROOKLYN AND SAN FRANCISCO
BROOKLYN MUSEUM AND HERON ARTS

1 2 3

4 5 6
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C U S T O M  S C R E E N  P R I N T I N G  & E M B R O I D E R Y

ALL YOUR FAVORITE 
COLORS & BRANDS 

INKS & 
EFFECTS
Upgrade your 

custom apparel 

with super-soft 

inks, metallic foil 

or special effects. 



48 ZIP-UPS
Independent SS4500Z

$15.86
each

PULLOVERS
Independent SS650

$12.06

BEANIES
Yupoong 1501KC

$6.07
each each

HENLEYS
Alternative 1947

$16.19

SWEATSHIRTS
Alternative 32022F2

$18.38

THERMALS
Next Level 8201

$8.80

CREWNECKS
Fruit of the Loom SF72R

$9.29

LONG SLEEVES
Alternative 1919

$18.28

ZIP-UPS
Independent IND45UVZ

$22.89

JACKETS
Independent EXP59NB

$19.75

144

2448

each each each each

each

each

each

Call 877.246.3132 Click jakprints.com

Display pricing for one-color, standard-location prints on black garments. Products as shown many include additional options and upgades.

96 CREW NECKS
Independent PRM30SBC

$9.56
each

*One-time use code. Expires 11/30/15. Cannot be combined with any other offer. Valid on retail pricing, only. Discount does not apply to taxes or shipping charges.

Off Your Order of $150*. Use Promo Code

JUXWINTER15A

144

2424

96 24 48



The Chuck Taylor All Star

Made by you

Made by Erik Parker


