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INTRODUCTION
Mature creativity is a marvelous state of mind that arises from contemplation, practice, and the ability to
flow, through which an expressive person can communicate experiences and insights with a distinctive
mix of intention, talent, and openness. The work of the twelve City of Los Angeles (C.O.L.A.) fellows
presented in this catalog exemplifies this phenomenon. Each artist has already dedicated more than
fifteen years to outstanding production.
And now these artists have earned municipal sponsorship, an opportunity to present their latest works,
and the right to be regarded as civic treasures. In an annual competition that attracts hundreds of
accomplished peers, they have been chosen for their ability to re-form contemporary ideas and reflect
some of the many discourses that capture the cultural zeitgeist of Los Angeles. Whether rebelling
against past strictures, envisioning progressive potentials, or combining elements of both, these
creative activists demonstrate the power of words and images to affect our sensations and sentiments.
Through their works they challenge our values and our beliefs. They show us new perspectives, whether
well-realized field views or refreshed cultural outlooks.
The formidable luminaries whose work is featured in this publication have won the respect of their
colleagues for their artistic contributions and are now being honored by the Department of Cultural
Affairs for extending the reputation of Los Angeles as a wellspring of innovative creative talent. It is
often noted that Los Angeles is a city with big challenges, but it is actually a city of visionaries who are
deeply committed to exploring the questions, the possibilities, and the boundaries that inform logical
conceptions of change. We count these artists among our city’s most dynamic and impressive thinkers
and creators, and we congratulate them for their vision.
Danielle Brazell
General Manager
Joe Smoke
Grants Administration Division Director
Department of Cultural Affairs
City of Los Angeles

DIRECTOR’S STATEMENT
At a time when Los Angeles is internationally recognized as a place for artistic experimentation and
exploration, the Los Angeles Municipal Art Gallery (LAMAG) is pleased to welcome the 2016 recipients
of the Department of Cultural Affairs’ City of Los Angeles (C.O.L.A.) Individual Artist Fellowships. For
nineteen years the city has recognized the achievements of its diverse artistic community through this
annual award. This year’s cohort of artists and writers was selected by a panel of their peers: curators
and arts professionals based in the Los Angeles area.
As the city continues to grow as a creative hub, this award takes on particular meaning by recognizing
the achievements of artists, performers, writers, and poets now in the middle of their careers. Their
endeavors have helped to bring Los Angeles to this point. And this is reason to celebrate!
As the new director of the Los Angeles Municipal Art Gallery and Barnsdall Park, I am taking part in the
C.O.L.A. exhibition process for the first time. Thinking about the importance of this show, I recalled my
arrival in Los Angeles for graduate school. It was 1999, and LAMAG was one of the places to visit. I
remember learning about the exhibitions and programs at the gallery with excitement and wonder. My
hope is that young artists who are new to the city will see the C.O.L.A. exhibition and have a similar
experience of excitement and wonder as they encounter the work of some of those who paved the way.
Undertaking the task of organizing and installing a nonthematic group exhibition that brings together
disparate works can be a daunting proposition, as is developing programming that involves both visual
artists and writers. Therefore it is important to acknowledge and thank the gallery staff, attendants, and
preparators who make this possible: Michael Bell, Scott Canty, Gabriel Cifarelli, Diana Delmonte,
Jacqueline Dreager, Marta Feinstein, Tashina Garcia-Garza, Omar Ibarra, Randy Keifer, Daniel Lavitt,
Claire Little, Carrie Lockwood, Mark Lucero, Eduardo Malaga, Michelle Murphy, Albino Najar,
Mary Oliver, Lawrence Rubin, Michael Sage, Marc Salazar, Jamaal Tolbert, and Nan Wollman.
Isabelle Lutterodt
Director
Los Angeles Municipal Art Gallery
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Born 1970, Turin, Italy
Lives and works in Los Angeles
Education
MA, filmmaking, Humboldt State University, Arcata, CA, 1996
BA, visual arts and political science, University of California, San Diego, 1993
Selected Exhibitions and Performances
2016 On the Road with the Here & Now, Cineworks, Vancouver
2015 Echo Luna, Legedzine, Ukraine
2015 Earth Wind & Fire, Matrushka, Los Angeles
2014 Here & Now, Desire Machine Collective, Guwahati, India
2013 Here & Now, Hanoi Bicycle Collective, Vietnam
2013 Out the Window, LA Freewaves, Los Angeles
Selected Bibliography
Albert, John. “LA People 2009: Cinema Enabler—Paolo Davanzo.” LA Weekly, April 22,
2009. http://www.laweekly.com/la-life/la-people-2009-cinema-enabler-paolo-davanzo-2159426.
Davanzo, Paolo. “Sell Your TV and Come to the Cinema: How to Start a Film Center.” OtherZine,
September 2013. http://www.othercinema.com/otherzine/sell-your-tv-and-come-to-the-cinema
-how-to-start-a-film-center/.
Lelyveld, Nita. “Only the Length Is Predictable.” Los Angeles Times, February 14, 2015.
Artist's website
www.echoparkfilmcenter.org

Hadi's Barber Shop, 2016. Still from Avanti Popolo. 16mm film. 7 minutes (approx.)

Echo Park Film Center. photo: Paolo Davanzo

PAOLO DAVANZO: WE ARE STILL HERE
Paolo Davanzo is a filmmaker, an educator, an activist, a community organizer, and a friend. He was
born in Italy and has been based in Los Angeles since 1998. I first met Davanzo at the Echo Park Film
Center (EPFC), a nonprofit media arts organization that puts cameras into the hands of the people who
need them most. The center screens experimental and documentary films in its microcinema faithfully
every Thursday, teaches free and accessible film and video classes, offers an equipment rental and
co-op, runs the Filmmobile (a traveling film school and cinema), and hosts both local and international
artists though its residency programs.
EPFC is the place where Davanzo realized his dreams of creating a space for his love of community,
teaching, and filmmaking. It is also a place where the denizens of Los Angeles can fulfill their own
dreams of creating—myself included. I was a teenager newly obsessed with Super 8. He didn’t just give
me a camera; he taught me how to be an artist. For Davanzo artists are global citizens. We don’t
separate politics from aesthetics or pleasure from theory. We share our work, our ideas, and our lives
with everyone we can.
Though Davanzo is best known for his work with EPFC, he is also a prolific maker. In 1995 he created a
seminal film, titled Passive Anarchy, while riding his bicycle around Beijing during the Fourth World
Conference on Women. (This practice of moving through the city and shooting resurfaces in his work for
the C.O.L.A. exhibition, Avanti Popolo.) In 2003, while falling in love, he and Lisa Marr created an
impassioned collaborative piece called Monday Morning Echo Park. Shot primarily in the home mode,
the piece nicely illustrates the ease with which he uses film to interact and build relationships with
others. Davanzo’s work is intimate and proudly material, often projected in the open air.

Avanti Popolo (2016) is a poem written in black-and-white small-gauge film. Each vignette captures
the remnants of abandoned and forgotten buildings. The title of the film is borrowed from a famous
Italian protest song. It translates to a command: “People, move forward.” The fighting song was a call
to arms used to unite the working class. Davanzo takes the ballad literally. He travels through the city of
Los Angeles on a bike, stopping in areas of “transition” and showing them at a human scale. From Little
Armenia to Leimert Park, from Culver City to downtown, the vacant spaces are animated by memories
of the people who once filled them with life. The film is an example of cinema’s ability to record and
reclaim loss. Avanti Popolo is a silent symphony dedicated to our city, and like the rest of Davanzo’s
work, it is made by hand with love.
—Martine Syms
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Salvation, 2015. Residency program in Ukraine. photo: Lisa Marr

Opposite top:
Filmmobile, mobile film cinema and school. photo: Melinda Stone
Opposite bottom:
Earth Wind and Fire, 2015. Ceramics. 4 x 2 x 3 inches. photo: Max Winter

MARSIAN DE LELLIS

Born Cambridge, MA
Lives and works in Los Angeles
Education
MFA, puppetry and theater design, California Institute of the Arts, Valencia, 2009
BFA, studio art, School of the Art Institute of Chicago, 2001
Selected Performances and Exhibitions
2015 Art Bern, Future Studio, Los Angeles (group)
2014 Object of Her Affection, Automata, Los Angeles, and REDCAT, Los Angeles (solo)
2010 Growing Up Linda: Fudgie’s Death, Great Small Works 9th International Toy Theater
Festival, St. Ann’s Warehouse, Brooklyn, and International Festival of Animated Objects,
Calgary, Alberta (solo)
2010 Bride of Wildenstein: The Musical, Velaslavasay Panorama, Los Angeles (solo)
2008 Growing Up Linda, Venue 13, Edinburgh Fringe Festival (solo)
2007 Handmade Puppet Dreams, Grand Central Art Center, Santa Ana, CA (group)
2004 Puppet Trash, AS220, Providence, RI (solo)
2004 Finnochio: The Holiday Classic, Dirt Palace, Providence, RI (solo)
Selected Bibliography
De Lellis, Marsian. “Finnochio: The Holiday Classic.” Women and Performance: A Journal of
Feminist Theory 14, no. 2 (2005): 89–92.
———. “Why Puppetry? Musings of a Solo Puppet Artist.” HowlRound, August 31, 2015.
http://howlround.com/why-puppetry-musings-of-a-solo-puppet-artist.
Jeffries, Lynn. “40 under 40.” Puppetry International, no. 25 (Spring–Summer 2009): 30.
Kuppers, Petra. The Scar of Visibility: Medical Performances and Contemporary Art. Minneapolis:
University of Minnesota Press, 2007.
Morris, Steven Leigh. “REDCAT's New Original Works Festival: From a Table-Puppet Show to a
Hip-Hop Ballet.” LA Weekly, August 7, 2014, 38.
Artist's website
www.marsiandelellis.com

(In)/Animate Objects, 2016 (detail). Mixed-media installation

Object of Her Affection, Automata, Los Angeles, 2014. photo: Rafael Hernandez

MARSIAN DE LELLIS: (IN)/ANIMATE OBJECTS
“Life is nothing if you're not obsessed,” claimed the cult filmmaker John Waters. I imagine he would find
a kindred spirit in the visual and performance artist Marsian De Lellis, whose handmade spectacles
memorialize obsessional lives. Drawing inspiration from the offbeat characters whose private manias
become public fodder for tabloids, talk shows, and reality television, De Lellis’s creations are the hybrid
offspring of fact and fiction, his productions equal parts art, performance, and object lesson on
polymorphous perversity.
As you may recall from Psych 101, Freud believed that polymorphous perversity is our libidinal state of
origin.1 Children attempt to derive erotic pleasure in whatever form it is available, through every object
possible, and in every conceivable direction. As we move into adulthood, our promiscuous relationship
with the world of things is relinquished through social pressure and repression, the cultural
reinforcement of morality, shame, and disgust. There are those, however, who get derailed on the
journey to normative adult relationships. While they are often the target of passing gapes and
psychological rubbernecking, De Lellis erects a roadside attraction for them at the crossroads between
object performance and performance art (a terrain he has dubbed “puppetry adjacent”). By utilizing
dolls, puppets, costumes, masks, craft supplies, and everything else at his disposal to embroider the
details of displaced obsession and desire, he draws out their “problemagic” capacities for troubling
subjecthood, gender, and identity.

(In)/Animate Objects is the second half of a diptych on the relational world of De Lellis’s fictional
protagonist Andrea Lowe, an “objectum sexual” (a real psychological phenomenon in which a person
develops romantic and sexual feelings for inanimate objects). Its companion piece, Object of Her
Affection, is a solo puppetry performance that charts Andrea’s relationship history, from losing her
virginity to a hunting rifle as an adolescent, to successive heartbreaks with a series of landmark statues,
buildings, and bridges, until a final fatal encounter with a crumbling urban tenement.2 Puppets and
props shift scale throughout the performance, exteriorizing Andrea’s emotional vicissitudes, while
De Lellis takes up multiple positions, at points serving simultaneously as narrator, character, and set
piece. (In a feat of remarkable multidexterity, he manipulates both an Andrea puppet and her female
nemesis Marcy while dressed as the Golden Gate Bridge.) Such polymorphic conversions are a playful
invitation to childhood regression, a primal call to suspend the distinctions between subject and object,
animate and inanimate, and self and other.
The stand-alone installation for the 2016 C.O.L.A. exhibition offers viewers a window into Andrea’s
psychic and relational world through an encounter with the obsessions of her doll-hoarding
grandmother. More than a thousand rag dolls in various states of disrepair—each individually
handcrafted and distressed by the artist and an extended network of friends and family—testify to the
insatiable need for love at the heart of the obsessional life. Like all De Lellis’s productions, (In)/Animate
Objects employs artificial excess in the service of a camp sensibility that inspires ambivalence between
identification and abjection. It also exemplifies Susan Sontag’s assertion that camp, for all its droll irony,
“relishes, rather than judges,” performing “a kind of love, love for human nature.”3

—Allison de Fren

Notes
1. See Sigmund Freud, Three Essays on the Theory of Sexuality, trans. James Strachey (London: Imago, 1949).
2. Presented at Automata and REDCAT as part of the 2014 New Original Works Festival.
3. Susan Sontag, “Notes on ‘Camp’” (1964), in Against Interpretation, and Other Essays
(New York: Picador, 2001), 291.

21

Object of Her Affection, Automata, Los Angeles, 2014. photo: Rafael Hernandez

Object of Her Affection, REDCAT, Los Angeles, 2014. photo: Steve Gunther

KEIKO FUKAZAWA

Born 1955, Niigata, Japan
Lives and works in Los Angeles
Education
MFA, Otis Art Institute of Parsons School of Design, Los Angeles, 1986
BFA, Musashino Art University, Tokyo, 1977
Selected Exhibitions
2016 Made in China: New Ceramic Works by Keiko Fukazawa, Craft and Folk Art Museum, Los Angeles
2016 Keiko Fukazawa / Culture Clash: A Mid-Career Retrospective, El Camino College Art Gallery,
Torrance, CA
2016 Lineage: Mentorship & Learning, American Museum of Ceramic Art, Pomona, CA (group)
2015 Crossroads in Clay at Chouinard and Otis: The Ralph Bacerra Years, Vincent Price Art Museum,
East Los Angeles College, Monterey Park, CA (group)
2015 Petraphilia, Curators Lab Gallery, Fellows of Contemporary Art, Los Angeles (group)
2014 White Gold: The Appeal of Lustre, Racine Art Museum, WI (group)
Selected Bibliography
Cheng, Scarlet. “Keiko Fukazawa: The Art of Remaking.” In Made in China: New Ceramic Works
by Keiko Fukazawa. Los Angeles: Craft and Folk Art Museum, 2016.
Goldman, Edward. “Chairman Mao and His Hundred Porcelain Flowers.” Art Talk, KCRW, January 26,
2016. http://www.kcrw.com/news-culture/shows/art-talk/chairman-mao-and-his-hundred-porcelain
-flowers.
Knight, Christopher. “An Outsider Sends Message.” Los Angeles Times, February 18, 2016.

Carryman’s Handle, 2015–16. Porcelain, glaze, red thread, wood. Dimensions variable. photo: Susan Einstein

Hello Mao, 2014. Ceramics, gold luster, fabric, magnets, Velcro, wood panel. 84 x 48 x 3 inches

KEIKO FUKAZAWA: HOMAGE TO A.W.
For the past three years Keiko Fukazawa has had residencies in China, in the fabled “ceramics capital”
of Jingdezhen. As an artist working in ceramics, she created artwork by transforming prefab forms and
decorations to express what she felt about modern-day China, a complex and often contradictory
country caught up in the fast-spinning gears of modernization. She was keenly aware of Ai Weiwei, the
Chinese artist who had spent time in the city during the production of the components of his epic
installation Sunflower Seeds (2010) for the Tate Modern, London. Ai put hundreds of people to work
making and painting millions of porcelain sunflower seeds, which were eventually shipped abroad and
covered the floor of the Turbine Hall of the London museum in 2010–11. Subsequently Ai ran into trouble
with the Chinese authorities—he is ever outspoken about the government’s censorship and
mismanagement—and starting in April 2011, he was incarcerated for eighty-one days. Even after his
release the government kept his passport so that he could not travel. Still, he managed to create art by
remote.
During the time Ai was prevented from traveling, he implemented a simple act of public protest. He set
a bicycle in front of his Beijing studio, locked it to a tree, and put fresh flowers in the basket every day.
This bicycle had a backstory: apparently it was a gift from a young German who had been detained for
ten months by the Chinese authorities on dubious charges of smuggling. When the young man finally
managed to leave, he told a German journalist that he wanted to give the bicycle to Ai Weiwei.
The artist quickly figured out what to do with it. “It’s just like the kind of bicycle you would see anywhere
in the world,” Ai told an interviewer in 2013. “In China, the owner may have been taken by the
government or whatever, so it’s very symbolic. So I decided to put flowers in it, and I will do it every day
until I get my passport back.” Why flowers? “I think flowers are the most common language. For one
thing, they’re about life.”1
At the center of Fukazawa’s installation Homage to A.W. is a Giant bicycle, similar to the one Ai used,
placed in a stagelike setting, surrounded by black curtains. Small white porcelain flowers made in
Jingdezhen, set at intervals on red thread, hang like rain falling over the vehicle and are also wrapped
around it. Scattered around the bicycle are the tattered remains of exploded red firecrackers—red being
a color associated with China and firecrackers something often used in Chinese celebrations. Last
summer Ai Weiwei got his passport back, so that is indeed something to celebrate.
Fukazawa has long admired the Chinese artist on several counts. “I admire his spirit, being so strong,”
she says. “It’s quite tough being so outspoken, especially in China.” Also, she says, he has helped
elevate the status of ceramics as an art form. “He has worked with the ceramics medium, and he’s
worked at Jingdezhen.”2 For decades after the communist revolution of 1949, bicycles were a very
popular form of transportation, and Fukazawa also sees the work as a tribute to the Chinese people.

—Scarlet Cheng

Notes
1. Ai Weiwei, in Didi Kirsten Tatlow, “Q. & A.: Ai Weiwei on Creating Art in a Cage,”
Sinosphere: Dispatches from China (blog), New York Times, December 31, 2013,
http://sinosphere.blogs.nytimes.com/2013/12/31/q-a-ai-weiwei-on-creating-art-in-a-cage/?_r=0.
2. Keiko Fukazawa, interview with the author, December 19, 2015.

￼
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Hundred Flowers to None, 2014. Porcelain, glaze. 21 x 18 x 13 inches
Opposite top:
Red to Gold #1, 2013 (detail). Ceramics, gold luster, decals. 7 x 38 x 3 inches
Opposite bottom:
Chinese Still Life #01, 2013. Ceramics, transfer, gold luster. Dimensions variable

MEGAN GECKLER

Born 1975, Abington, PA
Lives and works in Los Angeles
Education
MFA, sculpture, Claremont Graduate University, Claremont, CA, 2001
BFA, sculpture, Tyler School of Art, Temple University, Philadelphia, 1998
Glasgow School of Art, Summer Abroad Program, Scotland, 1997
Selected Exhibitions
2016–18 We've got to cross this great big world somehow, Los Angeles International Airport (solo)
2016 Hallucinate and Tranquilize (site-specific installation), Artificial Realities, East Wing Biennial,
Courtauld Institute of Art, London (group)
2013 No chance to look backwards and see, Utah Museum of Contemporary Art, Salt Lake City (solo)
2011 Lay it down and start up, Creative Artists Agency (CAA), Los Angeles (solo)
2010 Spread the ashes of the colors, Wexner Center for the Arts, Columbus, OH (solo)
2010 Every move you make, every step you take, Pasadena Museum of California Art (solo)
Selected Bibliography
Bedford, Christopher. “Megan Geckler—Torrance Art Museum.” Artforum (online), October 20, 2006.
http://artforum.com/archive/id=11938.
Dambrot, Shana Nys. “The Art of Math.” LA Canvas, November–December 2011, 16–17.
DiMichele, David. "AbEx Returns: The Sequel in LA; It's Not Just about Paint Anymore." Artillery,
no. 4 (March–April 2011): 28–32.
Grady, CC. “Women and Their Work, Women in Rock and Roll, and Megan Geckler.” Glasstire,
May 2009. http://glasstire.com/2009/05/18/women-their-work-women-in-rock-and-roll
-and-megan-geckler/.
Jobson, Christopher. "A Giant Geometric Vortex of Colored Tape by Megan Geckler." Colossal,
February 21, 2013. http://www.thisiscolossal.com/2013/02/a-giant-geometric-vortex-of
-colored-tape-by-megan-geckler/.
Artist's website
www.megangeckler.com

Rendering of Your escape from patterns your parents designed, 2016

Let’s forget has torn me apart, 2015. Flagging tape, wood, paint, hardware. 300 x 96 x 96 inches

MEGAN GECKLER: POLYCHROME POLYMATH
The actual basis of color is instability. . . . Once you accept that . . . you are dealing with something
that is unstable in its basic character, you begin to get a way of dealing with it.—Bridget Riley

One thing that visual art can do that language cannot is to present a unified, singular expression of
paradox. In an optical realm of perfect simultaneity derived from an untethered imagination, the laws
of physics are entirely optional. But for Megan Geckler, bringing her unique, vibrant architectural
installations to fruition means that she really has to do the math. Whether conceiving epic site-specific
spatial interventions or self-contained works for floor and wall, Geckler takes real pleasure in the
special challenges of materializing the theoretical. Emblematic of her educational background in both
advanced mathematics and conceptual art, as well as her sense of humor, everything that this joyful
contrarian creates functions simultaneously in multiple dimensions, literally and conceptually.
Her large-scale installations and stretched-canvas pieces evoke the fanciful industriousness of
Vladimir Tatlin’s unbuilt monument and are rendered in the saturated artificial colors and defined
linear patterns favored by hard-edge artists like Ellsworth Kelly and Frank Stella or op art painters
like Bridget Riley and Victor Vasarely. Geckler’s graduated woven vortexes, cascading trellises, and
atmospheric harmonics are showpieces of aesthetic spectacle, with broad, inclusive appeal and,
because of their site-specificity, are never at a loss for surprises. Also, because of their siting and their
deliriously complex structure as visible armatures of pure color, they are feats of engineering whose
daunting design plans have challenged the most advanced parabolic software on the market. They are
among the most rigorous accomplishments of sculptural execution imaginable, the very definition of
what it means to activate a space.
Geckler constructs them from flagging tape that she orders from industrial catalogs. She has an affinity
for the special properties of nontraditional materials, a slightly obsessive curiosity about their intended
functions and their ability to fulfill the goals of high-minded modernism despite their humble origins—
and moreover, to expand those goals with a greater soulfulness of meaning and narrative precisely
because of the unlikely associations that her unconventional media evoke in their new contexts. “These
materials,” says Geckler, “seem to enjoy being elevated. Acrylic paint is really just plastic too in the end.
But still I feel that it needs to remember what it is and where it came from.” In a way, the tape is still
working in construction.
Her wall works are small (for her) woven-tape color fields and nuanced patterns. They are thoughtful,
emotional, subtly textured abstract paintings in every way save for their lack of paint. Each is derived
from a different mathematical algorithm, connecting them in process to her sculptural designs but
without the operatic occupation of space. Their aesthetic is jaunty, contemporary, with a certain sense
of pixelation, glitchiness, and other postdigital ways of seeing pattern and color. In these works, Geckler
takes advantage of making things herself, by hand, and leaves the tied-off tape strips visible on the
verso—giving herself permission to indulge in the luxury of imperfection.
Her newest works for the C.O.L.A. exhibition include a set of large-scale photographic prints with the
luminosity of stained glass and the settled chaos of allover abstraction. They are pictures of discarded
tape cuttings, elevated once again, but instead of the taut rigor and pointed choreography of the
sculptures and panels, these lighthearted color studies have the tipsy cheerfulness of confetti at a
parade.
Geckler has also constructed a version of the monumental tape installations in the form of a
freestanding walk-in cube. “People are always trying to climb inside my pieces,” she says, laughing.
“And I get it! I want to see one from the inside too, to explore the way the quality of light will affect the
translucency and color of the material.” Geckler’s work has always been experiential, but interactivity at
this scale is more than a natural evolution of her ongoing exploration of form and materials; her lofty
experiments in light, space, and process are also functional locations for delight and wonderment.
￼
—Shana Nys Dambrot
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Spread the ashes of the colors, 2010. Flagging tape, wood, paint, hardware. 60 x 50 x 30 feet

Opposite top:
Set a course for wayward schemes, 2008. Flagging tape, wood, paint, custom designed and fabricated lights. 40 x 30 x 5 feet
Opposite bottom:
Rewritten by machine on new technology, 2013. Flagging tape, wood, paint, hardware. 30 x 32 x 30 feet

WON JU LIM

Born 1968, Gwangju, South Korea
Lives and works in Los Angeles
Education
MFA, Art Center College of Design, Pasadena, CA, 1998
BS, Woodbury University, Burbank, CA, 1992
Selected Exhibitions
2014–15 Won Ju Lim: Raycraft Is Dead, Yerba Buena Center for the Arts,
San Francisco, and Saint Louis Art Museum
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Casting 1, 2016 (detail). Multimedia sculpture, frosted Mylar, anodized aluminum box. 42 x 72 x 20 inches
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Patrick Painter Inc., Santa Monica, CA. photo: Fredrik Nilsen

WON JU LIM: CASTING SHADOWS
Won Ju Lim’s installations are a confluence of sculpture, architecture, and cinema. It is an analogical
relationship: her architectural structures are not just physical objects but are artifacts in which the
object and the idea of the object coincide as one layer of experience, an exploration of meaning through
temporal and spatial relationships. In addition, there is the phenomenological—that is, the experience
of the subject in architecture, the experience of materiality, of light, of color, and of the psychological
and physical relationship to space. In her past work Lim has used projected light and video on
architectural structures made of colored Plexiglas, creating a liminal installation space that is
completed when the viewer enters this immersive environment. The one-to-one relationship between
the viewer, the sculpture, and the shadows that are created on the ceiling, walls, and floors is for her a
theatrical experience: as the viewer moves, the surroundings shift into transitional states of spatial
transformation and exchange between what is observed and what is real. Cinema serves as a metaphor
for the hallucinatory nature of perception.1
Having studied contemporary architecture, Lim is conceptually attuned to the field’s theoretical
underpinnings. The writings of the architect Peter Eisenman are an influence, in particular his idea of
“blurring,” or the notion of the in-between, the interstitial space “that is not a visual effect but rather
deals with affect, a strategy for exploring a mind-body relationship in architecture that displaces the
conventional or expected experience of space.”2 Her series Memory Palace (2004) is based on
Matteo Ricci’s mnemonic system, in which memory—whether real, imaginary, or a combination of
both—is retained through association with a mental architectural space. Shadows are contained within
light boxes, “clear and fixed, but there are moments when the spaces seem fluid and blur into each
other.”3 The multimedia work Raycraft Is Dead (2014) reflects her interest in “exposing and examining
the repressed, the disturbing spaces in the house that are hidden and manifest as a space of fantasy.”4
Lim’s exploration of shadows and empty or “dead” interstitial spaces continues in her light boxes on
view in the C.O.L.A. exhibition, Casting #1 and Casting #2 (both 2016). They represent “still frames” or
moments of what will eventually be a film, a topological study of a scripted space of the imaginary based
on the prose of Marcel Proust.5 The genesis of this idea was her reading of Monsieur Proust, the
autobiography of Céleste Alabaret, Proust’s housekeeper, secretary, and nurse during his last years of
self-imposed confinement to his bed. Lim’s process involves extensive research into her subject. In
addition to reading Proust, she also read essays on his writings by Samuel Beckett, Gilles Deleuze, and
Julia Kristeva and studied films by Percy Adlon, Chantal Akerman, and Raúl Ruiz. She focused on the
Proustian conceit that there is no true past but only imperfect memories. Filtering Proust through the
interpretations of others, Lim frames embedded memories and multiple realities in a work that, like the
novelist’s writings, creates a cinematic impression of its maker.

—Carole Ann Klonarides

Notes
1. Jan Tumlir, “Won Ju Lim: The Newness of Cities,” in Won Ju Lim: Untitled Silence
(Hanover, NH: Jaffe-Friede Gallery, Dartmouth College, 2011), 27.
2. From a description of Blurred Zones: Investigations of the Interstitial; Eisenman Architects, 1988–1998
(New York: Monacelli, 2003), https://books.google.com/books/about/Blurred_Zones.html?id=zDJyPwAACAAJ.
3. Lim, in an interview with Astrid Mania, in Won Ju Lim (Salamanca, Spain: Fundación Salamanca Ciudad
de Cultura, 2005), 94.
4. Lim, in an interview with Tricia Y. Paik, in Currents 108: Won Ju Lim, exh. brochure (St. Louis: Saint Louis
Art Museum, 2014), unpaged.
5. In a conversation with Madeleine Aktypi, the social historian Norman Klein describes scripted spaces as
carefully designed and controlled spaces that reconcile cultural meaning with the thrill of the unknown
“to describe the visual in a novel, or enter the interior life of a character on film to chart one’s way through
the invisible.” http://www.le-hub.org/lang/en/archives/230.
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Raycraft Is Dead, 2014. Installation view, Saint Louis Art Museum

Opposite:
24 Seconds of Silence, 2008. Mixed-media sculptures, 5 video projections. Dimensions variable.
Installation views, Ullens Center for Contemporary Art, Beijing
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Sarah Maclay reading at the Los Angeles Times Festival of Books, UCLA. photo: Helen Hierta

Music for the Black Room,
Cover photo: Rocky Schenck,
Cover design: Richard Mathews

Night Text
Let’s imagine I’m translating something to you—
you, asleep, or sleepless or naming
that third place—between—
with the tips of your tapering fingers—
I don’t know the language.
It bends.
In the mind—in that strangely shared chamber—
that is, I mean, in your hands,
where you show me those scenes of confusion and flight
with such intimacy, and don’t know it—
even sans color, sans liquor, sans shape,
we are twins. Fraternal. Unknown.
The moon, invasive, huge,
lunging in through the windows,
makes no exceptions—
It’s true: it will never happen / you’d be surprised.
First published in FIELD (Oberlin College Press), no. 91 (Fall 2014)

The Marina, Early Evening
The sea is only a blue sand,
reaching over its brother.
The sand is only a hard, brown sea.
Gulls open their beaks and nothing comes out.
One. Another. Three. The sea
is only a low cloud
wandering under its sister.
The cloud is only a high, gray sea.
The gulls seem to be praying.
They stand as still as a chess set.

At the Crossing
I’m holding out my hand to you.
There are three gold coins in my palm.
You don’t see the coins, only my hand.
But it’s as if my hand is cardboard.
That’s what you see—not the coins,
not my palm.
I am trying to tell you something.
I am saying, Here are the coins.

Waves crawl onto the body, slither back.

Take them. I’m ready to cross.

Oh, the woman with red hair,
legs as tall as stilts,
sings into the ocean.

You look at the clouds,
you look at the river,
you look at my hand.

Her song is only the mirror
of the broken wave.

You can’t take what you can’t see.

From Whore (University of Tampa Press, 2004)

From Music for the Black Room (University of Tampa Press, 2011)

SARAH MACLAY: THE EROTIC SURREALIST
Sarah Maclay is a master of erotic surrealism or surreal eroticism. This trait, essential in her writing,
can be easily traced in all her literary production: Whore (2004), The White Bride (2008), Music for
the Black Room (2011), The “She” Series: A Venice Correspondence (her forthcoming collaboration
with Holaday Mason), and newer work. Her eroticism is at the same time explicit and elusive. As
Cecilia Woloch explains, “Things are slightly askew . . . as in a dream.”1 Or, as Jeanette Clough puts it,
the poems “have an aura, a luminescence around something, in this case, around the words. One may
know what each word means separately, but the poem as a whole is more than an exact overlay of the
words in it. It's a fuzzy match. You could call the poems faceted, but facets are solid and edgy. A more
appropriate term is sfumato. In painting, sfumato is a technique where gradations of tone and color
(not of line, incidentally) are used to blur the contours of a form. A painter does this to make an object
look like itself, but not quite.”2
Desire is at the core of Maclay’s poems—a complex desire that tries to reconcile the celebration of touch
and the impossibility of contact. And impossibility crisscrosses the work of this author. Far from being a
paralyzing force, however, it becomes a source of inspiration. Impossibility feeds exploration, and as a
result, instead of a void, we encounter multiple, simultaneous outcomes. Reality—the reality of
landscape, the reality of body—is unpredictable, fluid, transformative.
Sometimes the poetic voice intervenes to rename (to reinvent) reality. In her work, Maclay excels in the
creation of a surprising, ever-changing universe: “So let’s call them something other than clouds— /
Mirror, shell, flame. The sky’s idea of hair.”3
Maclay’s poetry is a poetry of searching—most of all, a search for the nonevident meaning. We witness
how the poet needs to turn and shake meaning until its complete exhaustion. Words must be undressed,
almost excavated. The actions applied to the words are, at the same time, applied to “the body”: “Nuzzle
the morsel inside, examine the surface of the inner shell. That small orange tongue of lox—slip it into
your mouth. Insert the butter knife between the pages of ‘A Thousand French Verbs.’ Vivre. Vernir.
Verser. To live, to varnish, to decant, to pour, deposit, overturn, to shed, to spill.”4
As we analyze the evolution of Sarah Maclay’s poetry—whether lyric, ekphrastic, or prose poetry—we
see a movement toward freedom. In her latest manuscripts—The “She” Series and the work-inprogress Nightfall Marginalia—the language becomes increasingly experimental. Mixed with sensual
synesthesia (a signature of her style), we find the playful contrast of paronymous terms and the
deconstruction (and reconstruction) of meaning based on language sound. Reality and language
become fragmented and reorganized. Her poems produce an expansive, disorienting dizziness, and the
reader—lost and found—experiences Maclay’s piercing eroticism, the eroticism of language itself.

—Mariano Zaro

Notes
1. Cecilia Woloch, blurb on the back cover of Sarah Maclay, Music for the Black Room (Tampa, FL:
University of Tampa Press, 2011).
2. Jeanette Clough, oral introduction at the launch of Sarah Maclay’s book Whore, Barnes & Noble,
Santa Monica, CA, 2004.
3. Sarah Maclay, “Mother-of-Pearl,” in Whore (Tampa, FL: University of Tampa Press, 2004), 59.
4. Sarah Maclay, “Verse,” in The White Bride (Tampa, FL: University of Tampa Press, 2008), 13.
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—as, after Odysseus, her body wanted to be Ophelia
The pistol came with its own music.
An echo slid from her throat:
Liquid, alive beyond common names for color.
How at night she could not swim.
Her song like a line of neon in wavering slices
across the crinoline dark
until the dogs began to bay
and men slipped into the skins of animals
to roll against the mud without the barrier of clothes.
How that bay was a living jewel—the sound, the topaz water—
the water had poured from her
and become alive.
She would wash up on the shore or float,
as white as the lizard who pulls the carriage
in a dream, all soggy finery
and hair and reeds.
Over and over
her body was painted
in darkness,
like a wine of skin.
What was true:
It was up to her to invent
her own music,
as she began to hear it
in the growing stain of sky.

from The “She” Series: A Venice Correspondence, forthcoming from
What Books Press, 2016.

Whore
Cover photo: Rocky Schenck.
Cover design: Richard Mathews
The White Bride
Cover illustration: O Grave, Where Is Thy Victory, by Jan Toorop
Cover design: Richard Mathews

Girl Standing with Death by the Sea
First, there was rain.
Or the surface was scratched.

but she, the sea-looker-she, looks out at the sea.
Feels them, standing behind her.

It was a long distance from green
to green.

She has never seen her own exposure, though she feels it.
When she finally sees it—its strangeness, her own—

Death was so quiet,
so patient.

well, I tell you, I can’t explain why,
but it makes her radiant.

Perhaps there had been trees.
Living ones.

Even when everything goes to woodcut white and black,
she stands on a road

Or maybe really just rain.
Or scratches.

and, behind her, it is not death, but a woman with hair—
herself—and skin. And brows. A woman fully exposed

It reminded her of standing on top of a hill
and looking down at the city trailing below.

and her dark-clad companion—night, herself.

No city, though.

Or no—the only color now is the palest blue
of water strafed with cloud

Maybe, in the distance, a sail
or a buoy.

and she stands on the black sand before dawn
in her long pale dress and the frothy, possessed black

Or a sprinkle of stars, recessed
in that intaglio of green.

waves must be wetting her feet and behind her

And a road, curving along the coastline,
but vacant.

a figure approaches—a man?
We see them from behind.
She does not yet hear him.

It’s so different
from standing on the footbridge

In her private future red bedchamber,
in her long dark confusion of hair,

with girlfriends, or cousins,
looking out at the noon lake

there is no shame.

or turning around at sunset, removing a hat.
Letting the lake go black.

Yes—there’s a man
and her three selves

(In another version, the halo was red—
there was a halo in that version.

as she stands in ochre fog
looking out to the sea.

It covered her head like a hairband
but she was alone.)

Her hair spills back
into cloud into branch

She stands, looking out, until dawn
until the greens are mild

she is almost a ghost
he clutches his heart

shades of blue, and indigo
is the only place that death might be

or maybe just his pocket
the moon reflects in the shape of a lingam

—or stone—

not a pearl—all the way down the water
it makes the road larger, pale and wide

nothing but a squiggle,
a puzzle piece.
Stationary, somehow.
In little bursts of wind.
It moves like a wet shadow.
If it moves.
Or now it’s dark, her hair is longer,
she carries a tambourine
of yellow roses, and death
is only herself, older, and then much older.

with light until we see her turn away
from the water
and now the reflection, long as the dark the rising
dark of the trees—
it is before, just before, they touch.
Death sits silently by
in another version.
There are so many versions.
No, she was never alone.

The one in the middle—that self—opens her legs in a V,
naked, clasps her hands behind her head—

Hey, lover. Hey lover, lover, lover. . .
—after E.M.

First published in Fanzine, February 20, 2015.
http://thefanzine.com/2015/02
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Font, 2016 (detail). Found used books, vintage brass and zinc faucets, vintage brass sprinklers,
rubber hoses, wood shelves, commercial shelving, standards, brackets

BLUE MCRIGHT: IMMERSIVE
Artwork requires a certain level of instability to be truly interesting and significant; it has to pose a
challenge to its viewers, engage with the beholder yet remain elusive. Above all, it can’t present itself in
a situation of fixity; it needs to have more than a grain of mystery, subtlety, and potential. Blue McRight’s
objects reveal themselves incompletely, acting through suggestion rather than self-exposure; they have
an iceberg-like quality that enhances their profound air of mystery and consequence. Her work
addresses the major environmental issues of our time; through provocation and metaphor it prompts
the viewer to take on an active role. McRight honors the imaginative intelligence of her viewers. Their
engagement is crucial for her—she wants her concerns to be clear but also shaped through the lens of
response.
McRight has the ability to raise issues that are fundamental and relevant through profound shifts in
levels of visual reality. The works begin with facticity—they are constructed from found objects (vintage
brass hose nozzles and lawn sprinklers, rubber hoses, books, tree branches, elastic bandages, thread,
and paint) that undergo transformative operations that work with, rather than conceal, their origins. Her
process abstracts the objects that she painstakingly creates but also enhances their realist core. The
edgy and indirect beauty of the work, its spectacular and enigmatic nature, seduces the viewer into
engaging with it.
Through her work, McRight asks one of the fundamental questions of our climate-challenged times:
What are we doing with our dwindling water resources? Her interest in water issues dates back to the
California drought of the 1990s, when an article on the practice of lawn painting appeared in the
Los Angeles Times. The publication of this article marked a major turning point in McRight’s practice,
causing her to see the conventions of domestic landscaping as evidence of an unnatural relationship
between cultural practice and environmental reality. More importantly, it evoked a desire to examine
environmental issues. Southern California’s diminishing water supply provides the context for a body of
work that focuses on the way water has become a symbol of the conflict between nature’s scarcities and
a culture of excess.
McRight’s C.O.L.A. project represents a continuation of her interest in water. The installation, titled Font
(2016), references circulatory systems as they relate to patterns of use of water and knowledge. Font is
built up from a foundation of hundreds of secondhand books—an immersive, solid wall of them, all
dealing with the topic of water. These books serve as an architectural armature for a number of garden
faucets, some with attached hoses that link to other faucets or spill to the floor. Font has multiple
meanings—it refers to religious ritual, spiritual beginnings, sources of life, and wellsprings of
knowledge; it points to the end of an era of ignorance regarding the environment. Font is attuned to its
place in the present, possessing both specificity and universality. Through its seductive beauty and
curious construction, McRight’s work makes a poetic and philosophical appeal to the senses, one that
binds a harsh truth to the hope of change and regeneration.

—Kay Whitney

Reservoir, 2014. Found bookcase, vintage brass faucets and canteens, sand. 30 x 55 x 20 inches. photo: Samuel Freeman
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Other #2 (Volute), 2014. Vintage brass nozzles and propeller, resin, elastic bandage, thread. 11 x 8 ½ x 10 inches. photo: Samuel Freeman

Opposite top:
Drink Me, 2015. Installation view, Samuel Freeman. photo: Samuel Freeman
Left: Rainbow, 2014. 21 vintage Boy Scout canteens. 166 x 30 ½ x 4 inches
Right: Siren, 2014. Found tree, vintage brass nozzles, elastic bandage, thread. 60 x 111 x 52 inches
Opposite bottom:
Flock, 2009. Plastic, elastic bandage, thread. Dimensions variable. Installation view, Samuel Freeman. photo: Joshua White Studio
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Gravity Folds, 2016 (detail). Acrylic and foldings in aluminum. 8 panels, 48 x 72 inches each

SANDEEP MUKHERJEE: PERFORMING SITE
When considering the art of Sandeep Mukherjee, it is best to think not in nouns but in verbs. His largescale, site-sensitive works are often composed in modular panels that can be reconfigured as the site of
their exhibition shifts. He mystifies the eye in his refusal to insist on continuity from one panel to the
next even as the viewer comprehends the logic of his pieces. The larger works often have the ability to
exist partial or whole while never being incomplete.
Traditionally we think of the space housing the work, but in the case of Mukherjee’s art the work
communes with the space—turning corners, echoing shadows, absorbing light, and making room
simply for what is there. Nothing preexists as a container. Over the past sixteen years he has not simply
shown paintings in his exhibitions; he has created conversations with varying and distinct environments
all over the world, from Bangladesh to the Schindler House in Los Angeles.
Mukherjee’s The Sky Remains (2016) refers specifically to the sky occupying or populating space, which
is exactly what he did with one thousand tiles and sixteen panels spanning seventy feet, installed as part
of the Dhaka Art Summit. The blues of the piece turned the sky into both a reflector and a container of
Bangladesh’s many rivers. And though the piece cannot be said to be representational, it suggests by
virtue of the silt-like orange and the openness of the spreading blues a natural rain. The sequence of
wall panels is interchangeable and overlaps in order to expand or contract to the length of the space,
much like folds of a pulsating accordion.
The tiles in The Sky Remains were individually carved and painted and installed as a full grid on the
floor, where they were sequentially painted with horizontal and vertical stripes. The grid was
reconfigured through the process so that multiple weavings occurred through time—a reference to the
rich tradition of weaving in the geographic region of Bangladesh. The tiles also underline the
importance of the haptic sensation in Mukherjee’s work. Our ability to see through touch brings forward
multiple senses in the space, where viewers were encouraged to walk barefoot on the textured floor/sky.
In 2015 Mukherjee exhibited Mutual Entanglements, composed of ten modular panels, each seven feet
tall and five feet wide, at Los Angeles’s Chimento Contemporary. The panels were conceived in relation
to a standing human figure. The space was built around the exact dimensions of the piece so that the
entire fifty feet would be folded at the center, forming two symmetrical twenty-five-foot segments.
Though the title of the piece could easily refer to the colors—which seemed lifted from the natural world
to depict a dense unnatural landscape created through the use of brooms, brushes, Q-tips, and cleaning
products—the piece’s placement in the gallery spoke to its inherent elasticity. No pattern was repeated
or continued from panel to panel, and despite each panel’s individuality within the piece, each existed
with an inevitability that tied the work to the space in a closed universe. The work’s ultimate
cohesiveness created an air of suspension within the traditional white walls. Two panels were later
shown as individual works, speaking to the work’s adaptability.
Mukherjee has made site-sensitive a verb. Perhaps stemming from his training as an engineer, his
artistic work has an organic adaptability that speaks to its environment. Depending on the time of day
or night and the viewer’s position, the work becomes a membrane that keeps changing, an interface
between inside and outside. Luminosity, opacity, color, materiality, texture—all are shifting properties of
the work that have an innate architectonic rhythm. Gravity Folds (2016), Mukherjee’s new work on view
in the C.O.L.A. exhibition, extends the idea of site-sensitivity into performance. The panels have been
used to lift his body off the ground in various positions, resulting in sculptural forms that will be
installed on the wall as continuous shedding skin. The piece relates to the cantilevered balcony adjacent
to the C.O.L.A. galleries, which overlooks the city.

—Claudia Rankine

Untitled (towel), 2014 (detail). Acrylic and acrylic ink on Duralene. 52 x 27 inches
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Untitled (Pinwheel), 2006. Acrylic on Duralene. 5 panels, 60 x 42 inches each. Installation view, MAK Center for Art and Architecture, Los Angeles

Mutual Entanglements, 2015. Acrylic on Duralene. 10 panels, 84 x 60 inches each. Installation view, Chimento Contemporary, Los Angeles

The Sky Remains, 2016. Wall: acrylic and embossed drawing on Duralene, 16 panels, 60 x 60 inches each.
Floor: Acrylic and carved drawing on plywood. 1,000 panels, 12 x 12 inches each. Installation view, Dhaka Art Summit

Untitled (towel), 2014. Acrylic and acrylic ink on Duralene. 52 x 27 inches. Installation view, Gamble House, Pasadena
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Portals of Light from the Mountain and Night Sky, 2016 (detail).
Spray paint on folded paper, glass, solder, copper foil tape, paint on clay. Dimensions variable

CHRISTINE NGUYEN: DEEP SYMPATHIES
Christine Nguyen’s work offers up a version of interconnectivity that sometimes seems absent from our
hyperconnected age. As Los Angeles buzzes with traffic and chatter, Nguyen looks to the ocean, the
mountains, and the desert. Whether taking inspiration from the Salton Sea or the docks where her
father worked as a fisherman, she creates worlds that evoke deep dives into the lowest reaches of the
Pacific, paths carved through long walks in fields of sunflowers, or spelunking expeditions into the
geodesic depths of the earth. All this immersion is won through an attention to what nature offers and
how to bring together its seemingly disparate parts.
Nguyen’s additive and intuitive process always results in wholes that are entirely at ease. Across her
photographs and drawings, including those on view in the C.O.L.A. exhibition, salt crystals appear to
grow out of Mylar, cyanotypes emerge and spread from the warp and weft of muslin cloth, and orb
weavers’ webs seem never to have not been colored after she has spray-painted them to black paper. It
makes perfect sense that collecting constitutes a large part of her practice. Geodes, pinecones, coral,
and samples of dirt and water from places near and far can be found in her studio, and sometimes,
when the configuration of things seems right, are integrated into a sculpture or installation. There are
no formulas here. Curiosity and wonder, above all, guide the artist as she works.
And they allow her to tap into a field long forgotten: early modern natural philosophy. For its
practitioners—Robert Fludd, especially—the reverberations between microcosm and macrocosm were
constant. Fludd’s cosmology erased the border between art and science when he pictured the universe
in order to know it, tested mercury to conjure the philosopher’s stone, and—always, always—followed
nature wherever it led. Nguyen shares the same spirit, the same trust in what nature imparts. Plants
are her stencils. Meteorite dust, sunlight, and crystallized vegetation are among her media. As Nguyen
weaves all of them together, they create sympathies of the deepest kind.

—Melissa Lo

Tree of Life, 2015. Graphite, salt crystals, and cyanotype on stretched muslin. 20 x 16 inches
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Below:
Orange Pink, 2014. Spray paint on paper. 2 sheets, 25 x 19 inches each
Opposite top:
First Light and Its Refracting Powers, 2014. Salt crystals, glass, copper tape, solder, collected vegetation, cyanotype, gelatin silver with salt
crystals, spray paint on paper, meteorite dust on unprocessed photo paper, cyanotype on unprocessed photo paper. Dimensions variable
Opposite bottom:
First Light and Its Refracting Powers, 2014 (detail)
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Always repping my city COMPTON. photo: La Blanka Photo

Cover of Everybody’s Bread
designed by Lorenzo Herrera y Lozano

Padre nuestro, estas en los cielos
y la casa vacía
fría como hielo.
Padre nuestro
who art in heaven
hallowed be thy name.
Efrain!

Am I really still mad at you
or just mad for this trope?
Me pongo fría
en los tiempos difíciles
dura, difícil de traspasar.
Must forgive your trespasses
really, forgive and move on.
Forgive myself
for feeling like I wasn’t enough.
Forgive myself for walking around
with a chip on my shoulder
really, I had a chipped shoulder
all that shrugging and sobbing.
I want to deliver me
to me, be full of grace
blessed be all the fruits of my womb.
Residuum
Our father who are in heaven
Our father

do you listen to my prayers?

who art in heaven…

I rummaged through this shit

Is that why you were never home?

so damn much, time to bury

Is that where you’ve been

la pinche hacha

all these years? In heaven?

at your feet, pin my milagro

Hollowed be my cries

on your shirt wear it

valley of tears in the dark

a badge of honor—El perdonado.

lonely whispers wishing

Glory be to you father

you could bring us our daily bread.

as it was for me in the beginning

Padre nuestro,

but my eyes were not turned

el cielo esta tan lejos

the right way to see…glory

y nos cobija

is now and ever shall just be.

pero me sentía fría.

Just be.

CLAUDIA RODRIGUEZ: COMPTON’S POET
Claudia Rodriguez leads and writes with her senses. She tells stories with her senses, invokes desire
with her senses, sensationally, sin verguenza, shamelessly. She is a writer, performer, teacher,
daughter, mythmaker, healer, lover, and poet—the self-proclaimed poet of Compton, where she was
born and raised. She uses words and stories to clean up the mess of boxes, of categories, of limitations.
Her poetry and performances, as well as the projects she takes on, create rich cartographies, of bodies,
queer and brown, femme and butch, maps of cities, specifically of Compton. In her latest project,
Midnight Steel, which she is creating with the help of the C.O.L.A. fellowship, she is bringing together
stories of Compton, painting geographies of its sounds, stories, myths, and desires. Her poems are like
corridos—old border songs about heroes of the Mexican revolution—but her corridos are odes to
immigrant mothers, young queer people, street kids, her old self, all heroes of the black and brown
Compton borderlands.
Through words and memories, Rodriguez maps herself—her memories, desires, and dreams—onto
the layered literary and performative traditions of queer Chicana writing that have modeled for young
Chicanas/os the power of writing, of storytelling, of spilling secrets. Rodriguez’s work follows the
tradition of queer women of color writing their way into existence, using their words to create bridges,
speak truths, make their desires visible and felt. She is a living response to Gloria Anzaldúa’s
“Speaking in Tongues: A Letter to Third World Women Writers.” Anzaldúa writes, “Forget the room
of one’s own, write in the kitchen, lock yourself up in the bathroom.”1 Rodriguez stands in a long line
of L.A. Chicana/o writers that includes Gloria Alvarez, Gil Cuadros, Terri de la Peña, John Rechy,
and Helena Maria Viramontes. Like them, she maps out the sensual and intimate terrain of the body and
the streets, her literary playgrounds and battlefields. For example, in her work in HIV prevention and
with translatinas, Rodriguez has merged her creative abilities with grassroots activism. She stands
out as a poeta with piercing words and a gran corazón—she is a bucha unafraid to cry and hold us when
we weep.
Rodriguez is not writing for just anyone—only for those who can ride along for the journey. Those who
can ride or die! Yet she is also writing for everyone, even the suburban middle-class white mother. How
so, we may ask? In 2015 I read from Rodriguez’s book Everybody’s Bread at an event at the college
where I teach. One of my students was there with her mother. The next semester, the student told me
that her mom fell in love with the book and that it is now one of her favorites. While staying true to
specific themes of immigration, queer identity, Compton, and baseball, through poems like “Home Run
Blues” and “American Dreaming,” Rodriguez touches on universal aspects of life, proving that poetry,
specifically Everybody’s Bread, is truly for everybody.
In “My Compton Night,” Rodriguez writes: “When are they starting, the sound cues of night time street
life? Old faucets, humming of refrigerator, tambourine jingle drums, la noche has a different
soundtrack.”2 This poem does not deny the violence and turmoil of her city, but it turns the myth upside
down. In the midst of violence and poverty, there is also serenity, peace, and safety in the private
moments of memories. Compton is also a repository of love, desire, and family. For me—as a poet, a
critic, and like Rodriguez, a child of immigrants—the poems about her mother stand out. They are
melodic, visceral odes to immigrant mothers, odes to the laboring hands of those who make L.A. move.
Rodriguez maps the city in a tactile manner, through the hands of mujeres cleaning bathrooms, caring
for strangers’ children; she pays homage to family, to queer familias. She is an L.A. storyteller,
Compton’s poet. Through her writing, performance, activism, and teaching, she helps us find sequins
in the rubble.

—Eddy Francisco Alvarez Jr.

Notes
1. Gloria Anzaldúa, “Speaking in Tongues: A Letter to Third World Women Writers,”
in This Bridge Called My Back: Writings by Radical Women of Color, ed.
Cherríe Moraga and Gloria Anzaldúa (Albany, NY: SUNY Press, 2015), 255.
2. Claudia Rodriguez, Everybody’s Bread (San Francisco: Kórima, 2014), 10.
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To my butch scholar
What is Butch aesthetic?
Is it when you reflect what you see before you into words?
If so then you have to talk about my big boobs.
If so then you have to talk about my tight ass
and how you salivate at the thought
of your fingers
sliding up and down your keyboard
as you recreate me, separate me, turn me upside down
and label me.
ME—your idea!
For you to relive every time you, she, I read.
Butch aesthetic?
that captured by your eyes
digested by your mind
and ends up on everyone’s tongue.
If you reflect what you see before you into words,
please include the smells.
Is that hot wax or the smell of hot skin?
Shhh listen.
It’s your heart beating in MHz at the sound
of the whip against my back,
Um, my moans.
Butch mystique?
that surrounding my butch Papi
who stirs fag/boi/trans fantasies
like you fucking me in your mind
as you witness
gender fucker
fucking
gender fucker
performing Butch identity against what is Queer/Butch.
Gender fuckers gender fucking,
performing Butch identity against what it means to be a
chicana/butch
butch violating butch…
This is butch to me…
I feel the marks of my identity
I’ve been the butch top in this femme-butch matrix
where my desire IS draped in femme fatigues
where my identity manipulates my desires
where I’ve been somebody’s bitch
Really, I just want to be ok with wanting to be manipulated
by you.
Feeling your cock-hard Domness
makes my cock hard
femme or butch both can top me the same
as long as I get spanked the way I like to be spanked.

The personal is political
but the political is not always written on the skin
I know you see me as a cabron ladies…don’t deny it
can you tell I like to fuck boys/bois?
Yes
I am
one of those butches that flew over the coo-coo’s nest
the kind that fucks other butchas.
Go ahead and say it “where are all the real butches.”
Act surprised that I’m really down with getting down butch
on butch?

Hola Papi,
I was thinking about you, how the other day you stretched
yourself out before me, slid your hand under your boxers
and touched yourself. You scooped some of your juice up! I
know cause I saw as you first smelled your scent then ate it.
As if nothing you slid your hand down there again. You face
twisted this way and that with pleasure and lips parted with
your moans. You got the legs twitching, chest heaving types
of motions. I watched until your eyes rolled to the back of
your head with satisfaction and closed with bliss.
Here I go again
Talking all that little boy fetish
I like short hair,
peach fuzzed, tittie tottin’ cara de niño
The prettier the better
I’ll say it
Son mi cochinita pibil
Carne tierna y picosa.
Won’t I ever quit
Shed this skin
Step into the post pony-tail dyke
Post-drag king
Post-andro
Post-trans
Post post
Post Pomo
all I want is to step into my post-heroic masculinity
Stop suppressing mine to uphold others’
Does it make you feel good?
Does it heave your imaginary man pecks
to put me down? To walk around me like everything is cool
even though you don’t play by the rules,
Then I’m down to let you
If you think you’re Top enough to top this.
Reflect what you see before you into words…

Gang-boys
to get away from the life—
to save his life.

A tree marked
with a giant 7
and a giant 0
The 70’s came through here.
A stop sign tagged with T-Flats
no longer stops traffic
but serves to warn you
intruder
that you’re entering
Tortilla Flat territory.
Better yield.
I lived in the middle of gangs
sandwiched between
deadly loyalties
to the red, blue, the brown.
My childhood riddled
with gang-boys
who think, believe they are men
but each one
really a man-child.
Sagging pants
weighed down
by the gats they tote.
Glock, revolver in one pocket
bandana representing in the other.
Sporting perfectly pressed
blinding bright white t’s
cut-off dark work pants
with creases cutting the air,
hair shiny, sleek
classic like the filero,
thick white sport socks pulled kneehigh
and dark knit gloves in the summer!
I knew some of them
talked and laughed with them
I wasn’t
allowed to befriend them
not allowed to cross
their path to nowhere good.
Willie, aka Will or Big Slim
with his pet iguana
and his magnetic smile
couldn’t help but want to talk to him
or have him talk to you.
Always very friendly and funny
but fled to the ‘burbs

Either on foot,
covered in thick Nike Cortez,
or on bikes
these lost boys
left their trail
of graffiti, fear and loathing.
To see them was to know
they’d lose their life
they’d lose the street battle
leaving loved ones
the community
the city
to continue
living the war.
A war they can’t see from their
graves
or the luckier ones, from their cells.
A war
fueled by the push and pull
of la pandilla, la clica, the “set”
with its utter freedom
to roam the streets, incite fear
break the rules,
break faces,
break the bank with their street
hustle
gives a young boy
a dose of “manhood” to the head.
To be manly and supported in that
to be protected by your brothers in
that.
How cool to be “cool” for all the girls.
Cause, who doesn’t love a bad boy
(even secretly)?

dying block by block.
Sacrificing their lives
disrespecting that of their enemy’s
representing their hood hard
just to be worthy of respect.
In the end
after all the fundraising:
car washes
knocking on my door collecting
funds
to bury her fallen son
“Here, here is a $5, I don’t want
to see anymore pictures of him,”
can’t look at her bloodshot eyes
After all the R.I.Ps have been sewn
sprayed on, etched on
to car windows, t-shirts, caps
sweatshirts and tattooed on
brown and black skin
After all this
who thinks about
respect?
Who thinks of the boy’s set?
Just a lonely painful
memory, relived
of how a gang-boy
who thought, believed he was a man
was really a child.

Those gang-boys
who think, believe they are men
but each one
really a man-child
pushed by tradition,
cause Smiley
has Baby Smiley and Lil Smiley
looking up to big tough tatted dad.
Pushed by threats,
pushed into throwing down,
blow by blow

Gang Boys, published in Pomona Valley Review: A Journal of Liberal Arts 6 (2012)

Reading at Avenue 50 Studio. photo: Emmanuel Peredia
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BOX SET NODAL SCHEMATIC, 2016. Video still

JIM SKULDT: A VERY INHOSPITABLE ENVIRONMENT
I became aware of Jim Skuldt’s practice in relation to a website titled Hey, You Dropped Something,
which he launched in 2009 in order in order to document, in forensic detail, the egregious trashdumping ways of his neighbors in the Cypress Park area of Los Angeles. At around the same time, he
also took it upon himself to shelter (and neuter) a local colony of stray cats, with which he proceeded to
collaborate on a series of scratching-pad “paintings.” Just prior to this, Skuldt managed to acquire
Neil Diamond’s traveling UFO-style stage set from the 1990s, which he continues to repurpose into a
series of installations that conflate the Zen-inflected phenomenology of the light-and-space movement
with gaudy showbiz decor. As it happens, Skuldt’s move to Cypress Park was compelled by the
extravagant spatial requirements of Diamond’s Gesamtkunstwerk. These were met in a disused cold
storage facility in a part of town still safely out of range of encroaching regeneration, a “very
inhospitable environment,” in the artist’s own words. Iceland is the name he would give it, and there
Skuldt went on to mount a series of events—notably for the 2008 California Biennial—under the rubric,
at once prosaic and poetic, Cold-Based Operations.
One decision determines the next, forming a narrative chain of actions and objects that gains in
momentum as it extends toward its always unknown, increasingly far-flung but also inevitable end. In
all of this there is a measure of risk, and at every stage this seems to mount as well. Since 2006 Skuldt’s
main focus has been a project that involves adapting a standard twenty-foot shipping container to serve
as his own live-work space on an international journey, whether by boat, train, or truck. Once
completed, this piece should be seen, first of all, as a sculptural proposition that incorporates its maker,
thereby recalling such works as Chris Burden’s Five-Day Locker Piece (1971) and Bas Jan Ader’s In
Search of the Miraculous (1973–75) in all their potentially self-sabotaging precariousness. But it will
also amount to a stand-alone feat of ingenious engineering that answers to a variety of pressing social
and environmental issues. This is a tremendously complex undertaking in terms of space management,
making maximal use of available resources while producing minimal waste. Just consider the problem
of plumbing in closed confines; it is something to which Skuldt has devoted a great deal of thought and
has resolved in a manner that could have wider application.
For those left-leaning individuals invested in reducing their carbon footprint via “micro living,” as well as
for those who are more right-leaning and busily shoring up their basements for the end times, this
artist proffers no end of design solutions—but, to be frank, Skuldt has never been one to build a “better
mousetrap.” His contribution to the C.O.L.A. exhibition, designed and executed in tandem with his
sculpture class at UCLA, which he swiftly converted to his cause, consists of a series of modules for the
retrofitted container, each coming at the challenge from a different perspective. It is a reminder that the
functionalist aspects of this work are substantially leavened with, and slyly undone by, its idiosyncratic
aspects. The narrative line previously mentioned is one that I would characterize as comedic inasmuch
as it testifies to a stubborn willfulness that never descends into tragic megalomania. Comedy, as a
heroic mode, involves a kind of grace under pressure, never the ideal balance but rather the ability to
withstand resistance, and moreover to triumph, precisely because it understands itself as quixotic from
the first moment.

—Jan Tumlir

Opposite top:
Mike, with Mike (Aural Portrait on Feline Scratch Pad, plus cat), 2008. Kool-Aid, paint, catnip on archival cardboard. 20 x 20 inches
An imprinting of feline aural signatures upon cat scratch pad through catnip-induced chaotic pattern development while
channeling hippie fabrics.

Opposite bottom:
Dropping Diagram (Hey, You Dropped Something), 2009. 16:9 digital image
Architectural rendering indicating precise location of trash droppings over the course of a year.
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Psychogeographical Bug Routing, 2015. Bug-action-routed tree stump segment. 12 inches diameter.
Bugs inclined to engrave under private cover of bark on tree. Pattern exactly describes path of bug dérive.

Island Effect #1 (and image of its making), 2013. Photograph of ink on paper. 16:9 digital variable scale
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Tabula Poetica. photo: Anna Leahy, Chapman University

Start With A Small Guitar (What Books Press, 2013). Artwork: Gronk

Last Night, I Dreamed
I Was Frida Kahlo—
star-tips and tight earth,
beaver, pond, blue veronica.
I wasn’t Frida but I was
just as unfathomable
being roots & thistle & blood,
bulb of green earth, womb
of some wingéd web-weaver,
deep lover, quite still, still
stone. In morning’s indigo,
in the steam and sun of it all,
I was supplicant before oceans,
apatite, ideas and lanternlight, unhooked and needlefine, copper-red, a cosmos—

Note Left on the Bedpost
for My Ordinary Icarus
From more than my balcony
you leap—patchouli in air,
hymn like a wheel, a fiction
turned hurricane on an atoll.
Delusion, An Urban Romance
We live in a city ringed with false teeth.
We do not know we are living.
We are dreaming, forgetting
dreams have meaning conjoined
to tinsel and modern catastrophes.
We exhale by a sea
the color of guilt and broken jade,
the life of its whales
a slaughter of notes we cannot name.
We can’t begin again anywhere else
and since the only tradition is to err,
we live on memory & Bibb lettuce and
when life falls from sequence to driftwood, we linger, we legends of ruin.

You are ever-young, hair
slicked from your temples.
You are color and no color
and a pyre and
more harming than harmed.
I’ll be sleeping when you come
fish-bait, skim-over-sheer-water.
Leave the letter you promised,
precious between the blue of
its syllables, brine in its crease.
Place its weight on my temple,
my strange, quicksilver birdie.

LYNNE THOMPSON:
AT THE INTERSECTION OF MYSTERY & MYSTERY
If Lynne Thompson were applying for a job as a poet, she might cite her previous experience as a
"passionate secret . . . conjurer of mummery / and feral thought . . . sizzling arrow."1 Thompson asks
us—no, compels us—to look closely at our most entrenched suppositions, those blind certainties, facts
exposed as fiction. She uses language as a laser to spotlight the fissures in our understanding and pull
them apart so that we see deeper than ever before and can open ourselves to the universal. And, oh,
what language she employs. In poem after poem, she takes us by the hand with confident music until
we're riffing toward heartbreak and revelation.
Inspired by the poets Natasha Trethewey and Marilyn Nelson, Thompson is obsessed with the
intersection of public and personal history, with what gets saved and what doesn't. Her chosen themes
bridge families and cultures, uniting them with a sense of mystery and a searing honesty.
Thompson’s first full-length collection, Beg No Pardon, won double acclaim with the Perugia Press
Book Prize and Great Lakes Colleges Association New Writers Award. Her second collection, Start
with a Small Guitar, is joined by three chapbooks. You can find her poems in leading journals and
anthologies. A multiple Pushcart Prize nominee and fine essayist, she is reviews and essays editor
for the literary journal Spillway.
Thompson represents a rare species: a Los Angeles native. Growing up here has informed her work in
ways evident and subterranean. L.A.’s extraordinary diversity—its different languages (225 and
counting!), values, and cultures—has fed her eclectic course of study and open-heartedness. The
city's jangled, restless nature finds its way into her craft. So do its rhythms. From Central Avenue’s
Billie Holiday and Charlie Parker to its legendary record store, Dolphin’s of Hollywood, from the
Beach Boys to Jill Scott, these artists’ tropes infiltrate her poems. As a kid she lived in a house filled
with music: rock ’n’ roll, classical, jazz, Broadway, even doo-wop, which two of her brothers rehearsed
in the living room. That music wasn’t a divertissement for Thompson; it was integral to her day-to-day
eat-study-sleep-dream. She once said to someone who questioned the musicality of one of her poems,
“You’re listening to Mozart while I’m listening to Monk.” Truth is, she listens to it all.
As a storyteller Lynne Thompson employs a magician's knack for sleight of hand—one moment you
think you're on solid ground, the next you know you're not. The schisms and dualities we all live with
appear repeatedly in her work. Both soothsayer and siren, she gifts us with yearning, loss, delight,
sorrow, anger, and yes, joy, as we discover the world we've made, the world we can change. She
continues to strip away the often impenetrable masks that we try to wear, and we are all the better
for her trying.

—Candace Pearson

Notes
1. Lynne Thompson, "The Poet, Applying for a Job, Cites Her Previous Experience," in
Beg No Pardon (Florence, MA: Perugia Press, 2007), 1.

81

In 1968, My Parents Were Still Negroes—
even when Lyndon Baines signed the Civil
Rights Act, my parents were still Negroes
who would never mourn for Malcolm X
the way they would mourn for Doctor King.
They were still Negroes because despite My Lai,
their son was career military. Despite the Prague
Spring, they loved to watch Wagon Train; could
i.d. every has-been on What’s My Line? In 1968,
a minor pop star, Frankie Lymon, overdosed—
heroin—but my parents were still Negroes in
love with Nat King Cole and NBC. While nerve
gas leaked near Skull Valley, did my folks know
people freed themselves in Mauritius? In Phong
Nhat, there was a massacre but Rowan & Martin
kept on laughin’. I graduated high school the year
Sirhan killed Bobby, but my parents were still
Negroes when I left for college, knowing that three
students had been killed in an all-white bowling alley,
South Carolina. But A Space Odyssey premiered;
Hair debuted on Broadway & my parents, orthodox
Negroes, didn’t get the Beatles or why students were
rioting in Paris. They were cheered by a Manchester
team winning the European Cup but remained mute
when Pope Paul VI condemned a little white pill.
My parents were still Negroes that August but watched
Chicago’s Convention in horror: Jerry Rubin, the Guard,
the Democrats and Daly—all the world reading his lips:
…you Jew son of a bitch…you lousy mofos…go home!
Still, my parents were Negroes because they were no
longer niggers; because my Daddy drove a long, black
Cadillac and we lived on a cedar-lined street right next
to a white man from Georgia. White South Africans
excluded the Marylebone Cricket Club just as women
protested Miss America. When the Irish troubles got
worse and the 19th Olympiad cold-cocked Mexico City,
my parents didn’t feel less Negro because John Carlos,
head bowed, raised his fist. But I did. The Rodney Riots
rocked Jamaica. The Queen of Soul won Respect. At Yale,
women enrolled and Miss Chisholm got the votes. In 1968,
my parents were still Negroes. They never would be again.

Cover image from Jezebels on the Loose
(Antilles Press, 2015)
Photo: Lynne Thompson

Beg No Pardon (Perugia Press, 2007). Artwork: Richard Yarde

The Ways of Remembering Women
I

II

Do you want to know about the Black Dahlia
or do you want the truth about Elizabeth Short?

See how you don’t remember just four years
before E. Short’s body was found, there was

You may not know but there is no such dahlia
and yet, crime lovers focus on the dark of it

another Betty, neé Nuñez, although there are
reasons you forget. She was, it’s said, a pachuca

and the mystery connecting Short to its rare
essence which, some say, means enduring grace.

who liked to hang out at Sleepy Lagoon, listen
to Lady Day and trash tales of old folks about

I thought it was the newspapers that coined it,
anxious to make a buck featuring brutality that

docile Mexicanas. She sported plucked eyebrows and dark lips, wore an up-do held in

January, 1947, but no. It was the sailor men
who frequented the waterfront along the Long

place by “rats”. Do you remember those ten
days in June, 1943? If not, see the Newsweek

Beach pier who gave the raven-haired Betty her
final moniker. They could have called her Rose

provocation not-so-subtly sitting in judgment
of the “loose girls of L.A.’s Mexican quarter”;

for the tattoo on her left calf; could have called
her Star because some said she was an actress,

indicting them as delinquents who waylaid
green service-men with their hip-swaying

“well-behaved” and “sweet” despite the hideous
tableau she was found in—her torso, head, and

& jitterbugging. “Girl-companions of zootsuiters” (as they were dubbed, true or not,

legs savagely detached, each from the other.
Her body drained of blood. Her mouth slashed

by the media and whites) with their own
style. Many were just girls who were forced

from ear to ear. Her skull as mushed as pulp as
it rolled in the tallgrass of Leimert Park. Did you

to testify against friends or face detention,
or worse. Yet we only remember them, if we

know she was pregnant, her fetus removed postmorten by her killer? That a Chandler—yes, one

recall them at all, as mestizas: cultural hybrids,
traitors, slaves, sell-outs like many women

of those Chandlers—was rumored to be the daddy
and still we can’t get enough of her, of everything

who came to L.A.—see: Nuñez and Short—
to find different identities and found them

that made her macabre. See: Times Magazine,
2015, describing the confessors to her murder,

as virgin or whore in someone’s novel or play,
or as the “unremembered” to the rest of us.

each one looking for a few moments of fame—
see how even now you want to know who did it

What can they ever say about what it is all
of us say about them? To paraphrase an old

as well as the horrific details: the Dahlia was alive
when the butcher’s knife scrolled calyx to corolla.

African until the lioness becomes a historian,
some other animals will always tell her story.

WORKS IN THE EXHIBITION

PAOLO DAVANZO
Avanti Popolo, 2016
16mm film, black and white, sound; bicycle
7 minutes (approx.)
MARSIAN DE LELLIS
(In)/Animate Objects, 2016
Mixed-media installation
90 × 172 inches
KEIKO FUKAZAWA
Homage to A.W., 2016
White unglazed porcelain flowers, bicycle, fishing wire,
round metal grid, black fabric curtain, red firecracker
paper, fresh flowers
144 × 174 × 120 inches
MEGAN GECKLER
Your escape from patterns your parents designed, 2016
Extruded aluminum, flagging tape
120 × 120 × 120 inches

#0005, 2016
Sublimated dye print on Dibond aluminum
48 ¼ × 68 ¾ inches
#0145, 2016
Sublimated dye print on Dibond aluminum
48 ¼ × 68 ¾ inches
WON JU LIM
Casting 1, 2016
Multimedia sculpture, frosted Mylar,
anodized aluminum box
42 × 72 × 20 inches

Casting 2, 2016
Multimedia sculpture, frosted Mylar,
anodized aluminum box
42 × 72 × 20 inches
BLUE McRIGHT
The Book of Rain, 2016
Found used book, elastic bandage, thread
59 × 11 × 7 ¼ inches

Font, 2016
Found used books, vintage brass and zinc faucets,
vintage brass sprinklers, rubber hoses, wood shelves,
commercial shelving standards and brackets
144 × 108 × 180 inches

SANDEEP MUKHERJEE
Gravity Folds, 2016
Acrylic and foldings in aluminum
8 panels, 48 × 72 inches each
Overall dimensions variable
CHRISTINE NGUYEN
Forming of Stars, 2015
Graphite, salt crystals, cyanotype on stretched muslin
20 × 16 inches

Heavens, 2015
Graphite, salt crystals, cyanotype on paper
29 × 19 ½ inches
Migration, 2015
Graphite, salt crystals, cyanotype on paper
29 × 19 ½ inches
Orbits, 2015
Graphite, salt crystals, cyanotype on stretched muslin
20 × 16 inches
Sea Clouds, 2015
Graphite, salt crystals, cyanotype on stretched muslin
20 × 16 inches
Sunflower Spores, 2015
Salt crystals, cyanotype on stretched muslin
48 × 30 inches
Sunflower Stars, 2015
Salt crystals, cyanotype on stretched muslin
48 × 30 inches
Suns, 2015
Graphite, salt crystals, cyanotype on paper
29 × 19 ½ inches
Celestial Salty Moon, 2016
Graphite, salt crystals, cyanotype on stretched muslin
20 × 16 inches
Curios, 2016
Curio cabinet from the early 1900s, specimens from the
artist’s collection
Dimensions variable
Portals of Light from the Mountain and Night Sky, 2016
Spray paint on folded paper, glass, solder, copper foil
tape, paint on clay
Dimensions variable

JIM SKULDT
BOX SET (aka. SHTF MODULAR HABITABLE GRIDELEMENT-CLUSTER), PROTOTYPE 1B, 2016
Mixed media
8 modules, 30 × 30 inches each
Proposal for functional reconfigurable grid-based
module encampment for transient habitable space, built
collectively by students from UCLA Advanced Skulpture
(winter 2016) and Art Center College of Design

BOX SET NODAL SCHEMATIC, 2016
Video, color, sound
5 minutes
Schematic for BOX SET, functional reconfigurable gridbased modular innards for transient habitable space
(e.g., Balcony Stateroom Int'l [aka SEAMOR], a shipping
container modified to ship the artist internationally via
cargo ship, train, truck, or any conceivable mode of
intermodal transport)
BOX SET NODAL SCHEMATIC, 2016
Neon modular diagram
48 × 48 inches
PLANAR STUDIES, 2016
Ink on paper
12 works, 15 × 18 inches each

C.O.L.A. HISTORY
Department of Cultural Affairs Cultural Grant Program
The City of Los Angeles Department of Cultural Affairs awards grants for the production, creation, presentation,
exhibition, and managerial support of art projects in the following areas: culture/history, design, dance, media,
music, literary arts, outdoor festivals/parades, theater, traditional/folk art, visual arts, and projects that are
multidisciplinary.
Grants are awarded on a competitive basis to bring the highest-quality artistic and cultural services to
Los Angeles residents and visitors. Since 1990 the Department of Cultural Affairs has awarded more than
$65 million to local artists, arts organizations, and arts events. In 2016–17 the department will offer more than
$3 million in project support to more than 275 local artists and organizations through its Cultural Grant Program.
C.O.L.A. Individual Artist Fellowships
Each C.O.L.A. grant recipient was offered support to create new work that is showcased in a nonthematic group
presentation series. This annual event greatly benefits general audiences and honors a selection of established
and creative artists who live and work in Los Angeles.

2016

2014–2015

2013–2014

INDIVIDUAL ARTIST
FELLOWSHIPS

INDIVIDUAL ARTIST
FELLOWSHIPS

INDIVIDUAL ARTIST
FELLOWSHIPS

EXHIBITION
May 15–July 3, 2016
Los Angeles Municipal Art Gallery
Barnsdall Art Park
4800 Hollywood Boulevard
Los Angeles, CA 90027

EXHIBITION
May 17–June 28, 2015
Los Angeles Municipal Art Gallery
Barnsdall Art Park
4800 Hollywood Boulevard
Los Angeles, CA 90027

EXHIBITION
May 4–July 7, 2014
Los Angeles Municipal Art Gallery
Barnsdall Art Park
4800 Hollywood Boulevard
Los Angeles, CA 90027

VISUAL/DESIGN ARTISTS

VISUAL/DESIGN ARTISTS
Miyoshi Barosh
Kelly Barrie
Baumgartner + Uriu (B+U)
Jeff Colson
Marcelyn Gow
Alexandra Grant
Harold Greene
Sherin Guirguis
Elizabeth Leister
Alan Nakagawa
Barbara Strasen

PERFORMANCES
June 29, 2013
Grand Performances
350 South Grand Avenue
Los Angeles, CA 90071

Paolo Davanzo
Marsian De Lellis
Keiko Fukazawa
Megan Geckler
Won Ju Lim
Blue McRight
Sandeep Mukherjee
Christine Nguyen
Jim Skuldt
LITERARY ARTISTS

Sarah Maclay
Claudia Rodriguez
Lynne Thompson
PANELISTS
VISUAL/DESIGN ARTS

Marlena Donohue
Martin Durazo
Suzanne Isken
Soo Kim
Mimi Zeiger
LITERARY ARTS

Tony Valenzuela
Vickie Vertiz

PANELISTS
VISUAL/DESIGN ARTS
Hirokazu Kosaka
Nery Gabriel Lemus
Amy Pederson
Carolyn Ramo

VISUAL/DESIGN ARTISTS
Stephen Berens
Kristin Calabrese
Jennifer Celio
Elena Manferdini
Jessica Rath
Ross Rudel
Hector Silva
Corey Stein
Linda Vallejo
Kent and Kevin Young
LITERARY ARTISTS
Jen Hofer
Gabriel Spera
PANELISTS
VISUAL/DESIGN ARTS
Heather Flood
Alexandra Juhasz
Peter Mays
Steve Wong
LITERARY ARTS
Cheryl Klein
Wendy C. Ortiz

2012–2013

2011–2012

2010–2011

INDIVIDUAL ARTIST
FELLOWSHIPS

INDIVIDUAL ARTIST
FELLOWSHIPS

INDIVIDUAL ARTIST
FELLOWSHIPS

EXHIBITION
May 19–July 7, 2013
Los Angeles Municipal Art Gallery
Barnsdall Art Park
4800 Hollywood Boulevard
Los Angeles, CA 90027

EXHIBITION
September 30–October 28, 2012
Los Angeles Municipal Art Gallery
Barnsdall Art Park
4800 Hollywood Boulevard
Los Angeles, CA 90027

EXHIBITION
May 19–July 3, 2011
Los Angeles Municipal Art Gallery
Barnsdall Art Park
4800 Hollywood Boulevard
Los Angeles, CA 90027

PERFORMANCES
June 28, 2013
Grand Performances
350 South Grand Avenue
Los Angeles, CA 90071

PERFORMANCES
June 29, 2012
Grand Performances
350 South Grand Avenue
Los Angeles, CA 90071

PERFORMANCES
June 17, 2011
Grand Performances
350 South Grand Avenue
Los Angeles, CA 90071

VISUAL/DESIGN ARTISTS
Lisa Anne Auerbach
Krysten Cunningham
Ramiro Diaz-Granados
Samantha Fields
Judithe Hernández
Carole Kim
Nery Gabriel Lemus
Rebeca Méndez
Rebecca Morris

VISUAL ARTISTS
Lynne Berman
Martin Durazo
Heather Flood
Diane Gamboa
Mark Steven Greenfield
Steve Hurd
Maryose Mendoza
Rika Ohara

VISUAL ARTISTS
Anna Boyiazis
Heather Carson
Carolyn Castaño
Tony de los Reyes
Ken Gonzales-Day
Soo Kim
Yong Soon Min
Danial Nord
Dont Rhine
Mark Dean Veca

PERFORMING ARTISTS
Malathi Iyengar
Michael White
PANELISTS
VISUAL/DESIGN ARTS
Anne Bray
Tony de los Reyes
Kathy Gallegos
John Spiak
PERFORMING ARTS
Adilah Barnes
Mitch Glickman
Romalyn Tilghman

PERFORMING ARTISTS
Paul Outlaw
Raphael Xavier
LITERARY ARTIST
Joseph Mattson
PANELISTS
VISUAL ARTS
Linda Arreola
Sarah Bancroft
Lauri Firstenberg
Jesse Lerner
Scott Ward
PERFORMING ARTS
Kevin Bitterman
Cheng-Chieh Yu
LITERARY ARTS
Marisela Norte
Justin Veach

PERFORMING ARTISTS
Sheetal Gandhi
Ian Ruskin
PANELISTS
VISUAL ARTS
Amy Heibel
Carol Stakenas
Pilar Tompkins
PERFORMING ARTS
Alejandra Flores
Billy Mitchell
Lionel Popkin

2009–2010

2008–2009

2007–2008

INDIVIDUAL ARTIST
FELLOWSHIPS

INDIVIDUAL ARTIST
FELLOWSHIPS

INDIVIDUAL ARTIST
FELLOWSHIPS

EXHIBITION
May 29–July 18, 2010
Los Angeles Municipal Art Gallery
Barnsdall Art Park
4800 Hollywood Boulevard
Los Angeles, CA 90027

EXHIBITION
May 14–July 12, 2009
Los Angeles Municipal Art Gallery
Barnsdall Art Park
4800 Hollywood Boulevard
Los Angeles, CA 90027

EXHIBITION
May 16–July 13, 2008
Los Angeles Municipal Art Gallery
Barnsdall Art Park
4800 Hollywood Boulevard
Los Angeles, CA 90027

PERFORMANCES
June 18, 2010
Grand Performances
350 South Grand Avenue
Los Angeles, CA 90071

PERFORMANCES
June 19 and 20, 2009
Grand Performances
350 South Grand Avenue
Los Angeles, CA 90071

PERFORMANCES
June 13 and 14, 2008
Grand Performances
350 South Grand Avenue
Los Angeles, CA 90071

VISUAL ARTISTS
Fumiko Amano
Linda Arreola
Sean Duffy
Sam Erenberg
Mary Beth Heffernan
Jesse Lerner
Brian C. Moss
Michael Pierzynski
Rebecca Ripple
Tran T. Kim-Trang

VISUAL ARTISTS
Natalie Bookchin
Jane Castillo
Joe Davidson
David DiMichele
Bia Gayotto
Willie Robert Middlebrook Jr.
Maureen Selwood
Eloy Torrez
Shirley Tse

VISUAL ARTISTS
Judie Bamber
Erin Cosgrove
Joyce Dallal
Lewis Klahr
Suzanne Lacy
Timothy Nolan
Stas Orlovski
Louise Sandhaus
Alex Slade

PERFORMING ARTISTS
Alejandra Flores
Lionel Popkin
Houman Pourmehdi
Cheng-Chieh Yu

LITERARY ARTISTS
Sesshu Foster
Tara Ison

PERFORMING ARTISTS
maRia Bodmann
Ken Roht
LITERARY ARTIST
Fernando Castro
PANELISTS
VISUAL ARTS
Richard Amromin
Joyce Dallal
Garland Kirkpatrick
Reina Prado
Alma Ruiz
PERFORMING ARTS
Adelina Anthony
Bonnie Homsey
George Lugg
LITERARY ARTS
Jawanza Dumisani
Tara Ison

LITERARY ARTISTS
Gloria Enedina Alvarez
Bruce Bauman

PERFORMING ARTISTS
Adelina Anthony
John Malpede
Phranc
David Rousseve

PANELISTS

PANELISTS

VISUAL ARTS
Paul J. Botello
Lisa Henry
Cindy Kolodziejski
William Moreno
Aram Moshayedi

VISUAL ARTS
Miki Garcia
Hirokazu Kosaka
Ali Subotnick

PERFORMING ARTS
Ben Garcia
Lynette Kessler
John C. Spokes
LITERARY ARTS
Michael G. Datcher
Katharine Haake
Oliver Wang

PERFORMING ARTS
Luisa Cariaga
Emiko Ono
William Roper
LITERARY ARTS
Teresa Carmody
Cyrus Cassells
Amy Gerstler

2006–2007

2005–2006

2004–2005

INDIVIDUAL ARTIST
FELLOWSHIPS

INDIVIDUAL ARTIST
FELLOWSHIPS

INDIVIDUAL ARTIST
FELLOWSHIPS

EXHIBITION
May 4–June 24, 2007
Los Angeles Municipal Art Gallery
Barnsdall Art Park
4800 Hollywood Boulevard
Los Angeles, CA 90027

EXHIBITION
April 28–June 11, 2006
Los Angeles Municipal Art Gallery
Barnsdall Art Park
4800 Hollywood Boulevard
Los Angeles, CA 90027

EXHIBITION
May 13–June 26, 2005
Los Angeles Municipal Art Gallery
Barnsdall Art Park
4800 Hollywood Boulevard
Los Angeles, CA 90027

PERFORMANCES
May 23, 24, 25, 26, and 27, 2007
Barnsdall Gallery Theatre
Barnsdall Park
4800 Hollywood Boulevard
Los Angeles, CA 90027

PERFORMANCES
May 19, 20, 21, 26, 27, and 28, 2006
Barnsdall Gallery Theatre
Barnsdall Park
4800 Hollywood Boulevard
Los Angeles, CA 90027

PERFORMANCES
May 14; June 3, 4, and 5; June 10;
June 24, 25, and 26, 2005
Barnsdall Gallery Theatre
Barnsdall Park
4800 Hollywood Boulevard
Los Angeles, CA 90027

VISUAL ARTISTS
Paul J. Botello
Aya Dorit Cypis
Caryl Davis
Andrew Freeman
Clement S. Hanami
Rubén Ortiz-Torres
Coleen Sterritt
Lincoln Tobier
Carrie Ungerman
J. Michael Walker

VISUAL ARTISTS
Lita Albuquerque
Claudia Bucher
Sam Easterson
Margaret Garcia
Janie Geiser
Jeffery Keedy
Hirokazu Kosaka
Simon Leung
Fran Siegel
Janice Tanaka

VISUAL ARTISTS
Kaucyila Brooke
Cheri Gaulke
Wayne Alaniz Healy
William E. Jones
Cindy Kolodziejski
Lies Kraal
Ernesto de la Loza
Steve Roden
Alison Saar

PERFORMING ARTISTS
Hector Aristizabal
Phil Ranelin
Heather Woodbury

PERFORMING ARTISTS
Dan Kwong
William Roper
Sri Susilowati
Denise Uyehara

PERFORMING ARTISTS
Ron George
Michael Kearns
Anne LeBaron
Paul Zaloom

LITERARY ARTISTS
Diane Lefer
Luis Rodriguez

LITERARY ARTIST
Terry Wolverton

PANELISTS

PANELISTS

LITERARY ARTISTS
Katharine Haake
Eloise Klein Healy

VISUAL ARTS
Derrick Cartwright
Rita Gonzalez
Maria Luisa de Herrera
Asuka Hisa
Alison Saar

VISUAL ARTS
Jade Jewett
Lothar Schmitz
Pamela Tom
Irene Tsatos
Takako Yamaguchi

PERFORMING ARTS
Nickie Cleaves
Peter J. Corpus
Pirayeh Pourafar
Renae Williamsan

PERFORMING ARTS
Adilah Barnes
Michael Sakamoto
Dorothy Stone

PERFORMING ARTS
Eleanor Academia
Tim Dang
Susan Rose

LITERARY ARTS
Eloise Klein Healy
David Hernandez
Janice Pober

LITERARY ARTS
Sherrill Britton
Wanda Coleman
Aimee Liu
Paul Vangelisti

LITERARY ARTS
Ron Fernandez
Katherine Haake
Gary Phillips

PANELISTS
VISUAL ARTS
Kim Abeles
Noriko Gamblin
Pat Gomez
Roberto Tejada

2003–2004

2002–2003

2001–2002

INDIVIDUAL ARTIST
FELLOWSHIPS

INDIVIDUAL ARTIST
FELLOWSHIPS

INDIVIDUAL ARTIST
FELLOWSHIPS

EXHIBITION
May 5–June 27, 2004
Los Angeles Municipal Art Gallery
Barnsdall Art Park
4800 Hollywood Boulevard
Los Angeles, CA 90027

EXHIBITION
June 4–July 27, 2003
Los Angeles Municipal Art Gallery
Barnsdall Art Park
4800 Hollywood Boulevard
Los Angeles, CA 90027

EXHIBITION
May 3–June 30, 2002
Japanese American
National Museum
369 East First Street
Los Angeles, CA 90012

PERFORMANCES
May 9 and June 27, 2004
Barnsdall Gallery Theatre
Barnsdall Art Park
4800 Hollywood Boulevard
Los Angeles, CA 90027

PERFORMANCES
May 10, 11, 17, and 18, 2003
Los Angeles Theatre Center
514 S. Spring Street
Los Angeles, CA 90013

PERFORMANCES
June 7, 8, 14, and 15, 2002
Los Angeles Theater Center
514 S. Spring Street
Los Angeles, CA 90013

VISUAL ARTISTS
Deborah G. Aschheim
Andrea Bowers
Christiane Robbins
Connie Samaras
Lothar Schmitz
Susan Silton
Pae White
Norman Yonemoto

VISUAL ARTISTS
Jo Ann Callis
Robbie Conal
Meg Cranston
Margaret Honda
Hilja Keading
Constance Mallinson
Frank Romero
Alexis Smith
Linda Stark
Daniel Wheeler

VISUAL ARTISTS
Cindy Bernard
Jack Butler
Ann Chamberlin
Habib Kheradyar
Dan McCleary
Renée Petropoulos
Tom Recchion
John Sonsini
Takako Yamaguchi
Jody Zellen
PERFORMING ARTISTS
Deborah Greenfield
Jude Narita
Pirayeh Pourafar

DESIGN ARTISTS
Gere Kavanaugh
Garland Kirkpatrick

LITERARY ARTIST
Wanda Coleman

PERFORMING ARTISTS
Lynn Dally
Heidi Duckler
Arthur Jarvinen
Larry Karush
Loretta Livingston

PANELISTS

PANELISTS

VISUAL ARTS
Anne Ayres
Felicia Filer
Margaret Honda
Tim B. Wride

VISUAL ARTS
Mark Steven Greenfield
Amelia Jones
Kris Kuramitsu
Tere Romo
Chris Scoates

PERFORMING ARTS
Michael Mizerany
Johnny Mori
Licia Perea
Nicole Werner
LITERARY ARTS
Gloria Alvarez
Sherill Britton
Willie Sims

DESIGN ARTS
Frederick Fisher
Petrula Vrontikis
Li Wen
PERFORMING ARTS
Julie Carson
Ernest Dillihay
Heidi Lesemann
Louise Steinman

DESIGN ARTISTS
Frederick Fisher
Cameron McNall
Warren W. Wagner
Michael Worthington
PERFORMING ARTISTS
Hae Kyung Lee
Victoria Marks
Tim Miller
Sophiline Cheam Shapiro
PANELISTS
VISUAL ARTS
Julian Cox
Carole Ann Klonarides
Linda Nishio
Carol Wells
Lynn Zelevansky
DESIGN ARTS
Barton Choy
Gloria Gerace
Allison Goodman
April Greiman
R. Steven Lewis
PERFORMING ARTS
Lynn Dally
Eric Hayashi
Laurel Kishi
Amy Knoles
Lee Sweet

2000–2001

1999–2000

1998–1999

INDIVIDUAL ARTIST
FELLOWSHIPS

INDIVIDUAL ARTIST
FELLOWSHIPS

INDIVIDUAL ARTIST
FELLOWSHIPS

EXHIBITION
May 25–July 15, 2001
Skirball Cultural Center
2701 N. Sepulveda Boulevard
Los Angeles, CA 90049

EXHIBITION
April 25–June 4, 2000
UCLA Hammer Museum
10899 Wilshire Boulevard
Los Angeles, CA 90024

EXHIBITION
May 5–June 20, 1999
Los Angeles Municipal Art Gallery
Barnsdall Art Park
4800 Hollywood Boulevard
Los Angeles, CA 90027

PERFORMANCES
June 15–23, 2001
Los Angeles Theater Center
514 S. Spring Street
Los Angeles, CA 90013

PERFORMANCES
June 10–June 30, 2000
Los Angeles Theater Center
514 S. Spring Street
Los Angeles, CA 90013

VISUAL ARTISTS
Laura Aguilar
Sandow Birk
Tom Knechtel
Robert Nakamura
John Outterbridge
Sarah Perry
Susan Rankaitis
Jennifer Steinkamp
Bruce Yonemoto
Liz Young

VISUAL ARTISTS
Lynn Aldrich
Nancy Buchanan
Ingrid Calame
Carole Caroompas
Barbara Carrasco
John Divola
Robbert Flick
Michael Gonzalez
Daniel Joseph Martinez
Susan Mogul
Linda Nishio
Millie Wilson

PERFORMING ARTISTS
Dulce Capadocia
Dan Froot
Jacques Heim
Licia Perea
PANELISTS
VISUAL ARTS
Jay Belloli
Tomas Benitez
Shari Frilot
Karin Higa
Tom Rhoads
Erika Suderberg
PERFORMING ARTS
Luis Alfaro
Paul de Castro
Leigh Ann Hahn
Donald Hewitt
Elaine Weissman

PERFORMING ARTISTS
Amy Knoles
Michael Mizerany
Oguri
Melinda Ring
Rachel Rosenthal
PANELISTS
VISUAL ARTS
Howard Fox
Todd Gray
Susan Kandel
Carol Ann Klonarides
Michael Zakian
PERFORMING ARTS
Michael Alexander
Luis Alfaro
Duane Ebata
James Forward
Ellen Ketchum
Titus Levy
Claire Peeps

ARTISTS
Karen Atkinson
Miles Coolidge (photo)
Jacci Den Hartog
Sam Durant
Carlos Estrada-Vega
Tim Hawkinson
Anthony Hernandez
John Humble (photo)
Sharon Lockhart
Alma Lopez
Yunhee Min
John O’Brien
PANELISTS
VISUAL ARTS
Susan Sayre Batton
Bill Cahalan
Susan Cahan
Lance Carlson
Francesco Siquieros
PHOTOGRAPHY
Lane Barden
Claudia Bohn-Spector
Elizabeth Cheatham
Lyle Ashton Harris
Anthony Pardines
Jennifer Watts

1997–1998

1996–1997

INDIVIDUAL ARTIST
FELLOWSHIPS

INDIVIDUAL ARTIST
FELLOWSHIPS

EXHIBITION
April 22–June 21, 1998
Los Angeles Municipal Art Gallery
Barnsdall Art Park
4800 Hollywood Boulevard
Los Angeles, CA 90027

EXHIBITION
April 20–June 22, 1997
Los Angeles Municipal Art Gallery
Barnsdall Art Park
4800 Hollywood Boulevard
Los Angeles, CA 90027

ARTISTS
David Bunn
Eileen Cowin (photo)
James Doolin
Alice Fellows
Todd Gray (photo)
Betty Lee
Robin Mitchell
Bruce Richards
Sue Ann Robinson
Therman Statom
Erika Suderburg
Patssi Valdez

ARTISTS
Kim Abeles
Michael Brewster
Carl Cheng
Victor Estrada
Harry Gamboa Jr. (photo)
Tony Gleaton (photo)
Joe Edward Grant
Phyllis Green
Martin Kersels
Joyce Lightbody
Michael C. McMillen
Jorge Pardo

PANELISTS

PANELISTS

VISUAL ARTS
Lance Carlson
Chusien Chang
Noriko Gamblin
Josine Ianco-Starrels
Rose Portillo
Alison Saar
Thomas Schirtz

VISUAL ARTS
Noriko Fujinami
M. A. Greenstein
Beverly Grossman
Victoria Martin
Stanley Wilson
Lynn Zelevansky

PHOTOGRAPHY
Nancy Barton
Robert Byer
John Huggins
Pilar Perez
Carla Williams
Tim B. Wride

PHOTOGRAPHY
Glenna Avila
Todd Gray
Lorenzo Hernandez
Venida Korda
Alma Ruiz

PAST C.O.L.A. CATALOG
DESIGNERS

PAST C.O.L.A CATALOG DESIGN TEAMS
FROM OTIS DESIGN GROUP

2015
LSD (Louise Sandhaus Design)
Kat Catmur and
Colomba Cruz Elton

2003
Amber Howard
Rajeswaran Shanmugasundaram
Sharleen Yoshimi

2014
Garland Kirkpatrick, gmatter.la

2002
Jessie Pete Alvarez
Hesed Choi
Christa DeFilippo

2013
Michael Worthington and
Ania Diakoff, counterspace
2012
Susan Silton, SOS, Los Angeles
2011
Jody Zellen
2010
Jeffery Keedy
2009
Louise Sandhaus, LSD /
Louise Sandhaus Design
2008
Susan Silton, SOS, Los Angeles
2007
Michael Worthington, counterspace
2006
Garland Kirkpatrick
helveticajones.com
2005
Michael Worthington, counterspace
2004
Susan Silton, SOS, Los Angeles

2001
Bryan Craig
Allison Eubanks
Anouk de Jonge
Kevin Yuda
2000
Jessica Berardi
Amanda Cheong
Sayuri Dejima
Tritia Khournso
Christina Kim
Tatjana Lenders
1999
Heather Caughey
Henry Escoto
Vaughn Lui
1996–98
Amy Gerstler
Lau Chi Lam
Sasha Perez
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We would especially like to thank the following DCA employees for their
dedicated work in making the exhibition engaging, educational, and
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