
MICHAEL ASSIFF: USA FLOWERS
SEPTEMBER 9 – OCTOBER 18, 2026

Opening Reception: September 9, 6–9pm

Post Times is pleased to present USA Flowers, an exhibition of new paintings and a video by Michael Assiff.

The exhibition continues Assiff ’s investigation of the American landscape and the indistinct boundary be-
tween natural and industrial environments. The paintings depict weeds, agricultural fields, insects, highways, 
drainage systems, industrial sites, and other infrastructure associated with the movement of goods across the 
United States.

Assiff developed the works through a series of cross-country trips with his friend Ramblin, a long-haul flatbed 
trucker. Traveling in the cab of Ramblin’s semi, Assiff photographs and draws plants and their surroundings 
at truck stops, loading docks, gas stations, agricultural fields, and along highways. The routes of commercial 
freight determine the geography of the project, extending Assiff ’s earlier study of New York City weeds into a 
provisional botany of American supply chains.

Assiff constructs each painting in low relief from extruded plastic. Working over a drawing on canvas, he ap-
plies the plastic through cake-decorating tips, pours paint over the resulting relief, sands the surface, and 
paints individual elements back into the composition. In the new paintings, Assiff introduces an additional 
process he calls a “spill,” spraying the surface with water and diluted house-paint dyes. The resulting stains 
evoke weathering, runoff, and chemical contamination while both obscuring and reiterating the relief image 
beneath.

Assiff has been developing this relief process for over a decade. He began using plastic in response to the en-
during longevity of ancient stone reliefs and petroglyphs. Plastic offered another form of permanence: a ma-
terial designed for disposability that can persist in the environment for centuries. Its use establishes a direct 
relationship between the paintings’ material construction and their subjects: plastic tableaus of petrocapital-
ist realism.

The fluorescent oranges, yellows, and greens throughout the exhibition derive partly from high-visibility 
workwear. Assiff relates these colors, used to distinguish workers within industrial environments, to the vis-
ible and ultraviolet coloration flowers use to attract insects. Such correspondences between biological and 
industrial systems describe an American landscape in which nature and infrastructure no longer appear as 
separate subjects.

The paintings engage a history of American landscape painting concerned with the transformation of the land 
through agriculture and industry. Assiff has looked particularly to Alexandre Hogue, whose solid, volumet-
ric paintings of the Dust Bowl departed from the pastoral imagery prevalent in much American Regionalist 
painting of the period. Hogue depicted modern agricultural machinery alongside the erosion and drought it 
helped produce. Assiff ’s paintings address a contemporary landscape shaped by a similar forces: interstate 
highways, industrial agriculture, petrochemical production, pipelines, and freight.

A video work presented on the gallery’s lower level extends the exhibition beyond the paintings. The vid-
eo, Long-Haul Flowers, follows Assiff ’s trucker-subject, Ramblin, through the central corridors of the United 
States. The video colors in the interstate ecologies with sonic overlays of guided meditation, self-help, faith 
healing and entrepreneurial motivational speeches. The video explores input and output loops of content 



generation. Ramblin is seen both watching and making YouTube content from inside his truck’s cab, creating 
fitness videos and critical gender commentary from the perspective of a trans man in the trucking industry. 
Long-Haul Flowers operates within the circadian rhythm of Ramblin's lifeworld: from early morning fog to 
loading steel outside in the heat of midday, driving through midday rainstorms to strapping tons of pipe to 
a flatbed trailer late into the night, a late afternoon workout in a Walmart parking lot to a midnight grill-
ing of steak in a Walmart parking lot. Found sound is mixed with the analog synthesizer music of Matthew 
Scarduzio. The soundscapes evoke early new age music while the oscillators of Scarduzio's synthesizers create 
rumbling bass drones that mimic the semi-truck’s diesel engine. Presented as a continuous loop, the video 
becomes both a record of Assiff ’s travels and a portrait of Ramblin, whose work and life provide the structure 
through which Assiff encounters the American landscape.

Michael Assiff (b. 1983, St. Petersburg, FL) is a painter and sculptor based in Queens, New York. He earned his BFA 
from the Rhode Island School of Design in 2008. He has presented solo exhibitions at The Valley, Taos; Katia David 
Rosenthal, Miami; Ashes/Ashes, New York; Chez Valentin, Paris; Galería Mascota, Mexico City; Shoot the Lobster, New 
York; Good Weather, Little Rock. He has been included in group exhibitions at Night Gallery, Matthew Brown, Ma-
genta Plains, Salon 94, Jack Barrett, Arsenal Contemporary, the Fall River Museum of Contemporary Art, and others. 
His work has been written about in The New York Times, Artforum, Mousse Magazine, Flash Art, and dis magazine. He is the 
recent recipient of a 2024 NYFA/NYSCA Artist Fellowship, 2024 Dreamers in Residence grant, and 2025 NYC Dept 
of Cultural Affairs Queen Arts Fund grant. His work is in public collections such as the Museum of Contemporary Art, 
Haute-Vienne, France; University Health, San Antonio; and Cedars-Sinai, Los Angeles.

BRUCE TAPOLA: BAD TOOTH
JANUARY 12–FEBRUARY 25, 2024

Opening Reception: January 12, 6–9pm

Post Times is pleased to present Bruce Tapola’s first New York solo exhibition.  
 
When I was in art school in Minneapolis, Bruce Tapola was our guy. In 2011, the year I graduated, his 
contribution to a local exhibition was an XXL pair of tighty-whities pinned to the wall and the words 
RELATIONAL AESTHETICS scrawled in Sharpie across the butt, a giant shit stain below. After years of a 
theory-heavy art education, I thought to myself, Now this is the kind of art discourse I can get behind!
 
And I wasn’t alone. Bruce’s artist talks were always buzzing with the energy of a boisterous rally, compared 
to the usual contemplative lecture. One talk, at Midway Contemporary Art, was advertised with a photo 
of Tapola’s clenched fist gripping a mini-baseball bat, “FREE LECTURE” carved down the barrel in thick 
block letters. In lieu of the standard litany of professional accomplishments, the opening credits intro-
duced him as a Waylon Jennings enthusiast, President and Founder of the Federation of Outlaw Creatives 
United (FOC-U), and a Lifetime member of the Society of Concerned Citizens Concerned About The 
Intersection of Art & Commerce. There is a heroic quality to the man, fighting the good fight. 
 
Tapola’s work constructs a parallel world inhabited by characters and cartoons, outcasts and misfits, dream-
ers and failures. His paintings take playful aim at a variety of subjects, from chauvinistic masculinity and 
pop culture to New Age spirituality and the American Dream. Yet, akin to the delivery of a brilliant co-
median, Tapola’s paintings wear a masterful façade of seeming aloofness. They are like a joke told without 
breaking character—there is a set up, a punch line, and even misdirection—except, as static artworks, the 
timing and delivery of the joke is determined by the path of one’s eye. 
 
Beyond the vivid allegorical images of whimsical heroes and blunt gestures, Tapola’s work evokes a poi-
gnant sentimentality. Amidst a flood, a man clings to his sinking possessions, his house bubbling beneath 
him. Two graying artists sit in quiet communion, contemplating an artwork from makeshift seats. A man 
paints en plein air surrounded by the soft glow of the natural world – but then you notice his canvas and un-
derstand you’ve been misdirected—he is instead painting a busty woman in a pink bikini. It’s this emotional 
range, teetering between humor and pathos, high-brow and low, that makes Tapola’s work uniquely com-
pelling. In this world, you’re jolted out of expectation and romanticism when you hear a Looney-Tunes-
style ahooga horn blow.
 
While each painting contains its own narrative, the composite experience feels like a meditation on what it 
means to be an artist. There are subtle references to art history, like a license plate reading “D-STIL” nailed 
onto the front of a junkyard automobile that’s the antithesis of the De Stijl movement, or a diminutive 
Picasso pontificating to a bewildered audience of one, its face afflicted with the artist’s signature cubist 
distortion. Tapola’s works and references speak to the idealism and cynicism inherent in making any-
thing—the comical absurdity of striving. A believer and a lifer, Tapola has been making art since he was 18, 
building for us a reflective window into the self-deprecation, horror, and helpless amusement at the sight 
of one’s own naked vulnerability in an ugly paradise.

Bruce Tapola (b. 1956, Ohio) lives and works in St. Paul, Minnesota. He has had solo exhibitions at the Minneapolis Institute of Art, Midway 
Contemporary Art (Minneapolis, MN), and Rochester Art Center (Rochester, MN), among others. He has been exhibited nationally and 
internationally, including the FRONT International (2018), curated by Michelle Grabner. He has been the recipient of several awards, in-
cluding the McKnight Foundation Visual Artist Fellowship three times (2017, 2001, 1995). His work has been featured in Artforum, The 
New York Times, New American Painting, Star Tribune, and more. In addition to his studio practice, he has been a member of the artist 
collectives Paintallica, Free Art School, Northern Forrest Brotherhood, Rat Trap Clay Club (RIP), and Artpolice. He taught painting and 
drawing at St. Cloud State University for 22 years.
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