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This two-person exhibition at Bel Ami, Au Jus, is the result of conversations, images and texts exchanged between Juliana Halpert and
Parker Ito. Spurred by several serendipitous crossovers in their work, the artists have fostered an artistic and intellectual kinship for the
past several years. Both Halpert and Ito create, collect and adulterate images using (and abusing) a gamut of processes—new and old,
primitive and esteemed alike—paying careful attention to the specificity of their chosen apparatuses and media, and their translation

into the gallery space. Below are statements they wrote for the show:

Juliana Halpert

The first time Parker and I properly hung out, under the premise
of putting a show together, the conversation drifted to the topic
of dating. As it tends to do, with Geminis. Parker shared his
belief that every functioning couple comprises one person
who is the flower, and a person who is the gardener. He has
flower tendencies, he added, a bit bashfully. I told him that I'd
encountered a different dialectic, and that it has, lamentably,
never proved wrong: in every relationship, there is a peasant
and a noble. It’s a quote from a short story I once read, about
a feuding couple on vacation in Europe, which I can no longer
find.

In lieu of having a boyfriend, I spend a lot of time with my best
friend, Tica, going on walks with her dog in the morning and
getting matcha, visiting stores, doing some leisure shopping. In
the nearly ten years I’ve known her, Tica has never appreciated
having her picture taken. But on one particularly beautiful
spring morning at the Arroyo last year, she reached for a
blossom on a tree branch, pulled it down to her cheek, and told
me to take a photo. I grabbed my phone and snapped it. “My
father told me that, if someone takes your picture, you should
always pose with a flower,” she explained. He passed away just
before Tica turned thirteen.

I first met Parker at the after-party for Longevity Buns, in
early February of 2020. I was a little starstruck; in college,
we all thought Parker was the coolest shit around. It was the
last opening I attended before the world shut down. My then-
boyfriend installed the show and later gave me one of the live
orchids that had lined the gallery’s walls, slowly wilting in
lockdown. Three months prior, I had lugged a large-format
camera to Salt Lake City in order to photograph a national
orchid show and competition, organized by the Utah Orchid
Society. I wanted to disprove this then-boyfriend’s assertion
that, as a photographer, I was strictly a hobbyist. (Yes, it
stung, but he wasn’t entirely wrong; like Parker, I had never
emphasized technical virtuosity.) Operating a 4x5 camera
requires substantial skill and diligence. You need a stationary
subject when you’re first starting out. Orchids seemed like
suitable, compliant candidates. The photos I took of the best-
in-show flowers were boring, a total bust. But the competition
itself—its technical, totally enigmatic aesthetic criteria—
and the judges—old white guys in checkered shirts, fleeces,
Oakleys—were something else.

Parker Ito

Au Jus

PIL: “Do you like Cole’s or Philippe’s better?”’
JH: “I don’t know what these are!”

PI: “French Dip spots.”

JH: “Ohhh yeah. I’ve been to Philippe’s only.”
How the Show Came About

Juliana and I first met at the afterparty for my 2020 exhibition
Longevity Buns. 1 immediately liked her, and we kept in touch,
I think mostly because she had played lots of online poker,
and at this time in my life I was in the beginning throes of my
full-blown poker obsession. I’'m also intrigued by people from
Vermont. Over the next year I would see the art she posted on
Instagram, and I was definitely curious. I remember she made
this video piece with a found yoga VHS tape from the *90s
combined with footage of her driving around in her car. I really
liked the piece, but the most interesting part of the whole thing
was how she chose to document it as it played on an old TV/
VCR. It’s like the documentation of the piece became a whole
artwork unto itself.

In October of 2021, Juliana had a solo show in Los Angeles,
which she happened to invite me to. It turns out that the space
that the show was in was actually my very first studio in Los
Angeles: a convenience store-turnedstudio building in Highland
Park. This was my first experience with Juliana’s art in person,
and I have to say I loved it. The show consisted of images that
Juliana had produced of these puppets from Vermont. Each of
the images was framed in a handmade frame, without glass.
This, in combination with the way the images were printed—
on matte paper—gave the photo works a very tactile quality.
It’s worth pointing out that I refer to these works specifically
as images, and not photographs, even though these works were
technically photographs.

Juliana and I share a kinship, in that we are both cat people,
and that we also both consider image-making the central focus
of what we do. I have repeatedly stated that my website (Www.
parker.sex), being my “masterwork,” is the nucleus of my



Parker and I are making a show about pictures, photographs,
images, whatever, but ultimately what I think we’re both jabbing
at is the social conditions under which images—including
images of art—are crafted and sorted, classed into high or low,
deemed hobbyism or mastery, for the peasants or the nobles. To
maybe loosen the tourniquet of “taste” a bit and see what comes
gushing out. Pierre Bourdieu called photography un art moyen,
or a “middle-brow art,” and wrote that it couldn’t become an
autonomous medium, outside of its function of—literally—
taking family photos. This is largely why I was so struck by
Tica’s remark about her father that day. And why I think it’s
amusing and a bit mischievous to scan spreads of Jules Olitski
books, making reproductions of reproductions of his paintings,
which were so esteemed by Greenberg at one point, to use the
Kantian phrase. Parker invoked a crap metaphor here, so I'll
sign off with TJ Clark on Breugel: “shitting was something [he]
habitually painted with affection and seems to have meant it as
a sign of life going on regardless.” It wasn’t “so much cocking a
snook at the Law as putting the world of culture in perspective
and showing us what of nature will never say die.” x

entire artistic implementation, and thus every work I’ve ever
produced was made to be turned into an image to be stored
and viewed there. Parker.sex (previously www.ParkerIto.com)
is like a Tamagotchi; I have to keep feeding it images or it will
die.

In my early 20s I worked in the print lab at my college, and it
has made me the artist (man) I am today. For instance, I learned
how to operate the printer model that now sits in my studio, and
used to make the suite of paintings for this show. I always hated
the photography students that used the print lab because they
were so concerned with technical shit, and would interrupt me
while I was gchatting one of my internet friends to complain
about the computer monitors being properly calibrated, or voice
concerns that their print was slightly more yellow than it should
be. The images themselves, beyond any kind of technical merit,
were completely boring, so to me it didn’t really matter how
well the equipment in the print lab was functioning. The art
was still really shitty regardless. And when 1 first started to
write this press release, I mistakenly referred to Juliana as a
photographer, and I’'m really glad she corrected me.

Translating images into the gallery versus translating the
gallery into images. The former being what had intrigued me
about Juliana’s show, the latter being a key function of Post-
Internet art. Post-Internet art took objects and found a way
to alchemize them into jpegs, GIFs, and put them in virtual
image spaces. My work has always been heavily influenced by
the Post-Internet sensibility, which is largely defined by this
project. However, I also spend a lot of time thinking about how
an artist can present images within a gallery context, and it was
great to see Juliana successfully executing it in that first solo
show of hers.

I saw Juliana’s show, loved it, and then asked her if she wanted
to do a project together. Over the year-anda-half period that
we worked on this show, the two of us had many phone
conversations. I wish I would have recorded them because then
I wouldn’t have to write this press release to explain our ideas.
But, basically, how I would describe the show is: it is a relational
adventure between images and objects, consumed, digested,
and shat back out by Juliana and myself for the gallery.

That’s the theme of the show called Au Jus by Juliana Halpert
and Parker Ito.

On Jules Olitstki (Jevel Demikovski)

Naming key:
Julesl = Juliana Halpert
Jules2 = Jules Olitski

Clement Greenberg once called Jules Olitski “the greatest
painter alive.” Jules2’s abstract paintings were once explained
to me as the epitome of Greenberg’s painting-as-object /
medium-specificity-in-painting thesis. Jules2 says stuff like:
“Someone looks at an abstract painting, what does it mean?
Well what does anything mean? ... You love someone, you
go to bed with that person, you make love. Do you pause in
the middle of it and say ‘what does it mean?’” Jules2 said that
in 1994, when he was 72, and the FDA didn’t approve viagra



until 1998, SO WHAT DOES IT MEAN JULES2???? (This is
supposed to be a joke about the impotence of a certain kind of
macho abstract painting, but Juliana said it wasn’t super clear
what I was trying to convey here.) Considering he’s talking
about abstract painting specifically, it’s unclear whether, if
Jules2 had made figurative paintings, he would have had some
kind of idea what it means.

In my old Hollywood apartment I used to live with a Jules2
painting from the 90s, which was given to me and hung over
my bed (there’s a painting in Au Jus that depicts a scene in
the living room of this apartment). I would describe Jules
Olitski’s painting style in the 90s as looking like proto-digital
painting. During this period, he was making what he called
“mitt paintings,” laden with heavy layers of acrylic mixed with
shimmering interference pigments, which he literally pushed
around on the canvas with house painters’ mitts. I can’t tell
if Jules2 was being a prescient modernist genius here or if he
just stumbled onto something that looked good and went with
it. Albert Ochlen, for example, with his “computer paintings,”
was clearly referencing the graphics softwares on his laptop,
but the kinds of painting softwares that look like Jules Olitski
mitt paintings wouldn’t come out until almost two decades later.
For me, it’s kind of like I had to see digital painting in a 2009
computer program (RIP Paint FX) before I could understand
an Olitski mitt painting, and this is actually the order in which
those things happened. I even made some paintings in 2013
that look super similar to Jules2 Mitt paintings but I didn’t even
know who he was at the time. Coincidentally it turns out Julesl
had also made a whole series of works that looked like Jules2
paintings—well, because they were literally Jules2 paintings
that Julesl scanned from art catalogs. So for our two-person
image pageant, Julesl and I decided to install my bedroom
(now in storage) Jules Olitski painting as a prop, a conduit, a
part of the digestive tract for our ideas about images and objects
to sieve through. I hope we can find out what it means.

I have been trying to make an image edit on the Jules Olitiski
Wikipedia page for some time now, but due to Wikipedia’s
image policies surrounding copyright, the image keeps getting
removed.

My Art in the Show

I am presenting some old art and some new art. The older works,
which have not been shown in LA before, I have explained
before in previous texts.

They are:

A scanner sculpture with a cast bronze palm tree trunk.

A still-life painting depicting my old living room in Hollywood.
A video piece that is actually a music video for my friend that I
started in 2021 but never finished. I’ve actually never explained
this piece in a text, but it doesn’t really need explanation. You’ll
get it when you see it.

Notes on the new suite of paintings:

From Wikipedia:

“Giclée” is based on the French word gicleur, the French
technical term for a jet or a nozzle, and the associated verb
gicler (to squirt out). Une giclée (noun) means a spurt of some



liquid. The French verb form gicler means to spray, spout, or
squirt.

The suite of paintings consists of two dominant image modes—
figurative paintings made with a “reverse painting” technique
that I developed last year, and color-field abstractions made by
layering photosensitive dyes on jute. I wasn’t thinking about
Olitski when I started making the abstractions but coincidentally
they are basically the same method Olitiski used to make his
famous spray paintings.

Typical sufferers of irritable bowel syndrome experience the
full spectrum of extreme shitting to no shitting, from diarrhea
to constipation. I was trying to think of a helpful, visceral
metaphor for thinking about this suite of paintings. If diarrhea
is an abstract painting, then “healthy” bowel movements are
figurative paintings. It doesn’t matter the form—at the end of
the day it’s all just shit. I guess in this analogy constipation
would then be conceptual art—the death of painting.

I like thinking of this suite of paintings as visually mimetic to
the process of scanning something. The process is a type of
data-set transference and redistribution in different formats. It’s
like the paintings are vibrating between spaces, back and forth,
back and forth.

In my paintings, each of these image formats mentioned above
serves as a base for other images to be overlaid. These overlaid
images are on smaller pieces of paper that are attached to the
canvases and covered in a gloss varnish. The subjects vary—
paintings made by a child, printed images of bodies, various
graphite drawings, printouts of Martin Johnson Heade’s
hummingbird paintings, images of hummingbirds I took from
my balcony during Covid, photographs from the window of my
studio, scanner art I made last year, and so on...

Jules2 said he wanted to make paintings like clouds. I guess I’'m
making some sort of painting approximation of a cloud as well,
but not like a weather cloud like I think Olistiki was talking
about. For me it’s more like paintings of the cloud.

Imagine I’'m a clown on a unicycle riding on a tightrope and
I’'m juggling 4 balls : image (famine), object (war), abstraction
(death), figuration (pestilence).

Juliana Halpert (b. 1989, Montpelier, Vermont) is an artist and writer living in Los Angeles. She received her MFA from ArtCenter
College of Design in 2020. Recent solo exhibitions include Civilization, Larder Gallery, Los Angeles, CA (2023); everything, the Finley
Gallery, Los Angeles, CA (2021); Wake up sleepers!, No Moon LA, Los Angeles, CA (2021); Underappreciated Survivors, Artcenter
College of Design, Pasadena, CA (2020). Group exhibitions include Muscle Memory, Fulcrum Press, Los Angeles, CA (2023); Plasma,
Scherben, Berlin 2022; Glower, Larder Gallery, Los Angeles, CA (2022); Animal, Gattopardo, Los Angeles, CA (2022); The Going-Away
Present, Kristina Kite, Los Angeles, CA (2021); RenBen: Wildcard, Renaissance Society, Chicago, IL (2020). Her writing has appeared
in Aperture, Artforum, Bookforum, Frieze, Art in America, and X-TRA, among other publications. Her website is: julianahalpert.com

Parker Ito (b. 1986, Ventura, CA) is an artist associated with Post Internet or Zombie Formalism, depending on who you ask. His website
is: www.parker.sex
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Juliana Halpert

Orchid dreams (Bruce), 2023
Chromogenic print

24x 19 7/8 in (61 x 50.5 cm) unframed
30 7/8 x 26 7/8 in (78.4 x 68.3 cm) framed
1/73+1AP


Lee Foley
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Juliana Halpert

Tica (with camellia japonica), 2023
Silver gelatin print

19 x 15 1in (48.2 x 38.1 cm) unframed

26 7/8 x 22 7/8 in (68.3 x 58.1 cm) framed
1/3+1 AP


Lee Foley
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Parker Ito

My Necklace, 2019

Oil on linen

80 x 60 in (203.2 x 152.4 cm)


Lee Foley
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Juliana Halpert

Orchid dreams (ribbons), 2023
Chromogenic print

24x 19 1/2 in (61 x 49.5) unframed

30 7/8 x 26 7/8 in (78.4 x 68.3 cm) framed
1/73+1AP


Lee Foley
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Jules Olitski

Power Switch, 1990

Acrylic on canvas

58 1/2 x 66 in (148.6 x 167.6 cm)
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Juliana Halpert

Beyond Bounds, 2020

Archival inkjet print on cold press paper

21 1/2x 32 in (54.6 x 81.3 cm) unframed, 28 1/8 x 38 in (71.4 x 96.5 cm) framed
1/73+1AP


Lee Foley
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Juliana Halpert

Untitled (bric-a-brac), 2023

50 digital C-prints, found object
712x61/4x41/2in(19.1 x15.9x 11.4 cm)


Lee Foley
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Juliana Halpert
Untitled (bric-a-brac), 2023


Lee Foley
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Juliana Halpert
Untitled (bric-a-brac), 2023


Lee Foley
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Parker Ito
Clear Sushi #1, 2023

Ink, acrylic, gloss varnish and paper on canvas
64 x 46 in (162.6 x 116.8 cm)


Lee Foley
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Parker Ito

Clear Sushi #2, 2023

Photosensitive dye, ink, paper and gac 100 on jute
64 x 46 in (162.6 x 116.8 cm)

www.belami.info


Lee Foley

Lee Foley

Lee Foley

Lee Foley
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Parker Ito
Clear Sushi #3, 2023

Ink, acrylic, gloss varnish and paper on canvas
64 x 46 in (162.6 x 116.8 cm)


Lee Foley
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Parker Ito

Clear Sushi #4, 2023

Photosensitive dye, ink, paper and gac 100 on jute
64 x 46 in (162.6 x 116.8 cm)

www.belami.info


Lee Foley
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Parker Ito
Clear Sushi #5, 2023

Ink, acrylic, gloss varnish and paper on canvas
64 x 46 in (162.6 x 116.8 cm)


Lee Foley


Bel Ami 709 N Hill St., Suite 105, Los Angeles, CA 90012 www.belami.info

Parker Ito
Clear Sushi #6, 2023

Ink, acrylic, gloss varnish and paper on canvas
64 x 46 in (162.6 x 116.8 cm)


Lee Foley
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Parker Ito

Clear Sushi #7,2023

Photosensitive dye, ink, paper and gac 100 on jute
64 x 46 in (162.6 x 116.8 cm)


Lee Foley
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Parker Ito
Clear Sushi #8, 2023

Ink, acrylic, gloss varnish and paper on canvas
64 x 46 in (162.6 x 116.8 cm)


Lee Foley
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Juliana Halpert

Crowd, 2023

Backlit print, colored gels, light box
28x38x5in(71.1 x96.5x 12.7 cm)


Lee Foley
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Parker Ito
Renaissance, 2020

Modified photo color scanner, bronze, extension cord
11 x21.5x18.751n (27.9 x 54.6 x 47.6 cm)


Lee Foley
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Parker Ito

The World Outside by Jay Israelson, 2021-2023
Digital video

4 min 7 sec

1/5+2 AP


Lee Foley

Lee Foley

Lee Foley

Lee Foley

Lee Foley

Lee Foley

Lee Foley

Lee Foley
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Juliana Halpert

Twins, 2023

Backlit print, colored gels, light box
28x38x51n(71.1 x96.5x 12.7 cm)


Lee Foley


Bel Ami 709 N Hill St., Suite 105, Los Angeles, CA 90012 www.belami.info

Juliana Halpert

Castle, 2023

Backlit print, colored gels, light box
383/8x281/4x5in(97.5x71.8x12.7 cm)


Lee Foley


