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What can I say, the last two years have definitely been a long strange fun journey. Overthrow 
New York is a fusion of many people, places, and experiences.

My foray into boxing started with an impromptu tutorial in a Lower East Side Park from my close 
friend Sidney Smith ,who saw I was getting beaten up too much at the basketball court. Needing 
to learn more I headed to a boxing gym where I met Charlie Himmelstein and was introduced to 
the world of Friday Night Throwdown and underground boxing. With my hunger growing I was 
lucky enough to become the pupil of Carlos Castillo who poured gasoline on my boxing flame. 
Carlito taught and shared his infinite boxing knowledge and wisdom with me. He made the sport 
more about thinking and life then just something physical, which in turn made me fall in love 
with the sport and its life metaphors.  It was during this time that I stumbled upon #9 Bleecker.

The first time I walked into #9, it looked and smelled like a bomb had gone off. I knew it was per-
fect from jump street; It was perfect to create a boxing club, a community, a movement.

#9 Bleecker was long time home to the Abbie Hoffman founded Youth International Party, the 
Yippies. For over thirty years political activism, counter culture, and exchange of ideas happened 
in the building and the neighborhood. Across the street at 10 Bleecker the Yippies had a warm up 
spot for CBGBS called Studio 10. The boxing club’s name came from the stack of 40 year old news-
papers I found when I first entered #9. The Yipster Times, which later became Overthrow(where 
Tom Forcade started and created High Times) was published on the 2nd and 3rd floor of the 
building. Unsung heroes like Alice Torbush, Dana Beal, and Aron Kay literally Fought the Power 
during the 60’s, 70’s, 80’s, 90’s and are still doing it today.

Things have changed, for better or worse? It is not up to me to decide, But although the torch 
has been passed(whether they wanted to or not) it was extremely important for me to create a 
culture which represents the past, present, and future.  Overthrow New York is melding of my 
experiences at the West 4th Street Basketball Courts, the hipster underground boxing world, 
the real boxing world, and the activist counterculture history of #9. Overthrow is raw, real, and 
unable to be labeled. Is it a real boxing gym? Is it boutique fitness? Is it a place for artists? Is it 
models boxing? Is it a place to hangout! Is it real New York? Overthrow is whatever you want it 
to be for you!

There are a lot of people who go unnoticed behind the scenes that make Overthrow Boxing spe-
cial, but there is no one more important then John Gagliano who is responsible for the layout 
and design of 12 Rounds(with a little help from a mystery man). I hope everyone enjoys the first 
of Overthrow’s 12 Rounds and look forward to where everythimg will be in the next few years.

Always Keep Fighting,

Joey “The Soho Kid” Goodwin
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Clayton: We are doing a fanzine based on a boxing meta-
phor. It’s not boxing itself, necessarily; it’s about our biggest 
struggles in life. It’s called 12 rounds, 12 people. And Joey 
and I are the corner pieces. So, it’s really about taking really 
fascinating and interesting people, and finding out what the 
struggles in their life have been, to get where they are, now. 

Michele: Joey told me about it, and I said it was genius! But 
then you made me [nervous], like of falling apart if I took 
boxing. In life, I don’t really see fighting one another. I could 
not see fighting or hurting somebody else.

Clayton: It’s just the idea.
Michele: I know, but you start somewhere [with boxing]. I 
always think, like... dreaming something you think is really 
bad? But perhaps I’m more optimistic than pessimistic, be-
cause I think this is going to turn into something very nice.
Clayton: No, are you kidding? With you? It’s beautiful. 
[Laughter] 

Michele: So, I was thinking, “Oh, my God,” about the hurt 
[in boxing], and of course we all have those thoughts. I was 
starting to feel I live a lot of those things… and all of those 
things. I was born at the end of the war [World War II], but I 
have the feeling that I live the war, all of the time.
Clayton: Where were you born?
Michele: In the mountains, in Jura. In France. And you know, 
at the end of the war, there was a lot of Resistance there, and 
it was terrible at that time, at the end. The Germans were go-
ing back to Germany to escape, so they were burning every-
thing on their way. So, I have this, informing me from there.

Clayton: Well, that’s a struggle.
Michele: That was a struggle, but it’s not really the struggle, 

it’s just something where all of a sudden, you think you have 
lived somewhere. On the other hand, I can be in the Middle 
East, like I was, not so long ago, in the desert of Abu Dhabi. 
The antique waters - where there is the biggest desert in the 
world - I find fascinating. And then, I feel that I was there, 
too!  [Laughter] So, I have that feeling, too, in a time of re-
pose!

Clayton: Did you ever know Vali Myers? She is an Australian 
artist who lived in Paris after WWII. She was well known in 
the underground Bohemian scene. George Plimpton wrote 
about her in, I think, the first Paris Review.  She was a strik-
ing figure, with a shock of flaming red hair, pale white skin, 
black kohl circling her eyes, and prominent tattoos on her 
face. Eventually, she became an opium addict, left Paris, and 
took over a valley in Positano, Italy.  

Michele:  No, I did not. Because I was here a lot in NY, then, 
when I had started to discover how great it was, you know. 
I was there in Paris, May Day ’68, and then after that, I 
thought, “This is over.” 

Clayton: Did you know Jean-Luc Godard?
Michele: Oh yeah, I know Jean-Luc Godard, and I always say 
what style I have is because of Jean-Luc Godard. If I smoke 
all the time, it’s because of him. Because his movies, I’ve seen 
over and over, and everyone looks so good with a cigarette. 
And at that time there was Truffaut. At that time I was a very 
Deleuzian person, Gilles Deleuze, the philosopher, so I was 
accidentally in his class.

Clayton: I see you have tattoos. I didn’t know you had tat-
toos. Oh, my God, very nice. Who did the tattoos?
Michele: So, that was funny, because after NY, I lived in LA. 
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I was here [in the USA] for 29 years.

Clayton: What years would this be?
Michele: From ’79 to 2003 [in LA]. Now, when I’m in Eu-
rope, I come back here all the time. And I know the NY you 
are talking about, and I know what you did. I know it was 
fantastic, and what it was… and now it’s something else. 
That’s it, it is something else. You said you wanted to live 
on the Lower East Side. And now you are here, and we are 
sitting on this bench [from Overthrow].
Clayton: Yeah, it’s an addition. Did you ever know the Leu 
family? The tattoo artist, Filip Leu… they had lived in Paris.

Michele: No, because this, I got in LA. I had trouble getting 
those tattoos, because at the time, there were still simply the 
traditional tattoos, and I wanted to do mine on the fingers. 
The artists there wanted to do their own thing. I’ve always 
revolted in this way, because I didn’t want to have some sort 
of owl or whatever. It doesn’t look like me. Anyway, finally I 
went to Palm Springs, and there were no tattoo parlors there, 
and I met a biker and finally, he did this. And then, after that, 
it was just fun in the house. And it did not go farther than 
that.

Clayton: Let me ask you a question. After 9/11, in New York, 
style was just sort of eliminated. Before that, you had like 
Punk and Goth and Grunge kids; you had all these extreme 
forms of individuality. And after 9/11, everything kind of 
went, just… straight. Everybody went really conservative. I 
mean, it’s really not until now that I’m starting to see kids 
wear, like, different color hair and more extreme fashion 
again. New York kind of lost that edge for a long time. Did 
Paris do the same?
Michele: Paris lost it before… and they really lost it. In Lon-
don there is more stuff. NY now is different, you have to 
go farther than New York to find style, because it has been 
gentrified. You know, when you are here, it’s like one classic 
store after the other… and I’m saying it as a joke, because I‘m 
working on one. [Laughter] But it’s not the same thing. You 
don’t have the places to go.

Clayton: Even before chic became part of fashion, you could 
go to these different places which were real inexpensive, and 
if you had style - like you have style - you could buy things 
and give yourself style. Now everything is just about money, 
and all the little places where you could get the unique stuff 
are gone. Do you find that?

Michele: Yeah, but there are still those little places to go, 
that I know about. [Back then] we were getting from America 
those dresses from the ‘40s and mixing it with something a 
little bit like a Mao jacket, because we were going to make 
some kind of a revolution, sewing away. But it’s the same 
thing. It’s because they cannot afford the rent. You know, 
when I arrived a few weeks ago, I learned that Pat Field had 
closed. That was something, for me, that I thought would 
stay forever, because she had “it”… So, I don’t know how we 

can find it but, you know, it’s everything now. People have 
changed their image. Everything we are finding in thrift 
stores is coming back, but it’s all labels like Saint Laurent or 
Gucci. The rich kids that are buying this, they think they are 
discovering something. I don’t know…

Joey: Would you say that a person’s style, not necessarily 
just how they dress, is probably based in the experiences 
in their life? Places they grew up, people they were around. 
Because so much of how trends start is in communities - it 
could be, you know, a basketball court in the Bronx.
Michele: Of course. It always happens this way. For me, I 
know when it started. The first time I was in North Africa, 
I was a late teenager. And when I saw those Berber women 
sitting on their knees, with their head scarf full of wrinkles, 
and looking so beautiful…? There was nothing else you could 
show me. Not any kind of other image. There was some-
thing… there was the past, there was the story. I was attract-
ed to this part of the image. You know I am very The 1001 
Nights. Somewhere, deep down, I feel that if I don’t tell a 
story, they are going to cut my throat [Laughter]. So, it is all 
about instinct, and looking at things, and seeing what it is 
that you want to say.

Clayton: You’ve always had style. I mean, you are Style.

Michele: Yeah, but… it’s the soul, and we see this. So, per-
haps all of a sudden, there will be something completely dif-
ferent in NY that’s coming out, so you have to be the one to 
push it. One last push before it goes out. [Laughter] It will be 
interesting to see. So what are the plans?

Clayton: Well, we’ve got the fanzine, we’re working on 
bringing out more caps, we’ve got a boxing glove with Joey, 
trying to take over territory. You know, conceptual thoughts.
Michele: Exactly. But, you know, this space [9 Bleecker] has 
something so available… 

Clayton: This space?
Michele: Yeah. This space, it’s beautiful. 
Clayton: Absolutely. This place has soul. You can feel it, 
Number 9, absolutely.
Michele: That’s why we -
Clayton: So, that’s why we are here.
Joey: So, Clayton can even tell you a little bit about what 
this building was, before us.

Clayton: Yeah, this was the hippies’, when they were, like, 
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Youth International Party. It was very political, very pro pot, 
marijuana, but it also had style. It always had good artists 
who hung their posters and things, so it incorporated a lot of 
art, it was downtown, plus it had the flavor, where you had 
Robert Frank, you had CGBG’s, down the block - 

Michele: CGBG’s!
Clayton: Yeah, everything was here. Pat Field was down on 
8th street. You had all that stuff here. You had that whole fla-
vor, and that’s why it’s so refreshing to see somebody like you, 
because it brings back the flavor. Because the flavor has been 
missing. We are hoping to bring it back.
Michele: Exactly… but you know, this place [Overthrow Box-
ing Club NY] has something so real. It’s beautiful.  
Michele: I need to sit here forever. And you all stay here.
Clayton: That’s what we hope for, I mean, we are getting 
lead people like you to be here, and bring back that spirit, you 
know. Let’s see what happens, but that’s the game.
Michele: I could sit here all year, so yeah, alright, I’m in.
Clayton: There you go alright, alright.
Joey: About the bench.
Clayton: About the bench.
Joey: So, the bench, this bench here, has come to symbolize 
what this place is. At any moment, it could be “just the guys” 
sitting on the bench, or it could be a famous actor. Today, that 
guy sitting here was Jonah Hill. It could be the leaders of the 
hippies. Dana Beal gave a speech when Powell was running. It 
could be you guys sitting here. This bench has really just come 
to symbolize the meeting spot.
Clayton: It’s a magic spot. They have had James Earl Jones 
come through. Will Smith. It has that flavor, you know. It 
gives a feeling. An attraction.
Michele: Yeah.
Clayton: And that’s what’s here right now and that’s why I 
always sort of push Joey to work really hard now, because the 
magic is here, and it’s been awhile since downtown New York 
has seen the magic.
Michele: So, this location has this magic because what it was 
already, before, and you knew that when you came here. And 
you are from the neighborhood?
Clayton: That’s part of what I always get on to Joey about. I 
say the magic is something that you have to respect. You can’t 
really force it. And now that the magic is here, you have to 
really accept that, appreciate that, and love that. Because it’s 
not always here. You know, magic, it disappears. Right now, 
that magic is here and when the magic’s here, you have to 
work as hard as you can, as much as you can, to keep that 
thing moving. Because it leaves. For a while it was London, 
for a while it was LA, for a while it’s NYC. It’s been awhile 
since New York had the magic. 

Michele: So, you think this is the only place right now?

Clayton: Yes. It has that quality. Right now, this bench is one 
of those benchmarks and one of the problems with having it, 
is it feels like it will always be there. And then, all of a sudden, 
it’s gone. I’ve had different periods of fame, and all of a sud-

den, it’s over. The phone stops ringing. One day, it’s Oprah. 
Next day, it’s over, and that’s how it is. Like you said with 
May Day ’68: everything was there. Then all of a sudden, 
“Poof, it’s gone.” Right now, the magic is here,

Michele: Yes, it has that quality. So, we have to respect 
that. Because somebody can come with the cash and say, 
“I want this place for me,” not knowing they are going to 
kill it.

Clayton: Robert Frank, when we moved in here, he said 
“Oh, my God, I’ve got neighbors?” I’d said to Joey, it takes 
the right personalities, and all of a sudden? Robert Frank, 
the photographer, is part of the magic. He loves it here. 
He & his wife, June, are often sitting out in front of Over-
throw and adding to the atmosphere.

Michele: I know! I saw them talking together. And then 
they came in [to Overthrow].
Clayton: And that’s magic…
Michele: Yeah, that’s magic.
Clayton: Right now, it’s here.

Michele: That’s why you have to train your body. And it’s 
important, because it’s a phase right now, when everybody 
wants to be in shape more than ever, so it’s important that 
there is a boxing place with all the romance…

Clayton:  And that’s enthusiasm, that’s vibration, that’s 
youth and development. That’s from Robert Frank all the 
way down to kids.

Michele: That’s the magic.
Clayton: That’s the best part of New York. When you have 
that soul, that magic moment, that’s something that you 
can’t buy. You can’t make it happen. It just happens, and 
right now the bird of paradise is here. I can feel it, I mean 
how else would you be here?

Michele: Ohhhh laaaaa! [Laughter] You know, it’s fun… 
when I am here, I live at The Bowery Hotel and it has some 
sort of good spirit, too. And that’s how I found Overthrow, 
because you only opened a year ago and I have been coming 
for nine years.  When Rick [Owen] came for three days and 
he arrived from the airport, he just wanted to take a walk 
and we passed by here, because to me it is like… here you 
are… here we are… this is where we are! 

Joey: How did you get into boxing?

Michele: There was a technical reason. Because I knew I 
had a problem with my leg, but I wanted to deal with it 
with my head. And it was at the point where I could not run 
forward, I could only run to the side. So, I always wanted 
to exercise, I always went to the gym, and it was good for 
my head. There was the Wild Card Boxing Club in LA, so I 
went there and I was training there. Because, you know, in 

boxing, you sort of move this way [to the side] and so I was 
just fine, it looked like I had nothing [wrong with me]! So 
that was one thing.

And then of course, mainly, I needed a challenge… to be in 
front of somebody. And you know, with this kind of thing, 
with the rules and the coordination and the fun…. For like, 
two years, I was going to Wild Card, and they didn’t know 
who I was. They called me Frenchy, or they thought I was 
a tourist… There was a scene there that was amazing. Be-
cause Freddie Roach, with Parkinson’s, cannot drive a car. 
When he gets out of the ring, he is like this [all shaky], but 
when he’s in the ring and trains his champions, he’s just 
fine! I mean, this is really amazing! And there was [Freddie’s 
brother] Pepper and all those characters. James Toney, at 
the time, when he started training there, he was big and you 
had him coming there to Wild Card, with all the blondes. 
And, you know, everyone there is a “champ”, for five min-
utes one day… or forever. So, I started this and I really loved 
it. There was suddenly… it’s not the romance. I don’t know 
what it is. It’s the challenge to you, and to be in shape.

Joey: The rhythm of boxing, the rhythm of art, of life - do 
they all intersect, for you?

Michele: Yes, but here you have a rhythm that’s sort of 
loose. When you go to Wild Card, no matter what you are 
doing, when the bell rings, you have to stop whatever you 
are doing. And there were all these things there, like every-
one was buying the newspaper and they would throw away 

everything in the paper except the sports section. And then? 
Just reading the boxing. The life was written by those three 
minutes and I’m sure it’s soothing, when you start feeling 
good in your body and empowered. I didn’t want to hit some-
one, that was a fear I wanted to overcome, but it’s more, like, 
to escape. There is a lot of it that is like ballet. I’m not talking 
about heavyweights. They just want to “boom”!

Clayton: Do you do yoga, too?

Michele: No, I’m not good at yoga, it’s like the opposite… I 
box and I go to the gym in Paris every day. Here? When I come 
here, I’m having so much fun, I don’t even train. I watch. But 
I still exercise. I am eating well, and I love it.

Joey: Tell me a little about this film you are making with 
Katya. How does it connect your various passions... art, box-
ing, style, philosophy?  Why did you choose to film at Over-
throw?
Michele: I met Lucia Rijker way before Katya. I was “train-
ing” at the Wild Card with Freddie and Pepper – enjoying the 
scene – as I was the only “tourist there. I don’t know how that 
happened . And I got accepted when James Toney wrapped 
my hands. You know that I had Les Deux Cafes in Hollywood 
then.

Joey: How did you meet Katya Bankowsky? Did you meet be-
cause of boxing? How did you start working together?
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Michele: Katya came over to Les Deux when she was showing 
Shadow Boxers at the Egyptian Theatre. So, we did the party at 
Les Deux. Everything connected.

I moved on to Paris in 2003. Lost touch with Katya. But on a 
lucky night, we met in a restaurant during fashion week in St. 
Germain. By then, I got to have some projects in NY. I always 
stayed at The Bowery. And my friend Chris Wallace, who was 
associated with me at Les Deux as a late teenager - and since 
then an editor at Interview Magazine - comes to greet me and 
tells me about Overthrow “next door.” We went to you that first 
night, and fell in love. I dragged Katya the next day. Here we are!

She just sent me the rough cut of our shoot at Overthrow. It’s our 
best, so far. Perhaps best, forever.
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Joey: So, Alicia, tell us who you are.
Alicia: I’m Alicia “The Empress” Napoleon.

I’m a professional fighter. Just recently won the W.B.C. world title and 
Super Welterweight division. I’m 7-&-0. Five knockouts. And I am a 
Renaissance woman. I do it all. Besides being a professional fighter, 
I’m a businesswoman. I run Overthrow with Mr. Joey Goodwin. I’m 
one of the partners here. I formatted the whole fitness formula that 
we have, here at Overthrow, our specialty classes.
Joey: And what do those classes consist of?
Alicia: Currently, we have “Ring Work,” which is a class that’s focused 
on form, footwork, and technique. And then we have “Underground 
Box and Burn,” which is a more of a “high cardio” type of boxing 
workout.
And besides that? I’m also an artist: I do abstract, real big, bright, 
colorful paintings. I reference from all different artists. Two of my 
favorites are Picasso and Basquiat.

I’m also a singer-songwriter. I’ve been singing and writing music 
since I was 14. And I studied fashion for four years. So, I’m definitely 
diverse.
Clayton: FIT?
Alicia: No. Two private schools in Manhattan, Wood Tobe-Coburn 
and L.I.M.
Clayton: You design some of your own costumes?
Alicia: I do. I’ll co-design them with Double AA Boxing. [Joey clears 
his throat. Loudly] And Overthrow, of course. Overthrow designed a 
really nice outfit for my 3rd fight.
Clayton: So, you’ve pretty well got a whole all-around thing going on. 
You’ve got fashion, you’ve got boxing, and you’ve got gym classes...
Alicia: Art... Music...
Clayton: Art, getting in shape, all that stuff.
Alicia: Fitness... Modeling...
Clayton: And what’s the biggest struggle? Other than dealing with 
Joey?
Alicia: [Laughing] Joey is the biggest struggle, for sure.
The biggest struggle? Is just, you know, being a woman in the indus-
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try. I feel we’re still not treated fairly and we don’t have the 
equal pay as the men, or the equal opportunity as the men. I 
feel like we have to fight harder for what we want and what 
we’re worth.
Clayton: And how are we going to address that topic, when 
you don’t feel like you’re getting your fair share?

Alicia: I’m just not going to give up. I’m going to keep going 
until I break the doors down.
Clayton: What would you see as a door to be broken down?

Alicia: Well, for one, in the boxing world, it’s getting women 
to be showcased on... Showtime, H.B.O., Pay-Per-View, and 
what is the up and coming one, that’s off of Showtime?
Joey: ShoBox.
Alicia: Yeah, that one. ShoBox.
Clayton: You feel television is the next frontier, then?
Alicia: Yes, along with the pay scale. Because the women’s 
purses are not anywhere near as much as the men’s are. So, 
you know, getting equal pay and getting equal opportunity, 
in the sport of boxing.

Joey: Tell us a little bit about your background. Where you 
come from, your family, who you are...
Alicia: I’m Italian-American, born and raised in Long Island. 
Originally, Mandeville, which is closer to the Hamptons. Cur-
rently, I’m in Lindenhurst. Very traditional family. A lot of 
old blue collar, hardworking entrepreneurs, a lot of artists, a 
lot of singers and dancers and actors.
Clayton: And how did you run into Overthrow?
Alicia: Joey and I always crossed paths for the past sever-
al years. We met at Mendez Boxing Gym. We weren’t really 
friends, but we were associates, I guess you could say. We 
crossed paths, saying hello, here and there, but then I started 
training his ex-girlfriend and that’s when we really created 
the relationship, started working together.
Joey: Have you always been athletic?
Alicia: Always. Since I was out of the womb. I was also always 
very, very, very competitive. Very spirited, free-willed, very 
driven. Very ambitious. My parents couldn’t tell me “no”: if I 
wanted to do something, I was going to do it.

But I was a good kid. I had a good head on my shoulders. 
Anything I wanted to do, was all good and was all positive.
Clayton: What about high school? Was that a problem?
Alicia: You know, it was, actually. It started really young. I 
was 5 years old when I started playing baseball, and I fell in 
love with baseball. That’s what I wanted to do: I wanted to be 
a professional baseball player growing up, and that’s where it 
started. I told my poppy, I was like, you know -
Joey: Your who?

Alicia: My poppy. I hate you. [Laughing] I told my poppy 
growing up that I wanted to be a professional baseball player. 
He told me that I couldn’t, because I was a girl.
And I didn’t understand what that meant, at such a young 
age. I said “Well, why? ‘Cause I’m a girl, I can’t play ball? The 

guys do it, why can’t the girls do it?”

Joey: It’s your arm size.

Alicia: He said that, you know, there was no league for wom-
en and women were not able to play professional baseball. So, 
growing up at that age, and at that moment in time, it really 
instilled this drive and this fight in me. I always wanted equal 
opportunity for girls.
After baseball came football. When I wanted to play football, 
again, they would not let me play because I was a girl.

So, instead of playing football, I ended going out for the 
cheerleading team. I made captain of the cheerleading team, 
not even trying. I don’t even know how that happened.

Then after cheerleading, was wrestling. And again, they 
didn’t want to let the girls play, because it was a male-domi-
nant sport, but we fought for it. And there was another girl 
on the team. We had to do a whole special physical fitness 
test, just to prove ourselves, and we passed the test. By far. 
Flying colors. Half the boys couldn’t have passed.

We had to go that extra mile, just to prove ourselves worthy 
of the team. That other girl ended up quitting, but I stayed 
on, and I ended up beating boys, and getting standing ova-
tions.

Then, actually, another school tried to petition me off my 
team, because I made one of the boys cry so bad, ‘cause he 
lost.

After wrestling, came boxing; I started boxing in my senior 
year of high school. I never expected to become a profession-
al athlete. I just fell in love with the sport. I’m naturally very 
athletically inclined, and it grew from there.

After two years of training and boxing, I started competing. 
I competed for nine years in the Amateurs, winning multiple 
titles nationwide, and then I said, “You know what? I’m ready 
for more.”
I won two New York Golden Gloves, one National Golden 
Gloves, two National Bronze Medals, one N.Y.A.B.C. belt, 
three Metro belts, one Empire State Game, one Platinum 
Golden Gloves, and several show fights. I did really well in 
the Amateurs, at 27 fights.
My last Golden Gloves, I said “I want to go Pro. I want some 
more. I’m tired of Amateurs.” They’re great, but I don’t feel 
like they’re for me.

Now, being a professional athlete, this my 3rd year in, and it 
fits like a glove. I just feel like I’m at home.
I’m finally where I need to be. This is my prime, this is my 

time. Everything is starting to expand and explode, and it 
feels really good. Like, this is just where I was meant to be. 
And here I am.
Power Malu: What drives you to be in boxing? What do you 
feel when you’re preparing for a fight, or what gives you that 
inspiration to get ready? Training long hours, getting up at 
four in the morning to run... where does the mind have to 
be, to prepare for that? And why do you put yourself through 
that?
Alicia: Well, it’s a very empowering sport. Even for people 
that aren’t professional athletes that come in and just take a 
simple class, like we have here at Overthrow, for instance. It’s 
empowering, just for a 45-minute class.
So... being a professional athlete, and making all the sacri-
fices?

I sacrifice my personal time. I sacrifice my personal life. I sac-
rifice, you know, getting married and having children right 
away. Or spending time with my friends. And my family. Or 
eating the food that I want.
Clayton: Do you mind giving up all of these things in order 
to go for the world championships? You have to sacrifice a 
lot.
Power Malu: To me, it’s inspiring when I see a fellow artist - 
somebody that’s just following their passion - because I know 
what it entails.

For the average person, they might just see you win a cham-

pionship and think, “Well, you know, I am an average per-
son”. We’re all average.
We all start somewhere.

Alicia: I am an average person. I’m an average person that 
believes in myself. And it was a fight to believe in myself. Be-
cause to see where I’m at today and to go back five, 10 years 
ago, I would never know that I’d really make it.
But there was always this thinking in me that said “No. I 
know I’m meant for great things. I know I’m meant to be a 
star. I know I’m meant to do this. I know it. I just felt it and I 
also got to give it to God.
 It’s the Will of God that’s in me. The greatest He that 
is, in me, in the world. Because of my faith in God and in my-
self, I’m able to accomplish these things.

So, I want to let everybody know, that it doesn’t matter 
where you are in life or who you are. As long as you believe 
in yourself and you work hard for something, you can accom-
plish anything. ‘Cause it all starts in the heart, all starts in 
the mind, and you have to foresee it. You’ve got to see it be-
fore you believe it, and before it happens.
Clayton: Do you think a lot of it’s projection? That you have 
to imagine it. And then you want it. And then you can go for 
it and get it, because you’ve seen it in your head.
Alicia: I see it in my head. I know I always wanted it.
It’s just like faith. We’re all born with the seed of faith in us, 
you know. Jesus died on the cross for us. We can all have that 
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“You’ve got to do it the right way. 
If you do it the right way, it’s go-
ing to last forever.”

seed of faith. All we have to do is water that faith.
Even if, you’re growing up as a child and you’re like “I want 
to be an astronaut, I want to be a firefighter, I want to be a 
songwriter, I want to be superstar, I want to be a dancer,” 
whatever it is. It starts as a seed and you’ve got to water it. 
You’ve got to practice and you’ve got to sharpen your talent. 
You’ve got to sharpen what God gave you. Got to work at it 
every day. And you’ve got to always know that things don’t 
happen overnight. Nothing good comes easy.
Clayton: Do you see yourself giving up things to do this? Or 
you see this as “the struggle to get there” is even bigger?

Alicia: I think there’s truth to both. You always have to sac-
rifice.
I can’t be out partying every night, hanging out, eating what 
I want, drinking, not sleeping, and be in the position I am 
today.

I need to be disciplined: I need to be home, I need to get rest, 
I need to eat right, I need to be a good person. I feel like if 
you’re a good person, and you’re good to others, and you 
project goodness into the world, good will come back to you.

You can be out there trying to, you know, do dirty on some-
body to get ahead, and step on people. I don’t believe in that. 
You’ve got to do it the right way. If you do it the right way, 
it’s going to last forever. If you do it the wrong way it might 
last, but it won’t last long. You might get there, but it’s not 
going to stick.
Clayton: Where are you going to be, 10 years from now?
Alicia: I’m going to be huge 10 years from now! I’m going to 
be huge. I’m going to have enough to take care of my family 
and to leave a legacy. And that’s all I care about, is just being 
able to take care of my family.
Clayton: A legacy is important. It’s something you think 
about.
Alicia: Absolutely. Always. Since I was a child, I always want-
ed to leave a legacy.
Clayton: What do you think? Do you want to leave a legacy?
Power Malu: Absolutely. 
Clayton: Me, too. I agree with her. A lot of people don’t take 
that pledge. Especially now, in the days of Twitter. I think 
legacy is really important.
Alicia: Absolutely.
Interviewer: A link that keeps you on track, I think. It keeps 
you focused and I think it keeps your ambitions going.
Alicia: Yeah, I think so, too.
Power Malu: I think being at Overthrow does that for you. 
In the sense that, you have people who come take your box-
ing classes, and they can be inspired by someone who, like 
you said, is an average person. The student might say, “Wait, 
she’s a World Champion. And she’s just like me.” And that 
might inspire them -
Alicia: And that’s what I want. I want to inspire them, be-
cause I am no different than anybody else. No different than 
anybody else. So, I should never walk around with my head in 
the air thinking that people are beneath me. Because we’re all 

equal. We all bleed red, so you know, nobody should think 
they’re higher than anybody else.

Clayton: What’s the greatest thing about Jesus?
Alicia: That he died for us.
Clayton: Well, he had 12 guys.
Alicia: Oh, he had 12 disciples, that’s right.
Clayton: One of them was a bad young man; the other 11 
were good. And so, it’s like… it’s like, you need those disci-
ples. You know, the people that are working on the same 
dream, only differently. Joey’s marketing and running the 
gym; you’re doing boxing, and running the gym; Power’s 
trying to promote this band, right now; I’ve got the whole 
art thing and an archive, and we’re all sort of seeing our-
selves as legacies, making history. I think it’s a very good 
group, right now. I think we’re all fortunate because of 
that. Would you agree?

Alicia: I believe so, absolutely. That’s like spreading love. 
Like taking care of one another, helping one another. And 
that’s love, at the end of the day. That’s love, and love con-
quers all things.
Clayton: I lived in the same building as Keith Haring at 
that time, so I saw him go. Now, the same thing. It was like 
the whole crew, Madonna, Basquiat, Kenny Sharp, they all 
just jump out. They all worked really hard, they all want to 
leave legacies. They all really did what it was they had to 
do –

Power Malu: And they all went together. 

Clayton: That’s right. They all went together. And it was 
huge. I think there’s that kind of circle of energy around 
here, right now. Even with Joey.

Alicia: Absolutely. Oh yeah, definitely with Joey. [To Joey] 
Even though you’re a prick, we love you anyway. [Laughing]

Clayton: That’s right, always a match. But I think that po-
tential does exist now. I really do.

Alicia: It definitely does. It’s contagious, you know. You 
can feel it. The positive energy is contagious. Even negative 
energy is contagious, so where are you going to put your-
self? Put yourself with something good.

Clayton: And you won a World Championship.
Alicia: That’s right.
Clayton: That’s a big deal.
Alicia: That was 12 years of hard work. That did not come 
overnight.
Joey: Who trained you?

Alicia: Danny Nicholas. The best coach, the number one 
coach in the world. People need to know him. And they 
will. They’re going to know him soon, because they’re 
going to see what he’s doing with me.
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Joey: How did you meet Danny Nicholas?

Alicia: Well, I met Danny at Mendez Boxing Gym, from my 
last trainer. But it was a long line of coaches. I started in 
Vet’s Memorial, Atlantic Boxing on Mastic [Boulevard, in 
Shirley, LI]. That’s where I first started, when I first stepped 
into a boxing gym. I trained with Mike Murphy. Then from 
Mike Murphy, I went to Heavy Hitters in Bohemia, Long Is-
land and I started training with Frank Mullen and - I forgot 
his name - Rivera. Something Rivera. Another coach.

Then after that, I went to Gleason’s Gym. I started training 
with Alex Stewart. Stewart “The Destroyer.” He’s an old pro. 
He fought Foreman, he fought Holyfield, he fought all of 
them.
And then, from him, I started training in Mendez Boxing 
Gym, with Francisco Mendez, who owned the gym. I trained 
with him for a long time. From him, I went to Leon Teller, 
also a former professional. And then, from Leon Teller, I 
finally met my perfect fit, which is Danny.

So, it took a really long time. A long process, all different 
relationships, to find the perfect coach for me, and he’s a 
godsend. He’s a true godsend, because without that man, I 
would not be the fighter I am right now.

Clayton: Was that really a hard hump to get over? Going 
through your first gym - was that hard?

Alicia: Yeah, that always is. Seriously, there’s no other, 
better way to describe it, than being in a relationship. It’s 
like an intimate relationship. It’s like having a boyfriend or 
girlfriend or husband or wife.

Most coaches are very possessive. They want their fighter to 
themselves, and you don’t always learn like that. Every-
body’s different. Everybody has a different style. Some 
coaches scream and yell, and you train with these guys, and 
sometimes you get to a certain limit. There’s still room for 
growth, but they can only take you so far. And... not always 
is the feeling mutual. Sometimes there are a lot of hard 
feelings. But if you want to grow, you’ve got to know what’s 
best for you.

Clayton: What would you say your biggest struggle was? 
What are you fighting for?

Alicia: The biggest thing was overcoming myself, to fight to 
believe in myself.

That was the biggest thing: to give myself a true chance and 
to believe what really was deep in my heart. To pull it out 
and step out on a tiny ounce of faith.
So much has happened just because of that. You just can’t 
be scared to step out and take that chance.
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Clayton: Have you started?

Joey: Yeah, we’ve started, everything is off the cuff, here.
Clayton: So, what’s your name?
TFJ: My name is Josh. Most people know me as The Fat Jew.
Clayton: The Big Fat Jew or The Fat Jew?

TFJ: Just The Fat Jew or Big Fat Jew, whatever feels good. 
Whatever you want… “Bruce.” I don’t care.
Clayton: And where were you brought up?
TFJ: Upper West Side.
Clayton: So how did you meet Dash, all the IRAK crew, Kunle…?

TFJ: Just like, hanging out downtown, smoking…
Clayton: So, you hang out, downtown, a lot?

TFJ: Yeah, just getting into things. I knew a ton of kids from 
downtown. I was surrounded by degenerate graffiti writers, at 
all times. Who were doing graffiti stuff, which is like, I don’t 
know. It depends how old you are, you know what I mean?
Joey: Do you remember - and this is a very New York culture - 
but do you remember Dane Hope, by any chance?
TFJ: Yeah.
Joey: So, Dane was my roommate at a really crappy college. And 
we became good friends. Dane is, like, crazy, but I still like him. 
Dane is like Owen Wilson in The Royal Tenenbaums.

TFJ: Yeah, the IRAK dudes, they were just maniacs. Like, com-
plete maniacs.

Clayton: Well, I think the thing that was most interesting for 
me would be that the IRAK crew, they had the whole cross sec-
tion of different, talented people. Everybody that was in that 
crew, rugged as they were - and they were rugged - everybody 
was talented. 3:34. Kunle, Dash, … <can’t make out the list – 
about 5-6 names>

TFJ: New artists, yeah.
Clayton: Yeah. They were like the real artists who came out. A 
lot of them went on and did a lot of great things. Ben and Dan, 
they’re still doing movies, production, and Dan has his own 
company. I think Kunle still does stuff with Alife and stuff like 
that. That was Joey Semz? You knew Joey, of course.
TFJ: Yeah, Joey Semz, I knew him. We went to, like, middle 
school together.

Clayton: Really?
TFJ: Yeah. Actually, you know where I recently threw a party? 
At a bumper cars place on Coney Island. There’s still some cool 
shit. It’s like, community stuff, it doesn’t happen, anymore.

Clayton: No, it doesn’t. I think that’s one thing why, with Joey, 
Overthrow is one of the few places downtown, where it really 
kind of rocks, and things happen with all these different gen-
erations. That’s the other thing, it was a multi-generational, 
multi-ethnic, wide cross-section of people.
TFJ: Joey Semz was such a great American. 
Clayton: I miss him. 
TFJ: He was a great American. That is for sure. Those dudes, 
they kind of put us on, the uptown kids on, to how to really go 
hard, how to really just completely dumb out and -
Clayton: And get away with it.

TFJ: [Laughing] Yes, and get away with it. Highly influential to 
the idiot I’ve become today. Everybody was just doing, like, cra-
zy stuff, so I don’t know what kids are doing today. I don’t know 
if they get truly dumb like that, anymore.
Clayton: I don’t know. Were you involved in any projects with 
them? Photos, video, movies?

TFJ: No, moreso, just hanging out, just weird, after-hours... I 
remember I went to a Pokéman rave once. Not now, this was 
back when it was originally [popular] 15, 20 years ago. It was 
thousands of Korean kids, all dancing to deep house music, 
dressed as Pokéman, huffing nitrous, taking ecstasy. That was 
pretty sick. That was a nice way to spend an evening.

Clayton: How did you go from there, to where you are now? 
You’re a highly productive member of society.
TFJ: I guess. Well... I’m trying to lower the brow. 
Joey: It started with Team Facelift?
TFJ: Yeah. Team Facelift was a rap crew. Graffiti writers, except 
for me. Actually, we’ve been getting referenced a lot recently. 
Rap kids are so weird, now.

Joey: Were you “Action Bronson,” before Action Bronson?

TFJ: Well, actually, Team Facelift’s producer, produced Action 
Bronson’s first album. I’ve known Action forever, since he start-
ed rapping. But we were too weird for people, eight years ago. 

Eight years in rap years is like 100 years. Now, kids are super 
fucking crazy. Kids, now, who were born out of the internet? 
They have seen everything. Nothing is too weird for them. But 
eight years ago, I was coming onstage in a thong and bulletproof 
vest and Timberlands, and kids were like, “No.” People were like 
“Nah, this is too much.” Now, people would be like, “This isn’t 
weird enough.” But actually, our name has been brought up in, 
like, people who paved the way for this current weirdo rap wave, 
of talking about, like, blowing your boys and stuff. We were just 
rapping about trannies, and really killer shit that no one was 
talking about, at that time.

Joey: Where were you guys going out, at that time?
TFJ: To party? Oh man. At that time, around 2000, 2007...
Joey: Remember, I was trying to sneak into Butter on a Thurs-
day night...
TFJ: Yeah. Yeah, we were definitely doing that.
Joey: Like, Cohen was DJ’ing…

TFJ: Yeah. We’d do clubland stuff, we would smoke dust and 
go to like The Marquis and stuff like that, just [to] weird out 
“bridge and tunnel” people. Stuff at that point was pretty transi-
tional. It was highly gentrified, but there was still, pretty much, 
weird stuff - 
Joey: I remember on a Monday night, hiding out in the bath-
room of Butter to go to Marlon Wayons’ birthday party. Of all 
people. So that I could give him a T-shirt, for a small clothing 
line. And I was very psyched.

TFJ: That’s a real C-list cat, right there.
Joey: That was just my whole point.
TFJ: The bar was set really low. A lot of the Manhattan kids 
stayed in Manhattan. We prided ourselves on really getting out 
there. We’d drive out to Staten Island and go to the most gui-
do bar we could find. Just a bunch of dudes with like, blown-
out, Sonic the Hedgehog haircuts. Actually, at that time, I was 
hanging out with these guys in the Bronx, all these Puerto Rican 
Vampires. Dudes full-fang shaved, they were drinking blood, 
sleeping all day in a tough city tattoo shop. Then they would 
party all night. They were living full vampire life, drinking blood 
in the club, white contacts. I was hanging with them a lot, which 
was tight. They were pretty tight.

We kind of got bored quickly and really started trying to get 
into the weirdest possible shit that we could, like going to 65-&-
over S&M nights, in Park Slope, underneath an organic super-
market. We were just constantly searching, trying to push the 
boundaries and find the next thing, because I could feel things... 
starting to die. We wanted to make sure that we were keeping it 
as weird as possible.

Clayton: How did you bring yourself back? That’s the hard part 
to do, nowadays. In a city is dead as this, it’s not that easy.
TFJ: Yeah, that’s true. I actually think that there is more weird 
stuff going on now, than people give it credit for. Just not in 
Manhattan. Things have changed. Your favorite leather bar now 
is a store that sells scarves for dogs. But honestly, at this point, 
I’m post. I embrace it. I want us to go full, sleek, Korean future 
city, you know what I mean, I fought for as long as I could, and 
held as tight as I could, to hold on to all the old, good shit, but 
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we’ve gone too far. We might as well knock it all down and cre-
ate a future city of like, Japanese, you know what I mean, and 
make it highly slick. Because it’s not coming back.

Clayton: No. It’s not coming back.
TFJ: It’s not. And you know what, it’s fine. And...
Clayton: And there is nothing you can do about it.
TFJ: There is nothing you can do about it.
Clayton: You have to find a place to jump on to, and the Lower 
East Side, to me, is just not that place.

TFJ: No. That is correct.
Clayton: Even for the boxing thing, you go to Queens.
TFJ: Yeah, you go to Queens. Totally.
Clayton: So, you have a car?
TFJ: Actually, every spring, I buy a new, insane car. I just bought 
a ‘99 pink  Mitsubishi Eclipse convertible.
Joey: There’s like pink finger nails on it?

TFJ: Yeah. It’s all pink candy paint, and all pink leopard interior. 
Drop top. Just drive around, just freaking out yeah, just go for 
it. Because we need to be getting as Outer Borough as possible. 
I’ll go to Ukrainian clubs in Brooklyn, you know what I mean? 
There is so much out there. It’s just not as easy as it used to be. 

Clayton: And you’ve got to have a car.

TFJ: You’ve got to have a car. You can’t step out of your house 
and just find a rave at, like, an abandoned doorknob factory on 

Lafayette Street.

Clayton: You’ve got to take the L, and then the G, and then you 
get to a place that’s good for an hour. And then you’ve got to go 
somewhere else.
TFJ: It is definitely more effort than it used to be.

Joey: As funny as you are, you’re an inspiration, in a way. I re-
member seeing you. I’d see Team Facelift shows. Literally, I re-
member the transition, going to Jack Threads and seeing you. 
Going into the office to see somebody and you’re working on 
that with Ted. Then I start seeing the fucking Seamless[.com] 
ads and I’m like, what? And then the Citi Bike thing. The one 
thing about you is, people see the Instagram stuff, but every in-
teraction I’ve had, you’re funny, I fucking start laughing, you’re 
actually just really funny. What was it kind of like, at that mo-
ment when yo realize, “I’m doing this fucking stuff in the office 
at Jack Threads. I’m fucking worldwide”?

TFJ: People don’t realize that I’m just trolling, honestly. Like 
with the Instagram stuff and the rosé. I’m seeing how far I can 
push it. Float these jokes out and see. We’re basically Perfor-
mance Art cases. People think I’m serious, with this shit. You 
know what I mean? Put out a Rosé called White Girl Rosé, then 
people love it, and next thing you know there’s billboards! I 
want to see, “How far we can push this shit? How dumb can we 
get?” The world is so stupid.
Joey: He just launched a new one called, what’s the new?

TFJ: It’s called Babe. It’s in a can and we’re the number 2 selling 
Rosé in New York State. This thing started as a joke. We were troll-
ing. We were just fucking with people. People think I’m being se-
rious. Everything to me is how far can we take it, how far can we 
push it. Now that I have some good access, basically all my guys 
- all the same maniacs I’ve always been hanging out with - we just 
go to bigger and better stuff. Like bringing two fucking complete 
idiots to the White House Correspondents Dinner, you know what 
I mean? I’ve got these idiots in the White House?

Joey: I saw that picture with Obama. How was Obama?

TFJ: It was crazy. That was crazy. That guy is so fucking cool. I had 
my hair up, like in a “hair-rection”, and he was like, “Oh man, I’m 
going to grow that, when I get out of office.” I was like, “Yes, that 
would look amazing!” And then he asked Michelle, “Should I grow 
that?” She was like, “I don’t know.” 

I just said “hair-rection” to the President. I got my two boys with 
me, two fucking degenerate graffiti writers who I got in. Everyone 
is always trying to stay as sub-culture as possible. I was like, “Let’s 
take this mainstream,” and see how far we can get. Now, I find my-
self in the most ridiculous situations. I’m hosting “Sweet 16’s” and 
quinceañeras. It’s all so ridiculous.

Joey: Speaking of ridiculous: if Donald Trump asked you to be his 
Vice President, if he told the other guy [Mike Pence] to step aside? 
Would you do it? 

TFJ: No. I can’t. And I’ll tell you why. Because, actually, with all 
this, all the attention that this stuff generates, I guess there is a 
platform and I’d have to be, like, moderately responsible with it? 
Which is so lame, you know what I mean? Which is so lame, but 
that’s probably the ultimate troll that I couldn’t do. Even as a joke, 
I just couldn’t fucking do it. Literally, Hillary Clinton’s social media 
team approached my management about me doing social media 
and I was like, “Yo, WTF! The polar ice caps are melting?” The pos-
sible future President is asking me to help her with her campaign? 
Like, the fucking world is ending. This is terrible, I mean. We’re 

Vice President, and who knows, something happened to 
him and you became president. And you had to have din-
ner with Kim...
TFJ: Kim Jung Un?
Joey: Yeah, The Fat Jew with Kim Jung 
Un. What would you guys talk about?
TFJ: I actually think, from what I 
heard, that dude is pretty fucking cool. 
I’m not even joking. I know, obviously, 
he’s like an oppressive dictator, like a 
piece of shit. But actually, he’s pretty 
cool. Do you know about his DVD collec-
tion? 
Joey: I know he likes basketball.

done, it’s all over, that’s what I’m 
saying. might as well just... 

like, fuck it, you know.

Joey: So, if 
you were 

h i s 

ternet?

TFJ: Very few. Very few. Basically, at this point, I’m com-
pletely uninterested. We’re heading into so-

cial media burnout. There’s too much shit. 
Too many pictures of babies, too many 

“killer LA sunsets”, too many fucking 
Acai bowls... I think we are hitting 

a point of burnout where real life 
is about to get super hot again. 

I think real life is about to 
become killer.

Joey: I feel that would 
be a great shirt, “Real 
life is about to get su-
per hot.”

TFJ: Seriously. Ob-
viously, the internet 
is sick, and I can 

TFJ: He has like 500,000 DVD’s. And paintings of himself 
all over his house. And the rugs are his face. I’m into that 
guy. I wish he wasn’t such a dick. Because I bet you though, 
he’s into some wild shit. You know how no one has inter-
net access in North Korea? I bet you, that dude is looking 
at the wildest shit.

Joey: Porn!

TFJ: Yeah. I bet you, his browser history is nuts. Can you 
imagine the kind of sex that dude has? Like, he probably is 
into the craziest shit.

Joey: So, how many hours a day do you spend on the in-
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look at the most fucked up shit, and connect with, like, who-
ever. But I’m trying to use the platform that I have, to pro-
mote real things that I’m actually doing. Kids now? I don’t 
think they make bad decisions. I think instead of going to 
parties, they can look at pictures from parties, and say, “Oh, 
that looked fun. I have an idea of what happened.” But they 
don’t go out. So, I throw raves. I’m throwing a huge rave se-
ries, called IRL. Like, “In Real Life.”

Joey: Wait, so, in that same vein, are you saying that porn... 
you don’t like porn?

TFJ: No, porn is forever. The infinite ocean of smut that 
is the internet will never die. But, I try to use the platform 
now to get people to come to things. Honestly the internet 
is... we’re getting overloaded, it’s getting boring. I just drove 
across the country and reviewed the food in 75 strip clubs. 
Literally. For Bon Apetit. Get out there. Get out in the thing. 
I’m throwing raves for kids. I want them to come and get a 
UTI. I don’t want them to just look at what happened at par-
ties.
Clayton: Did you do that as a show? “75 meals in 75...”?
TFJ: No, literally. Bon Apetit magazine. Probably some fuck-
ing millennial works there, and somehow sold her editor on 
the fact that this would bring them a new demographic. I 
couldn’t even believe it. I couldn’t believe they would run an 
article like that. But if you want to know where to get good 
risotto at a strip club, I’m the guy to ask. 
But I’m promoting these raves for kids to go to. They look at 
the Instagram, they look at stuff [online], and I get them to 
go to real life things. We’ve got to get off the internet a little 
bit. I’m qualified to say that because I’m obsessed with the 
internet. We’ve got to balance. It’s too much, we’re hitting 
social media burnout. We’ve got to get back and do real shit.
Clayton: I think you’re right about that.

TFJ: Yeah. Got to do some real shit. You’ve got to make some 
real life, bad decisions. I’m saying, you need to either have sex 
with somebody you hate, or like, seriously, get a UTI. Make 
some memories. That’s not going to happen while you’re at 
your house. It’s just not. No one’s having real-life experienc-
es. I’m trying to develop the perfect URL:IRL balance. I want 
you to be on Instagram. Be on Snap Chat. I’m not saying 
“Don’t.” But I’ll throw a party, promote it on Instagram, and 
then you can come to that, you know what I mean?
Clayton: You don’t do Facebook anymore?
TFJ: No, I do. I love Facebook, because Facebook creates the 
craziest pairings of people talking to each other. It’s the only 
place where me, a girl I had sex with at camp in ‘97, my aunt, 
[and] some weird DJ I know who’s Goth, are all getting into 
a conversation about fucking Donald Trump. It’s the only 
place where that type of conversation is facilitated. People 
who would never be talking to each other, are all having some 
kind of weird debate. My aunt Arline and a Goth DJ I know 
from Jacksonville? They will never meet, so it’s nice that they 
have a place where they can talk.
Clayton: It’s like a community newspaper.
TFJ: Totally. It’s weird and bizarre. I like when everybody 
moves away from a platform onto a new one. It gets weird 
and kind of abandoned and barren, that’s when cool stuff 

starts to happen.
Clayton: Yeah. I go back and forth to Austria, for example, and 
compare what people are doing in Austria to what people are doing 
over here. 
TFJ: What are people doing in Austria? 
Clayton: We show Wildstyle & Tattoo Messe. I’ve done that since 
1995.
TFJ: What is it?
Clayton: It’s called Wildstyle & Tattoo Messe, like a youth culture 
version, done in Austria. They have tattooed people, like Zombie 
Boy [Rick Genest]. I don’t know if you remember Zombie Boy. Ger-
many’s Next Top Model. He was totally tattooed as a skeleton. He 

was cool. Vampire Lady [Maria Cristerna]. There was 
Lucky Diamond Rich [Gregory Paul McLaren], the 
most tattooed guy in the world, tattooed him-
self totally black. I like Austria. Austria has 
got curves. Germany is a lot harder.

TFJ: Yeah, totally. Austria sounds chill.
Power Malu: How often do you do the 
rave events?
 TFJ: This year, I’m focusing on size, 
so we’re doing six of them, through 
January and February, but they are 
between 5,000 and 8,000 people. 
And everything is free. I got the shit 
sponsored by 4 Loco, so that basical-
ly fuels the kids to just completely 
dumb out. The show is free. I got 
fucking Diplo, Dillon Francis... 
mega acts. It’s all free. Just come 
and do something stupid. I think 
10 people went to the hospital 
at the last one. I know it seems 
dangerous, but it’s kind of nec-
essary, because no one is doing 
anything. So, I’ve got to get it 
going. I’ve got to facilitate it. I’m 
just trying to get people into real 
life. These are massive undertak-
ings. All these are going to be in 
airplane hangars.
Clayton: The raves are not really 
“outlaw” though, right?
TFJ: No, they are not outlaw. 
They’re not. But since everything 
is free, and there’s unlimited 4 
Loco, get things get pretty psy-
chotic. I’m promoting them to 
10 million people on my social 
media. I want everyone there. 
I want the most bizarre mix of 
people I can get. I want, like, a 
55-year-old accountant with 
a 21-year-old turned up girl, 
just... who knows what’s go-
ing on, trying to facilitate 
some craziness.

Joey: Did you ever see The Lyricist Lounge on MTV, growing 
up?
Power: It was sketch comedy -
TFJ: I remember that, yeah.

Power: I’m also a Bridge Runner, if you know about the Bridge 
Rners.

TFJ: Oh, you’re a Bridge Runner. It’s funny. I see people who were 
so mangled - 10 years ago, I’d only see them smoking coke, on e
TFJ: I do, I do. I’m not there as much, I have another office now. 
But working in a nail salon is basically the best.

know that things have changed in New York but I get offended 
when someone from Berlin is like, “Oh, New York, nobody gives 
a shit. There is nothing happening.” There is. You just have to 
know about it and you got to be able to get outside of Manhat-
tan, unfortunately. So, on that show - 3am, it was called - I just 
had them follow me and I did really weird stuff. We went to a 
Haitian voodoo rave. We did cool stuff. I got a bunch of hookers: 
we played dodgeball with them at my apartment
Joey: That was the sequel to the “Braveheart” one?

TFJ: Yes. Getting prostitutes over and paying them to do 
non-sexual stuff? It’s been a passion of mine for years. That was 
a web series that I used to do: call a bunch of hookers, have them 
act out. That “Braveheart” one? She really gets into it.
Joey: It seems like Zach Galifianakis and Two Ferns. It kind of 
has that “je ne sais quoi.”
TFJ: I’m just trying to push the bar. Trying to move the weird-
est into the mainstream, as much as possible.
Joey: Twenty years from now, what the fuck are you going to 
be doing?
TFJ: I don’t know, man. My dream would be to hit the pinnacle 
of fame, whatever that’s going to be, for me - I’m never going to 
be like the most famous guy, ever - but get to a real level of fame 
that’s ridiculous, and then just disappear. Completely disap-
pear.  And then five years later, some guys are at a middle school 
girl’s basketball game and are like “This guy looks really familiar, 
Coach...” And then they are like, “Wait a minute. I know who you 
are.” Totally. I want to coach inner city girl’s basketball. Like, in 
Baltimore. Just give it all up, right at the height of wherever I 
can take this to. No one would know where I went. That’d be the 
goal. Just disappear. Because none of that fucking matters.

Joey: Can you walk down the street now, unaccosted?
TFJ: It sometimes is hard, but it’s fun. It’s really fun. Actually, 
what happens now, that’s the most awesome, is I get the weird-
est offers. Like these guys, these Saudi Arabian guys, they hit 
me up. And they want you to come...
Joey: To like, birthday parties...?

TFJ: They want you to come to Cannes. Fly you to France. But 
not for work. Just to chill. So, okay, I flew down there and I went 
on their yacht. These guys were real-deal sheikhs, like billion-
aires. They said “We want to show you something, below deck,” 
and I figured it was gold bullion and grenades. I don’t know, 
whatever. I don’t know what Saudi Arabian billionaires have. 
What was in the room was... a live Ostrich. Just chilling. Chill-
ing in the room! Just doing nothing, just standing there. And 
the best part was its’ name: “Oh, this is our Ostrich. His name is 
Bradley Cooper.” Because they love Bradley Cooper. They are ob-
sessed with Bradley Cooper. Basically, I was “What the fuck is...” 
and they said “You can’t come near him, he’s very dangerous, 
he’ll fucking kill you.” It’s an Ostrich! It will fuck you up. You 
can’t really get near him.
Clayton: Ostriches are tough. They spit...

TFJ: Yeah, exactly! They spit and they will fucking peck your 
eye out. I was like, “I’m on a boat with a bunch of Saudi’s. With 
an Ostrich named Bradley Cooper. This is pretty killer.” I never 
really thought I’d get there, you know.
Clayton: Did you ride it? 

Clay-
ton: For real?

TFJ: Yeah, I rented their wax room and I was 
just working in the back. So, I had people 

coming in, taking meetings, and they 
did not understand what was going 

on. But it was reasonably priced. For 
sure.

Joey: The last time you were 
here, you were downstairs 

where we have a bunch 
of girls shadow boxing 

right now. You were 
shooting matzoh 
balls out of a t-shirt 
gun...

TFJ: And actual-
ly, that was for a 
Showtime show 
about nightlife 
in New York. 
I was trying 
to highlight 
the fact that 
there is 
still one. I 
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Joey: Your gang, the Satan’s Sinners Nomads: what did the 
name represent?
   
Cochise: When we were young and rambunctious, the adults 
in the neighborhood would constantly point their hateful 
finger toward us and silently say to themselves “What are 
those little devils up to now?!” So, in the process of time, we 
called ourselves the Satan’s Sinners Nomads. The crème de la 
crème of society’s outcasts.    

Joey: Was it a biker gang? How did Puerto Rican culture mix 
into the gang? 
  
Cochise: The Satan’s Sinners Nomads were a street gang 
that evolved in Tompkins Square Park in the summer of 
1988, right after the notorious Tompkins Square Park Police 
Riot. We rose out of this chaotic scene to protect ourselves 
against other groups that were prevalent at the time and 
simply because I wanted to be a leader. Puerto Rican street 
gang culture has always existed on the Lower East Side. Espe-
cially in the 1950s and ‘60s when gangs like the Sportsmen, 
Imperial Dragons, The Assassins, and the Forsyth Boys ruled 
the streets. Puerto Rican youth formed these clubs to protect 
themselves against the racist Irish and Italian street gangs. 
Just like in the movie, West Side Story. That’s the reality of 
our world.   
Joey: What did gang life for you consist of, on a daily basis?  

Cochise: Gang life for me consisted of just hanging out with 
my gang brothers and watching each other’s backs. But I 
have to keep it real. We weren’t always loyal to one another 
and we were constantly indulging in drugs and booze con-
sumption. This type of dark activity took many of my friends 
to the grave.    
Joey: How did you end up in Clinton Correctional Facility?  

Cochise: In December of 1993, I and two other Satan’s Sin-
ners, were arrested for two attempted murders and other re-
lated charges. The whole situation developed because I had 
been sucking on Jack Daniels like it was a baby bottle and 
was not thinking with clarity. I got word that two Sinners 
wanted to leave the gang life for civilian life. I went berserk, 
hunted them down, stabbed them up and tossed their bodies 
into the East River. Fortunately, they lived. But for this act 
of brutality I was sentenced to a 12 to 24 years prison term 
and sent to Sing Sing Prison. Eventually, I would find myself 
in Clinton, a Maximum Security Prison in Upstate New York.   
 
Joey: What was the difference between prison and the 
streets?
Cochise: In prison, violence prevails. It’s a way of life. In the 
stir, there is no hiding from it. In the streets you can run, 
lose face, and come back another day. I saw a lot of bloodshed 
in prison.

Joey: How many years did you serve in prison?

Cochise: I would serve 18 years out of that sentence.

Clayton: Other than prison stints, have you ever lived out-
side the Lower East Side?  

Cochise: Never. Except for those prison stints in Upstate 
New York. I was born in the Lower East Side of Manhattan. 
I grew up in some of the most turbulent spots in New York 
City. At the time of my birth - which took place in St. Marks 
Place, on Third Avenue, in an old furnished room establish-
ment on 8th Street - the streets were already infested with 
violence. And malice. Nevertheless, this is where I grew up 
and lived.  
Clayton: Where do you see the borders of the Lower East 
Side? The Lower East Side you grew up knowing?  

Cochise: As a boy, growing up, I thought all of New York 
City was the Lower East Side. I didn’t know any better. From 
The Brooklyn Bridge - I played under the Brooklyn Bridge 
as a kid - to Chinatown, East Broadway, to East 14th Street, 
to Alphabet City, and all of Hell Hill [the area surrounding 
Madison and Jackson Streets]. I was a snot-nosed kid, look-
ing to belong.

Joey: The Satan’s Sinners Nomads were one of the last gangs 
to wear patches. Where did the culture of patches start and 
why did it end?  

Cochise: The Satan’s Sinners Nomads was the last classic 
street gang from the old gang culture to wear colors/patch-
es on the Lower East Side. Back in the ‘50s and early ‘60s, 
most street gangs sported school-type sweaters with the 
name of their affiliated gang emblazoned on either the back 
or the front of the sweaters. Towards the late ‘60s and ‘70s 
the street gangs of NYC adopted the outlaw, “motorcycle cul-
ture” fashion, and began to sport their gang colors on sleeve-
less denim jackets. For the Satan Sinners Nomads all this 
ended with my arrest.

Joey: Do you see the patch and other styles taken from the 
streets and adopted by fashion? How do you feel about this?   

Cochise: Today’s youth fashion doesn’t really bother me. 
Mind you, the colors, patches, and styles that we sported 
in the Lower East Side back in the day still prevail in other 
places in NYC. There are still clubs sporting the old style in 
Brooklyn, the South Bronx, and in other boroughs. Street 
organizations such as the Savage Skulls, The Assassinators, 
The Seven Immortals, The Savage Nomads, and others like 
them still exist. But this time, they’re not street gangs, but 
motorcycle clubs solely bent on doing good as community 
activists. Which is something I want to do in my area.     
Joey: How did life change when you returned to the Lower 
East Side from prison?
Cochise: Life for me after prison was, in the beginning, 
confusing. The Lower East Side had changed so much, that 
I didn’t even recognize it, at first. The neighborhood I was 
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born in and adored was gone. At least, most of it. Most 
of my friends were either dead from overdoses or vio-
lence. Others had simply left the Lower East Side and 
live in other U.S. states. The only place that kind of re-
mained the same, to a certain degree, was the NYCHA 
Projects. Violence, gangs, and death still prevailed there. 
I knew that somehow, I wanted to make a difference in 
the lives of these young folks.

Clayton: Do you see any upside to this gentrification?
  Cochise: Gentrification, I suppose, has its good side. I 
wish we could all enjoy it together. The rich, the middle 
class, and the poor.
Clayton: Can you name one of the best stories that you 
think sort of sum up your vision of the Lower East Side?  
Cochise: All my life, I’ve known violence and gangs. It 
was my world. It is what I wanted to do - straight up! 
But one day, a close friend reminded me that I could do 
better. That I could use my talent for good. Clayton Pat-
terson saw the artist in me. As a kid, I enjoyed drawing 
and making things with my hands. As a teenager and 
young adult all I did was paint skulls, demons and oth-
er caricatures of death and I decorated my gang’s club-
house with such images. Today, my vision is to beautify 
the world around me with colors, and encourage others 
to do the same.   

Joey: Under what circumstances did you meet Clayton? Cochise: I met Clayton right after the Tompkins Square Park 
Police Riot of 1988. He was the tall guy who always sported an 
embroidered skull cap and jacket back and carried a camera con-
stantly clicking away and documenting the chaotic encampment 
scene in TSP. Eventually, we would become friends. In the process 
of time we allowed him to document and preserve the history 
of the Satan’s Sinners Nomads, and he has done that very well. 
Clayton would also invite me to his Outlaw Art Museum and par-
ticipate in exhibitions he was setting up.   

Joey: Where can we find your book? And tell us a little about it.
Cochise: At the moment, anyone who is interested in the book, 
The Street Gangs Of The Lower East Side - co-authored by me 
and Clayton - can get it from Clayton Patterson himself, at the 
Outlaw Art Museum. It was actually Clayton who encouraged me 
to write this book  
Joey: Are you guys still friends today?

Cochise: Yes, Clayton and Elsa Rensaa, his wife, are great friends 
of mine. Every opportunity I get, I pay them a visit at their home 
/ gallery, it is a place filled with mystical and unusual art, from 
legendary artists that are no longer around.   

Clayton: What is so great about living on the Lower East Side?  

Cochise: The Lower East Side was, and is, my home. It is where 
my family and close friends live. Many of my former gang broth-
ers fought, bled, and died on these streets. Everywhere I go on the 
Lower East Side I am reminded of their presence. In a way, they 
are still a part of the Lower East Side. But, I am also reminded of 

the positive changes that have taken place throughout NYC 
and the Lower East Side. One day, as I walked through Tomp-
kins Square Park, reminiscing of the old days, I could hear the 
laughter of little children and saw young people laying on the 
grass and enjoying the cool of the day. All I could say to myself 
was, “Wow.” I remember “Tent City” and the notorious “Tomp-
kins Square Park Police Riot” in 1988. Now? All was peaceful.

Clayton: Can you give an example or two of positive goals you 
want to achieve? And are there enough incentives to offer the 
youth? 

Cochise: Goal # 1 is to be involved in a movement that is made 
up entirely of former gangbangers & ex-cons who want to see 
positive changes in their communities. I’m talking about peo-
ple who have been there and done that, and are sick and tired 
of all the senseless violence being committed by young people. 
Especially in the projects, where many youth gangs exist today. 

Goal # 2? An art program that I started in prison, called “Art 
Against Gang Violence.” I share my art with youth which con-
tains graphic depictions of gang and drug violence. I use it as 
a counseling tool. 

Joey: What did prison teach you?

Cochise: It taught me to treat others the way I would like to be 
treated. That life is too precious. It taught me who my friends 
really were: family.

Clayton: Now that the book is in print, is that a fulfilling ex-

perience? Is the book all you wanted it to be? What you 
expected?   

Cochise: I want Street Gangs, the book that we co-au-
thored, to reach a multitude of people, including the young. 
I’ve [already] gotten positive feedback from so many people 
who have read the book. One person in particular, a gang 
member, simply said “Thanks for sharing your history, 
brother, it touched my heart.”  My job was fulfilled, in him. 

Clayton: Up until your last 18-year prison sentence, you 
spent your life on the dark side of the Lower East Side, and 
now, you have found your way to having a positive objec-
tive. That objective is to help guide those youths who are 
attracted to the dark side and could be influenced to go in a 
more positive direction.   

Joey: What would you tell kids today who are in a gang, or 
want to be in a gang?
Cochise: I used to counsel young prisoners at the Clinton 
Correctional Facility, and one of the things I used to share 
with them was this quote: “Initiation into the world of 
street gangs summons the presence of death early, and the 
embrace of the grave.” 

I no longer desire to be the person that I once was. The old 
me is dead. Today, my paramount goal is to reach today’s 
youth with a positive message. The new Cochise is about 
saving lives, not taking them. 
Embrace life, not death.
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first place was a share on 11th between C and D in 1997. 
It was really just very different worlds Palm Beach vs. the 
East Village/ Lower East Side. I was an aspiring basketball 
player so I spent most of my time in Tompkin’s Square Park 
in the Summers and remember climbing over the fence to 
play when the park was locked. Eventually I graduated from 
Tompkin’s Square and started going to West 4th Street to 
play basketball and hangout. West 4th kind of became my 
clubhouse, playground, and 
school. When I moved to NYC full time to go to school when 
I was 18, I spent more time at the Cage then I did in class. 
Which is partly to blame for no college degree and a prior 
failed business. I can say that i definitely learned quite a bit 
from the court and like to think I have PHD in people al-
though no diploma to prove it.  It was just fun and different 
to be around different types of people playing, laughing, ar-
guing, studying. It definitely enhanced and broadened my 
experience and vision being apart of a few different worlds. 
I’ve met a lot of different types of people and learned a lot 
from each one of them, which makes me very lucky.

Clayton:Tell me about the scene at Overthrow?
Joey: Overthrow is a community, a scene, a culture, a club-
house, a pirate ship. The goal was to start a business that was 
successful but reallyhad the core values I experienced just 
being in New York.  My goal was to recreate West 4th with a 
scalable business model I like to joke, to make a business but 
a place with some character. Boxing is the foundation but 

there is a real life force flowing through the proverbial veins 
of Overthrow New York. Charlie has the photo studios, the 
9, on the top floors so of course there are models and pho-
to shoots always going on. There’s Alicia, Ronica, and Mel 
all World Champion Professional Boxers, Justin who is my 
good friend, who works at the front desk, and is an amazing 
athlete with gigantic charisma,who is a little person. 

John and Brian keeping the place together, Willie keeping 
the place clean, Sergio and Mike teaching awesome classes. 
Hailey Clauson and Ashley Smith are always working out. 
Rage is there Ragin’ and being an amazing instructor.  Heavy 
sitting out front telling jokes, while everyone complains 
about his pot smoke wafting into the classes. Michele Lamy 
with her gold grill and henna tattooed hands hitting the 
heavy bag. My dear friend Sidney Smith(the best basketball 
player to come from the LES people know him as Magic) sur-
veying the scene as Carlos Castillo, my boxing mentor, and 
the father and trainer of a 2x golden gloves winner his late 
son sout of the historic Times Square Gym, provides wisdom 
for Julian Drabik and Jullien Herrera. Curtis Rose my long 
time close friend building the retail experience as my phone 
rings with Kan keeping tabs from Portland. Power Malu 
might come running through with his run crew to make sure 
I’m on top of things. Clayton and Elsa popping into my room 
unannounced snapping pictures or Robert Frank and June 
Leaf, our neighbors stopping by while the FDNY team spars 
and I train with Alicia’s Trainer Danny Nicholas. 
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All of the clients and new people we are constantly meet-
ing that are joining the Overthrow Community.  #9 was the 
Home of the Yippies long before I set foot in the space and 
their counterculture aesthetic still exists to some degree, but 
it is cool to have Dana Beal stop in or have Alice come stay 
over when she is in the city, or talk with Aron Kay about how 
he pied Andy Warhol. When I was in Venice looking at space 
,I called Aron and asked him to introduce me to some of the 
originators of the LA Free Press which he immediately did. I 
read somewhere we are not the Yippies, but we are Yippie fla-
vored and I am proud of that. I have no qualms saying I want 
to build something large and successful that makes money, 
but I always want to be respectful of what the culture was be-
fore and who built that culture and at the very least the one 
thing I can always(maybe not immediately but eventually as 
long as I’m here) is give someone my time.  Oh yea and every 
once in awhile Jennifer Lopez and Will Smith might stop in, 
but that is boring.

Clayton: Why Boxing?
Joey: Boxing- well my close friend Sidney Smith saw I was 
getting beaten up a lot at West 4th when I was running my 
mouth so he took me to the park one day and tried to teach 
me some things. It was around this same time that I had read 
about a very cool sounding illegal underground male model 
boxing party called Friday Night Throw Down. I immediately 
wanted to find out more. I started going to a real boxing gym 
in the Flatiron where I bumped into Charlie Himmelstein 
who was the main attraction for the fight parties. We became 
cool and he introduced me to the other kid who was throw-
ing the parties. I ended up boxing(more like looking like a 
jack ass) in two of the parties. 

After this I really wanted to learn how to box the correct way. 
I started going to the gym religiously where one day Carlos 
Castillo took me under his wing and started teaching me not-
just about the physical aspects, but really the mental aspects 
and technique which has so much application to everyday life 
and business. After a lot of sparring, a failed Golden Gloves 
attempt,a bad breakup I had the vision that I needed to do 
less fighting and more brand building. So after seeing the 
type of clientele at the flatiron gym , and having the picture 
of the Levi’s Commercial the underground fight parties were 
in my mind, the idefor Overthrow came together when I was 
riding my bike to West 4th and stumbled upon #9. A couple 
thousand fliers hung downtown that said Looking for Fight-
ers instead of Looking for a Girlfriend hung by Dan Perino( 
the looking for a girlfriend guy), a few test classes taught by 
Alicia Napoleon in a dingy basement with a kitchen in it, and 
a million arguments with John and Kan,......well the rest is 
history.

Clayton: What is this zine 12 rounds?
Joey: it’s a Biannual Zine we are creating with Clayton Pat-
terson showcasing the culture of Overthrow Boxing and the 

neighborhood. The zine highlights 12 luminaries and their 
fight to succeed.

Clayton: What is your mission, where is this going?
Joey: I’m trying to have fun, create something meaningful 
,myself and those who are building it with me are proud of 
and enjoy. I just want to fulfill my ambition, build a strong 
business, create, and innovate all while enjoying the ride and 
making my parents, mentors, and friends proud, but maybe 
more importantly prove to myself i could do”it” e shaking 
things up a little along the way. Every fighter from all lev-
els needs to learn they ultimately aren’t fighting anyone but 
themselves!

Hope you guys enjoy Overthrow’s 12 Rounds and see you in 
the Underground.
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Gilbert: Transgressions! [Laughing] I came here on my first 
trip to New York 1993, and I had known Dana and Alice and - 
Clayton: David Peel?
Gilbert: I did not know him very well. 
Clayton: Aron [Kay]? 

Gilbert: I didn’t know Aron, but I knew Dana very well, be-
cause I’m very good friends with Dana’s brother, Charles. 
Clayton: So where are you from?
Gilbert: I lived in San Francisco and then I moved here in 
1993. 
Clayton: Is that where you’re from, San Francisco?
Gilbert: I lived there many, many years, yes. 
Clayton: Where did you ever meet Dana? In San Francisco?  
Gilbert: Yes, sure, he was part of the big legalization of pot 
movement and I know him through Dennis and many other 
people that work on pot legalization.

Clayton: Very interesting. And what brought you to New 
York?
Gilbert: I came here to build a big Rainbow Flag for the 
Stonewall 25th Anniversary, in 1994. I built a flag a mile long.

Clayton: Who designed the original flag?
Gilbert: That would be me.
Clayton: Are you a rainbow person?
Gilbert: You mean the “Rainbow Family”? I don’t go to their 
gatherings, but I’m a rainbow person, sure.

Clayton: Is that any connection to Pink Floyd?
Gilbert: No.
Clayton: You know the one I mean, right?
Gilbert: Of course, I do. Of course. The rainbow goes hun-
dreds of years, in terms of symbolism. It goes back even to 
the Chinese and the Egyptians. 

In the gay world, really, I think it’s most connected to the 
rainbow through Judy Garland, but I’m more from The Roll-
ing Stones, “She’s a Rainbow,” generation. 
The rainbow really was a good fit for the gay movement, and 
the idea that our sexual identities, our sexuality was a human 
right.
Joey:  You have a design background. You grew up in a fami-
ly, where you worked in a tailoring -
Gilbert: No, not at all. I’m completely self-taught. No, my 
family never supported me as an artist. They wanted me to 
be a doctor. 

Joey: So...?

Gilbert: So, that was a myth. I taught myself how to sew af-
ter I got out of the army.

Joey: You were in the army for two years?
Gilbert: From 1970 to 1972.
Clayton: Wow. Vietnam years. Did you go to Vietnam?
Gilbert: No, I was a nurse, stationed in San Francisco.
Joey: How did you come to create the Pride Flag? 

Gilbert: Well, I like to sew. That’s my craft. That’s my art. So, 
as I began to learn it more and more, I started making not 
just the clothes I couldn’t afford, but I would make a lot of 
costumes. And I made a lot of banners for protest marches. 
First, against the war, and then, as the gay rights movement 
began to emerge and develop after Stonewall, I started mak-
ing a lot of banners and visuals for Gay Pride parades and the 
big protests that we have. That’s always been my role, as an 
activist, to use my craft.
Clayton: Where did the Gay Pride parades start? San Fran-
cisco or New York? Or at the same time?  

Gilbert: At the same time. Same year. They both - and all 
of them, in theory - are a celebration of 1969. But 1970 was 
the one-year anniversary, and that’s the first time we saw any 
kind of celebration. Not celebration, but a protest march, ba-
sically, in New York and in San Francisco.
Clayton: So, it started one year after Stonewall? And that 
was the date that it started, the beginning of Stonewall? 
Gilbert: Yes. But Stonewall wasn’t a parade. Stonewall was 
a riot!
Clayton: No, I know.
Gilbert: But yes, it was about that anniversary. That was the 
point of it. 
Clayton: Did you ever do costumes for The Cockettes or any-
body?
Gilbert: I knew them. I made some costumes for people, 
sure. Beautiful stuff.

Clayton: Okay, well, that was pretty famous.
Gilbert: I guess.
Clayton: Famous enough?
Gilbert: Famous enough.
Clayton: Did you do drag costumes?
Gilbert: Of course. I was very beautiful. I was very young and 
thin and gorgeous. And very, very beautiful.

Clayton: Oh, so you used to do drag, yourself? 
Gilbert: Yes. 
Clayton: What kind of drag did you do?
Gilbert: Glamorous, gorgeous, beautiful. I never had a fe-
male name, though. I never had a drag name. I was always 
still “Gilbert,” because I just look good in the dress. I never 
needed to become a female impersonator to look good in a 
dress. And I like to wear dresses. I still like to wear dresses.
Joey: I read that you had been called “Busty Ross.”

Gilbert: Oh, Busty Ross! That came around later, because I 
used to make a lot of costumes in the Stars and Stripes, in 
the motif of the American flag. They were always saying “Oh, 
you are the Gay Betsy Ross,” you know, because of the flag. 
And somebody else said “No, you’re the Busty Ross!” Because 
I had big tits. 
Clayton: If you look at The Pyramid, for example, in New 
York, what you usually had in the West Village was the imi-
tation of female characters, like, say, Judy Garland. The Pyr-
amid, and that, was mostly fictional characters.

Gilbert: Yeah, that all kind of became a gender fuck in the 
late ‘60s, ‘70s. It was a time of, kind of, crazy androgyny and 
gender fuck.
Clayton: So, you are familiar with, like, Blue Lips, and all of 
them?
Gilbert: Yes.
Clayton: Did you ever go to The Pyramid?
Gilbert: No.
Clayton: You’ve never been to The Pyramid?
Gilbert: No. I knew people that were a part of it. I knew 
about it. I didn’t go. I’m not a club guy. 
Joey: What was your relationship with Harvey Milk?

Gilbert: A friend. He was an artist, a photographer. And he 
ran a photography processing place, where you got your pic-
tures developed and stuff. Like I said, I was very beautiful 
and I was being photographed all the time. And you know, I 
knew all the photographers, and through that, I met him and 

we became friends. We had that kind of mutual appreciation 
for beauty and photography, and using that as way to send 
messages and to create really powerful media.

Clayton: And do you know Charles Gatewood?
Gilbert: Charles Gatewood. Sounds so familiar...
Clayton: Photographer, he just recently died...
Gilbert: No, sorry.
Clayton: And how about Michael Rosen? From San Francis-
co. Photographer.
Gilbert: I’ve heard his name. I didn’t know him. 
Clayton: Annie [Sprinkle]’s really cool.

Gilbert: Of course. Well, I knew Annie that was a part of the 
whole Scarlet Harlot era. My friend, Scarlet Harlot, or Car-
ol Leigh. Really another great artist and filmmaker. She put 
together kind of the first sex worker film festival. She made 
some really wonderful videos about sex work and prostitu-
tion and legalization, all of that. 
She’s a friend of mine. 
Clayton: And she won an Acker Award.
Gilbert: Yes, she did. I made her dress. [Laughing] She is a 
good friend of mine. 
That’s how I met Annie, so I knew her and stuff.
Clayton: Charles was close with Annie and Spider Webb.
Gilbert: I’m not very social.
Clayton:  It’s a big honor to be the one to pick the flag. How 
did you ever work that out? 
Gilbert: I just did it.
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Clayton: So, you just did this mile-long flag and that be-
came the thing? 
Gilbert: I didn’t just do that [in ‘94]. I’ve been working on 
the Rainbow Flag since 1978.
Clayton: Getting something to become a symbol is not 
easy to do. Especially, I would say, in the gay community. 
But in any community.
Gilbert: You can’t design a flag. Flags are torn from the 
soul.
Clayton: And to have it be picked...
Gilbert: It wasn’t a question of being picked. It was a 
question of doing it, making it happen.

Clayton: So, people at the beginning of the parade started 
carrying the Rainbow Flag. And then things sort of carried 
on from there? Or how did you -
Gilbert: No, I made two really giant Rainbow Flags, which 
were flying up in United Nations Plaza [San Francisco], 
June 25, 1978. And the reason I made them really big – 
huge, 30 by 60 feet, and again, at United Nations Plaza? I 
really wanted to use the birthplace of the Rainbow Flag as 
a way to express our kind of global “tribeness,” if you will. 
That we are everywhere. The Rainbow Flag was an answer 
to the pink triangle which really, up until 1978, was the 
kind of dominant symbol used to convey homosexuality. 
The pink triangle, though, was designed by Hitler.
Clayton: It was. And I know he used that - 
Gilbert: Yes, it was used against us, as homosexuals, the 
same way the Star of David was used against Jews. In fact, 
somewhere floating around here, there’s a poster that had 
a whole map of all the different symbols used to oppress 
gypsies, gays, Jews, blacks… 

 So, we needed something to answer that negative origin 
with something beautiful, something that wasn’t about 
murder and hate and holocaust. Something that really ex-
pressed our diversity, in terms of the rainbow being all the 
colors, as we are, in terms of it being all the ideas about 
sexuality, which we are.
And I watched that become gay, and then gay-lesbian, 
and then gay-lesbian-bisexual. Then gay-lesbian-bisexu-
al-transgender, and lesbian-bisexual-transgender-queer, 
and on down the alphabet. So, it’s evolved over the years.
Clayton: Can you do a timeline of that? 
Gilbert: Sure; I have. Many people could.
Clayton: Well, I wouldn’t say that. I’m doing a tattoo his-
tory book, and believe me, the gay history is certainly the 
hardest to get.

Gilbert: It is.
Clayton: And the female part is even harder. And there’s 
all these sort of transitions. The words sort of tumble 
through different formations: “I used to be a lesbian but 
now I’m a dyke, but I was never a lesbian,” and now there’s 

“Well, actually I’m not really a dyke, I’m ‘male-oriented’.” 
That’s, like, a new category. 
Gilbert: Oh, this has always been going on.

Clayton: Yeah, it would be an interesting timeline of 
those words, and how they’ve changed.

Gilbert: They’ve changed a lot. The word “queer” was 
really a pejorative, it was really used against us. Then we 
claimed it, to be a symbol of queer power. So yeah, the 
words change.

Clayton: So, do you think it was during the AIDS epidem-
ic, or like Jay Blotcher and those guys started Queer Na-
tion, and “outing” people, and that? Because that’s when 
queer means, you know, “I’m gay, I’m queer. Get used to it.” 

Gilbert: Yes, I’m a part of Queer Nation. I was, from the 
very beginning.
Clayton: And that was about, early ‘90s, right?
Gilbert: Sure.

Clayton: So, that was the transformation, turning that 
word… it’s like how some blacks use “nigger.” That was 
kind of the transformation of “queer” as a positive term.

Gilbert: In a rough parallel.
Joey: The original flag was eight colors - 
Gilbert: Yes! Hand-dyed, hand-colored.
Joey: - and each color stands for something. What was 
that?

Gilbert: The reason is, flags have to have depth. They have 
to have meaning. I was fully conscious of that because, 
like I said, I like to sew, and I was very influenced by the 
American flag. You have to remember that 1976 was the 
bicentennial of America, and that’s really when I began to 
notice the power of flags. Because the American flag was 
on everything, from incredible artwork to the tackiest 
souvenirs, and fashion… all the ways that the design of 
the American flag interprets itself. So many ways. That’s 
when I really started thinking, “Wait a minute, we’re not 
a nation; we are kind of anti-nationalists. But we can have 
a flag. It could be a very powerful way to express our visi-
bility.” Again, going back to Harvey Milk, Harvey’s whole 
central message was about visibility: that our power start-
ed with the individual coming out of the closet. When 
you’re true to yourself? When you come out? That’s the 
beginning. And the thread that holds the whole movement 
together. 

Clayton: Was Harvey Milk a big influence on you? 

Gilbert: Yes. Very much. We weren’t boyfriends, but I 

certainly looked at him as a teacher. Harvey said a lot of 
things that stuck with me. You know, his idea, that we are 
all each just a little molecule of water, in a wave that’s go-
ing to change the world. 
That stuck with me. That idea about coming out, about 
being visible. He said, “Power is always taken. It’s never 
given.” That stuck with me. And then, he was an incredibly 
funny, gregarious, theatrical guy. He had an appreciation 
for spectacle, which I’m really a masterful at creating, so 
we liked each other. A lot.
Joey: And that kind of spectacle goes go hand in hand 
with the Yippies.
Gilbert: In a way. I mean, Yippies and spectacle, that was 
a different thing.
Clayton: Was it hard to hang on to the fact that you de-
signed the flag? Because obviously, it became an interna-
tional seller...
Gilbert: No, I knew right away it was the most important 
thing I’d ever do. I knew right away, when I first made it, I 
wouldn’t be able to satisfy the demand. So, I had to go into 
the flag industry. I worked in the industry, as a vexillogra-
pher, for about 10 years, so that I could get the Rainbow 
Flag taken seriously by other flag makers. Because at first, 
I’d walk in saying, “Here’s the Rainbow Flag, and it’s gonna 
be the gay flag,” and you know, “Good Ol’ Boy Flag Com-
pany” down in Texas “didn’t wanna know nothin’ about 
anything gay”. So, check the number of years for that to 
really catch on. Finally, of course, they saw the pink dollars 
behind it, and they’re like, “Oh yeah, gay flag, we love it! 
<ka ching, ka ching, ka ching!>” 

But the flag is owned by everybody, so right away, I knew 

that I wouldn’t own it, the way that Pink Floyd owned 
Dark Side of the Moon. There’s no royalties.
Clayton: I understand that, but you’ve been able to estab-
lish that you were the one that created it? 
Gilbert: Ah. Yeah.
Clayton: That’s good. That’s hard to do.
Joey: In terms of the royalties, in terms of things being 
commercialized, the Pride Flag is commercial and you walk 
down the street and you see it - 

Gilbert: It’s everywhere. It’s on bank cards, and dog col-
lars, and condoms. You name it.
Joey: Did you feel, in any way, that you might have missed 
out?
Gilbert: Sure, I would be rich if I owned a penny on every-
thing Rainbow. But it wouldn’t be the same thing. I think 
the reason it works as a symbol, the reason that it endures 
as a symbol, is that we all own it. Everybody has their own 
idea about it. It’s a true flag, in the sense that everybody 
has their own idea about what it means, and everybody 
has shared ownership of it. So, when I’m in Ireland, or It-
aly, or someplace? They have no idea who I am, but they 
know that’s our flag.
Joey: What lengths did you go to, to protect it, that no 
one else could… ?
Gilbert: There are laws. There are laws about what flags 
are. Nobody owns the American flag. Nobody owns the 
New York flag. And nobody owns the Rainbow flag. There 
are laws.

Joey: Being someone who took over a historic place, and 
in some ways has commercialized it, as well, I’m in awe 
of your ability. I’ve been to your house. I’ve seen the flag. 
And, you know, I know the… I would say you could have 
made a couple hundred million dollars!
Gilbert: I’m pretty rich. I have a pretty rich life, as my 
friends say. Even though 
I don’t get royalties, I’m pretty royal.
Clayton: You know what I’m interested in, is, I created the 
first Clayton Hat, which puts embroidery going around the 
cap, the label, the symbol, and all of that. But to establish 
that as a concept is not easy to do. I mean, I can prove 
that I did it, but the interesting thing with you is, we know 
Betsy Ross is sort of identified as the one the created the 
[American] flag -

Gilbert: A myth, but keep going –

Clayton: - but for you to have gotten recognized as the 
creator [of the Pride Flag], that’s a big step.
Gilbert: It took a long time. I mean, you know it took a 
long time. You know, the thing that’s unique about it is, 
so much art is driven by personality and celebrity. It’s all 
about the signature. It’s not really so much about the con-
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tent. In the case of the Rainbow Flag, it’s all about the con-
tent, it doesn’t really matter who made it. The truth of the 
matter is, I make a few Rainbow Flags. I’m making them even 
as we speak, you know, for protest marches, but the volume of 
Rainbow Flags are coming from China now, so, you know, it 
doesn’t have my name on it.

Clayton: But it’s great to 
know you’ve been identi-
fied as the originator. 
Gilbert: Rightly so.
Joey: And so now that you 
have the flag, it’s displayed 
in MoMA?
Gilbert: Yeah in MoMA. 
That helped. In the White 
House. That helped.
Clayton: Did they give you 
credit for it?

Gilbert: Of course. They 
bought it. They paid for it. 
They collected it into the 
Design Collection. It’s a 
work of Art.

Clayton: But did some-

body do articles, in the beginning, and say you are the 
guy who created it?

Gilbert: Not really, no. It just sort of happened, along 
the way. 
Joey: You were in the community, so much… 

Gilbert: Yes, I was ac-
claimed and, you know, 
like I said, I was beau-
tiful and young and ag-
gressive and ambitious. 

Joey: Busty Ross!

Gilbert: Well, that came 
even way later. No, no! I 
mean, my art speaks for 
itself. I have a long list 
of credits besides the 
Rainbow Flag. I design 
flags for kings and presi-
dents. You name it. Paul 
McCartney, Madon-
na, Janet Jackson. You 

know, I’ve got a list.
Clayton: Did the Rainbow Flag establish you as a flag per-
son to go to? 
Gilbert: One of them. Yes, it helped. It certainly made my 
bones in the flag world. There aren’t that many people that 
can claim their design in the flag world.
Clayton: I can’t think of anybody else. I’m sure that there 
are, but I can’t think of anybody else.

Gilbert: And then, I am lucky that people love it. It’s beauti-
ful. It’s a natural flag. I’m kind of flabbergasted that nobody 
thought of it before. It’s so perfect. It’s so easy. It’s from the 
sky, you know, and it’s pretty. But there you go: right place, 
at the right time, doing the right thing.
Joey: On a different note, you know, obviously, what hap-
pened in Orlando last month [June 2016], and the Pride pa-
rades this summer, and even last week, in the news. Having 
been the creator of the flag, what do you think needs to hap-
pen, for change?
Gilbert: I don’t know. I don’t know. I don’t have any answer 
to that. Flags are not going to solve our problems. They’re 
pretty and they’re useful and they are powerful messages, 
but flags are not going to fix what’s wrong. Orlando - and 
all of the violence against us and against people in gener-
al – goes back to a central, terrible thing, and that’s hate. 
We have to stop hate. It affects everybody, sadly, in every 
community. So, I don’t have an answer for that, other than 
art is a great way to express anger. It’s a great way to express 
love. It’s a great way to express a vision. So, that’s what I do. 
I make art. 
Clayton: Do you sell anything, yourself?
Gilbert: I have a website. You can buy stuff there. Gilbert-
Baker.com. Please go there.

Joey: Can you still be commissioned to create flags?
Gilbert: Of course I can! No job too small! I’ve got to pay 
the rent.
Clayton: How much would it cost to have a flag?
Gilbert: I have flags on my website from $100 to $10,000.
Clayton: And what do you get for a $100?
Gilbert: You get a little tiny Rainbow Flag painting, on an 
easel.
Clayton: Signed?
Gilbert: Of course. For ten thousand, you get more. I do a 
series every year as an anniversary. So, let’s say, this would 
be the 38th Anniversary of the Rainbow Flag, 
I’ll make, like, 38 things. I made 35 hand-dyed original Rain-
bow Flags in eight colors, 
beautiful frame. That’s in the White House. And every year, 
I make a silkscreen or a poster or some kind of commemora-
tive, serial art. I learned that from Warhol: don’t just make 
one. Make a hundred. Sign them. And that’s been - 

Clayton: Bread and butter?
Gilbert: Well, I wouldn’t say bread and butter...
Clayton: Butter and jam...? [Laughing]
Joey: So, if we wanted to commission you to create an Over-

throw flag?
Gilbert: Oh yeah, I would help you, of course, but I don’t 
think you need me. You’ve got plenty of great artwork laying 
around here.
Clayton: Well, Betsy Ross is dead, and only a myth, so you’re 
the next-best thing.
Gilbert: Oh, well, see, Overthrow, that goes back to Alice. 
That was Alice’s thing. 
That’s how I know about it. It’s so funny that you’re here, with 
Overthrow [now] being a boxing place. Because of course, we 
were all big pacifists and never in our wildest dreams would 
we have ever thought of anything like boxing to be here. You 
know, it was going to be a cafe...
Clayton: But you know, Alice was a tomboy, and always very 
much into sports? 

Gilbert: Very much! Baseball. The Mets. Many, many an af-
ternoon, watching the game with a beer.
Clayton: And a joint.
Gilbert: And a joint, upstairs with Alice. And of course, she 
was a prodigious printer. 
She knew all about printing, you know, all those early Over-
throw’s and the ways that we disseminated information back 
in the ‘60s and ‘70s.
Clayton: One of the reasons we gave her an Acker Award is 
because she’s actually responsible for Overthrow, the papers, 
The Yippies Times. Alice was the one that did all the work. 
She kept the building together. And Dana got all the credit.
Gilbert: Well, behind the scenes, we all knew who was real-
ly running the show. Alice was very inspirational. And she’s 
very thoughtful and very political and very wise. I learned 
a lot from her. Especially, coming from California, I didn’t 
know shit about New York. Meeting Alice was really a lucky 
thing for me, because I really figured out the politics of New 
York in a big way from Alice. And to a certain degree, Dana.
Clayton: And Alice is going to be one of the 12 people in this 
‘zine, too.
Gilbert: Oh good! Well, of course, absolutely.
Clayton: So, we understand Alice is very important. Right, 
Joe?
Joey: Yep.
Gilbert: Well, more than important. In terms of Over-
throw, she’s really a founder. 
And I think that goes back to her vision of using information 
and how to get people to change.

Clayton: Do you have a follow-up flag? Are you going to 
make something else?

Gilbert: No. 
Clayton: So what’s next in life? What’s your ambition now?
Gilbert: Book.

Clayton: You want to write a book about the history of the 
Rainbow Flag?

Gilbert: Yeah, I’ll do a book about the history of Rainbow 
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Flag. It’s a phenomenon. 
It’s all around the world. I get pictures from Turkey and Chi-
na and Russia, you name it. It’s unbelievable, and every one 
of them has a story. It’s an incredible phenomenon that hap-
pens everywhere.

Clayton: The Muslim world? The Christian world? 

Gilbert: Not so much. It’s still emerging. It’s still very con-
troversial. You try putting the Rainbow Flag up in Tehran? 
You’re in trouble. Saudi Arabia? I don’t think so. 

Even Africa. Uganda, there’s a couple of really wonderful 
pictures of some young, beautiful black activists in Ugan-
da who had their first ever Gay Pride and they’re out there, 
flagging, you know, the disco flag thing, with their Rainbow 
Flag. That’s really brave, in those places. So it’s still emerging 
as a symbol of protest. It’s a symbol of identity. I mean, in 
New York, the Rainbow Flag is just, you know, basically an-
other big decoration. In America, most places, it’s pretty ac-
cepted. Still, some places, it’s not. Some places, you can get 
vandalized, you can get in trouble with the Rainbow Flag. 
It’s still political.

Clayton: Are their problems in this time and age, to have a 
flag like a mile long, carried by... a lot of people?

Gilbert: Yes. About 2,000 [people]. That’s a lot of imagina-
tion and a lot of “imagineering”. A lot of butt kissing, to get 
all the... community and city and... you name it. I mean, to 
do that in New York? A mile long flag in New York? I ended 
up in federal court. I had to sue them. I had to sue the city. 

And I lost. I lost. And basically, it was like the day before, 
and I was like, “Well, okay, I lost. But you can’t stop it.” So, 
you know they reluctantly backed off a little bit. Yeah, it was 
provocative. Of course, it was Giuliani. Those big public dis-
plays are feats of organization, as much as anything else. It 
was easy to sew a mile-long flag. It was complicated to get 
10,000 people to do it.
Clayton: What you need is a “Hidden Rainbow” flag for Gi-
uliani. A “closet, gay love” flag for Giuliani. Do you have a 
“closet” flag?

Gilbert: No, but I did do a flag once, for these young Queer 
Nation types, back in the day. They said, “We don’t want an 
identity. We reject all identities, and we want a Flag.” So, I 
made them a clear flag. Just clear. Flags are interesting to 
work with as a palette, because they are very political, in so 
many different ways. I love it. It’s fun. It’s very fun!

*
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Joey: Just so kind of you know, so we are doing a ‘zine and 
it’s called “12 Rounds.” Twelve fights, 12 struggles, and we 
have 12 different people who are doing really cool things, and 
it varies from fashion to...

Clayton: Riker’s Island...
Joey: ...Riker’s Island, to the runway. Michele Lamy. We’ve 
got Glenn O’Brien, who found Basquiat. We have Gilbert Bak-
er, who designed the Gay Pride Flag.

Hailey: Oh, wow. That’s cool.
Joey: Who else do we have? The Fat Jew. So, to start tell us 
who you are and what you do?
 
Hailey: I’m Hailey Clauson. I grew up in California. I’m 21 
years old. I moved to New York City to model when I was 15, 
and I have been doing it ever since. And I just got the cover of 
Sports Illustrated Swimsuit.
 Clayton: Did you come here with your mother?
Hailey: I came here with my mom, my mom and my Dad 
kind of split up at the time. And then eventually I was on my 

own, which was crazy. But it worked out.
 
Clayton: Being a model at 15, that’s pretty young to be in 
New York.
Hailey: It was really crazy. I was awkward and didn’t really 
fit in, in my middle school and high-school years. I have been 
this tall since I was that age. So, I kind of found the world that 
I fit into. It felt natural and I didn’t feel out of place. I really 
enjoyed being here at that age.

Clayton: Where in California are you from? 
Hailey: Thousand Oaks. It’s outside of LA. Southern Califor-
nia.
Joey: What is the difference between California - that life-
style in California - and New York City?
 
Hailey: It’s totally opposite. California is very slow, go with 
the flow, not doing much during the day. Then you go to New 
York, and it’s bang! Fast paced, nonstop, straight to work.
 Clayton: Was Mrs. Ford there when you joined?
Hailey: No, unfortunately not. That would have been cool. 

 
Joey: So, when you were 14, you got discovered by Ford 
[Modeling Agency]. What was that like, at 14? 
 
Hailey: I always have loved fashion so much, ever since a re-
ally young age. I knew I wanted to do something in fashion, 
but I wasn’t expecting to model. And then, once I got that 
opportunity, I was like, I’m going to run with this and see 
where it goes. But it was a whirlwind. It was crazy.
 Clayton: How can people get into fashion?
Hailey: I researched about open calls, which are really going 
to an agency and trying to get signed. I didn’t expect much. I 
just thought I’d give it a shot.
Clayton: So, was it a big struggle to get signed? Or it was 
pretty quick? 
 Hailey: That was the first agency I went into, so it ended up 
being pretty quick.
Joey: She did it on the spot.
Hailey: I did it on the spot. I got signed right there.
 Joey: One thing to preface this: there is one thing about 
Hailey that I find really cool. Hailey is so down to earth and 
humble. You kind of forget that you are sitting here - you 
don’t forget because of how gorgeous you are, but - because 
of your demeanor, you forget that you’re the Sports Illus-

But it’s still not easy. There is always the struggle - you are 
being judged on your looks - which is not always the best 
feeling. You have to be strong in that way, about that kind 
of stuff, and not take it personal when it’s not real life, in 
that way.
Clayton: Did you do any training before, to model?
Hailey: No. I studied the magazines. I studied, because I was 
interested. I kind of relate modeling to dancing, moving in 
front of a camera... 
Joey: Or boxing.
Hailey: ...or boxing, yeah. Just being able to move your body 
in a weird, interesting way.
 
Clayton: So, to be a model you have to almost be a Muham-
mad Ali. A lot of people can box, but very few people can 
model. There is whole set of moves that are just kind of inter-
nal or instinctual or something, and you must have had that.
 Hailey: It’s like being an actress, pretty much. You have to 
transform and become somebody else.
 Joey: And not to mention, you are in such a competitive 
industry that you could be yesterday’s news, just like that. So 
it’s there is a lot fight involved in terms of staying relevant.
 Hailey: It’s extremely hard. So many girls are so aggressive, 
and nowadays, it’s like the industry changes every single 

trated Swimsuit cover girl. You’re a supermodel, 
but you’re down to earth and cool.
Hailey: [Laughing] Thank you.
Clayton: Did that change your life?
Hailey: Yes, definitely. That [cover] is like the ulti-
mate goal.
Joey: What were some of the fashion shows and 
campaigns that you have been involved in? 
 Hailey: When I was 15, I did my first Fashion Week 
season. My first big show in New York was Calvin 
Klein, which kind of took my career off, I would say. 
Then I went to Europe and did Gucci and Dior and 
all the biggest designers. But I was 15, which is the 
craziest part about it.
Clayton: The way you talk about it, you make it 
sound really easy. You probably were a natural, then. 
I photographed this guy in Europe a while ago. His 
name is Zombie Boy. Do you know him?

Hailey: Yeah, yeah.
Clayton: For whatever reason, he’s got it. He just 
has the faces. I’ve seen some of the TV [shows] 
where they are training people to be models. And it’s 
actually very hard. 
Hailey: It is.
Clayton: Do you either have it or don’t have it? 
Because to actually get picked up and not to have 
training or not to have practiced a lot, that’s pretty 
amazing. 
Hailey: I think it’s just about adapting to your sur-
roundings and being able to listen to people and 
learn from people like any job. You have to under-
stand that part, in modeling, to grow in the industry. 
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year. You have to always be keeping up and trying to 
stay around. For me, I feel good because I stayed around 
for seven years, which isn’t that long in most industries. 

ble now to be 70 and be a model. If you took care of yourself, you 
could pretty well do this for your whole life.
 Hailey: Yeah! And if you are a character and have something more 
to offer, you can continue in this industry forever.

Clayton: Are you a character? 
Hailey: I would say so. [Laughing] I think we all are.
 Joey: How did you stay grounded? You see some of our friends 
- I’m not going to name any names - they bring all kinds of in-
teresting girls and guys around that have all kinds of issues and 
do things. And none of them may ever even reach anywhere near 
where you’ve reached, right? Yet you’ve managed to stay grounded. 
You live healthy, you work out, you don’t do drugs, you don’t do 
any of that. You’re just down to earth.
 
Hailey: I am just balanced. When I first started, I met a lot of mod-

But in this industry, it’s a long time. And to constantly 
be getting better and better, for me, is a big accomplish-
ment. It’s rare in that world.
Joey: You were this awkward kid in high school and 
then you are rocking the runway. You are 15. You do 
Calvin Klein. What happened to that high school life for 
you? 
Hailey: I eventually got so busy, I had to do online 
school. Then I would go home and go to school when I 
could, but eventually I just felt so... in a different world.
 Joey: So, you were fighting to be able to be a normal 
girl, a normal teenager growing up, plus you were being 
thrust into this world. There is kind of a push and pull. 
You are lucky enough to experience everything, and yet 
you probably want to be able to go to your high school 
prom.
 
Hailey: Exactly! I learned so much more, traveling the 
world, which I realize. But it was weird, going home, be-
cause I did not fit in. I would try to tell people what 
was happening in my life and they wouldn’t under-
stand. It was very weird.
 Joey: She wasn’t the queen, and 
then literally within a year she be-
came the queen, and that’s cool 
to me. When you got thrust into 
that world at 15,16, what was 
the pace? I’m sure that it was not 
just everyone drinking wine and 
cheese. What was that like, behind 
the scenes?  
Hailey: It’s aggressive. It was so fast 
paced, I barely remember it. That’s how 
fast it was.
 
Clayton: I would think it would be like that. 
There is so much going on before the show 
and you’ve got to change, and you’ve got 
to get your hair done, you’ve got to get

 your makeup done. It’s not really a relax-
ing time. It’s just go, go, go, go, go.
 
Hailey: Exactly. It’s you get ready for an 
hour, fast, fast, fast. And the show lasts 2 
minutes and you’re done. It was an adren-
aline rush for sure. It was fun.
 Clayton: Modeling now goes pretty well 
[across] the whole age spectrum. It’s possi-

els that I looked up to and they weren’t all very nice to me. I was so 
disappointed by that. Which, I think, really affected me. We all are 
equal. We are all the same so I don’t think anybody should act like 
they are better than somebody just because they are successful at 
what they do. I feel I’m successful at what I do because I stay who I 
am and I stay true to myself.

Clayton: There is always a period you go through when you first 
get fame, and it goes to your head. When was that, 
for you? How long did that period last? Because ev-
erybody goes through that. It’s a natural phenom-
enon.
Hailey: Yeah, I think obviously, you get that feeling 
like, “I’m doing well,” but I never felt that I treated 
people differently for that reason. But obviously, it’s 
going to make you 
t h i n k 

“Wow, I’m...”

Joey: You’re a little lighter in your step. 
Hailey: Which is not a bad thing, because it gives you that 
confidence. But there is a way of...
 
Male: Hopefully, you get through that period. Most people 
do. I think you have.
 Hailey: I definitely am not in that period, at all.
Clayton: You know the period I’m talking about?

Hailey: Yeah, definitely. I’ve been doing this so long and 
struggling to get to where I am, for so long, that it’s not 
worth being like that.

Clayton: Everybody goes through that.
Hailey: Yeah, of course.
Clayton: So, were you difficult at that time?
Joey: I don’t think she was. I’ve seen her for a few years, and 
I don’t even think she’s aware of how good she is.
Hailey: I don’t think I was. Everybody goes through it, and 
you have your moment, but I never was that bad.
Clayton: You had a pretty stable upbringing?
 Hailey: Yes. I mean, it wasn’t like the perfect upbringing, 
but my parents kept me headstrong and street smart, which 
is cool.
Clayton: When you went through that period of realizing 
the fame and all that, how did you avoid the drugs and the 
parties, because that becomes part of the natural suite?
 Hailey: Ever since I’ve been in New York, that’s always been 
offered. Going out, and the nightlife, it’s always there. I just 
had to learn how to have a good balance. You can hang out 
with those people, but you don’t have to get involved with 
the bad things.
Joey: So, take us through how you get to the cover of SIS?
Hailey: Well, after I did fashion when I was really young, 
my body changed. I became more womanly and the industry 
didn’t really know what to do with me anymore. That’s pretty 
normal, once you become a woman and develop out of your 
teen years. So, I was struggling for 2 or 3 years to figure out 
where I was in the industry.
Clayton: This is when you were 18?
Hailey: Yeah, 17 and 18 and they’re like, “Okay, maybe you 
are done. Maybe you are not,” and I was like, “No, I am not 
done. I’m going to work my ass off and make it happen,’’ be-
cause there’s so much more I could be doing. I met Sports 
Illustrated and they all really believed in me and loved me 
for the way I was. Which I was looking for. I did the first year, 
and just shot for the magazine. And the second year, I got 
the cover.
  
Joey: Your boyfriend, Julian Herrera, is a trainer here at 
Overthrow. He trains you in boxing. Talk a little bit about 
your boxing routine and what that does for you.
Clayton: You do boxing, instead of drugs.
Hailey: It’s a good drug! Boxing is the best drug. It’s very 
addictive, but in a good way. I have been boxing for two years 

with Julian, which is kind of cool. We just kind of started 
messing around with it, and I eventually got really into it 
and saw how my body changed. I was having fun. And you 
don’t feel like you are working out, which I like about boxing. 
You feel like you’re always getting better. It’s a hobby, pretty 
much.
 
Joey: It gives you energy when you’re done, to go do other 
things.
Hailey: Yeah! I came here the other day. I was starting to feel 
sick, and I was, “Okay, I’m going to box. Sweat it out.” I felt 
so much better.
Joey: So, you were here in the very beginning. It’s kind of 
a clubhouse for all of us. You had your birthday downstairs, 
before there was anything downstairs. How have you seen 
this place change?

Hailey: I have known everybody since before the gym was 
here. You wouldn’t see everybody as much, which was always 
kind of sad. But ever since the gym has been here, it’s really 
brought everybody together. It’s created this cool little fam-
ily. It’s nice to have that in the city, because a lot of people 
aren’t from here. I’m not from here.
Clayton: So, for someone that’s really hip and on it and out 
there, don’t you think [Overthrow] is one of the most hap-
pening places in the city right now?
 Hailey: Oh, yeah. I mean it’s more than just a gym and a 
studio. 
Clayton: It’s a collective. Good people...
Hailey: It’s a lifestyle.
 Joey: When you got the cover of SIS, you were there with 
Ronda Rousey and Ashley Graham. Did you tell Ronda Rous-
ey that you think you could take her in the ring?
Hailey: No! Oh my gosh, could you imagine? But I was re-
ally, really excited to be next to her, because I am a big fan.
 Joey: Right now you are 21. You are still so young and 
you’ve done so much. More than, say, just being a pretty face, 
what’re your aspirations? Looking down the road, where do 
you see your personal brand? 
 
Hailey: The cool part about being a model is I have built a 
name. I would definitely love to use my name and create a 
brand, hopefully a clothing line. I want to explore my other 
interests and see where it takes me, as well.

Joey: Which are...?
Hailey: I love taking photos. I love art. There’s so much I just 
need to express and I could use to my advantage, eventual-
ly. But I just want to grow in this industry and see where it 
takes me, on top of creating a brand.         
 Clayton: Do you see your name as a brand, or your figure as 
a brand? Do you want to actually brand clothes? Or do you 
see the whole thing as a brand?
Hailey: I would say I see the whole thing as a brand.
Joey: Cindy Crawford did.
Hailey: Yeah, nowadays everybody is doing it. It’s not easy 
but it’s a door [that’s] open: using your name as the brand 
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and then creating a clothing line, creating a makeup line, make 
anything, it’s all open. You can collaborate with people.
Clayton: Have you tested anything?
Hailey: I have a few possible things in the works. I don’t want to 
say anything for sure yet, but we’ll see. It’s all very available to 
me at this time. It’s just about figuring out exactly what I want 
to do and then making it happen.

Joey: In life, in every industry, everyone feels people should be 
something, or should look a certain way, or act a certain way. 
Once again, most people would say “oh, she’s’ gorgeous,” what 
does she give a shit about?” But obviously, you are more scruti-
nized than anyone. How are you able to go into the zone - just 
like a fighter - so that you block out that you have this idiot over 
here saying “ Oh well, she gained half a pound...” What would 
your advice be to anyone, man or woman?

Hailey: I have my period of time when I was affected and even-
tually I realized, “I’m me. I am going to be the best me, for me.” 

Clayton: Well, actually that’s a very good attitude. Take the 
high school period. I don’t even think it matters who you talk to 
in high school, everybody, the queen, they all have “self” issues. 
It’s just part of growing up. And people don’t realize that every-
body feels the same way.
  
Hailey: I work out hard, I eat healthy, and if somebody has a 
problem with the way I look, then “fuck you.” And that’s all you 
can do. Just believe in yourself.              
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Clayton: So, here we are with are with 
Joey Goodwin, Power Malu, and Clay-
ton Patterson We’re doing an interview 
for our fanzine about “the struggle.” The 
struggle can be any kind, any number, of 
difficulties. You were just talking about 
reflecting on your life. And about a mov-
ie you’d like to make, that reflects the 
struggle of surviving on the Lower East 
Side, people being evicted and hood-
winked, and whatever. 

Joey: First, Power, tell us who you are 
and a little bit about your history.

Power: My name is Michael Angel Viera, Also Power 
Malu, Babee Power, Mike Power, Power Viera, all these 
AKA’s people got for me. Basically, been the “mayor” of the 
Lower East side. People know me as being neutral. I’m able 
to go to any project, anywhere in the Lower East Side. Not 
take any sides. Just have love for everybody, have respect 
for everybody. I started going out, hosting shows, when I 
was about 15 years old. I used to promote a lot of parties in 
New York City. That got me into the clubs. I was able to get 
on the microphone, introduce people that were performing, 
became this whole “slash” person that was seen everywhere. 
I got invited to be part of music videos by a lot of artists and 
directors. I got known as “the kid that’s in everybody’s vid-
eo” and it became this thing in the ‘90s where, if I wasn’t in 
the video, the video was not “official.” So, there are dozens 
and dozens of videos that I’m in, and it’s like the “Where’s 
Waldo” type of thing. 

Then, being that I was in all these videos, I also started doing 
a television show called My Life Television, where I would 
do sketch comedy, improvise, and invite people to come down 
as guests that I would interview, in the music world, in the 
acting world, and in the party world. And it became like a va-
riety show. Out of that show was born The Lyricist Lounge 
Show, which premiered on MTV in 2000: the ideas from My 
Life Television, combined with another couple of artists, 
Wordsworth, Master Fuol, we created the idea for the first 
ever lyrical sketch show. I became well-known for that.

In the meantime, I was working on music for Latin groups 
and Hip Hop groups, where I would do a lot of writing - what’s 
called now “ghost writing.” I was doing a lot of consulting and 
helping to put together TV productions or music productions 
with different artists and producers. 
From that, I was seen by a lot of my people from the neigh-
borhood. And that kind of gave me a lot of ambition to do 
even bigger things, so that I can always come back to the 
neighborhood and be able to help those who thought that it 
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was a difficult thing for them to get out of the neighbor-
hood. 
Then, being that I was in all these videos, I also started do-
ing a television show called My Life Television, where I 
would do sketch comedy, improvise, and invite people to 
come down as guests that I would interview, in the music 
world, in the acting world, and in the party world. And it 
became like a variety show. Out of that show was born The 
Lyricist Lounge Show, which premiered on MTV in 2000: 
the ideas from My Life Television, combined with another 
couple of artists, Wordsworth, Master Fuol, we created 
the idea for the first ever lyrical sketch show. I became well-
known for that.
In the meantime, I was working on music for Latin groups 
and Hip Hop groups, where I would do a lot of writing - 

I spend a lot of time with them growing up in the neigh-
borhood. There’s just circumstances that cause people to do 
things, but their intention is never to hurt anyone. Some 
people make the wrong decisions, and you know, that’s un-
fortunate. For me, it makes me sad when I come back and I 
don’t see those people anymore. Or if I do see these people, 
they are doing the same thing that they were doing when we 
were kids. So, they have not grown, and that’s bothersome 
to me. 
It gives me the sting of “Survivor’s Guilt,” if you will, that 
I continue to struggle with, because it’s a thing of keeping 
it real. What is “keeping it real”? To me, it’s not selling out. 
In the sense that, when you’re in this business of music or 
entertainment, unfortunately, there are some blows that 
you have to take. But that doesn’t mean that you have to 

what’s called now “ghost writing.” I was doing a lot of con-
sulting and helping to put together TV productions or music 
productions with different artists and producers. 
From that, I was seen by a lot of my people from the neigh-
borhood. And that kind of gave me a lot of ambition to do 
even bigger things, so that I can always come back to the 
neighborhood and be able to help those who thought that it 
was a difficult thing for them to get out of the neighborhood. 

A lot of my friends who were either locked up…  you know, 
the clichés that you hear, “either locked up or in prison,” are 
all true, when you’re talking about my neighborhood and the 
Lower East Side. There’s people that have survived the Low-
er East Side and there’s people, unfortunately, who have not 
survived the Lower East Side. All good people, to me, because 

sell yourself short on everything. You have to pick and choose 
your battles. And to me, there’s always been a struggle of me 
not wanting to be involved or identified as a person in this 
industry. I want to always be outside of it and try to make a 
change from the outside. And I think that’s been my biggest 
struggle: that there are so many fake and phony people in this 
industry. It irks me to see the amount of people that might 
see success because they’re snakes. And that is kind of like the 
general way of being. It sucks, because as artists, you pour out 
your soul and then there’s these leeches that take and take 
and then, they never want to share. 
So, that’s always been my struggle: who do I get into business 
with, or who do I share my heart with? Because I’ve been so 
attached, and not wanting to let go, that has held me back. 
As well as a lot of other artists that I know. It’s like, “I don’t 
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feel comfortable with this person,” but yet that person can 
get you in the door, can get you money to get your project 
made, but...

Clayton: Don’t you find it as - I don’t want to say a typi-
cal scenario, but - one of the sort of drawbacks of coming 
from a place like the Lower East Side? It’s not shame; it’s 
that you identify enough with all the other people, that you 
don’t want to seem like you’re over and above and getting 
too much. And also the fact that it kind of holds you back, 
because you’re not used to taking more. You know what I 
mean?

Power: Absolutely. It’s the honesty and having this built up 
inside of you… like a sense of community. You always want 
to help everybody around you.

Clayton: In the end, do you think it’s really honesty? Or do 
you think it’s just a restriction?

Power: It becomes a restriction, if you’re allowing that to 
hold you back.
Clayton: So, how do you get over that? That’s a big struggle.

Power: This is the struggle that I been dealing with.  My - 
whatever people might deem as - “success,” to me, is just part 
of this journey that I’m on. That I’ve been able to travel the 
world, I’ve been able to perform, doing music, in theater, do-
ing what I love to do.
Clayton: You’re talking about a movie, which I understand 
entirely. I want to ask you this question, ok, because it per-
tains to the struggle, for myself. For example, I have a huge 
archive of the Lower East Side but I know, basically, it’s not 
Elvis Presley, so people really aren’t interested. You’re much 
younger than I am, but you’re in a way facing the same strug-
gle, right now. Because this movie, which would be under-
stood by people like myself and people in the neighborhood? 
Really, it’s not Hollywood material, because it’s not a Holly-
wood subject, and nobody really cares, right? 
So, it’s really trying to raise money and it’s really trying to 
be an activist, in the sense that it brings knowledge to other 
people: that what’s happened in the community has really 
destroyed families. But on another level, for you to do that, 
it’s going to cost you the time, the money you make, the 
money you save, the work that you do, because the chance 
of the movie going much beyond just a neighborhood doc-
umentary…? It’s probably not going to happen. So, how do 
you deal with that?
Power: Well, I always like think that there’s beauty, here in 
these gardens, and then there’s these people who want to 
build buildings [who] disregard the community and the fiber 
of the community.

Clayton: Which is true. 
Power: So for me, it’s like, as an artist, you should always 
think about doing something that’s going to inspire, and 
make people aware of what’s really going on. You’re a report-

er of whatever neighborhood you’re from, whatever you’re 
dealing with, whatever you see.

Clayton: People really don’t care.
Power: People don’t care, but - 
Clayton: People don’t care.
Power: But, you know what? As an artist, you need to stick 
to what you believe. And if it’s going to take longer? Then let 
it take longer.

Clayton: So, let’s take a friend of Joey’s here, for example. 
Lloyd [Daniels]. “Sweet Pea.” Sweet Pea, because he went 
into an arena that - without question - was outside the neigh-
borhood and had a built-in, big money audience, he didn’t 
have that conflict. Understand, his conflict wasn’t teaching 
basketball in the neighborhood community. His conflict was 
the NBA and how does he deal with himself. So, he automat-
ically was inside this moneyed arena. But what you’re doing, 
doesn’t have that luxury. We both understand that to do it, 
on this neighborhood level? In the end, it could take you a 
year, and it’s not really going to go anywhere. Whereas, if 
you concentrated on something more commercial, you could 
spend the same time and do the same amount of work and 
have the same consequence - because you’re helping people - 
but it would take you to an international level, and be much 
larger.

Power: It all works together. If you tie it together, it all works 
together. It’s just that no one really knows a blueprint -

Clayton: Well, you’ve got a pretty good idea after doing it, 
for years. You know what sells, what doesn’t sell.

Power: Right, you know what sells. There’s certain things 
that you do just for the art and then certain things you do 
to get international acclaim. Or to be able to make them. It’s 
why I was saying that, some things? You have to bend, when 
it comes to them.

Clayton: Because that movie is going to be a hardship, no 
matter what.
Power: Yeah. It’s going to be hard.
Clayton: Even if you get the money.
Power: Yeah. It’s going to be a hard sell.
Clayton: And even to get people to show up at the screen-
ing, it’s going to be hard. First night? 100 people are going to 
come. After that, there’s 10 people. Then there’s three peo-
ple, and you’re going to be playing in a film anthology.

Power: Like, who really cares enough, that’s going to sup-
port it? And how do we get people from outside of the neigh-
borhood… to understand? 
Clayton: Yes. That’s the point. Let’s say, by chance, you just 
happen to make a movie about Alicia [Napoleon]. If you 
spend the time on that, and she’s a woman and she makes it, 
then as a boxer, it internationally becomes big? Then you’ve 
got a project that will go, no matter what. And it’s still deal-

ing with neighborhood. It’s still dealing with community. 
And you’d be supporting Joey [at Overthrow Boxing Club 
NY].  

Power: Right. Absolutely. That’s a great story.
Clayton: So, in making those choices, which one would you 
choose?
Power: Both are great.
Clayton: But you can’t do them both. You could only do one.
Power: Why?

Clayton: Because to make a movie, it will take you a year to 
raise the money for each one. It’s hard, as we know, and to 
get the script, and get people involved, you know. It’s hard 
enough getting this interview, never mind doing two movies. 
Because that’s a possibility for something that could be inter-
national. We were saying, he’s talking about doing this mov-
ie about people losing their homes. I’m also saying because 
Alicia is World Champion and you have this boxing club here, 
that has a history - of Overthrow, the Yippies, and all that. 
And it’s also community. If, for example, you concentrated 
the movie on Alicia and she keeps going the way that she’s 
going, he then has a movie that will be heroic and inspiring. 
He will be part of the gym that you’re part of and it has the 
possibility of going to Sundance and having people really be 
inspired by it, you understand. ‘Cause I understand the other 
story entirely and I understand the sympathy for the other 
story. But the Alicia story? That could be a feature movie.

Joey: But at the same time, it’s about what a person’s heart 
is into. Jay-Z has a line where he says, “How can I feed the 
poor,” help the poor, “if I’m one of them,” or whatever, right? 
That’s kind of a metaphor for what you’re talking about. 
Somewhere, he goes very commercial and he, in some way, 
sells his soul. And he admits it. But doesn’t give a fuck, be-
cause that was his prerogative, right? Everyone has their 
prerogative, what they want to do, what their ambition tells 
them to do, or what they feel comfortable doing. 

Clayton: But they are choices. And neither one would be 
selling out, we agree with that, right? One just has the po-
tential of being commercial, and the other one has the po-
tential of not being commercial. I mean, I’ve spent my life on 
noncommercial things, I understand that whole genre. But 
that’s a choice.

Clayton: Part of the thing is, Power sees himself as an ideal. 
He sees himself as a mentor, in a way. It’s psychological. He 
wants people in the neighborhood to know that if you do 
the right thing and you try hard, it is possible to live here, be 
here, but also be very successful, right?

Power: Yes. That’s exactly it. 
Clayton: It’s just interesting, because now, you have a choice 
between two things that are equal. And one thing has a bet-
ter chance of being commercial. And neither one is selling 
out, because both movies are not about cheating anybody or 

whatever. So it becomes, “Which one do you choose?” That’s 
the struggle. 

Power: That’s a question, there, yes.
Joey: Growing up, you had a personal relationship with box-
ing. Your father was a professional boxer. You want to talk a 
little about that?

Power: Yeah, so, one thing about my dad is that I see him 
as an artist, himself. His art was his boxing. He took it very 
seriously. 
Joey: where did he train?

Power: My dad trained with Cus D’Amato. His name is 
Angel Luis Viera. He was around the same time with Jose 
”Chegüi” Torres. They were in the same camp together, 
along with [Mike] Tyson, when Tyson was a baby and Cus 
D’Amato took him under his wing. This was when Cus D’Am-
ato had one of his gyms on Irving Place. On 14th Street, near 
where there’s N.Y.U. buildings, now. Gramercy Gym. There’s 
a P.C. Richards there now. They have a tiny little plaque, a 
very tiny plaque to commemorate that there used to be a 
gym there, once. I remember going to see my dad train a lot 
when I was little. 
Power: That was one of the things. The other thing was his 
mother and my mom basically would always get together 
and try to get him to stop, because they were afraid he was 
going to get injured in the ring. Also, because they eventual-
ly found out - through his brothers and other people in the 
family - that he was threatened a couple of times because he 
refused to throw fights. 
Clayton: What was his livelihood?
Power: He actually worked for Housing, before it was Hous-
ing. He was a handyman, a Buildings person, whatever.

Clayton: How did he end up boxing? 

Power: His family - my aunts and my grandmother - migrat-
ed from Puerto Rico in the ‘50s. They came over here at a 
time when there was Italians on Elizabeth Street. There was 
constant fighting going on between Puerto Rico and Italians 
on the Lower East Side.
Clayton: A lot of Italians up around 11th, 12th [Streets]. 
First Avenue, 2nd Avenue…
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Power: They grew up fighting, you know. Him and his broth-
ers. So, that’s very much how he got involved. He got recog-
nized in the neighborhood and -
Clayton: Did somebody - a priest or a neighborhood guy - 
say, “Hey, you should get into the gym”?
Power: I’m not sure if it was a priest. I think it might have 
just been someone who was training people at the time and 
started a group in the neighborhood.
Clayton: A community improvement group? There used to 
be social groups in the neighborhood, in that period of time, 
that guided kids out of drugs and other problems, and into 
certain areas.

Power: Yeah. So, they grew up right here on Allen Street & 
Forsyth.
Clayton: Allen Boys? And there was the Forsyth Boys…
Power: Way before that. Actually, but eventually their off-
spring became integral parts of those groups. So, his thing 
was boxing. And of course, I always have him here [pointing 
to a tattoo] as a reminder. This was something that I did in 
Texas. I was working with this Tex-Mex artist named A.B. 
Power: Yeah, they called him The Kid. He passed away. It 
was an accident on the Lower East Side. Second Avenue and 
4th Street. He got hit by a truck, crossing the street. That 
was tough. December 4th, 11:53. 
He always had this thing that he was going to make a come-
back. But he turned to drinking because this is his dream, 
and now he’s not following his dream. 

Power: My “World Title” is to be able to inspire other art-
ists to follow their passions and to give them a platform to 

be able to do that. Because I understand how difficult it is. I 
understand that there’s people that have been really close to 
making a living, doing what they love, but circumstances in 
their lives caused them to quit. And they have never known 
if they could actually make a living doing what they love, so 
now they’re pretty miserable in their lives because they nev-
er followed through. My World Championship would be be-
ing able to inspire more people to follow their passions and 
follow their dreams and really go after what they believe. 

Clayton: You’re an inspirational coach. 

Power: And this is something that I do now, without having 
that major platform. I do it with people that are immediately 
around me and I see the impact that it has on them. This is 
why I want to do it on a global level. I know I can do it on the 
global level. I have that impact on people. 
You know, I have a running group that I work with, called 
BridgeRunners, and I’m always in the back of the pack be-
cause I believe that the back of the pack is where people start 
out. And the hardest part is for them is to continue. So, I 
inspire them, give them words of encouragement while we’re 
running, and sure enough, they’re now in the front of the 
pack. That’s what I love to be. I love to be that net to catch 
people from falling. 
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Genesis of Rivington Starchild

In the early 80’s, my father was a dope dealer on Rivington St. To the demise of oth-
ers, he was lucky on Rivington, and made a lot of money. He would point to the street 
sign and tell my mother how that would be the name of his son, and he would be a 
star. Now here we are.

Would he recognize the street today?

Perhaps he wouldn’t, he was killed in the Bronx six months after I was born. I’m more 
interested in knowing if he saw me today, would he recognize me?

DAMEHT’s mission? 

No mission at all in terms of social or political standpoint. Now, as for the members 
of the band or those who work directly with the band, I guess the “mission” was al-
ways to allow DAMEHT (all hail) to inform a way of life.

Meeting Clayton.

Clayton has been a walking myth for a long time in NYC. I knew about most of his 
work, but I approached him specifically about his photography, I wanted to see if 
within his archival photographs I would find a photo of my dad. I didn’t find the pho-
to, but I found a kindred spirit which today I call a friend. 

Our relationship.

Our relationship is both of contemporaries working together 
and of generational secret keepers, one that informs the other 
on how to proceed here. 

Triberus? 

As a graphic interpretation or abstraction, Triberus is a three 
headed cat. As an act of Transubstantiation, Triberus is the pro-
tector of the realm of DAMEHT, that turns a leather jacket into 
a modern Chilkat blanket.

Plan with the Clayton Cap.

It’s really carrying out Clayton’s plans, we are simply lending a 
hand. We are doing what we can in order to get out of the way, 
and let the caps do what they do. This all started by simply want-
ing to wear his caps, and after making some samples and test 
runs, we found a way to make the caps available for others that 
feel about them as strongly as we do. Five original designs and 
two designs in collaboration with DAMEHT will be released this 
fall through DAMEHT.com. Some of these caps have already 
been released in Japan at United Arrows.

NYC vs LA?

Rock-n-Roll happened, it’s no longer, and now something else 
must happen. French New Wave, DADA, surrealism, punk 
rock, on and on, it happened. Now we package it up and put 
our names on it like a manic defense, delusional as fuck. NYC 
vs LA is another kind of manic distraction, just something for 
us to feel like our decisions are movements, as if they are little 
revolutions. The sooner we get over ourselves, the sooner we 
can join hands in our futility and just be where we are, while we 
are there. I’m currently writing from Santa Fe, NM, on a bench 
as if it was NY, or LA, or Paris, but it’s 6000 feet above sea level 
with 20% less oxygen, providing a constant woozy feeling while 
I think of nothing at all.

DAMEHT playing in OVERTHROW?

Anytime
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OVERTHROW # 5 VASHTIE KOLA
Vashtie Kola

Joey: Just to start, tell us who you are and what you do 
and where you’re from.

Vashtie: My name is Vashtie Kola. I’m an artist. I direct, I 
design, I DJ, and you know I’ve directed for Justin Bieber 
and KiD CuDi. I’ve designed for Puma, Brand Jordan, and 
I’ve DJ’d like, around the world, in clubs but also for fash-
ion houses like Chloé and Barneys. But as much as I made 
a home for myself in New York City, I’m actually from 
Albany, so, the capital of New York.
Joey: So how did you end up downtown, and how did you 
get your start and everything?

Vashtie: Well, I grew up only a couple hours away from 
New York. But also, I just feel like… most kids, most 
artists? We’re really obsessed with the idea of New York 
because as a kid, growing up in the 80’s, you hear stories 
about it. And my brother and sister was seven and eight 
years older than me. My brother was gay and my sister was 
super into music, like “Crush Mode” and The Glitch Mob. 
So, they knew about New York. And my vision of New 
York, my understanding of New York, was from them. 
My brother would sneak off and come down here to go to 
raves and KiD CuDi parties and then he’d come back and 
tell me all the stories. So, I just kind of grew up with this 
idea, and this vision, that New York was this magical place, 
you know. Just all kinds of creatives would just end up in 
New York. And that’s the kind of place I’d want to be.  
So, I have to say, I was really obsessed with New York, even 
as a 6-year-old, 7-year-old. And in high school, when I was 

applying for colleges, I knew I wanted to pursue art. Art - like 
drawing and painting - was my background, but I wanted to 
pursue filmmaking, because growing up at that time, MTV 
was playing music videos. So, I was obsessed with music vid-
eos in the form of visuals meeting music. 

When I applied for art schools while I was in high school, I 
didn’t take a tour of any school. I just applied to every school 
in New York and got accepted to the School of Visual Arts. 
Then I went for the interview, and again, I did not even take a 
tour. Which is not something I would ever suggest to some-
one, but I was just, like, set. So, they accepted me, and I just 
moved to New York for film school.

Clayton: What year was this?

Vashtie: ‘99. 

Clayton: ‘99. And what was happening in the city at that 
time?
Vashtie: From what I can recall, it was when clubs were just 
becoming like, “VIP and bottle service”, but there was still, 
like, APT where Bobbito [Garcia] had his party. And I met 
a skateboarder from New York City in Albany, who told me 
when I got to New York to go to Supreme and meet some guy 
named Aaron [Bondaroff]. I remember my first seven months 
in New York I would go to Supreme, to talk to Aaron. Those 
days were different, because you really had to know people. It 
wasn’t like I saw you on Instagram, and now we’re friends. No. 
It’s like, who are you, and did someone else vouch for you, or 
are you going to put the time in to get accepted by us? 
Clayton: And Aaron was like a downtown hipster, a guy who 
was into everything. He’s the guy that created aNYthing, and 

also Supreme was big that time, skateboarding was big… 
and where was ALife at that point?

Vashtie: ALife was on Orchard, I believe and then, ALife 
was - I don’t know how to describe it - sort of every-
thing, all in one. It was like it was art, it was the street 
wear, it was skate, but it was beyond skate, too. It wasn’t 
strictly one thing. Yeah. It was on Orchard Street and 
then eventually, later on, it moved to Rivington St. Yeah.

Clayton: See, one of the things that’s different - with 
Vashtie, at least - when I first met up with her, she was 
part of these downtown scenes. And you got involved 
through Aaron, and Aaron was one of the central figures 
down there, and you have these different crews. And she 
- Vashtie - she hooked up with Kunle Martin, the head of 
IRAK. You had Aaron and then you have people like Har-
old Hunter, Dash Snow and these people who were really 
vital to the downtown scene, which shifted around. For 
a while it was aNYthing, for a while it was kinda Su-
preme and then it was, like, ALife, and ALife would show 
Shepard Perry first, a lot of people first. And these were 
big social gatherings of cool to the youth culture. Like 
Vashtie said, you had to know somebody, to even find 
out where it was. But once you found out where it was, 
and you were there for a while, then you became part of 
a crew. And Vashtie sort of assimilated into that whole 
crew scene.

Joey: Were there any women at that point? I know like 
Married to the Mob and that stuff wasn’t yet -
Vashtie: Yeah, that [MttM] came later. But just to your 
point, just real quick: when I was growing up - I’m from 
the ‘hood in Albany - there was a park, a local park, that 
we all hung out in. Which was common to, like, anyplace 
in the world. Where kids from the suburbs go, kids go 
to skate, kids from the ‘hood, kids were buying drugs or 
selling drugs or skating or whatever, like. So, I kind of 
pool my energy with all these weird kids in Albany. 
You know what I did in Albany? I hung out in record 
shops, I hung out at the tattoo shops, I hung out at the 
local park and I went to the skate shop because I grew up 
skateboarding. So, when I came to New York, I basically 
mimicked everything I had been doing. So, I would hang 
out with Supreme, I would hang out at That Beat, which 
is no longer there. But basically, mimicked my behavior 
from Albany to New York. But going back to your point: 
no, there weren’t many girls. There were girls. It just 
wasn’t that common, you know.
Clayton: Dash Snow was one of the only ones that kind 
of rose out of the crowd, within that little crew, wouldn’t 
you say?
Vashtie: Yeah, I would say so. I feel for the most part, 
yeah, it was definitely male dominated. I think like the 
girls...
Clayton: They all had girlfriends. But the girlfriends 
were more in the background.

Vashtie: Yeah, exactly. 

Joey: How do you get from just kind of hanging out with a 
bunch of creative, cool, downtown types to turning that into -

Vashtie: Turning into Vashtie?

Joey: Yeah, your brand. And also, like turning it into some-
thing that’s more than just like hanging out?

Clayton: Yeah, what was your first big break?

Vashtie: I would say my first big break was... okay, I really 
don’t know, ‘cause I feel like this was my segue way into the 
industry. I came to New York dressed like a tomboy and in the 
scene, literally, there was no girl dressing like me. I mean, if 
a girl dressed like me, it was that - I’m the only girl - but girls 
from the ‘hood dress the way I did, like in like Air Force Ones 
and baggy jeans, dressing like a boy. Girls at that time didn’t 
necessarily dress like that. And I sort of became known for a 
girl that dressed like that, in a scene where it wasn’t common. 
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And I also work at 2C, which is you know where Angelo 
from Supreme worked at, Chris from DQM who later 
started
Clayton: The team that started at Supreme was one of the 
people from 2C.

Vashtie: Yeah, he owns 2C, yeah.

Clayton: ‘Cause he used to own Union, where we sell our 
caps. He went to 2C, which is across from the post office on 
Prince Street, and then he went to Supreme, right?

Vashtie: Yeah.

Vashtie: Amazing. Basically, that really helped, I guess, 
create my look and my brand, which would help me later 
on. So, then I was in film school and I was directing videos 
and skate pieces for friends. And then after school I got 
recruited. There was a woman I’d met along the way, who 
worked at a record label. She told me her husband was 
starting a production company and that they were look-
ing for new directors. And at the time they wanted to 
work with me, they had Anthony Mandler, who was a big 
photographer at the time and is now a big director, and Mo 
Bee, who’s also a big director now.

That was really my break. But then I transitioned. I was 
working at the Nike store on Elizabeth Street, and then 
that same woman got a big position at Def Jam and she 
asked me to come in as Director of Creative Services. So my 
goal was like, you know, having the understanding of what 
was happening on the street level with trends and with like 
you know everything cool and then translating that into 
the artists at the label. So, you know, Rihanna wanted to 
go, like, edgy and bad. They were like who - which pho-
tographers - would you work with? And I was like, I would 
book Kenneth Cappello. Like, bringing in the downtown 
energy into the corporate machine. I worked at Def Jam 
for a year and did creative services and then realized that I 
just felt kind of... stifled, in a way. Because I wasn’t able to 
do all the projects that I wanted to do. 
So, during that time I started a party called “Intro22”. At 
the time I wasn’t a DJ or host.  You know me; my best 
friend just hated clubs. In New York, it was very typical, 
very cheesy. If you weren’t showing up in club clothes, then 
you weren’t allowed in. We really didn’t like that idea, so 
we just thought, “we want to start a party.” So, I started 
my party, “1992”. That was really popular, immediately, 
because there was nothing like it. It was a party that was 
dedicated to music from the ‘90s and that sort of blew up. 
The New York Times wrote about us, and then people 
from around the world were booking us to do parties in 
other countries and cities. 

So, I left Def Jam and was like, I am going to do everything 
I’ve ever wanted to do, right now. Because I don’t have a 
paycheck and I’m scared to death. And I think that was the 

only way I was able to really become myself. Because I had no 
choice. I didn’t have any comfortable paycheck. So, I went real-
ly hard with directing music videos. I started doing my party. 
I teamed up with Q-Tip and helped him with his party. At the 
same time, I launched my own brand - Violet - and within 
that year, you know, I was just sort of making waves here and 
there. 

Around 2008 - no, 2009 - I had a birthday party. I was ob-
sessed with Jordans, and still am. So, for my birthday party, 
I had a giant [shoe-shaped] Jordan 3’s birthday cake which 
got the attention of a lot of people. A month later, I ran into 
a friend [Astor Chambers] who was working at Nike, and I’m 
like “oh, did you see my birthday cake? You know, I did this 
crazy Jordan cake.” And he’s, like, “Wow. You know I work at 
Jordan now?” Knowing I was a fan of the brand, and I’ve al-
ways sort of dressed like a tomboy and whatever, he basically 
gave me the opportunity to design a Jordan. And I became the 
first female to design an Air Jordan. And it helped that I came 
from that scene. 
Clayton: You were pretty well known in the hip hop world by 
this time. And through all the videos and all that, you had a 
lot of fans.

Vashtie: Yeah, true.
Clayton: And what about Puma?
Vashtie: Oh, Puma came recently. Yeah, Puma approached me 
in like 2011 or ‘12 about doing a full collection, 2 seasons of 
footwear and apparel.  That was sort of the beginning, the Jor-
dan deal, and then my launching my brand. Now, I do Select 
Brands, Converse...
Joey: So, out of all this, what was the biggest struggle or 
fight? Was it at that moment when you didn’t have that pay-
check and you just knew you had to fend for your own?
Vashtie: Well, my parents are from Trinidad, and they didn’t 
have much education growing up. They’re very hard-working 
people. Like, my mom worked doubles all the time. I barely 
saw my parents ever in the same room, because they were 
always working. They came to this country to give me an 
opportunity. I was the first person [in my family] to go to col-
lege. I mean, even just art school alone, the idea that I got to 
go art school? My parents were like, “I don’t understand... like, 
you use your brain? What do you do for work?” They don’t 
understand what I do, even to this day. But I think I have this 
immigrant kid-like fear of being lazy or slacking. So, walking 
away from this job just felt very, I don’t know, bold of me. My 
parents just don’t understand: “You have a job with insurance 
and you’re walking away from this?” So, I kind of felt like I 
needed to get myself together. I’ve got that guilt of being lazy. 
Or not pursuing everything really mortifies me, more than 
anything. And you know, I didn’t have a backup plan. 

My parents have never paid my rent. I’ve been working since 
I was 12, so I think that for me, it was just like, I need to keep 
moving. I think that was probably the one thing that pushed 
me as far as it did. I recently read that there’s two kinds of 
people in the world. One that works towards goals. And one 
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that works away from goals: someone who’ll do the bare 
minimum so that they don’t get kicked out of their apart-
ment.
Clayton: Really?
Vashtie: So, the fact that I could get kicked out and I have 
no choice...

Clayton: I think you’ve done pretty well better than any-
body downtown, almost, really. There’s no question you 
turned out a star, out of that. You’re known on the horizon 
as somebody who’s doing really well - kind of jumped ahead 
of everybody - and I think that’s true.
Joey: So, speaking of that, Clayton hosts the Acker Awards. 
Describe what the Acker Awards are?
Clayton: The Acker Awards are given to people within the 
avant-garde cultural community, people who have made 
great contributions. Usually, people who have been around 
for a long time, but have not been recognized for all they 
have done over the years. They are not really part of the high 
point, the hierarchy, the establishment. They have been part 
of the underground, instead, so it’s kind of like that. 
Joey: A lot of those people, I think in some way, or in a 
different time, they probably aspired or wanted to be able to 
swim in some of the circles you’ve been able to be in.
Clayton: All of these people are players. There’s no question 
about it.
Joey: But some of them, even more so after the fact, be-
came players then.
Clayton: Let’s take an example. You know who Marcia Res-
nick is? The photographer? Okay. She did a lot of early rock 
‘n’ roll in the late ‘70s early ‘80s, all of that. A great photog-
rapher, who’s obviously part of the scene, because she got 
pictures you can’t get, unless you’re part of the scene.

Joey: She did punks, provocateurs…
Clayton: Anyway, she now is starting to get acknowledgement 
for what it is she did. And of course, there were periods that she 
went through, like with heroin and some other things like that. 
But the thing of it is, the reason she didn’t make it to that place 
was because one of those scenes had bombs buried in there, 
and drugs were certainly a part of that. 

And you escaped all that. You were able to go through those 
scenes, which were a heavy drug scene and heavy party scene, 
and not get fucked up. That was an accomplishment, just in 
itself. Because that was the downfall to most of them in the 
end: drugs. Almost everyone from that high life skidded out, 
because of drugs, and I don’t think you ever got twisted.

Vashtie: No, I was straight edge at that time, too.

Clayton: Yeah, which was a hard thing to do, because that 
was definitely a heavy-duty party scene and Vashtie always 
remained straight edge which is really incredible. To be able to 
maintain your integrity, your position and status, and not be a 
party girl or boy. That’s hard to do. That should be highlighted, 
because it shows that it’s possible to do that. That’s a serious 
accomplishment. To maintain your own integrity, to not follow 
the crew, and yet to be part of it. You are one of the few people 
actually within that scene that did that 

Vashtie: God, I didn’t even...
Clayton: See what I’m saying: “Yeah, who else…?” I don’t 
want to go through the list. But you know. So, that’s another 
accomplishment, a big accomplishment. How you managed to 
get through all that - which is incredible - and also maintain 
the level of discipline and an ongoing career. Your career has 
never really stopped. I mean, maybe for a period within your 
own head, I’m sure it slowed down. But you have always been 
going forward, whether it be Pumas or Jordan or something. I 

remember when you were doing the videos, and it was like, 
Vashtie was the thing. Then you were running around the 
sites with these little crew shooting these videos on the 
street, you remember that?
Vashtie: Yeah.
Clayton: One of the other things I’m doing beyond the 
Acker is, I create these boxes; every person that gets an 
Acker is supposed to contribute something to the box. The 
community is so diverse, but this way, you don’t lose all the 
people. When you get the box, there’s something in the box 
that represents each person, so then you get an idea, what’s 
with a poem, a DVD, whatever. 
So, now I’m looking at doing a thing on women because 
women are being overlooked in a lot of ways, and most of 
the things I do, like the Acker, also involve the outlaws, or 
the outsiders. I don’t want like the cool people; they’ve got 
their goods anyway, for the most part, you know what I 
mean, and Patty Smyth, she doesn’t need my help. Whereas 
other people have done the same kind of serious things, 
but in the underground way. You know the difference. You 
know those people who are underground, the hip hop guys 
that are really famous but will never be mainstream. I am 
trying to bring out the acknowledgement of that, so I’m 
looking at the possibility now of doing this woman thing, 
and you know a lot of bands and people, that should really 
be part of it. You can help highlight all of the different peo-
ple that have done amazing things, which I think is great. 
So, maybe if I get this rolling, I’ll let you know. 
Vashtie: Yeah, yeah. 
Clayton: Joey contributed to the box. He helped sponsor 
the box and we did the whole thing. It was great. Right? 
Wouldn’t you say, Joey?

Joey: Yeah. It was all the stuff upstairs.
Clayton: We could show you some of the stuff, if you want.
Joey: What do you think of being the original downtown 
girl, and now with social media and everything there’s a lot 
of downtown girls? A lot of them, other than that they’re 
good looking girls or what not, don’t necessarily always 
contribute that much in terms of like the Arts or creative 
stuff. How do you kind of feel about that? And could you 
take them in the ring here? 
Vashtie: I could definitely take them in the ring, but I 
wouldn’t consider them downtown girls. I also feel that mo-
ment is gone. It’s a different thing, with me. Maybe there 
they are, they are definitely something else, and they prob-
ably do put in their time with those things, but I just feel 
like the moment of being a downtown boy or girl or kid, 
whatever, is gone. I mean, you really had to involve yourself 
in the scene, and, you know the photographer you were 
talking about - I was showing her the trailer for Captured 
and someone said “You’d be crazy to pull a camera out,” but 
it was like, people accepted you, so you could pull a camera 
out. And that’s the thing. You had to be accepted by all of 
these worlds and these scenes. Now, it’s transitioned in 
a weird way, where it’s like now the cool people who did 
establish themselves downtown feel like they’re not cool 

anymore. So, now they are accepting these newbies who have 
done nothing so… it’s because I’m so out of touch, so I should 
be cool with them? It’s like, this weird and empty feeling.

Clayton: See that’s the box score. That’s what we are talking 
about: the person who knows the score, the person who is 
on top of it, and the person who doesn’t have a clue. It’s very 
sad.
Vashtie: It is very sad.
Clayton: Have you mentored anybody?
Vashtie: No, I mean, I need to. Because while I feel young 
people approach me a lot…  It’s important to have the right 
person.
Clayton: No, I get it, it’s a 1% world no matter which way 
you cut it you’ve been around long enough to know that. You 
know, a million people will come up to you, maybe inspired by 
the idea of fame and nothing else. And you think, “Well, you 
just don’t get it.” The fame thing, it’s just part of the work, 
and nothing more, on a certain level. It’s crazy to actually find 
somebody who actually wants to really do the work and make 
it happen, show up on Friday night and do all of that. One 
out of a thousand. It just is. For the most part, all you have to 
do, is do the work. And most people really won’t.
Vashtie: It’s absolutely true.
Clayton: Which is weird, you know. I think you’ve earned it, 
and for me, it’s been a pleasure to see how far you’ve come. 
The fact that you’re still going, and that your accomplish-
ments are still tumbling along, you are moving forward and 
you’ve got your crew, and everything else? Yeah, it’s incredi-
ble. 
Vashtie: Thank you.
Clayton: Joey, here, in a way is kinda of like the new ALife. 
Different. It’s more exercise and physical in that way but, 
well, the women’s world champion? That’s a big deal. And 
they have like the firing boxing clubs here and that is cool. 
And they manufacture things, like the boxing gloves, you 
know? Might be something you can talk to Julie about: get-
ting a glove.
Vashtie: Yeah. 
Clayton: And there is an overlap, because the thing this 
place has, in the end? It’s not what happens there, it’s the 
energy that happened there. And it’s like you said with ALife: 
ALife was about a mixture of everything, graffiti and fashion, 
and everything. But it was the energy that was there, and the 
people that were attracted to that energy, that made it hap-
pen. Otherwise, it was just another story. This place has that 
possibility, and there are almost no places like this, anywhere 
else in the whole city now.
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Joey: I’m here at Nine Bleecker, at Overthrow, and I’m with 
Elsa Rensaa and Clayton. Clayton, go ahead and tell us what 
your name is, who you are and what you do. 

Clayton: My name is Clayton Patterson; I’m an artist. I live 
at 161 Essex Street. I’ve been in New York since 1979 and 
with Elsa since 1972 and, you know, we came to New York 
basically to be artists and to live an independent lifestyle.

Joey: Where do you come from?

Clayton: Western Canada. Calgary, Alberta. And Elsa was 
originally from Edmonton. We met in art school and hooked 
up. And went through many ups and downs together, many 
life transitions...

Joey: And you got to New York City in 19...

Clayton: 1979. We both came down here to be professional 
printmakers and I had the good fortune I guess of going to 
Nova Scotia College of Art & Design and learning how to be 
a lithographer. The teacher I had was a really uptight person, 
because I’m a slob and he came out of the Tamarind School. 
So, I learned how to be a really good printmaker. I could print 
other artists’ prints. I also took etching and I’d been a tech-
nician. Elsa has been the creative art director of the largest 
printing company in Western Canada, which was a commer-
cial art printing company. When I was taking printmaking 
in Nova Scotia, I just went straight through. Went to school 
in summers, just wanted to go there and get my degree in 
the fastest time that I could. To make money, I worked at a 
bar called The Sea Horse, and I also was a technician in the 
etching department. And we basically just worked. We did a 
lot of making prints and stuff like that. 

While I was taking courses, Elsa took a printmaking class, a 
lithography course on her own. Because she had been what’s 
called a “stripper” in the printing industry - a four-color 
stripper - she knew how color separations worked. And you 
know, it’s only four different colors that make all of the col-
ors when they do printing, and it’s different runs put togeth-

er. She started doing it by hand. Color separating, by hand. 
She’s got a lot of practice doing that. You take like a lesser, 
dark color and put yellow over red, and you come up with 
oranges in different shades. 

When we came to New York, we both got a job at this fine 
art print shop, which printed a lot of famous artists. The guy 
who ran the shop, Giustelli Zuccolatto, had written a book 
on printmaking and he was kind of a science type. I learned 
how to do photogravure, I learned how to do steel facing. I 
learned a lot of different techniques there, and printed same 
famous artists. Reagan got into power, and prints became 
tax shelters. So, at that time, everybody was into printmak-
ing. Paloma Picasso sold the rights to a lot of her father’s 
paintings to Joseph Fine Arts, and they wanted to turn a 
lot of them into prints. Well, there were very few people in 
New York that could do that. And Elsa, who could draw re-
ally well and understood printing really well, started doing 
these Picasso prints. So, a lot of the Picasso prints that are 
out there from the early ‘80s and stuff like that, they are all 
hand-drawn and sold as original Picasso’s, but they really are 
reproductions. Elsa was the one that printed a lot of them. 
She worked with the printers, she did the color separations. 

And in France they used to do that. Like, Picasso would go 
to a famous print shop, give them a drawing that was col-
ored, and they would break it down into colors. A person 
who does that is called a “chromist”. You had very few chr-
omists in New York City... a couple of people from France. 
Since Elsa had this experience, she knew how to do it, we got 
kind of into this whole wealth of making prints. Because you 
got paid for every color. Sometimes, it was just a minimal 
amount of work on one plate, on one print, and maybe just 
a tiny little cloud thing. And it would pay the same as a more 
complicated one. So, she was busy, pretty much around the 
clock. She used to work around the clock. 

We lived in the same building at that time as Keith Haring. 
It was a very active time downtown. That’s when downtown 
really came back to life. SoHo, by this time, was in full force. 
The Lower East Side was really starting to kick into gear. All 
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the galleries now were starting to develop, this was a time 
when Keith Haring was coming up, [Jean-Michel] Basquiat, 
[Julian] Schnabel... it had that whole kind of intrinsic spirit 
going on. And that’s why I say, in a way today, with what’s 
happening with Overthrow  [Boxing Club] and what’s hap-
pening with Alicia [Napoleon], and my thing now, and the 
Wolfpack: it’s like an energy source. It all comes together at 
the same time. So, that energy, I feel that is here, for New 
York City, and a lot is going on. 

We were living in the Bowery at the time, and paying for it by 
sort of managing buildings. Everybody hated the landlord, 
but we liked the guy. He was honest and legitimate. But he 
was also very rule-oriented, and that turned a lot of people 
off. I got along fine with him, though. My job as manager 
wasn’t really like sweeping halls or being a super. If some-
body needed a plumber, I would find a plumber. So, I learned 
to be a hook-up guy. Much like what Joey does here at Over-
throw. Hooking all these people up, learning how to do that, 
we sublet out our apartment on Broome Street. We had this 
big, big space of about 3,500 square feet on the Bowery, but 
we realized that could only last so long. I said to Elsa, “We’ve 
got to buy something. Co-op, whatever.” We looked around 
for a year, and finally found this two-story building on Es-

sex Street. Because it was two stories, it meant the first floor 
could be a business, and the second floor, we could live on. 

But we couldn’t get a mortgage. We went to 42 banks. We 
couldn’t get a mortgage. Now, Elsa is pretty socially accept-
able, and much better publicly, than I am. So, at the 43rd 
bank - this was CitiBank - she went up to the vice-president’s 
office. And she talked to the vice-president’s secretary. Even-
tually, that vice-president called, and we told him what the 
plan was. 

The first floor was a Dominican dress shop. They made wed-
ding dresses in the front. Children’s dresses, springtime 
dresses, and all that, were in the back. So, basically, that 
dress shop would pay the mortgage. We found a way, even 
with our unstable income, to pay the mortgage and survive 
there. The bank went for it. We got a 30-year mortgage and 
we were in the game. 

By the time we got to the mid ‘80s, the prints were over. And 
that’s what I mean, when I say these waves come and go. Ob-
viously, we had been making a good living, everything was 
good, everyone was happy. When I say “It ended”? I mean, 
it ended. It was like the lights turned off. Bang! That was it. 

Boom! It’s over. 

So, that big wave of printmaking we’d been riding was gone. 
We could’ve both stayed printmakers, but that was never 
the ambition. Instead, I found this guy on Avenue A, making 
hats. I was always into baseball caps, so I said, “Oh, wow. Can 
you make me one with an orange front and black in here,” 
and he said yeah. So, he did. The guys next door - it was two 
little Jewish guys - each had his own, independent business. 
One sold sporting equipment and he used to make these cut-
out letters, like you’d iron on the back of jackets and things, 
with leather. It was kind of like a flocking iron... 

Joey: A heat press. 

Clayton: Yeah, a heat press. I made my first one, I ironed 
on the front, this sort of octopus, which I made with pink-
ing shears. I liked it, it was great, it was my first cap. Pretty 
funky though, really. And then I realized... he made the jack-
et backs for The Savage Skulls. That meant something else, 
too. That meant...? He could draw with that machine. It was 
like a light bulb went on. I talked him into doing these little 
drawings on the hats, going all the way around. That was the 
birth of the Clayton Cap. 

He was an older guy, and they were both going out of busi-
ness, and the rents were starting to rise. The big thing down-
town was Chinatown. Reagan had worked something with 
China. All of a sudden, there was a huge influx of Chinese 
into the city. There was this tsunami of Chinese money that 
was crossing Canal Street, driving real estate prices crazy. 
So, we were lucky to get this place. It was between Houston 
and Delancey. It wasn’t Grand Street, with its money and so-
cial ties and stability. This was a forgotten part of the Lower 
East Side. Essex Street was pure drugs. Our first night there, 
somebody got shot, right across the street from our door. It 
was just really a serious drug haven, but we loved it. 
I’d hated SoHo. It wasn’t really my thing. I was getting into 
galleries. I got a gallery of one-man shows. Famous collec-
tors - like Richard Brown Baker - were collecting my artwork. 
Even though I was getting my art career going, I hated that 
world. It was all, kind of, frat boys, and “Look at me.” It was 
kind of what Daniel said the other day. When you’re wearing 
the same runners two days in a row, it’s like, “I don’t give 
a shit if I’m wearing the same runners, as long as they are 
clean and they don’t smell, I’m cool with it.” I don’t have to 
have something new every day or whatever. So, I hated that 
world. What happened is, we came over here. And it was 
good.

photo Mike Auer,.  and the WILDSTYLE 
AND TATTOO MESSE by Jochen Auer,
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At that time, Koch was getting into his third term [1986-
1989]. When he started off as mayor [in 1978], the garment 
industry was number one. By the time Dinkins left [1993], 
the garment industry was finished. At that time, you had 
GATT and NAFTA [1993] and they were shipping [goods 
from] overseas. They were making things in Haiti and the 
Dominican Republic and Taiwan. This was kind of pre-China, 
in terms of the big industry that it is now. China hadn’t real-
ly come up to speed in the same way. It was more like Hong 
Kong, and places like that. 
Anyway, we were able to buy all the machinery in differ-
ent places. All these places on Broadway, which eventually 
turned into galleries, all used to be cap manufacturers and 
places like that, and big factories on Broadway and down-
town.  It took about six different machines to make our caps. 
Elsa learned how to make the caps. She learned how to do 
the embroidery - the beaux mez, it’s called. We started off 
with a 100-year-old machine. Elsa was very good at draw-
ing, so she learned how to draw these things. I developed the 
concept, and she was able to make them. We were the first 
people to put, like, a label on the side, embroidery going all 
the way around. They were really well-crafted, beautiful caps. 
We created a whole look. The Clayton Cap. 

Elsa: And don’t forget that Matt Dillon bought two of them.

shows. Different places sold the caps. We had places in Aus-
tralia, little shops. New Republic in SoHo. We had a place in 
Hollywood. We had a place in New Orleans. Little Ricky’s on 
Avenue A. There was a place up by the Natural History Mu-
seum that sold them. 

Downstairs, eventually, the dress shop left. We had people 
renting the place and for about 12 years, we always had the 
same people. We always got along with the tenants. We lived 
in the building, they lived in the building, everything was 
cool. So, that was good. And we survived by making caps. 

Once again, it was our own industry. It’s like the running 
shoe thing. I don’t really give a shit, as long as I’m creative, 
as an artist. That’s fine with me, whether I’m making hats or 
whether I’m making a sculpture. One time it was prints, and 
I was fine with that. Another time it‘s painting; I’m fine with 
that. Sculpture? I’m fine with that. Or making hats. What-
ever it is, the idea to being an artist is to live your life in a 
certain lifestyle, with a certain artistic perspective and point 
of view.  I don’t care if I’m making caps or prints or paintings 
or videos or whatever.
What happened next is... I was shooting at the Pyramid 
Club. I always photographed people in front of my door, 
and I always take what comes to me, as to what leads me 

Clayton: Yeah, every time Matt Dillon made a movie, we 
used to make him a cap. So, he would come in. We made a 
number of caps for him. And we made a cap for him, which 
he gave to Gus Van Sant, the director of Drugstore Cowboy. 
The people in Hollywood loved them. We used to go to trade 

to the next place. I don’t really 
scope it out. I met this person 
who lived around the corner. 
His name is Peter Kwaloff. I 
photographed him in front 
of my door and he said, “Oh, 
I do drag at the Pyramid Club. 
Would you like to come and 
videotape and photograph 
me? And I said yes. I started 
going to videotape and pho-
tograph Peter at the Pyramid. 
One of the people I ran into 
there was Nelson Sullivan. 
Now, I always mentioned Elsa, 
so when we did the book cap-
tions, I put Nelson in it. And 
when we did the movie cap-
tions. I put Nelson in it, when-
ever I do almost anything. Be-
cause he changed my life in 
about 15 seconds. and you can 
see that whole change when 
I met him in Captured - it’s 

part of that movie - and he showed me his video cam. 

I figured it out in like 15 seconds. Oh, my God, this was, you 
know, a commercially available, handheld way to capture 
movies and it was all fully automatic with a light, whatever. 
He didn’t need the whole crew, he didn’t have a PhD in film-

making or video. Prior to that, when I went to art school, 
Vito Acconci would bite himself in the arm, or masturbate 
below a stage, and make a movie out of it. And I never really 
got that shit. It was never really my thing. But once I real-
ized, [through] Nelson, that you can do the same as you do 
with a camera, capture the life around you? It just turned me 
on. He changed my life in about 15 seconds. 

This is probably ‘86, ‘87.  1986, we started caps, ‘87, started 
shooting video. So, ‘88 comes along. And there’s this police 
riot. I took a 3-hour-and 33-minute tape, and that night 
changed my life. So, we kind of have fame up to then, in dif-
ferent ways. Elsa, with the prints. Me, I was getting an art 
career, I was getting into magazines and stuff like that. And 
we had the hats. We came into fame on that, and got a lot of 
recognition. GQ said ours were one of the two best baseball 
caps in America. We were in Elle magazine; that’s what really 
kicked it off. Like Mukunda [Angulo] from The Wolfpack 
said, they made a movie, everybody saw it. All of a sudden, 
they met all these movie stars. That’s what the hats were like.
Then when we did the videotape, I sort of resisted. Got 
known. All these cops wanted it. Went to jail. Bronx deten-
tion wouldn’t give the tapes to the court. The argument was 
always that it’s a work of art, and it belongs to me. If I give it 
to the court, it becomes evidence and then I lose control of 
it. I wanted to keep control. So, after a lot of different court 

cases and whatever, we had all the famous lawyers, over 
time: William Kunstler, Stanley Cohen, Lynne Stewart, Al-
ton Maddox, Flo Kennedy and all the radical lawyers. It got 
to the point where I became highly recognized for this. Got 
on The Oprah Winfrey Show. “Little Brother is watching Big 
Brother,” was one of my themes.

So, we changed the history of the baseball cap. With a base-
ball cap. Like with the bikini. They only cut out the middle 
part; it was really kind of a man’s pair of trunks and a big 
brown top. That was the first bikini. We did the first labels, 
the first embroidery, the first signature on the cap. The first 
custom ones. The first real branding of a baseball cap as fine 
art within the fashion world, and like that. 
The videotape became the first time using a commercial-
ly-available, handheld video camera to capture and make 
news, and have an influence on society. That videotape, and 
the idea of that technology, became really important. That 
kind of opened up the whole thing you see now, with Occupy 
Wall Street... documenting Rodney King... all these people 
that came after us. 

The difference with Rodney King is, even though it created 
a huge amount of influence and power and noise, you didn’t 
know who the filmmaker was. He didn’t really have an aes-
thetic point of view. I had all of that. I had a point of view 
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“It’s when 
things start 
to become 
elitist, that it 
becomes very 
uncomfort-
able for me.”

when I was doing that. A philosophy. It fit into my art world. 
That’s who I was, in the use of that camera. So, I really sort 
of pushed that concept. Going on Oprah Winfrey and saying 
“Little Brother is watching Big Brother,” that had an influ-
ence on the use of the camera. We made a contribution to 
film history, or moving pictures, at that time.

Then, I also used to do the Tattoo Society [of New York], be-
cause I was interested in documenting outside art. Different 
kinds of art forms and tattoos interest me. So, the guy that 
was running it, Roger Kaufman, couldn’t really run it. He 
had the Tattoo and Body Arts Society, which meant it was 
hairdressers and everything. At that time, tattooing was 
much more conservative, and nobody really wanted that. 
So, myself and a guy called Ari Roussimoff, we started the 
Tattoo Society. Ari went on to use the Tattoo Society and 
to make himself a movie, Shadows in the City, which is a 
great underground film.  It’s about “dark” New York. It has 
a lot of downtown players. I was like the art director of that 
movie, so I got a lot of people in it. Jack Smith, Taylor Mead, 
Nick Zedd, Kembra Pfahler, and a lot of the other players 
came out of the Tattoo Society.

After we’d done the movie, by the early ‘90s, Ari moved on, 
and I stayed with the Tattoo Society. It was a comfortable 
place for people to meet and get along. So, the interesting 
thing about that is, it was an incubator place for people to 
learn how to tattoo. This was a young group of people. That 
late ‘80s-early ‘90s tattoo wave came out of the Tattoo Soci-
ety, of which I was the president. One of the biggest meet-
ings we ever had was when Sally Jesse Raphael came. We had 
about 600 people there. It was a mob scene. 

A lot of those guys went on to became famous. That kind of 
gave access to them. Paul Booth, who became well known. 
Sean Vasquez. Emma [Griffiths] from Porcupine. Lori [Lev-
en] from New York Adorned. Michelle Myles with Daredevil. 
Wes Wood, who went on and created an emporium [Sacred 
Tattoo] on Canal Street, which became a multimillion dol-
lar business. So, it really opened up opportunities for these 
people.

They all came out of the Tattoo Society. I’m working on this 
book now and they all talk about how influential the Tat-
too Society was for them, and then I got this call in 1995 
when this Austrian guy [Jochen Auer] was making this 
show, “Wildstyle and Tattoo Messe,” and he wanted famous 
American tattoo artists and sideshow people. So, I hooked 
up that and it opened up a door for a lot of people to go to 
Austria. Now, “Wildstyle” is in its 20th year. Then I hooked 
up Simon J. Heath, to go there and make a movie. He made 
a documentary which should be playing on April 9th at this 
big venue in Austria, which I’m going to go over to, because 
“Wildstyle” is a tour and we’re playing Vienna, Innsbruck 
and Salzburg. So, I hooked up a lot of people and that took 
them over to Austria. “Wildstyle” is a tour, and we changed 
the tattoo scene in Austria and Germany because we took 

these high-ranking tattoo people through all these little 
towns before they ever had a convention in Austria. That was 
a big influence. 

In 1997, I hooked up with Wes Wood, the guy that opened 
up Unimax [Supply Co.] and Sacred Tattoo. They were trying 
to legalize tattooing in New York and a couple people were 
trying to take it over. It was a big war to get this. There was 
another group of old tattoo artists who wanted to take it on, 
but we felt they wouldn’t be able to do that. So, we had a 
meeting with all the tattoo artists in New York. It was like an 
old Mafia meeting and these people are calling us shit heads, 
and all that. But somebody stood up and supported us, and 
because of that, we got the nod to represent all tattoo artists 
in New York. 

And really Wes Wood, myself and Kathryn Freed - our City 
Council person - were the ones that spearheaded the legal-
ization of tattooing in New York. Under that tier, were a few 
people that helped us, and under [Mayor Rudy] Giuliani, we 
were able to legalize tattooing in New York [in 1997]. That 
turned into the International Tattoo Convention, which 
I was an organizer for, and that’s gone on now for, I don’t 
know, 18 years or so. Elsa and I were with them for about the 
first 15. Elsa designed a lot of the original cards and posters 
and stuff like that. I did a lot of the organizing. Steve Bonge 
and Butch Garcia were the people who ran the whole thing 
and were instrumental. Steve really had the big vision about 
how it should come together, how it should be done. That 
was one of the five best tattoo conventions in the world. So, 
we were part of organizing that. 

Then we went on and now we’re at Howl. I started doing books 
like resistance, radical, political, social history of the neigh-
borhood. We’ve always had this community point of view. 
I’ve built up this huge archive that represents the Lower East 
Side, mostly kind of the underbelly. I mean, once in awhile, 
because I was at Overthrow Boxing Club, I did somebody fa-
mous. But my concentration has never been on the famous. 
It’s always been more on like the streets and the people, and 
the underground, the misfits and the outlaws and all of that. 
I did Captured: a Film/Video History of the Lower East 
Side, did a three-volume Jews: A People’s History of the 
Lower East Side. Now, I’m working on a tattoo history. 
These are anthologies, so a lot of different people write. You 
get a lot of different people’s points of view. 

I did The Street Gangs of the Lower East Side with Jose 
[“Cochise”] Quiles which is another book that is just out. 
It has writers in it like Marc Levin, who really knows a lot, 
He’s done a lot of movies and T.V. shows like Brick City, 
and Chicagoland. He did “The Real Rick Ross” [Freeway]. 
He’s done Mr. Untouchable, Nicky Barnes’ story. He’s done 
a lot of really influential, important documentaries. His son, 
Dan Levin, and Ben Solomon made this movie, which Jenner 
Furst edited together, called Captured. So, I have a movie 
out, on my life. Then there was a movie called Everybody 

Street which is about street photography in New York, and 
has a bit about my life.

I do the Acker Awards and the Acker Awards are kind of a 
collection of people in the avant-garde, 
outsiders, misfits, outlaws. We build these 
boxes and the people put a memento in the 
boxes. The memento kind of expresses who 
they are. Each person that gets an award 
also contributes, so now you have a memen-
to from each of the other people getting 
an award. This year, we were lucky enough 
to have Overthrow do a poster, which is in 
the box, and so, now, Overthrow is con-
nected through that as well. 

So, weaving together this huge universe I’m 
creating, you can start looking at things 
with more perspective. This universe now 
has the archive, which has thousands of 
people that I photographed in front of 
my door. A lot of the underground. The 
streets. The drugs. The cops. Drag queens. 
Artists. Photos. Videos. These books that 
I’ve done. And then the Acker Awards. It’s 
a huge universe that really represents the 
Lower East Side. 

So, you’re starting to get this whole kind 
of huge universe, now, that collects all 
these different people. This universe, that 
tells a period in time. That is a complete 
construct, of hundreds of different peo-
ple. The Jewish anthology alone, I don’t 
know, probably has 100 articles or chap-
ters or whatever. Captured, Resistance, 
Street Gangs, Tattoo History. 

You have this universe that’s built, where 
if you go back through it, archaeolog-
ically, you have this huge connection. 
Then, Joey Goodwin and Overthrow and I, 
doing this fanzine? You’ll start seeing 
pictures of mine, where Will Smith comes 
in to Overthrow. And you get that connec-
tion. John [Gagliano]’s design will be in 
the box.  You get Destiny, you get the 
Wolfpack. You get Alicia, who won a World 
Championship. Power Malu. You get this 
whole universe. All these people. You can 
go and find their biographies, something 
about them, so that’s kind of where we are 
at here.
Joey: Let’s say I go to NYU, and I’m in 
a photography class. They bring up street 
photography, and they talk about Clayton 
Patterson. If you had to sum it up into 

short answers, the Wikipedia page on to-
day’s culture, when you and Elsa are gone, 
what do you want the legacy to be?
Clayton: I think those are the things: “an 
artist, independent,” you know, “self-mo-
tivated, self-created, outsider, kind of 
misfit, outlaw-type.” And I think our con-
tributions have been multiple. Being able 
to survive as an individual outside the 
system, I think, is a remarkable part. It 
means that somebody can come here from 
a place like Western Canada and make a 
contribution that actually adds something 
significant to the system. You don’t have 
to be a careerist. You don’t have to be an 
elitist. You can be a person of the people 
and still do something that’s great.
Joey: Tell me, what is the Outlaw Gallery?

Clayton: Outlaw Art Gallery is about peo-
ple outside the system. That doesn’t nec-
essarily mean “criminal,” although it 
can. But it could also be, like, challeng-
ing the system. For example, that [1988 
Tompkins Square Park] police riot ended 
up taking me 20 years, in different cas-
es through court, because lawsuits would 
come out of it. And it can take several 
years to go through a single lawsuit. So, 
it could be court cases, it could be chal-
lenging the system, it can be living in 
a way that’s not necessarily criminal... 
like tattooing wasn’t really criminal. 
But it was like illegal.
Joey: What is “underground”?
Clayton: “Underground” refers to things 
that aren’t really part of the mainstream. 
“Mainstream” is more careerist, commer-
cial... you know, McDonald’s. Underground 
could be making films at home. Not really 
commercially inspired, and watched only 
by small network of people. That would 
be underground. Tattooing would be un-
derground, because you weren’t allowed to 
open up commercially on the street. Box-
ing was pretty underground. A lot of those 
fights that happened in New York - some of 
which I participated in, by photographing 
- those were underground, because of the 
laws involved. Which meant you couldn’t 
just go out and go to Madison Avenue, or 
open up on the street. You could get into 
some sort of trouble when it wasn’t sanc-
tioned by the police and the society and 
everyone else.
Joey: How did you end up with these gold 
teeth?
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Clayton: When I was doing that riot stuff 
and like that, Elsa has always been my 
backup. So, whenever I would be arrest-
ed or something, a lot of times, I would 
hand the camera to her and he would keep 
on filming. That was an important part of 
it. She was always sort of soft and quiet 
in the background, but a very good doc-
umentary filmmaker. Elsa really had the 
courage to step up. But the cops left her 
alone because she’s always kind of a nice 
person. While me, I was sort of the big 
asshole up front. So, I ended up getting 
my teeth knocked out by the cops, and 
whatever. I always thought, “Well, you 
may have been proud of your endeavor, so 
you might as well get gold.” You know, if 
you’ve got to pay the price to get them, 
having them knocked out, yeah, you may as 
well put ‘em back in a way that makes you 
feel good.

Joey: Elsa, you’re so soft spoken. Tell 
me a little bit about you. Have you had 
fun during all these years of these ad-
ventures? What has the adventure been 
like, for you?
Elsa: It’s been what I do. It’s my job. 
So, therefore, that’s OK.
Clayton: Elsa also had a serious motor-
cycle injury when she was a kid, and 
had a concussion that made her lose 
consciousness. For about three or four 
months, she wasn’t really back in the 
real world. Then, on 9/11, we were by 
Tower 7. There was only a small group of 
cops, FBI agents, and witnesses. Someone 
yelled “run,” and she got pushed from be-
hind. She was knocked down on the street 
and banged her head. That also caused her 
a real serious concussion; the injury to 
her head was in exactly the same place 
as her first head injury. So, some of the 
memory and point of view is not really 
what it was. 

Elsa was always the practical one, the 
kind of stable one. The one who socially 
“fit in” and was comfortable for normal 
people to deal with. I was more about the 
ideas, and she was always the one that 
could figure out how to do it. And also 
she did all the taxes, and the organiz-
ing, and was the one that made the ship 
run properly.
Joey: She ran the battery.
Clayton: She ran the battery, yes. I would 

have never been able to shoot as much as 
I did, without her. For example - during 
the police riot - Elsa would run home to 
recharge the batteries. She’d also take a 
video tape to make sure some of the infor-
mation was secure at home, and then bring 
back batteries that had been charged.
She was, in a way, the brains behind the 
operation, because she was always the 
one that could figure out how to maintain 
things, how to pay the bills. You know, 
all the really critical stuff. She was also 
very creative and a great painter. We were 
a team. We were like the yin and yang, in 
a way. I was the “wild and crazy.” She was 
the very stable, together one.

Joey: Opposites attract.
Clayton: We attracted. I mean we’ve been 
together since 1972, right, Elsa?
Elsa: Yes.
Clayton: Had to fire you a few times. But 
other than that…
Elsa: [Laughing] I’m sorry, I didn’t mean 
it.
Clayton: And Elsa got blue teeth. We went 
to Columbia University’s School of Den-
tistry. When she got a crown, she had the 
porcelain stained blue. I got gold; she 
got blue. So, Elsa has got very unusual 
teeth as well. 
Joey: What year did you first come into Num-
ber Nine?
Clayton: Actually, if you watch Captured, 
in the section of the August 6th-7th po-
lice riot, you’ll see Aron [Kay] actually 
shows up in that. There’s one part, right 
in the beginning, where the park people 
start to mill around and Aron kind of pass-
es through. For a period of time, in 1988, 
because of the Washington Square Park cur-
few, Dana was able to move the protest over 
here for awhile. And so that kind of turned 
me on to Dana and Number Nine. Dana was 
always like an organizer, involved with 
things. But Dana had little involvement in 
Tompkins Square Park, because there were 
different pot wars going on. Between Mickey 
the Pope and Jerry the Peddler, and peo-
ple like that. Jerry the Peddler was a big 
force over on that Tompkins Square Park 
side. 

Mickey the Pope ran a delivery service, a 
marijuana delivery service. A lot of peo-
ple who were involved with the delivery 
service, were part of the squatting scene, 

and the park scene. 

Elsa: [Singing] “Here, have a marijuana…”
Clayton: Yeah. David Peel kind of went 
through all of this. Because David is just 
David. He’s kind of outside of the reality 
of the moment, in terms of this faction or 
that person. He’s just there to play his 
guitar and to sing. But he was definitely 
connected to Number Nine. Linda Twig was 
also a big part of the pot [scene]. Linda 
and Dana were not on the same page. 

You see, you had these different layers on 
the Lower East Side and pot was one of 
those layers. You had different players 
within those layers. And you had differ-
ent peripheral people, like there were 
art-connected people that sold a lot of 
pot, and stuff like that. Then you had 
people who were political. That would be 
Dana Beal, and Mickey the Pope and Linda 
Twig and Jerry the Peddler. They were the 
big pot movers within those worlds. And 
they were more open to the public, but a 
lot of them didn’t really get From elementary 
up to junior high, we had all these special disciplinary teachers. 
We had guys that were in the army and would always tell us how 
rough they were and how tough they were, and how shitty we 
were. How they were there to make us conform. 

Joey: A lot of similarities. I could go on for hours myself. In 
your perfect world, when you’re gone, what becomes of the ar-
chive?
Clayton: Well, that’s a good question, because I want the archive 
to be somewhere safe. I don’t want it to be in some sort of sleazy 
get-over. It becomes a contradiction, in a way, because the only 
people that can really take care of that, are people who are re-
ally well-educated.  I found, with CUNY and those schools, they 
used to be great, years ago, but now they have lost that edge. 
They’ve become too simplified, or something. So, I couldn’t real-
ly see them taking the archive and really doing something effi-
cient with it. I wouldn’t want it to be at NYU, because I just don’t 
like what NYU has done, or whatever. 

But you know, you might have a place like Columbia, or some-
thing like that, where people are really inspired. One of the sad 
parts, when I’ve worked with different people? I think the thing 
that happens in the inner city is that they have a defeatist at-
titude. The people that are more inspired to go somewhere, do 
something, are people that end up going to better schools be-
cause somehow they really worked their ass off to get there. I 
want the archive to end up somewhere substantial. I want it to 
be accessible to everybody. But I want somebody in charge who 
is actually going to be able to do something really functional 
with it. And then, have the power not to have it taken away, or 
lost, or sold, or whatever.

Joey: Maybe I’m just not academically inclined enough, but - 

with your archive, or Robert Frank’s archive - what happens? Do 
they just end up sitting in a library, somewhere?

Clayton: It’s an interesting thing to say, about Robert Frank, 
because a lot of Robert Frank’s history - the stuff that he’s done 
- really pertains to the street. 

Joey: He’s the original.

Clayton: He’s the original, in a way. You could really say that. 
But the people that are really drawn to it, that do the most with 
it, aren’t from those people. Right?  I mean I’m not sure how 
that works, or why it works like that, but if he just handed it 
over to a bunch of people then eventually fuck it up or lose it or 
throw it away or whatever…? 

What he’s done is important to the whole history of America. 
One of the great things about Robert is, he saved the history 
of people that aren’t the famous. He had plenty of opportuni-
ties to photograph famous people. And I’m sure that he has. But 
that’s not really who he is. He’s photographed the common man 
and the common struggle. So, where should that end up? I don’t 
know. If it ended up at Yale, that might be a good place. It’s a 1% 
society. It’s really going to be that 1% person who finds it and 
who does something with it, I don’t know where they’ll be from 
or whatever. Like you say, you weren’t really that academically 
inclined. But you’re doing something great, anyway. Out of this 
place, people can come and shine and do well, so it’s not really 
about the fact you didn’t go to Harvard. It’s about your heart 
and soul in making this happen. That’s the important part.

Joey: I prefer to go meet the actual people, than to go into the 
archives at the library. I prefer to live it. I’m also interested if I 
see it. After getting to know Robert, and I see his work, go to a 
show, there’s more of a connection.
Clayton: And I would say, with the Yippie archives, the best per-
son, certainly at this point, to get them somewhere? Is Alice. 
The person who will put it together? Is Alice. Now, the person 
who doesn’t want it to go within the museum world or any-
where else? Is also Alice. 
So, Alice is one of those 1%-ers that will probably find a place for 
those archives where it’s functional, because she has that abili-
ty, to do that. She’s the one that will stay and organize it and put 
it together. And it’s like, “Thank God for Alice.” She’ll eventually 
get it somewhere. It probably won’t be the Ivy League. But who 
knows. It’ll probably go somewhere substantial, and it will prob-
ably be organized and put together well, because of Alice. And 
I’m sure Alice didn’t go to any sort of Ivy League school, but 
she’s the right person to do it.
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who put it all together and laid a lot of it out. The boys kind 
of got the attention but Alice was really the workhorse. Really 
made it happen. Wouldn’t you agree with that, Alice?
Alice: Yes, that’s a pretty good description. 
Clayton: And I think even for a lot of the functional factors like 
Con Edison and all that stuff…
Alice: All the bills. Basically, the infrastructure.
Clayton: The infrastructure was Alice.
Alice: And the super of the building.
Clayton: And the super on the building. And the mama.
Alice: The what? Mama?
Clayton: Of the building.
Alice: I guess, yes. 

Clayton: Of all those bad boys, you’re one that did everything. 
That’s what mama’s do.
Alice: Yes, if one of them didn’t do something, I filled in for their 
place and did whatever they were supposed to do. 
Clayton: How did you start getting involved in all this? What 
year did this start?
Alice: I moved here in 1977, I’d been down in the K Street house, 
in D.C. The D.C. Yippies.

Clayton: What was the “K Street house”?
Alice: Oh, it’s a little carriage house that the New York Yippies 
set up in order to do the Counter-Inaugural Ball and the Count-
er-Inaugural Protest against Carter in 1977. So they set it up 
probably, like, November or December, ‘76.
Clayton: Whose ball was that?
Alice: Ben Masel was always there, my friend Cisco was there 
sometimes. 
Clayton: New York Cisco?
Alice: Yes, New York Cisco, it was only a handful of us there. 
Clayton: And was Dana there?

Alice: No, Dana was not there. Not Aron. They might visit. AJ 
would sometimes visit because he was doing his whole thing of 
the JFK assassination. 

Joey: How old were you?
Alice: In ’77? I was 21. 
Joey: And where were you originally from?

Alice: I lived in a couple different places as a kid. I was born in 
Baltimore. I was supposed to be born at Fort Riley, in Kansas 
because my dad was in the National Guard. But apparently the 
general or something let them go early. Which my father was 
upset about, because then they had to pay. As civilians, they had 
to pay for me to be born in a regular place. My dad sold fertilizer, 
so we always lived in a little suburb that was near an agricultural 
area. First we lived in Vineland, New Jersey. And then we moved 
to Catonsville, Maryland, which was really exciting for me.

Clayton: What was exciting about it?

Alice: Well, Vineland, I didn’t know at the time, but I guess it 
was segregated. Because we didn’t see any black people. In fact, 
we only knew one black person who we were even vaguely cog-
nizant of, was Willie Mays, because we were all into sports. We 

played baseball and football and all that and so we knew about 
him. And when we moved to Maryland, the county I was in had 
a good black middle class. So, I was really happy because there 
were a lot of girls who wanted to play sports. For some reason 
the black girls liked to play sports, and the white girls didn’t. So 
I was like, “Score! Double sports, now.” I could play with the boys 
at home. And in school, I could play with the black girls. 

Clayton: What kind of sports were you into?

Alice: Baseball and football. That was pickup games with the 
boys. I was the only girl. So, I played with all the boys in the 
neighborhood. 
Joey: Kind of like the Yippie house. 
Alice: In a lot of ways, yes. I had two younger brothers. Then, 
when I moved to Maryland, I just walked down the field with my 
own glove and everything and I started playing pickup baseball 
and football there. I was also playing softball. Organized com-
munity league softball. I was 6, I think. I did that until I was 
about 16, every summer, playing softball. That’s all we did, we 
played sports. And the thing about Catonsville, too, is that, like 
I said, it was a big black middle class, so I had black teachers, 
even in elementary school, math teachers, science teachers. And 
in junior high, same thing. And my Phys Ed coach, who I wor-
shiped, Mr. Collins, he taught us how to play. He taught us how 
to play better basketball than we were playing. Because when I 
first started with basketball, they thought the girls didn’t have 
any stamina. So, they made you have six players, we had two 
forwards who had to stay on one side of the court, the other 
two guards stayed at the other side of the court and then two 
rovers who - we had stamina -  could run back and forth. So, 
it wasn’t until eighth grade when they finally changed that. We 
played normal you know, five-on-five basketball. But then in 
January, 1968, my father got transferred and he had to choose 
between Ohio and Virginia Beach. Ohio didn’t have good sports 
programs, at all, until you got to high school. So, thank God they 
picked Virginia Beach. 

Clayton: Your father was really into you being in sports.
Alice: Oh, yes.
Clayton: Nice, he was a supporter.
Alice: Yes, he supported it. 

Clayton: And then, what? When you graduated high school, did 
you go to college?

Alice: Well yes, I graduated high school but I had to go to sum-
mer school. I had a really right-wing government teacher who 
didn’t like me because I wouldn’t kowtow to her. It wasn’t her 
politics, it was the way she treated us. She just wanted people to 
take a composition notebook, write down everything she said, 
every day, exactly. And then, once a month, she would exam-
ine every one, to make sure you’ve written down every single 
thing she said, exactly. And I was just like… later for this. So she 
flunked me and I didn’t graduate with my class. So, I did sum-
mer school and I graduated. I went to a local college [Old Do-
minion University] for about a year and a half. But it was just 
so… mind-numbingly boring. Everybody was just so straight and 
conservative. So, I just bailed. 

But meanwhile, I started working when McGovern ran, handing 
out stuff for the poll and stuff. I didn’t go to my fall semester, 
sophomore year; I went to a guy running for governor, a local 
guy. Henry Howell, he ran for governor for the fall. I didn’t go to 
school, I did that instead. He didn’t win. And then I worked for 
a guy, Bob Richards, who was running for Congress. So, it was 
kind of working my way through the Democratic Party. It was a 
good experience, but that’s not really my politics. 
So, what happened is, my brother died. My brother who is a year 
and a half younger than me died in a car accident in ’74. We got 
some insurance money and I just… I was really close to him. So, 
I just wanted to leave home anyway. I bought us a beat-up sta-
tion wagon, I got the rest of the money in Traveler’s Checks and 
I just packed my books and my clothes into my station wagon. I 
put little curtains around it, like the surfers did, to like, change 
clothes. I had already read [Jack Kerouac’s] On the Road. I read 
Travels with Charley first. Steinbeck. And then I read On the 
Road. I always read, a lot. So, I just traveled around, met people 
and hung out and stuff. 

It was a weird time, the ‘60s thing? People thought it was over. 
Which is kind of funny now, because now people realize it never 
really ended. I’m reading Emma Goldman, Traffic in Women. 
I had some girls that I worked with on the Democratic stuff ap-
parently were in the closet, and they came out. They were gay. 
So, I talked to them somewhat.

Clayton: Are you gay?

Alice: No, not gay. Well, maybe 2%. [Laughing] But otherwise, 
no. So, I was traveling around, traveling around, and I basical-
ly ran through the money. I was down around Bahia Honda, a 

small state park down in Key West, and I ran into some nice 
people from New York, a guy named Frank and his girlfriend 
Randi. Frank wanted us to drive to D.C., because they were put-
ting a subway in, and he thought he would get a job or some-
thing. We drove to D.C. I ended up getting a job as a cleaning 
woman, he was the sub-super or something, and his girlfriend 
got a job as a cleaning woman, too. 

So we were there. I used to come to New York sometimes, leave 
my car in Jersey. And just take the bus in and go to museums 
during the day. And then go to Washington Square Park and 
hang out, smoke pot, and talk to people. I was there in the sum-
mer of ‘76 when the Democratic National Convention was here. 
So, the Yippies were protesting, and all the protestors were in 
the steps of the [Main] Post Office, because it was [across 8th 
Avenue] at Madison Square Garden. David Peel would gather us, 
all the scruffy Yippies – uh, hippies, at the time - and he would 
bring out a box. And he had his guitar, of course. And he sang us 
his limited repertoire of songs.
Clayton: He had two.

Alice: The same ones, I remember. “Have a Marijuana,” over 
and over again. He had like a cardboard box, for us not musi-
cally inclined people, you know, the triangles and kazoos and 
the wooden blocks. And we would march up to Madison Square 
Garden. The police were actually nice to us. They would form like 
a little thing around us and escort us. And then the Yippies had 
the band shell, so you would go there afterwards.

Clayton: Tompkins Square Park band shell?

Alice: No, the band shell at Central Park. And I had a camera, so 
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I was always taking pictures and stuff.
Clayton: Really? You still have pictures from those days?
Alice: I’d have to look, because some of my stuff got trashed 
at Number Nine. Some boxes of my valuable possessions got 
trashed. That’s another story. Involves some bad people harass-
ing us for money and stuff. 
Clayton: That’s terrible.

Alice: Yeah. They trashed my area. So, anyway, that’s how I kind 

of met the New York City Yippies. 
Clayton: Number Nine existed then?
Alice: Yes, but I didn’t go there. I went back to D.C. Then I called 
them up and they had a school bus going to Kansas City for the 
Republican National Convention, so I came up for that. There 
are lots of different kinds of Yippies. I’m like the working-class 
Yippie, the one that works all the time. So I’m always in the back-
ground, doing stuff, at any event. I’m driving the van or making 
the posters or doing something like that. They had a car to drive 
out, that was pulling a UHaul that had packed all around it and 
a giant papier mâché head. It was [Gerald] Ford or something, 
and they were going to, I guess, turn it into Carter or something.

Clayton: Into the rat?
Alice: No, not the rat. I’ve seen pictures of that, the [30-foot 
papier mâché] rat is a cool story, but that was before my time. 
So, we drove out to Kansas City and you know, it’s four days of 
running around and not taking showers and it’s like 95 degrees. 
Then I met Cisco. He was the first person I really met.
Clayton: So, Cisco was really involved in the politics then?
Alice: Well, he was the bus driver.
Clayton: In a way, he was kind of an underground after that.
Alice: Somewhat, you really didn’t hear from him that much. 
Clayton: Afterwards he was active with Ibogaine and that kind 
of thing…
Alice: Right, he was active with Studio Ten, too. 
Clayton: And Mordechai, did you know Mordechai Levy?
Alice: Yes, I unfortunately know Mordechai Levy.
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Clayton: Wasn’t he at Number Ten?
Alice: No, he was at Number Six, with AJ.
Clayton: But who ran Number Ten?
Joey: He was the guy you were saying was shooting…

Alice: Yeah, his little minions were shooting our windows out, 
and then he shot that guy. He’s a real complete idiot.

Joey: This is the JDO [Jewish Defense Organization]?
Alice: Yes. AJ’s little one-man JDO. 

Clayton: Well, I’ll tell you one thing: they could be fat, chubby 
little Jewish guys or whatever, but they were hardcore. 

Alice: They were dedicated.
Clayton: Absolutely dedicated. Yeah, you fuck with those guys 
and you’re just like, fucking with a pit bull. And they did shoot 
somebody. Mordechai did. Yeah, they were bad boys. 
Alice: OK, so. After the Republican Convention, I kept corre-
sponding with Cisco. He would send me the paper and I thought 
it was so cool because the Return Address was, “Youth Interna-
tional Party, NoHo Chapter, Bleecker Street.” It was so nihilist, 
you know. 
I had a job working at a printing place that did embossing. Real 
embossing. So, that was cool. That was a fun experience. So, I 
was working there, and you know, Cisco was here. So, I go to 
the K Street house to hang out and everything, and they were 
planning for the protest. We did the Counter-Inaugural protest, 
and that was fun. It was a big ball, I’m driving the van, dropping 
people around. But then we were going to chain ourselves to the 
White House fence, to protest for Leonard Peltier, and other po-
litical prisoners, and stuff. So, of course, I volunteered for that. 

Clayton: Were you taking pictures at that time as well?
Alice: No, at that time… I was doing so much stuff, I didn’t have 
time for taking any pictures. So, we were supposed to do it for 
the next day, but in D.C., nothing is open on Sundays. We hadn’t 
bought the locks and chains yet, so we had to do it the next day. 
We did that, we chained ourselves to the White House fence. I 
think it was in The [New York] Times. And I think Aron was 
there, and some other people.
And then what happened was, we went to court. Two park po-
licemen just hated us. They wanted to kill Ben; they were really 
pissed off at him. Everything was dismissed, but they wouldn’t 
give Ben back the Yippie button that was holding up his pants. 
Or the chains and locks. Ben hadn’t slept that night, so he was 
in a really pissed-off mood. And this district attorney had the 
file folder. Ben grabbed the file folder from this attorney, saying 
“possession is nine-tenths of the law,” or something. And the 
two park policemen next to the DA were like Doberman pin-
schers. They were waiting for some reason to kick our butts. 
They were so upset about the ‘60s, you know, all the stuff that 
went on. They felt we somehow represented that and so, they 
just jumped on Ben. And they just starting wailing on him. Me 
and Ben’s other girlfriend jumped on them and kind of pulled 
them off. Everything stopped for a minute because nobody 
knew what was going on. Then they jumped on Ben again, then 
we jumped on them again. They knocked us off, and took Ben 
downstairs in the elevator and beat him up. 

Clayton: They beat him up?
Alice: They didn’t beat him up too much. But they hit him a 
couple times, yes.
Clayton: And did he get the folder?
Alice: I think the DA got the folder back. Ben never got the 
buttons and the chains and the locks back or anything. I never 
really, saw police act like that [before]. I was… not traumatized, 
but just like, “Okay. That’s it.” So, basically, that was it for me. 
Ben was my boyfriend, too. But Ben had this other girlfriend… 
Belle Star. That’s right, she had a fake name. So, basically I just 
quit my job and moved into the K Street house, to be with Ben 
and just be a Yippie.

Clayton: What was that like, on a regular basis?
Alice: It was a lot of fun, there was only about five or four of 
us there. We didn’t have much money or anything. We had our 
own little newspaper called Outlaw, that we mimeographed.
Clayton: Really? Are any of those still around?
Alice: I have one. Yeah, we did a couple of them. It was cool 
because this Gestetner place was right in Virginia, northern 
Virginia. So we had the mimeo. We would type the stuff up on a 
typewriter and then we’d just take the bus for a couple of stops 
over into Virginia. And the Gestetner was there, the headquar-
ters or something. For five dollars, we’d get the tube of ink, and 
get the thing cut on a stencil, and bring it back. 
We were working on the smoke-in for that year, so all these 
high school kids were stealing paper from their high schools 
and bringing it. They were taking 8-1/2x11” paper, ditto paper, 
mimeo paper and they were bring it to us, so we had free paper. 
And we would also go to the Cap Centre, the big musical place, 
handing out all these things out there. Then of course they said 
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we couldn’t do that. There was a whole argument whether that’s 
public property or not. Ben was way into the Bill of Rights, and 
very litigious, so he would argue that stuff.
Clayton: How did you get to New York? 
Alice: Well, were the D.C. Yippies. Unbeknownst to me, there 
had been a fight at the Yipster Times office, between Dana and 
a couple people working for him. Of course, they went on strike 
against him, which I had no knowledge of. I’m sad that I did this, 
but… Dana just told other people, “Come on up to New York and 
work on the paper.” 

Clayton: So, the paper started in the ‘60s?
Alice: No, the paper started when Dana and Tom Forçade and all 
those people came up from Miami to New York, after the Repub-
lican and Democratic Conventions. The conventions were in the 
summer of ’72, so I guess around ‘73. 
Tom Forçade went on to found High Times, and Dana did Yip-
ster Times. They were not sister publications but there was a 
relationship between the two of them. Tom, in fact, used to come 
over, the night before the paper went to press. He never would 
talk to me though. He was a very weird, secretive person.

Clayton: You met him, right?
Alice: Oh yeah, I saw him a bunch of times. I’m just some peon. 
He wouldn’t talk to me, or anything. 
Clayton: He’s a pretty weird guy, right?
Alice: He was weird. The only time he ever even actually ac-
knowledged me was when we were discussing something with 
Dana about a headline. It was like using an English type word 
and a French type word. Or Latin word or something. I just spoke 
up and said “We’re Americans. So, we can use whatever language 
we want, we have so many people here. And Thomas just kind of 
looked at me with a quizzical look. And then he dismissed me and 
just kind of went back to Dana. But that was my only interaction, 
really.
Clayton: He was a lot like Dana.
Alice: Yeah. Only, in a way, more so. Unfortunately, we had a car 
accident on the way up and yeah, I fractured two vertebrae in my 
back. The crazy thing is, we went to the hospital. It was Sunday 
night. They misread the x-ray, and they threw me out of the hos-
pital. I was like, “No, I think there’s something the matter with 
me.” They were like “No, get up, put your clothes on, and get out.” 
Because we were just scruffy hippies. We didn’t have insurance or 
anything, and they thought we were making it up. 
In fact, the woman who crashed into us had apparently tried to 
commit suicide a couple of times, because they knew her name in 
the hospital. The nurse told me, “Oh, she finally had the nerves to 
do it.” And she killed herself. It was over at whatever the bridge 
is, the bridge tunnel thing, the new thing at the time in ‘77, and…

Clayton: Where was this?

Alice: Coming into Baltimore, from D.C. They had put cones be-
tween the lanes and narrowed it down. And she just kept going. 
You were supposed to slow down to 45 and she kept going at 60. 
Luckily, Bionic Bob was driving and he moved to the right a little 
bit, so it went driver to driver. If he had a seatbelt on, he would 
have been impaled on the steering column. No airbags. And he 
broke his arm. He might have cracked a rib, another girl broke 
her nose. I was just in the back with Ben. And I was so stupid. 

We were laying on a blanket and of course, me being the con-
scientious Yippie, I said, “Oh it’s a new way, so I should get up 
and put my glasses on and be cognizant of the new bridge,” be-
cause I was one of the drivers sometimes. So, I was just in that 
motion of getting up and putting my glasses on, when we hit. 
So, yeah, she killed herself, and her passenger was helicoptered 
out. I don’t know what happened to him.

Clayton: So, she actually killed herself, and they wouldn’t 
really examine you that thoroughly, to find out you had two 
cracked vertebrae? 
Alice: Yeah, I’m laying on that metal thing and they were like, 
“You’re okay. Get up.” I’m like… “You know, I don’t think I’m 
okay.” It wasn’t like horrible, horrible pain. But it was like that 
fragility of a broken bone when you know.
I get up and I lean against the wall and I’m like “Ben, no… Can’t 
we just have a room, or something?” and she was like “No, it’s 
not a hotel, you have to get out.” Luckily - typical Yippie luck 
- the guy that was in the vehicle with us, we called him “Space 
Cheese” because he always had really good hash. He apparently 
had the attention of a nurse, because she had taken a shine to 
him. We’re looking at him, and he came and was like, “Don’t 
worry, she’s taking me home. You can all come with us and 
sleep at her house.” So, she kind of saved us. She said, “I’m off 
in 15 minutes. You can come crash at my house.”

So, we went back to her house and I got to lay in one of those 
big bathtubs, and smoke some hash. That was like the best 
medication. Then the hospital called. We all gave the D.C. num-
ber. They called D.C. and said “Oh, my God, now we read the 
x-rays. Bring her back immediately!” So, I was in the hospital 
for 10 days, flat on my back. 
Clayton: Could’ve been crippled. Could’ve been really serious.
Alice: Could’ve been. Unfortunately, I healed really well, so… I 
probably could have sued them. But of course, I healed and we 
did get money out of that, and of course, Dana was like, “Oh, 
you’re getting money out of that…” 
Clayton: [Laughter]
Alice: We used that money to get a bank account. And bor-
rowed some money and rented Madison Square Garden to do 
the “Bring Abbie Home Benefit.”
Clayton: You actually rented Madison Square Garden?
Alice: Felt Forum. Yes, with that money. 
Clayton: Really?
Alice: Yes, for like $4,000 I think. And then we borrowed four, 
and Bill put up his house as collateral. Which I’m sure his wife 
wasn’t too happy about. 

Joey: Bill Kunstler?
Alice: Bill Kunstler, yeah. Then we used the money from Stu-
dio Ten. Every week, I’d take $500 and walk to the bank to pay 
off the loan. 
Clayton: How successful was the Madison Square Garden 
event?

Alice: Okay, David Peel explained this to me afterwards, that 
basically there was no way you could ever make money out of 
this, because it was Sunday night. It was triple overtime.

Clayton: Oh, my god.

Alice: It could’ve been at some other time, because Dana want-
ed to do it at Studio Ten. Of course, you have to realize, Dana 
and those Zippies guys had a big fight with the Yippies. This 
is was kind of Dana’s way to try and buy his way back into the 
Yippies. And it was Abbie’s way to try and test the waters, be-
cause he didn’t want to surface if he was going to end up doing 
serious time. So, they wanted to have something to have The 
New York Times and everybody write about it, to figure out 
what was going on.
Clayton: This is Abbie Hoffman, and he’s on the run after a 
coke bust. And he’s been underground for quite a while. And 
so he’s come back to New York and if you guys could pull off 
Madison Square Garden. That’s huge.
Alice: Well, it’s Felt Forum. 
Clayton: Or Felt Forum. But it’s huge.
Alice: So, they argued and quibbled. The funny thing was that 
the meetings were at Bill Kunstler’s place. And you’ve got Rex 

Clayton: So, tell us about Number Nine, being a Number Nine 
what was that like?
Alice: It was great, we had the whole third floor with the type-
setter machine and the layout tables. The second floor had like, 
a table in the middle, with a bunch of chairs around it, so it was 
always the hangout place. Dana lived in the loft. Lots of people 
would meet. It was good, because a lot of people didn’t know 
each other, and they would end up meeting each other there. 
And the first floor… we didn’t use the first floor so much. There 
was a couch. Sometimes, we would go down and hang out a little 
bit, but it really wasn’t used very much. That changed over the 
years; different people did different things there. Aron lived in 
the basement.
Clayton: Was Aron married when he was there?
Alice: Not yet, Aron was single at the time. 
Clayton: So, Rachel was never there.
Alice: No, Rachel was not. She was not even thought of yet. 
And, you know, Bleecker Coffee was the only place that was ever 

Weiner and a bunch of other people, Aron would 
remember. I don’t really know. I was just there 
sometimes to represent our viewpoint. And 
they would be arguing and quibbling and then 
Bill would have to walk through there, from one 
office to another, and they would all be on their 
perfect behavior when Bill walked through. And 
then they would go back to quibbling and argu-
ing. Bob Fass was there. That’s when I met Bob 
Fass.
Clayton: For the first time? Bob’s a good guy.
Alice: For the first time, yes. He’s a good guy. 
Once again, they didn’t really promote it like 
they should have. A lot of famous people were at 
it.

Clayton: Do you know [Larry] “Ratso” Sloman? 
Alice: Ratso? Sure. He might not remember me, 
but I know who he is. Because Ben and I used 
to go High Times, sometimes. I’d have to pick 
something up or drop something off, and we 
would see him and Gabrielle and all those people.
Clayton: Tell us about Ben. Ben ended up in 
Madison, Wisconsin.
Alice: Yes, he went there for college. He became 
the local… he was like the “mayor” of Madison, 
or something, he became like a celebrity there. 
Clayton: And so he became a really well known 
Yippie. 

Alice: Oh yeah, he spit a glob of phlegm at [Hen-
ry M.] “Scoop” Jackson during the Democrat-
ic primaries and they wanted to try him. Back 
then, it wasn’t a federal offense to hurt a senator 
like that, but they thought it should be. So, they 
had a big trial and he ended up… it was actually 
in The New York Times, they decided it was a 
small crime, done by a small man, so he should 
get a small penalty. So, he got five days or some-
thing. But they were trying to give him a lot of 
time. 
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open. There was nothing else in the area to get food or anything, 
so in the morning we would to go Bleecker Coffee. Cisco had a 
girlfriend, Ilah, who was a go-go dancer, and she would feed us. 
So, every morning we would have a meeting at Bleecker Coffee 
and figure out what we were going to do with the paper, get a 
really cheap breakfast…
Clayton: 99-cent breakfast? And Robert Frank? Did you ever 
run into him, much?
Alice: I didn’t even know who he was, for a long time. People 
back then? None of us talked to each other. There was nothing 
happening in the first floor, there was no retail. People just lived 
in their buildings, and you didn’t really see them that much. 
Later on, I found out who he is and everything. I’ve seen his 
book and I know who he is.
Clayton: Ever talk to him?
Alice: Yeah, on and off. But he doesn’t really like to talk to peo-
ple that much. 
Clayton: He’s pretty private. 
Alice: One time we had a funny thing Peter Orlovsky was trying 
to come and see Robert Frank. I didn’t even know who he was. 
I was hanging out with some squatter girls from Vancouver on 
the first floor, drinking a 40[oz] or something. This guy knocks 
on the door, with a young teenage girl with him. He’s said I’m 
Peter Orlovsky. I’m here to see Mr. Frank. He’s not here. My 
daughter has to use the bathroom. Can she use yours?” We were 
just like, “Oh, we don’t know who he is. But, sure.” 
Joey: What was your mission? Back at that time, what was your 
purpose?
Alice: Underground newspaper, I really believe in newspapers.
Joey: And what was the newspaper’s purpose? 
Alice: Just disseminating information, there was so many peo-
ple… political information. A lot of writers, a lot of artists. They 
had a mailing list; I ended up working on the mailing list, a lot.
Clayton: Who read the newspaper?
Alice: God, a lot of people. The mailing list was about 2,500. 
Joey: Just New York?
Alice: Oh no, that was the whole country. And international. A 

lot of international people. And then bookstores and individu-
als were taking bulk orders that I had to pack all up.
Clayton: Do you remember SoHoZat?
Alice: Sure. I’m glad you reminded me of that. We had some of 
our Yipster Times in their basement. Apparently they let it get 
flooded out and they were all destroyed. 
Clayton: Because that was one of the only places I remember 
you could actually get it. Tell us about them. Do you remember 
them? Stanley [Bobrof] and Darryl [Mendelson]?
Alice: Wasn’t there somebody else there, that still had that 
bookstore on Carmine Street?
Clayton: I’m not sure, I just knew Stanley and Darryl. They 
were from Columbus, Ohio. 
Alice: Oh yeah, that’s where we knew him, too, because we 
knew a lot of people from Columbus. 
Clayton: Yes, Monkey’s Retreat. 

Alice: Yes, Monkey’s Retreat. We knew Steve Conliff, Paul Volk-
er… there were a lot of Yippie chapters all around the country. 
Clayton: Columbus was a big one, right?
Alice: Columbus was a big one.

Clayton: Columbus was a big marijuana center. I think Co-
lumbus is almost at the center of America, or something, and 
the whole pot culture out there was really well developed, old 
and stable. They do this community fest and it’s big. It’s a huge 
event. Darryl and Stanley were part of it. 
Alice: Well, they had the Columbus Free Press, too. They had 
a newspaper.
Clayton: They had a whole thing worked out with the cops. Real 
cops for the security. And they were tolerant. People would be 
smoking pot and everything. This was done recently. And it had 
that whole vibe to it. I could see where that whole Yippie thing 
would cross over very easily.
Alice: Well, also, Steve Conliff was the big Yippie there. He’d 
been in Miami. He was a Zippie as well. So, there’s all these peo-
ple who were Zippies. 

Clayton: Monkey’s Retreat was in Columbus, I’m sure they sold 
the Yipster Times.
Alice: Yes, they were one of our bulk distributors.
Clayton: And so, that crossed over to SoHoZat. This is really 
important history, that is hard to get, and is really getting lost. 
Because Darryl and Stanley didn’t really write about it. Madi-
son’s not as bad, because there were enough radical people there 
that kept the history. And like here, this is one of the only real 
documents of Number Nine and Alice. That’s why it’s so import-
ant. Because a lot of things happened. Were you involved in 
Blacklisted News?

Alice: In the sense that I was the manager of it and I did the 
whole thing I usually do, Dana had Steve Conliff, Grace Nich-
ols…
Joey: What is Blacklisted News?
Alice: It’s that big, fat book. It’s a compilation of stories from 
Yipster Times, mostly. And there were some things that were 
written just for it.
Clayton: And what was the Yipster Times? Good question, 
too.
Alice: America’s national underground newspaper. 
Clayton: Okay, and what did you cover?
Alice: Everything that was happening at the time. Legalizing 
pot was always a big issue. The environment was a big issue. 
Racism. Police brutality. We did a lot of stuff on people like Mi-
chael Stewart, all these people.
Joey: So, a lot of things that are still very relevant and perti-
nent to my generation, or to a younger generation, that are still 
going on in today’s news cycle…
Alice: We covered, yes. And with Overthrow, we had the whole 
Ronald Reagan, Central America thing. So a lot of stuff on Cen-
tral America. We probably had more than anybody else. 

Clayton: What’s the difference between Overthrow and Yip-
ster Times?
Alice: The Yipster Times is more of like a ‘70s kind of paper. 
Then, when the whole Punk thing happened, we had Studio Ten, 
our own rock club. We had Punk bands playing. We had Rock 
Against Racism. 
People were kind of like, “Yipster, what’s that?” “Hipster” was 
considered a ‘50s word, which I know is funny now, because now 
it’s popular again. But in the ‘70s, people didn’t even remember 
“hipsters” and “beatniks” and stuff. “Yipster” was a joke on Yip-
pie and hipster.
Clayton: That’s also interesting that you bring up old words. 
Where I grew up in Western Canada, it was very conservative, 
and not New York, obviously. “Punks” and “hoods” were terms 
that were thrown around to sort of describe juvenile delin-
quents. Some people make it seem like “punk” was invented for 
that period of late ‘70s or early ‘80s, and it really wasn’t. Was 
that part of the vernacular when you were growing up? Would 
teachers say things like, “Oh, that kid’s a real punk”?
Alice: Yes, I think so. 

Joey: And speaking of words, today, to someone like myself, or 
a marketer -people growing a brand - the word “underground” 
is cool. People like me, a nice “culture vulture,” might use this 
word to sell, to market, and to tap into that culture. But com-
ing from someone who really was underground, or someone like 

Abbie Hoffman who was underground, or Dana, who is doing 
these underground things… what is “underground”? What is 
the meaning of that?

Alice: It’s when you just disappear. It’s hard to do nowadays. 
Everybody has everything on cell phones, and you know. But 
back then, you could just kind of disappear. But they didn’t re-
ally “disappear.” They were really hanging out with their friends.

Clayton: Some people went underground from the point of 
view of - like, coming out of black history or something like that 
- you went underground because you had to disappear. But it’s 
also related to a culture. One thing about underground culture 
is, those are activities that are outside the law. It might not be 
criminal, per se in terms of being a felony, but like you know, like 
smoking pot and having parties, or maybe they were underage 
and they’re drinking. Basically, having something they weren’t 
tolerant of, like when those cops jumped on Ben in Washington. 
So, “underground” essentially meant that you were doing some-
thing that was skirting the law, was outside of the law, and was 
an activity that was frowned on by society. You had to find your 
own place to do it. Newspapers are obviously legal. You have the 
right to free press and all that. But like Alice was saying, with 
Iran-Contra and Oliver North? Overthrow probably covered it 
more than anybody else. That kind of news was really outside 
the mainstream. 

Joey: You were speaking out against the status quo.
Alice: One good example: we had a friend who was a photogra-
pher. Newsweek - I think it was Newsweek, not Time - sent 
[him] down to El Salvador to take pictures. He took the pictures 
and they were all of mutilations and atrocities that the right 
wing had done to the people down there. Their heads were liter-
ally on tables. Slaughtered bodies. Newsweek wouldn’t print it. 
So, he brought them to us. We said, “We’ll print them all.” That’s 
when we started covering the Central America stuff a lot.
Joey: So what was Studio Ten? Because there’s not really a lot 
of information, and I find it fascinating.
Alice: So, Ten Bleecker. At that time, things were not being 
turned into condos yet. There was a lesbian feminist theater in 
the basement. And the floors above it were not renovated, at all. 
It was kind of like in SoHo, where each floor had some artists. 
Bob Gale, an artist from The New York Times, for a time lived 
there. Fixit Steve, he’s a friend of Raymond’s…
Joey: Just to use as a reference point, the lady from Sex & the 
City with the red hair now has a multi-million dollar apartment 
there. But she seems nice. 
Alice: Everybody got $500 a floor. 
Joey: The guy who lives there now, told me the first floor just 
sold for $4M.
Clayton: What was the name of the lesbian theater?
Alice: I can’t remember. We never really saw them. They would 
do shows, like once a month, for a weekend or something. And 
it was packed. And they made all their money on that. A guy had 
been storing his motorcycle in there and he got in an accident 
and he died. Somehow Dana found out that floor was available. 
So, for $500 a month, we got that entire first floor of Studio 
Ten, which was huge. We fixed it all up. We put a stage in. And a 
bathroom, and a big loft. This was ’79, ’80, ’81…
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Clayton: So, the pot culture paid for all of this, too?
Alice: Sure.
Clayton: And did you know Mickey “The Pope” [Cesar]? 
Alice: Of course, yes.
Clayton: Was he part of that scene?
Alice: No, he had his own weird little delivery scene, and what-
ever else he was doing there. He was an exhibitionist kind of 
guy. He had a little crew of guys working for him and he paid 
them well. In fact, he stole some of our workers from Studio 
Ten, because, you know, Dana doesn’t like to pay people. And 
Mickey did. And he was just a few doors down from us. 
Clayton: I think he owned a building on 1st Street.
Alice: He did. He was doing stuff out of that [building] and he 
got arrested there. 

Clayton: Somehow, what’s his name from San Francisco took 
over the building, and got it from him. What’s his name?
Alice: Ed Rosenthal.
Clayton: Ed Rosenthal. So, somehow I think Mickey went to 
jail and… 
Alice: And Ed got the building. But then he let it go, which 
proves he’s not a true New Yorker, because New Yorkers never 
let any property go.
Joey: Were there any synergies between Studio Ten and CBGBs? 
Alice: No.
Joey: But you had bands. You would book the bands?

Alice: Yes. We booked Dead Boys... Johnny Thunders… all those 
guys played at Studio Ten.
Joey: And you booked them?
Alice: I don’t know if I directly booked them. I do a lot of book-
ing; I don’t do all the booking. Different people do it. 
Clayton: Did you know Hilly [Kristal]?
Alice: No.
Joey: Did you see Hilly?
Alice: I guess. 
Clayton: [to Joey] At a certain level, those are very different 
streams, even though they kind of knew each other. That’s why 
it’s interesting you had Johnny Thunders there. That’s a totally 
different stream. 
Joey: What happened when the bomb exploded outside 9 
Bleecker?
Alice: That’s a long story. I actually walked right by the box that 
had the bomb in it, because me and Ben and Dean [Tuckerman] 
had been arrested the day before. Three undercover cops were 
sitting between Number Nine and the corner. They were out 
there for an hour or two. So, Ben told Danielle to take pictures 
and she came back and was like, “They said I can’t take pictures.” 
I just said “Oh, fuck that. They can’t tell you that.” I went out 
and said “No, go ahead and take pictures.” And they jumped 
out of the car, saying “What are you doing?” I said we’re taking 
pictures, and they said it’s illegal to take pictures in New York 
City. I said, “Go tell it to the tourists. Go tell it to the tourists at 
the Empire State Building.” And bam, they grabbed me by the 
shoulder and said, “You’re under arrest. Let’s see your ID”. So 
I said, “Well, let’s see your ID.” They were like, here. I’m like… 
fuck. I had no ID. This is pre-Giuliani. You didn’t have to carry 
it on you. 
Clayton: What year was this? Was it ’81?
Alice: I think it was ’81, yes. We had a Yippie conference planned 

across the street. Abbie Hoffman was going to be speaking, so 
we were under police surveillance. They of course said they were 
staking out that bum hotel on top of CBGB’s because of robber-
ies, and thievery going on there. 

Clayton: The Palace Hotel?
Alice: Yeah. Like they really care about that. Fucking Ninth 
Precinct. So, we all got arrested. I of course went limp, which 
is what I did when I chained myself to the White House fence. 
They didn’t like that. I got double-handcuffed. Ben was thrown 
in. Our friend Dean Tuckerman, our paralegal, he was thrown 
in. Luckily, he just called Bill Kunstler, about what was going on. 
So, we were taken in. Ninth Precinct. Desk Appearance ticket. 
Came back. 
The next day, I got up, got dressed, I was going to walk down to 
the court. Ben and Dean weren’t even up yet. Slackers. And I’m 
there. I’m calling and calling and I’m like, “Guys, where are you?” 
And they said, “Oh a bomb went off in front of Number Nine, 
and the place is surrounded by the cops.”
Clayton: So, how come you didn’t [cover] sports in Overthrow 
or Yipster Times?
Alice: What? It wasn’t very political. Oh, I was also very influ-
enced by the two track guys [Tommie Smith and John Carlos] 
that put their fists up [in a Black Power salute] in the ’68 Olym-
pics. That had a big effect on me, because I was a jock. Also, ev-
ery time a [Baltimore Orioles] baseball game was rained out, 
they would always play that Jim Thorpe movie, so we would 
always watch that. They took Jim Thorpe’s trophies away from 
him. And I’m part Native American Indian.

Clayton: Are you still involved in sports one way or another? 
Alice: Unfortunately, no. I’m out of shape.
Joey: If you had a decathlon, you, Dana, Aron, and all the Yippies, 
would you dominate them?

Alice: Yeah. I’m more athletic than any of them.
Clayton: Unfortunately, Dana said he was getting very sick again. 
Alice: He does, he doesn’t look very good.
Clayton: We really like to pick on Dana, and all that, but Dana 
was very important for the whole thing.
Alice: He was. And we all knew, we’ve all known, the whole time, 
Dana is fucked up in a certain way. Everybody loves him, though.

Joey: What do you think of what’s going on in Number Nine 
now? Be totally honest.
Alice: I think it’s the best. I’m deliriously happy. 

Clayton: [to Joey] I think there’s nobody better than you that 
could have taken it over, I would agree with that.
Alice: And to have women boxing here. It’s unbelievable.
Clayton: [Alicia] Napoleon.
Alice: It’s perfect. And then they’ve got photography and every-
thing upstairs.

Clayton: And Joey’s heart is in the right place. We’re doing 
this fanzine together, which is part of the history of Number 
Nine: publications.
Joey: What is Squelch?
Alice: Squelch is a little business. It’s to distribute alterna-
tive media. Newspapers, papers, comic books, CDs, any kind 
of media. I have a trading license from Maryland, and I just 
invented it, a month or so ago. 
Joey: Your life, your work, has been printing and newspa-
pers…
Alice: And mass communication. And organizing…
Clayton: Do you still read the newspapers?
Alice: All the time. On the internet.
Joey: That has seemed to be your life’s work. How did you 
learn to do all of this? 
Alice: I just started doing it, I don’t have any training. No 
background in art. Funny thing is, my mom told me, when I 
was a little kid and they put me in that little playpen prison 
thing, that I would cry. And the only thing they could do to 
stop me from complaining and crying? Was give me the Sears 
& Roebuck catalog. Which I don’t understand, but I guess 
from an early age… I just read the newspaper, The Baltimore 
Sun, and I liked that. If I could work it out, where this is what 
I do for a living, like I used to, that’d be my dream. That’s what 
I love to do. And of course, go to the beach all the time.
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Clayton:  This is “12 Rounds.” Essentially, it’s about different 
struggles that people have had, and it’s an interesting cross 
section of people that have gone on, had struggles, accom-
plished things, came through to the other side. Kind of a he-
roic thing, wouldn’t you say, Joey?
Joey: Yeah, all types of different people, from all different 
walks of life. Different people, creative people. So, basical-
ly we’ll just start off with, what’s your name, who are you, 
where are you from, and what do you do?
Mukunda: Mukunda Angulo. I’m from the Lower East Side 
and I am a filmmaker. I make movies.
Clayton:  Now, you’re pretty well-known in terms of the doc-
umentary, The Wolfpack. Basically, you were housebound, 
for how many years?

Mukunda: Since I was born. Like 15 years.
Joey: How old are you now?
Mukunda: I’m 21.
Clayton: Were you the oldest?
Mukunda: I’m the middle.
Clayton: The middle. So, you, and your brothers, you really 
spent your whole life inside the house. Never going out.
Mukunda: We only went out, like, a couple of times a year. 
But it would change from time to time. Sometimes nine, next 
year three, next year one, one year, not at all. 
Clayton: I think we should talk about that for a minute. You 
want to talk about that for a minute? 
Mukunda: Yeah.
Clayton: What was it like growing up in New York - you 
could look out the window, right?
Mukunda: We could. We had a view of uptown and down-
town. We could see the Twin Towers, and the Empire State 
Building was like a big, big view.
Clayton: So, what was that like, looking out the window and 
seeing life out there, but never experiencing it?

Mukunda: Well, it didn’t enter our minds, that kind of feel-
ing or thought. Until we hit puberty, I guess, turning into 
teenagers. We looked at it more like, sort of, another mov-
ie world. We’d always stare outside for hours, looking at the 
windows and wondering what people were up to. We’d just 
look at the buildings, or birds flying around, making up sto-
ries and saying, “I wonder what he’s up to, I wonder what this 
is up to?” Look at some of our favorite cars on the streets 
and -
Clayton: Did you watch the news?
Mukunda: We did, we had a TV.
Clayton: What was the news like?
Mukunda: It was kind of like a -
Joey: Horror movie? 

Mukunda: Similar to newspapers, I would say. I mean, news 
watching, we always were bored. The only entertaining thing 
I can remember from the news is when they were talking 
about movie reviews or Oscars, like on the red carpet. Or the 
weather.
Joey: What was more of a struggle, when you kinda first got 

outside and broke free in that sense, and got to experience 
the outside world for the first time, with everything coming 
at you? Describe that, a little bit. Or maybe it wasn’t that. 
Maybe it was just the freedom, and you’re like...

Mukunda: It was freedom, at first. But taking it in, all at 
once? The world is a big place. Especially if you’re in New York 
City, there’s so many things happening at once. And there 
are different worlds, like the Lower East Side has its some-
thing, SoHo has its something... But coming out, we learned 
- I learned - that life wasn’t scripted. So, it was kind of hard 
to understand. When everybody was talking, or using cer-
tain words like OMG or FYI, I’m like, “I don’t know what that 
means, I don’t know what any of this means.”

Clayton:  One time, when I was a kid going to university, I 
worked at this lighthouse and it was very small. It was called 
Green Island, which meant it was tiny. And it was called 
Green Island, basically, because nothing grew on it. The town 
I went to after that was Prince Rupert. So, after being sort of 
stuck on this island, when I went to Prince Rupert - which is 
really a small town - it would almost seem like such a huge, 
cosmopolitan place. Now, you? You all of a sudden entered 
into New York, and you end up on Delancey Street, that’s like 
a thousand times busier than what I was faced with. What 
was that like? You don’t know about cars, about crossing the 
streets, the lights, the noise, the action, and people bumping 
into you. What was that like, when you first stepped outside?

Mukunda: The first time I stepped outside was both exciting 
and kind of a great feeling to me. The only thing that worried 
me, or I was scared about, was being lost. New York City? I 
didn’t know anything. I didn’t know any of the streets. Walk-
ing the streets now, I look back on my childhood days. I re-
member walking on Bowery and Delancey and to me that felt 
like it was like an hour away from home. I’m like, wait a min-
ute, I remember this. I remember this spot! And I have to say, 
since a couple of years ago, before I broke out, walking out in 
the streets, it’s changed a lot since then. New York City, itself.
Clayton: What about snow and winter? All of a sudden, 
you’re cold. You never experienced that before, right?

Mukunda: I’d never really experienced the full snow. We only 
went out to Central Park once or twice in that last five or six 
years. And it was only for a couple of hours a day. We never 
stayed out at night. We’d just go for, like, three or four hours 
and then come back home, and that’s it.
Clayton: And what about now?
Mukunda: Now, I’m more of a summer person. It’s been a 
long winter for me, but I enjoyed the blizzard that recently 
happened, because I just saw The Revenant and The Hate-
ful Eight by Quentin Tarantino.
Joey: Is The Hateful Eight good? ‘Cause I’ve been meaning 
to watch it. I like Django Unchained. Is it like Django or 
was Django a lot better?
Mukunda: Django was really, really good, a lot better, yeah. 
But The Hateful Eight had its moments, I have to say. But 

now, I play in the snow all the time. Whenever I get the chance. 
The blizzard that recently happened? It was a great day being in 
there. And it happened on the anniversary that I actually walked 
out.
Clayton: So, your first struggle, your fight, was getting out and 
figuring everything out. And now... you’re young but you’re pret-
ty ambitious. You’re an aspiring filmmaker. What’s that kind of 
struggle been like, that first year, taking everything in? You now 
have this newfound liberation and now the second part is, well, 
after The Wolfpack came out, what’s it been like with everything 
coming your way, and being young and having ambition and, you 
know, how do you filter all of the people coming out of the wood-
work?
Mukunda: Yeah, I know what you mean. Ever since the film had 
come out, there’ve been a lot of opportunities coming our way. It’s 
opened so many doors. We didn’t realize how lucky we were, until 
last year in the summer. It’s very hard for aspiring filmmakers to 
be in the position that we are in now. Right now, I feel extremely 
lucky. We’re still getting approached by other companies and col-
laborating with other artists and celebrities and etcetera. 

Clayton: What kind of celebrities have been drawn towards you?
Mukunda: Well, we’ve met a lot of celebrities. Especially out in 
LA, such as Spike Jonze - well Spike Jonze, he’s in New York - but 
David O. Russell was one of them. And Mark Ruffalo we met at 
one time. Robert DeNiro... James Franco…
Clayton: Were they helpful?
Mukunda: They’re very helpful. And they are such great people. 
We’ve been starstruck a lot, but in the end, meeting them? They 
all just feel like regular people.
Joey: Are they starstruck at all after seeing the documentary, or 
when they get to meet you guys?
Mukunda: I don’t know, I don’t know about that. But they have 
heard of our story and where we are from. And yeah, they are glad 
we are out.
Clayton: There’s something about isolation, or difficulties.  I 
think there are stories that attract movie stars or people with 
power, because they are so different or so unique. I know, for ex-
ample, that Johnny Depp is inspired by certain things like that, 
like this guy Damien Echols, who was imprisoned wrongfully and 
did years on death row. Your situation fits into that. There’s an 
obscurity and a uniqueness about your story. Do you think about 
wanting to do another movie on it, anything like that? 

Mukunda:  Someday, somehow. Maybe not for another 20 years, 
or 15 years, who knows. People will want a sequel to the docu-
mentary that we’ve done, but -
Joey: Great documentary, by the way.
Mukunda: Thanks. But we don’t know if that’s possible.
Clayton: It attracted a lot of attention, which is lucky. With your 
filmmaking, now, what kind of support do you get? Do they show 
your work, introduce you to people, or…?
Mukunda: Since the film has come out, we’ve met so many peo-
ple, with so many connections to the film industry. Or so many 
connections to LA and New York. But what we have realized in 
the past year is - no matter how much attention you can get from 
a film, your artwork, or whatever you do - it’s really about con-

necting with people, and networking with them, that 
really helps you get to where you want to get. Or makes 
sure you get there.
Clayton: You have to do the work. 
Mukunda: Especially the work, yeah.
Clayton: Yeah, you have to do a lot of work. That’s 
where people sort of lose. They think, now that you 
have the connection, it’s all going to be easy.
Mukunda: No, it’s not. Because you have connections, 
it’s kind of like, “show me what you got.” And if you 
have nothing to show, then...

Clayton: Yes, right. You must really work at it, as Joey 
learned.
Joey: How did you get into filmmaking?
Mukunda: I grew up, my entire life, watching movies. 
I didn’t know what I wanted; I didn’t know what else 
to do in my life. But then I came to a point where I was 
growing up and I thought I should do something, you 
know, career-wise. And then I saw one particular film 
that showed me what filmmaking craft is and...
Clayton: What sort of film?
Mukunda: It was The Dark Knight by Christopher 
Nolan.
Clayton: Okay, and how many movies have you 
watched in your life?
Mukunda: Oh, that’s a toughie. Probably over 5,000.
Clayton: And which movies have you watched multiple 
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times?
Mukunda: The ones I can name because we always kept 
count, off the top of my head? The Lord of the Rings Trilo-
gy. I Want You, over and over again. The Dark Knight - and 
The Dark Knight Trilogy actually. The Terminator was one 
of them. The Terminator 2.
Clayton: So did these come out over the era of VHS?
Mukunda: They were VHS, originally. And then others came 
on DVD and Blu Ray later on.
Clayton: What year were you born?
Mukunda: 1994.
Clayton: Okay, so you are kind of like, almost at the end of 
VHS?
Mukunda: But I’ve lived and grew up my entire life on VHS. 
I was always fascinated by it, because it’s sort of like a film 
reel. It’s actual film. You can take it apart and actually roll it 
up.

Clayton: You did that?
Mukunda: I did.
Clayton: You ever splice them together?
Mukunda: I did, actually. I did. Rip them together, make 
something out of them together. We put them around our 
hands. We’re like, “Look, I’ve got the movie all over my hand.” 
I always was fascinated. And I still watch VHS to this day.
Clayton: Did you do it, like films, where you spliced differ-
ent movies together, and stuff like that?
Mukunda: Such as?
Clayton: Any movies. Like film people would, because it’s 
possible to use scotch tape and pieces of filmstrip and put 
them together. Did you ever do that with VHS?
Mukunda: Actually, we did. Every time the VHS would go 
bad, it kind of ruined our VCR and got stuck in there. So, 
what we had to do was cut off a piece of the actual VHS tape 
and then scotch-tape it together to put it back in.
Clayton: Did you ever splice your movies together with 
scotch tape?
Mukunda: Not, like, multiple movies. But there was one 
VHS tape, I can’t remember, where there was an animated 
cartoon, and then another film at the end. And all I had to 
do was just cut this big, big, long piece. So what I would do 
is, when I wanted a certain part to come in for the animation 
cartoon? I would pause it, eject it, mark it, and then fast for-
ward all the way to where I wanted the cut to happen. Eject 
it, mark it. Then cut the big long piece and tape it together.

Clayton: Who picked the movies? Who bought the movies?
Mukunda: Our dad. But we also wanted films of our own, 
that we’d see on the trailers.
Clayton: Did you go out and buy them?
Mukunda: We didn’t. Our dad would go out and buy all of 
them.
Joey: What’s the relationship like with your dad, now?
Mukunda: So, we still... some of us still don’t talk to him. 
But he saw the film, and he understands. He’s happy that 
we’re out, doing what we want to do, and achieving our goals.
Clayton: You think he was guided by the wrong point of 

view? Or that he was just nervous about the city? Or do 
you think he was just a paranoid person? What do you 
think led to that?
Mukunda: I don’t know too much about his background 
story, because he doesn’t really talk about it. But I think he 
wanted to protect us from any harm. And this was the best 
way he knew, or he thought, how to do it.
Clayton: So, it wasn’t like a mean, evil situation?
Mukunda: I don’t think it was, no. But you know, stay-
ing isolated in one place can always make people get a little 
paranoid, or go out of their minds.
Clayton: You don’t seem paranoid.
Mukunda: Thanks. Imagination can set you free.
Clayton: It can. Absolutely. Tell us about your films. Are 
these narratives with a beginning, middle, and an end, and 
sort of like a drama that builds up in them? Or are they just 
straight documentaries? 
Mukunda: I haven’t gotten to the documentary side of it 
yet. But narrative-wise, I always make films out of dream 
sequences that I have. Or anything that I’m motivated or 
inspired by, art-wise, creative-wise. Or anything I see or 
learn, from experience.

Clayton: What do you like best? Shooting, directing, writ-
ing the script...?
Mukunda: I love writing, but I really love directing most 
of all. Because if someone comes at me with a script, or an 
idea, I can visualize it. The more details they talk about? 
The more we talk about it? I can visually imagine it and how 
I feel like it looked. Or should look.
Clayton: What was your first camera? How did you learn 
how to use it?
Mukunda: 70mm was my first professional camera.
Clayton: Any camera.
Mukunda: Oh, any camera? A Polaroid.
Clayton: Really, a Polaroid camera?
Mukunda: A Polaroid camera our dad had gotten for us. 
He would take pictures and when the picture would come 
out, we would be so wowed and amazed by it. So, we would 
take the camera around and take pictures of anything. Like 
our tables, our chairs, our rooms. Or make faces at each 
other. Any drawings we were doing.
Clayton: What about “moving pictures” things?
Mukunda:  A camcorder was the only one I knew of.
Clayton: Half Inch, VHS?
Mukunda: Little tapes that would...
Clayton: The little ones, like 20mm’s? Okay, that’s cool.
Mukunda: It was fun, but it was the most complicated 
thing for us. Any film we had seen anyone holding a cam-
corder - like in Son in Law, where Pauly Shore is going 
down the college dorm and he is filming? - we would always 
use that and pretend to be Pauly Shore and just film around 
the apartment.
Clayton: And you had to get a special VHS to play those 
separately. You needed a different cassette adapter to play 
those tapes in the normal machine.
Mukunda: We did. What we would do is, any footage that 

we got on the little tapes, we would plug our camera into our 
VHS player and it would record off of what the camera was 
playing.
Clayton: Did you get better after a while?
Mukunda: We did. I was looking more. We were limited to 
how much we could use the camera, but more I held the cam-
era and the more I was playing around with the camera, the 
more I was capturing about my surroundings. I was filming 
insects or mosquitoes running around. Or my brother’s in-
teractions with nature, or playing, or whatever it was they 
were making. And we would always bombard each other: “I 
want to film, I want to film, I want to film.”

Clayton: Did you keep using the same tapes over and over 
again, or?
Mukunda: We did. We only had 2 tapes.
Clayton: 20 minutes, right?
Mukunda: Yeah, and so whenever that tape was done, we 
had to record it off the VHS and then that footage would be 
on our VHS. So we just record over that [20mm tape].
Clayton: Do you still have some of those?
Mukunda: We do, we have them all.
Clayton: Really? That’s good.
Mukunda: I don’t know where the little tapes are, though, 
but I’m sure they are around somewhere.

Clayton: So, you guys were self-motivated? Did one person 
in the family always push you guys to keep working? ‘Cause 
the easiest thing to do at home is to do nothing, just watch 
TV and lay around. You guys were pretty motivated, who 
motivated you guys and got you working?

Mukunda: I think we motivated ourselves. But our mom 
was a huge influence on us, as well. We were home schooled, 
so she would have school projects for us to do, art projects, 
how to get better at writing. She’d always motivate us how 
to use our grammar or how to come up with the story - our 
own original story. And she would always, whatever mood 
you were into, she would use that as an example, because 
she knew that’s the way to motivate us. To take what we love 
and like and adore, and put it to our own use. But, like, spark 
something in us to keep us going.  So our mom had a huge 
part in it.

Joey: What’s the relationship like with all your brothers 
now?
Mukunda: We are all still in touch with each other, we still 
do projects together. We have been actually nominated at 
the MTV Movie Awards and we’re doing a collaboration with 
them as well.
Joey: What were you guys nominated for? Best...?
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Mukunda: Best Documentary. I forgot they did a documen-
tary category. When I got the news, “Wait, what? I forgot 
about that.” But yeah, we’re all still in touch. Whenever 
there’s a huge project coming up, we always come together 
and put our best foot forward and do it. 
Clayton: Has the fame harmed any of you, or has it all been 
positive?
Mukunda: It’s all been positive. Anything that’s come our 
way or anybody that stopped us in the street, they always 
talk about how inspiring the film was. And how our story 
has motivated their story to keep moving forward, to get cre-
ative again, or to get in touch with their inner self or their 
families again.
Clayton: And which of the filmmakers were the most in-
structive in the movie? Was it Crystal [Moselle] or...?
Mukunda: Instructive?
Clayton: Well, I mean, kind of influenced the whole thing or 
directed it. Or was it a team spirit?
Mukunda: I think it was really a collaboration of all of us. 
We actually shot some of the scenes that are in the movies. 
That scene, when my mother phones her own mother, for 
the first time in years? I shot that scene.
Clayton: Oh, nice.
Mukunda: And my brother Narayana shot us dancing in the 
dark with that scene. It was really a very organic process. It 

wasn’t, like, working at making the film look this way, or do 
it this way. Crystal had done so many cuts with it, but when 
our wonderful editor, Enat Sidi, came into the picture, she 
really like structured it and put it all together, the way our 
lives had felt.

Clayton: From a positive point of view, what’s the greatest 
difference between you growing up and anybody else you 
know about?
Mukunda: The most positive difference?

Clayton: Yeah, influence-wise, imagination-wise, work-
wise...
Mukunda: I consider a normal life, “whatever happens, hap-
pens.” Even though we weren’t raised or brought up like - I 
don’t want to say “normal” people - but I would say, because 
we weren’t brought up the average way, we had a lot of time 
to ourselves. The most positive outcome from that was, we 
had so much time to think, so much time to create, and be 
very resourceful about what we wanted to create and how we 
do it. It created a bond-ship with all of us together, in that 
our only friends were our brothers. And the only other peo-
ple we could have in our lives were from movies. And from 
those movies, we learned how films are shot, or where the 
light is placed, and costume...

Joey: When I saw that [homemade] Batman costume. I said, 
“That was a pretty damn good Batman costume.” But on that 
same note, so you’re 21, right? You seem really mature for 
like a 21-year-old, a regular 21 year old.

Mukunda: Oh, do I?
Clayton: I say he’s 50.
Mukunda: A 50-year-old man in a 21-year-old body.
Joey: I know lot of 21-year-olds and they don’t kinda seem 
as sophisticated or mature as you. And then on top of it, to 
have the world just kind of thrust upon you like that? A lot of 
21-year-olds would go fucking crazy, drink, drugs, whatever, 
sex, whatever the hell it is. But you seem very... even your 
answer, in terms of, to look at the light, you know? This is a 
very insightful answer. Where do you think that came from? 
Was it your situation? Are all the brothers kind of like that? 
Mukunda: Most of my brothers are like that. I think be-
cause we were raised on movies, we had so many different 
influences. We would watch actors do TV interviews or how 
characters behaved. And I think - not like we were influenced 
by them, but we could see how older people would act and 
behave, how they would talk. Because movies taught us a lot. 
They taught us how to dress and talk and hold a cigarette 
or how to type, even. We picked up on how adults act. We 
watched ‘30s films, ‘20s and ‘40s and ‘50s - we would imitate 
them from time to time. And we always loved old rock ‘n’ roll 
music I think...

Joey: Study the classics and you’ll be in good shape, is what 
you’re saying.
Mukunda: It could be. Either that, or, I don’t know, just look 
at things the way they are, instead of how you want them to 
be. 
Clayton: Have you picked up any bad habits, like smoking, 
or...?
Mukunda: Oh, yeah. So, my youngest brother is the biggest 
smoker of all. Being in rock ‘n’ roll and heavy metal, I guess 
you’re going to get into it anyway. But yeah, a couple of us 
smoke every now and then. I’m not really a smoker. I like to 
smoke every now and then, but I’m not into it.
Clayton: And what do the other people in the family want to 
do? Anybody want to be a filmmaker?
Mukunda: So, two of my younger brothers are into music. 
They have their own band called Auto Wreck. They play in 
bars in New York City and Brooklyn and Williamsburg and - 

Clayton: Well, that’s a taste of reality.
Mukunda: They are like ‘80s heads, I would call them. They 
dress very Iron Maiden, very Judas Priest, very metal-
lic, like, the whole ‘80s heavy metal vibes. One of my older 
brothers is a camera operator. He works on movie shoots. 
Spark, he’s a cinematographer now, as well. He shot his first 
feature-length film not too long ago, and he is still working 
on commercials and movie sets, TV...
Clayton: So, he’s in the industry? He’s in the business?
Mukunda: He is. And his twin, another of my older broth-

ers, is an environmentalist, but he’s also writing scripts with 
us on any projects we do. He has a writer vibe to him, but he 
also has the enthusiasm to direct as well, and shoot on cam-
era. He works at an environmental company called Rands 
Perk and he is currently working at the new movie theater in 
the Lower East Side, Metrograph.

Joey: Where do you live now?
Mukunda: Still in the Lower East Side. 
Joey: Same? Still at home? 
Mukunda: Yeah.
Joey: Do you see yourself staying in New York the rest of 
your life? Or do you...
Mukunda: I do.
Joey: ...Travel all over the world?
Mukunda: I’m still going to be travelling. I’ll probably live 
in LA for a while, but I’ll always come back to New York, no 
matter what.
Clayton: And the Lower East Side?
Mukunda: Lower East Side? I hope. If it doesn’t change into 
west village, or -
Clayton: Kmart?
Mukunda: Or Kmart. Or Chase Bank or anything. I hope 
there are still some New York vibes left.
Clayton: Who do you like, as an artist, what kind of art do 
you like?
Mukunda: As an artist, my favorite is David Lynch; he does 
both film and art, crafts and paintings. He does basically ev-
erything. And all of his art is inspiring and motivating be-
cause it all comes from - you can just tell - it all comes from 
his creative side. And there is so much positivity in it, but 
some darkness.
Clayton: Is there?
Mukunda: There is, at least for me. That’s what I get out of 
it. His creative art is both positive and influential to me be-
cause it’s something you don’t see on an ordinary basis. 
Clayton: It seems very sort of dark, and kind of threatening 
or something.

Mukunda: There is a darkness in it. But I kind of like the way 
he portrays the darkness. He doesn’t portray it like darkness 
is “dark.” It’s very, like, vibe-ish.
Clayton: It’s not evil?
Mukunda: No, you can tell there is an evil sense in it, or it 
represents evil. But it doesn’t feel evil, because it’s so cre-
ative.
Joey: So, my next door neighbor is a famous photographer 
by the name of Robert Frank. He made a bunch of movies, 
kind of artsy, experimental movies, like Pull My Daisy. And 
another about The Rolling Stones. Called it Cocksucker Blues.
Mukunda: Oh, I’ve heard of that one. 
Joey: Yeah, I felt like you would.
Clayton: What about Frank’s book, The Americans? That’s 
a very famous work in the time of the Beats, that whole pe-
riod.
Mukunda: How old is he?
Clayton: About 80-something now, right?
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Mukunda: Oh, wow.
Joey: Late 80’s. His wife, June, is still very vital and alive. 
What about Jim Jarmusch?
Mukunda: That sounds very familiar. I’ve heard of him, 
what films did he do?
Clayton: Paradise Now.
Joey: Pretty old; I should know. He’s like David Lynch.
Clayton: Lower East Side. Probably one of the most fa-
mous filmmakers on the Lower East Side. And his wife, 
Sara Driver, just got an Acker Award. She has produced 
a number of Jim’s films, and directed two feature films: 
Sleepwalk and When Pigs Could Fly.
Mukunda: He collaborated with... Spike Jonze, was it? 
Or...
Clayton: I’m not sure. He’s kinda a real independent type. 
I think he still owns his own films and like that.
Mukunda: I know I’ve seen one or two of his films. I think 
I have his collection.
Joey: Yeah, definitely, definitely.
Mukunda: But I recognize the name.
Joey: Did you guys have Netflix?
Mukunda: We didn’t, but...
Joey: What do you think of Netflix?
Mukunda: I actually love it. And our film is actually up on 
Netflix.
Clayton: You still like to watch Netflix? And you still like 
watching movies, in general?
Mukunda: I do. I watch films whenever I can and, espe-
cially now, I watch films in the movie theaters.

Clayton: What was the first movie you saw in the movie 
theatre? What was that like?
Mukunda: The Fighter.
Clayton: It was a big screen. Crazy, right? 
Mukunda: It was a hundred thousand times more epic 
than watching it on our TV, or re-enacting it. It was the 
full-blown experience.
Clayton: Mark Wahlberg?
Mukunda: And Christian Bale.
Joey: How nice.
Mukunda: It’s by David O. Russell, as well.
Joey: The Fighter? Makes sense.
Mukunda: Yeah. A boxing movie.
Joey: Yeah.
Mukunda: Funny.
Clayton: You are very articulate and well-spoken. 
Wouldn’t you say, Joey?
Joey: Yeah, he’s mature, pretty mature for his age. Do any 
of you want to go to college, or any of you have other plans?

Mukunda: One of my older brothers did attend a college 
in San Francisco. But a couple of colleges have come up 
to us with scholarship offers, and there might be one. I’m 
pretty sure I’ll be attending the New York Film Academy. I 
went on a tour with them. I wasn’t sure if it was for me, but 
I saw that they still cut and edit on film cameras.
Clayton: What about CalArts, or someplace like that? Or 

NYU, where a lot of people streamed into directing and act-
ing in Hollywood. You want to end up in Hollywood?
Mukunda: I mean, I’m not looking forward to it, but if it 
happens, it happens. What I mostly want to do - most of all 
- is just make a movie. No matter whom I work with or how 
I work. I mean, Quentin Tarantino, you know, has never 
been that involved in Hollywood.
Clayton: Really?

Mukunda: Yeah, like, he makes his films as independent 
as he can. But Hollywood is always happy to have him, or 
distribute his movies and he’s always -
Clayton: There’s a cost, with that.
Mukunda: That’s true.
Joey: Do you think you learned more, teaching yourselves, 
in terms of watching other movies and making films? Did 
you learn more from trusting yourself, and just doing it, 
than if you had that normal, straight experience: High 
school, College, Film school?

Mukunda: I think we have learned a lot more about our-
selves, and how to be creative, and how to get out there 
and do it, by just getting out there and doing it. Every 
filmmaker that I’ve known or heard, even from those that 
have gone to film school, like Steven Spielberg and Martin 
Scorsese, they always said, “The best way to make a movie 
is to get out there and do it.”  If you feel like you have to 
go to film school, then go to film school, if you can. But 
don’t think “that’s the only way to learn it,” or “that’s how 
to make a movie,” is going to film school. There’s an op-
portunity there. You can grab it and take it. Go for it. But 
all in all, it’s about doing it yourself. Getting out there and 
doing it.

Clayton: I think what the film school does, is give you con-
nections.
Mukunda: It does.
Joey: That probably applies to most professions except 
brain surgery. There’s a gap there, too.
Mukunda: Yeah, brain surgery, you’ve got to go to school 
for it.
Clayton: Connections are important. Getting access to 
the system is really hard. That’s one of the bonuses you 
have, with this movie: meeting all those people that are im-
possible to meet. Once you meet them, on a real level, as 
real people, then you are familiar with them, then you’ve 
crossed that line. Which is important.
Joey: Anything you want to add?
Mukunda: Keep telling your story. You never know who 
is listening.
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Joey: So we’re here at Overthrow, 9 Bleecker Street, Number 
Nine, former home to the Yippies. Tell us, what’s your name?

Glenn: I’m Glenn O’Brien.
Joey: And who are you?
Glenn: I’m your neighbor!
Joey: A lot of people might know Glenn O’Brien as “the Style 
Guy.” Glenn O’Brien has a huge relevance to downtowns all 
across the world.
Glenn: I have shifting identities. It’s funny; I went to see Brian 
Ferry last night and this guy came up and said, “Lord Roches-
ter!”, because that’s my Twitter handle. So, a lot of people know 
me as that.
Joey: Where are you originally from? 

Glenn: I grew up in Cleveland, Ohio. My family lived in New 
Jersey for a while. But I always wanted to be in New York. I used 
to watch TV shows when I was a kid, like What’s My Life and 
I’ve Got a Secret. There were all these cool, witty people, and I 
knew that’s what I wanted to be. So, the first time I came to New 
York I was maybe 11 or 12, and I said to my parents, “Take me 
to the Stork Club.” They drove to the Stork Club, which was the 
biggest night club. And I said, “Wait here.” 
Joey: And how did you know about the Stork Club?

Glenn: From watching TV. Because all the panelists, all the in-
teresting people, were known to hang out there. So, I went. They 
were so amused by this kid wanting to go in the Stork Club, that 
the maître d’ took me in and introduced me to everybody. It was 
really funny. That was kind of my destiny, I think. 
Joey: So, how did you go from Georgetown University to Andy 
Warhol’s Factory? How did that happen?
Glenn: It’s funny, I was just writing about that, because Billy 
Name just died. I think it was seeing those pictures that Billy 
took, the really saturated black and white pictures of all these 
beautiful, crazy, wacky people. I wanted to be there. It just 
seemed like the center of the universe. I was going to Colom-
bia grad school, in film. They had started Interview, like a year 
before, and everybody was like a speed freak, so they had the 
idea to hire some young, clean-cut college kids to run it. They 
hired me and Bob Colacello. I did that from 1970 to 1974. It 
was really a great time. When I started working there, Billy had 
locked himself up in his dark room, and hadn’t come out for 
like 2 years. Then, one day he was gone. He left a note saying 
“Andy, I’m not here anymore, but I’m fine.” And then, of course, 
he emerged in the last 10 years.

Clayton: Yeah, about that, right? Ten years, I would say, start-
ing with the Gramercy Hotel, I think. That started bringing him 
back.
Glenn: He put out a bunch of really good books. Really fantastic 
books. From that time, but also, he was living upstate and tak-
ing a lot of interesting photographs. 
Clayton: Did you ever write about him?
Glenn: I wrote the introduction to his most recent book, was 
called The Silver Age. It’s really a great book.
Clayton: What was your connection to Rene Ricard?
Glenn: I think I met Rene just hanging around Max’s [Kansas 
City]. He was witty and hilarious. Rene and I were friends from 
1970, I guess.

Joey: Tell us who Rene Ricard is?

Glenn: Rene was a poet and a performer. Actor. He was the star 
of Eric Mitchell’s Underground U.S.A.
Clayton: He was credited for discovering Basquiat. Big sup-
porter, early, of [Julian] Schnabel. And a writer at the time, a 
critic, editing well-known poets. He was a gay guy that hung out 
with a lot of society women. He was, like, a “man about town” 
who lived in Chelsea, right?
Glenn: Yeah. He was taken care of by Helen Marden and Jac-
queline [Beaurang]. I wrote this poem about Rene just a couple 
of weeks ago. About Rene owing me money. But I forgive him 
his debt.
Joey: So, you met Basquiat at The Factory?
Glenn: No, no. I took him to The Factory.
Joey: You took Basquiat to The Factory?
Glenn: Yeah. I met him [while] I was writing an article for High 
Times.
Joey: For which you were an editor. You created the term “Ed-
itor-at-Large.”
Glenn: Yes, that’s when I was Editor-at-Large.
Clayton: What year was that?
Glenn: This was probably ‘77.
Clayton: Ratso [Larry Sloman] had gone through at that time. 
He was there at that time?
Glenn: Ratso was around. He wasn’t an editor yet, but he was 
a contributor.
Clayton: Peter Gorman, did you know him?
Glenn: I don’t know if I know him.

Clayton: That thing about the Amazon, stuff like that. Psyche-
delics... 
Glenn: No. I knew Dean Latimer. Do you know him?
Clayton: I’m not sure. Probably, I don’t remember him by name.
Joey: Tom Forçade started writing the articles for High Times, 
or started it, kind of.
Glenn: He started High Times.
Joey: In this building.
Glenn: I was very close with Tom, in a way, although we had a 
weird relationship. We both went out with the same girl; she 
dumped Tom for me and then she dumped me for Tom. But we 
maintained our friendship throughout. It was just weird. The 
funny story about this place was, I think the Yippies were al-
ways suspicious of me, because of Warhol and that whole thing. 
Because I wasn’t just a political guy.
Clayton: Clean cut.
Glenn: And I lived around the corner, I lived at 302 Mott Street 
and [in 1981] somebody set off, like, some dynamite...
Joey: A bomb outside the door.
Glenn: Yeah, outside the door. I had been in this Amos Poe film 
[Subway Riders], where I played a detective. All the cops in the 
9th Precinct were in the Screen Actors Guild because they’d all 
been in Kojak’s. So, I hear this explosion. I run out, and there is 
this big crowd in front of the Yippie house. All the cops see me 
and they go, “Captain!” And [the Yippies] were looking at me, 
like, “Who is this guy?”
Joey: So, [the Yippies] thought you were undercover? 
Glenn: Well, I don’t know about that..
Joey: Did you ever come in here? Did you spend any time in 
Nine Bleecker?
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Glenn: Not too much. I mean, I knew all those guys.
Clayton: Dana? You remember him?
Glenn: Yeah, a little bit, he used to come around the High 
Times. I knew him. Did you know Bob Singer? He was one of 
the main guys of High Times. Wound up doing some time. He 
was close with [AJ] Weberman, who was over here.
Clayton: So, did you ever hear Bob Dylan? That was Weber-
man’s fascination, with Bob Dylan.
Glenn: Yeah.
Joey: He was a garbologist. There is a very crazy online docu-
mentary, which I feel you guys might like, which is him going 
through the trash. They have footage from here, like the late 
‘70s, in Dana’s office, and he’s like sifting through the trash. Bob 
Dylan’s trying to find this, like, trash. It was pretty bizarre, but 
it’s kind of cool.

Clayton: How did you manage to stay contemporary? You’ve 
pretty well been on beat with every period. That’s hard to do.
Glenn: Well, what are you supposed to do?
Clayton: I mean, going from disco to punk was a big jump.
Glenn: No. I used to go to Studio 54 because there were a lot of 
cute girls there and stuff, but I always wound up at the night-
clubs.
Joey: What was “Glenn O’Brien’s Beat”?
Glenn: That was a column I did for 12 years in Interview. One 
hundred forty-four of them. I’m making a book out of it.

Joey: And that was kind of about the punk music scene, or... ?
Glenn: It started out being about music. Then I started mixing 
in whatever I was thinking about at the time.
Joey: For people that may not know, what is Downtown 81?
Glenn: Ah, wait, I never finished the story about Basquiat. I was 
doing a piece on graffiti and I interviewed Lee Quinones, Ali, Fu-
tura. All the main guys. But I hadn’t gotten SAMO, so Fab Five 
Freddy [Braithwaite] hooked me up with Jean-Michel. I did an 
interview with him, and we hit it off. He started coming to TV 
Party and then we just became like best friends. He was always 
like, “Take me up to see Andy. Take me up to see Andy.” He’d met 
him on the street once and sold him some postcards or some-
thing like that. I finally wound up taking him up to see Andy.
Then, in 1980, I had this friend, Edo Bertoglio. A Swiss photog-
rapher. A real wild character. His girlfriend was Mary Paul, who 
maybe you know. She was a stylist and was French. She was like 
an underground fashion person. She dressed Madonna in the 
early days. She worked for Fiorucci, which was a big Italian jeans 
and fashion company. Very hip. Elio Fiorucci was an older guy 
and he loved the clubs. He loved hanging out with young girls, 
taking drugs, whatever. He said, “Oh, it’s so great. What’s go-
ing on New York? You kids should make a movie.” And we said, 
“Yeah, we should. Lend us some money.” 

So, I wrote a treatment and he got us the money from Rizzoli. 
Now, they are mostly a publisher. Back then, they also had the 
biggest film company in Italy. They said they would back it, so, 
I wrote a script. Edo wanted it to star Danny Rosen, who was a 
musician. He was in The Lounge Lizards. I said “No, we should 
use Jean-Michel. He’s got charisma, you know.” And so he was 
the star of the film, but he was totally unknown. The idea of the 
film was really to show off the New York Bands. The Contor-
tions. DNA. Kid Creole and the Coconuts. Tuxedomoon, Walter 

Steding. This Japanese Band, the Plastics. It never would have 
come out if Jean-Michel hadn’t gotten famous.
Joey: How did TV Party start?

Glenn: TV Party actually is another Yippie connection, be-
cause there was a woman named Coca Crystal, who was friends 
with these guys. Coca had a show called If I Can’t Dance, You 
Can Keep Your Revolution. It was public access. It was really 
wild. It was the first show where people smoked pot on the air. 
She invited me to be a guest on the show and I had a really good 
time. The next day, I was on the subway and somebody said, 
“Hey, I saw you on TV last night.” I couldn’t believe that people 
were actually watching public access. So, I called up Chris Stein 
[of Blondie], who was like my best pal. Chris was somebody who 
would watch public access, like The Vole Show and all these 
tele psychics and stuff. I said, “Let’s start a show,” and that was 
it. We just did it. We signed up with Manhattan cable and we did 
that from ‘78 to ‘82.
Clayton: Do you still have copies of all the shows?
Glenn: Yeah.
Joey: He gave me an archive of all the shows.
Clayton: Really. Wow. Was Tuli Kupferberg [of The Fugs] on the 
Coca show when you were there? David Peel? You must have run 
into him, once or twice.
Glenn: Well, I’ve run into David Peel, but I don’t think he was 
on the show. But Tuli was inspirational. 
Joey: We have TV Party - like SAMO, Basquiat - playing on 
their TV screens downstairs [at Overthrow Boxing Club]. I also 
read that you edited Madonna’s book, Sex. So, just on a side 
note, that was the first time I think I ever saw a naked wom-
an. My friend’s father had the book somewhere in his bedroom, 
and we found the book and flipped through it. You were saying 
that you had a connection to Madonna. Was that how that came 
about?

Glenn: Well, I met Madonna with Jean-Michel. He brought her 
over to my house for Thanksgiving dinner. It was like one of the 
only times when she wasn’t a blonde and I thought she was like, 
mulatto. She had her hair in dreads. I was friends with Madonna 
for a pretty long time before the book. But I also knew Steven 
Meisel, who was the photographer.
Joey: When I see you reminiscing about Jean-Michel, I see you 
were pretty close...
Glenn: We were like best friends, really. And I was kind of like 
a dad, I think, in a way. Because he had a weird thing with his 
father, and when he died, they were not speaking.
Joey: And so how did you meet him? Did you know, when you 
saw his work? Were you just like, “This guy is…”?
Glenn: The first time I saw him pick up a pencil, I knew he was 
like a genius. He was also a really funny guy. Really lively. He was 
a lot of fun.

Joey: When you see genius like that, up front, what is that feel-
ing? How do you describe it? Is this the exhilaration of, you’re 
not going to see this again?
Glenn: Yeah. Or, you’ve never seen it before. I don’t know. I’m 
not religious or anything, but I think some people just have this 
gift. It’s great to see.
Joey: What would you say was your biggest fight, your biggest 
struggle, through all this time? What your goal was?
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Glenn: Paying the rent!
Joey: Paying the rent.
Glenn: Being a writer is not the easiest gig in the world.
Joey: How does someone like a young artist make it?

Glenn: You’ve just got to keep plugging away. I did a lot of 
stuff. I remember, when I lived on St. Marks Place, coming 
home one night, 4 o’clock in the morning, and there were these 
funky-looking girls standing there. They said, “Look, there goes 
Glenn O’Brien, that rich asshole.” I must have had like, $10 in 
my pocket. I struggled. I could type. In high school, I was the 
only boy in the typing class. I could type 100 words a minute. 
So, if I needed money. I could always do a temp job for the day.  
Joey: Currently, you’re doing Tea at the Beatrice? What is it, 
and where can we find it?
Glenn: It’s a conversation, and it premiered on Apple TV. You 
can just google it, Tea at the Beatrice with Glenn O’Brien. 
It also comes as an app. It’s a whole network, called M2M: Made 
to Measure. It’s sort of half fashion, half art. 
Joey: Who are some of the people that you’re having conver-
sations with?
Glenn: Richard Prince. Shepard Fairey. Naomi Campbell. Gisele 
Bündchen. It’s a real mix.
Joey: So, you’re basically doing the same thing you’ve always 
done, but like wine, you get a little more sophisticated with age. 
Each time frame has a kind of theme. TV Party was more... a 
party. And Tea at the Beatrice is more of an intellectual con-
versation going on.
Glenn: Yes. It’s a conversation. People say, “Oh, it’s an inter-
view show.” But I think of it as a conversation.
Joey: How do you feel about New York, downtown, now? You 
were here. You’ve seen everything, you’ve known everybody, 
you have a connection to everything. A lot of people are always 
very critical. Are you critical? Is there any culture, is there any-
thing you can kind of pull out of it?
Glenn: Well, when I moved to New York, I kind of wanted to be 
where the art world was. And it wasn’t just Andy. I met [Robert] 
Rauschenberg, and I was very good friends with Ray Johnson. 
To me, the art world was really where it was at, and that’s what I 
wanted to be a part of. New York was the center of the art world. 
Now, it’s the center of the art industry, but it’s not the center of 
art production, anymore. That’s a big change.
Joey: Where is that center now?
Glenn: It could be anywhere... but in terms of like, a scene? Like 
artists hanging out, together? There used to be art movements. 
There are no art movements anymore.
Joey: Is that because of big corporate companies? Is that be-
cause of the internet and technology?
Glenn: It’s about the big money. 
Clayton: The rent…

Glenn: The rent, and also the prices. It rubs off on the artists, 
you know? Especially on the young artists, coming up.
Clayton: Yeah, it’s almost impossible to be here.
Glenn: I mean, you have to make money to have a career, but 
that’s not what it’s all about.
Clayton: Yeah, it’s shifted to that, though, right?
Glenn: I basically live in New York, now, because my wife has a 
business here. I’d probably live in Paris....
Clayton: Would you live in Paris? 

Glenn: Or Berlin.
Clayton: Berlin? Berlin is so cold.
Glenn: The parties aren’t cold.
Clayton: That’s true.
Glenn: I like Paris because it’s really not about career, so much. 
It’s about a life.
Clayton: You speak French, then. Pretty well?
Glenn: Not well. After a few glasses, I get better.
Clayton: Did you ever meet [John] Varvatos? What do you 
think about that?

Glenn: I know him a little bit. I saw him last night at the Bryan 
Ferry concert. Seems like a nice guy. By the time CBGB’s ended, 
by the time it was pretty much over, it was funny. It’s like the 
late 90’s and you see kids who are dressed like Punk London, 
1977, with mohawk hairdos, and it’s just kind of an imitation.
Clayton: Why do you think people always ignore the Pyramid? 
It’s like the last of the original clubs. It’s still there. Nobody 
seems to think of it. I don’t know why. A lot of important stuff 
happened at the Pyramid. Underground. Including Nirvana, 
playing there.
Joey: They did.

Joey: As a young marketer, building something, how does one 
capture that, or accomplish that? Or maybe they can’t, it just 
has to kind of organically happen? 
Glenn: An interesting thing about now is, people are selling 
paintings for hundreds of thousands of dollars. It used to be 
somebody who - like, who’s the guy, a big collector - was working 
for the post office and built a great art collection. 
Clayton: Ohhhh, yeah. A man and his wife. 
Glenn: And they were really sincere. Great collectors. Really de-
voted, really into the work. Art shouldn’t be just for the rich. In 
a way, I respect fashion to a certain extent because anybody can 
afford it. You’ve got to have a jacket, you know. You’ve got to 
have a hat. The same kind of creative spirit can exist in fashion. 
And it’s for everybody. That’s a really big change in my thinking.
Clayton: It was a real honor for me to see you. To go through all 
those different genres and years, and stay on top of the scene, 
that’s a genius, in and of itself. I’ve seen a lot of people come 
and go, as you have. Not many people have that skill. Rene was 
good. Schnabel really has it. You have it. To have that longevity 
is incredible.
Glenn: You’ve got to love what you do, right?
Clayton: Of course. And then some. 
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