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SCOTT ALBRECHT
WORDS TO THE WISE

INTERVIEW BY KRISTIN FARR  //  PORTRAIT BY BRYAN DERBALLA
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SCOTT ALBRECHT HAS A CONTEMPLATIVE PROCESS 
rooted in typography, and his work maintains a positive vibe 
as it reconciles our polarizing times through the abstraction of 
language. Words can be the most powerful form of activation 
and communication, and their meaning can be twisted into a 
barely recognizable state. The inevitable ambiguity can give 
language more power, and the same is true for Albrecht’s 
work. By obscuring letter forms, he has developed a symbolic, 
universal visual voice that builds on past traditions while 
contributing to modern dialogue. He reflects contemporary 
life with hard edges and hopeful messages. 

Kristin Farr: You’ve said that your recent solo show, New 
Translations, was inspired by both personal and cultural 
events that challenged your perception of “normal.” Can 
you expand on these events? 
Scott Albrecht: There are a lot of things that inspired the work, 
but all of them are connected to this common narrative of 
realizing that when things are fundamentally not working, there 
is a need to re-evaluate your perspective in order to make 
sense of any kind of path ahead. Earlier in the year, I decided 
to step away from my full-time job to focus on my studio work, 
and while it’s something I truly wanted to do, it was not an 
easy decision because it comes with so many unknowns and 
uncertainties. It still does. But I’ve been figuring out how to 
navigate some of those waters. When I think about how much 
time a person has, and what it means to feel fulfilled and really 
value the time that you have to do the things you want to do, 
make the things you want to make, and actually prioritize 
those things, I want to make sure I’m doing that for myself, and 
not just giving in to the possibilities of what could go wrong. 
I’m very much the kind of person that would regret not trying 
something more than trying and failing.

In another direction, my opinion, culturally, is that we’ve 
seen some really terrible things recently in terms of a 
disregard and a lack of compassion for people and basic life. 
Most recently, the outcome of the election, for many, hurts 
on a level that is a lot deeper because of what it could mean 
for so many people and what it has the potential of undoing. 
It has bred so much misguided fear and anger towards 
people, and continues to do so. I think it was expected 
that people would protest regardless of the outcome, but 
the level of division of one side versus the other side, with 
no understanding of the fears of one another, makes this 
even more upsetting. As a country, we need to figure out 
what kind of path we have ahead and where we want to go 
because right now it feels very dark and unclear.

Allow me to quote you: “I try to keep an optimistic 
perspective in the work I do, despite the situation it’s 
inspired by.” Seems like this statement still resonates. 
It does, and it’s not about being optimistic for the sake of 
it. One of the things I’ve come to realize and embrace is 
that a lot of the work I’m inspired to make is something 
I want to keep myself reminded of later on. I do a lot of 
writing about things that are happening around me and as 
I’m writing and sketching on these ideas, I’m processing 
them and trying to understand how to see or accept 
something good in them. Sometimes that can be easy and 

other times harder, but it’s a challenge to authentically 
address and understand an outcome.

What’s the last phrase you heard or considered that 
inspired a text-based piece?
I’m working on a piece now titled A Forgiving Permanence 
that will be a part of the installation in the New Translations 
show. I was thinking about how some of these things we 
are faced with are a permanent fixture in terms of time and 
being a part of our history moving forward, but not in the 
sense that we can’t change or evolve from them. It feels like 
a good reminder considering current events.

Tell me about the new book. Is it your first? How does it 
feel to look back at a large collection of your work in print?
I’ve done smaller zines and things in the past, but this is the 
first larger, concentrated collection of my work. It’s about 
92 pages featuring a collection of works from over the last 
couple years. When Valley Cruise asked me if I wanted to do 
it, I was kind of taken aback because this was a project that 
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Sonny Smith is a great inspiration. What are your most 
treasured books?
All my Calvin & Hobbes books, which I just gave to my 
friend’s daughter.

What kinds of things did you get into as a kid? 
I was really into normal kid stuff—comics, cartoons, super 
heroes, building forts. My parents encouraged me to make 
the things I was interested in, and it was empowering to be 
young and be like, “I really like this. I’m going to do that too,” 
and for no reason other than I just wanted to be a part of the 
things I was interested in. When I was in high school, I was 
really into skating and music, and I started publishing a zine 
as a way to share a lot of the bands I was listening to with my 
friends. We lived in a pretty rural town, and it was pre-internet 
boom, so it wasn’t as easy to find indie punk or hardcore 
bands there. I would scour liner notes to see what bands were 
thanked and look them up, write about them, and eventually 
started connecting directly with bands and labels. I did this 
for about six years and it became my job for awhile. I was 
writing, interviewing, designing, gathering all the advertising, 
distribution. It was a production and it was super fun, and 
eventually the reason why I went to school for graphic design. 

I noticed you draw on the end pages of books. Is there 
a story behind how you started using that rare and 
resourceful material?
I just really love the way they can look and the character 
they can have. They’re all different based on the page color, 
the vignette that forms on the edges, and the markings 
or degradation over time, like a rip or missing corner. It’s 
something that is unique to each page and surprisingly 
discarded a lot. I get a lot of my pages from people throwing 
out books in my neighborhood. 

Are you influenced by the Mission School or Mid-Century 
Modern artists? 
Definitely. Both groups are huge inspirations to me for 
similar reasons. The Mission School era of artists made 
art inclusive and was rooted in the things that I was 
inspired by—skating, music, counter-culture. Artists like 
Margaret Kilgallen, Jim Houser, and Shepard Fairey were 
contemporary bridges for me early on with the visual things 
that I was interested in, from graphic design to the art world. 
And Mid-Century artists did the same, but from a different 
era and a different set of interests.

I’ve always wanted to do, but just never knew when. It was 
really fun to collect everything and look at the work through 
a retrospective lens, thinking about how all these works are 
connected. And then finally seeing it and holding it, I had 
a mix of feeling really satisfied by it being a tangible thing 
but also motivated to make more work. I think, like anyone, 
your work gets really personal to you, and you can view it 
as one big thing that represents you, but this just feels like 
a snapshot of a relatively small window of time. In five or ten 
years, I’ll have a completely different snapshot, and that’s 
kind of an exciting to think about. 

Are the wood pieces abstracted letters? Are you 
developing your own language or symbology with them?
Those works are various explorations of abstracted 
letterforms. I’ve always had an interest in typography within 
my work, and this is just building on that, in a way. A couple 
years ago, I started to lose interest in the work being purely 
legible typography, and was finding ways to abstract the 
characters and messages more and more, until finally the 
forms became the most prominent part of the piece and the 
legibility second. Typography is an interesting thing because 
it exists as a communication device first, and an art form 
somewhere after that. These abstract works are an attempt 
to slow viewers down to engage with the forms that build up 
the message within each work.

Do the abstract letters create the message?
For the most part, these works spell out their titles in 
different ways. While they’re meant to appear more 
abstract, you can break down the works into varying 
grids and start identifying the letter structures that make 
up the characters. Within the layouts, I’ve been playing 
with abstraction as well. For instance, some pieces are 
using non-uniform grids which disguise the legibility even 
further, or in a different series, two words are overlaid 
on top of one another to illustrate the idea of a conflict—
the concept being that there are two ideas that are at 
odds with each other, and the end result is made up of 
elements from both words, creating something where 
no one idea can clearly come through. I enjoy the visual 
aspect of these works being more about form, but having 
a message grounds the work for me and gives each shape 
purpose and meaning.

Tell me about any literary references.
I don’t use a lot of literary references because I like to keep 
the work in my own voice, but occasionally there will be 
something that really resonates with me. In this upcoming 
show, I have one piece titled Nothing Succeeds In Which 
High Spirits Play No Part, which is a quote by Nietzsche, but 
the context, for me, comes from an album by Sonny Smith 
called Sees All, Knows All. I listened to that a lot this year 
while working on this show. The album is a spoken word 
story over music about this artist who is wrestling with a lot 
of ideas of himself and where he is in the world, and without 
giving it away, this quote enters the story at the end without 
any real context other than it offering how the character 
must be feeling. It validates what he went through while 
giving him an outlet to move past it. 

above
All This Time (with detail)
Acrylic on wood
24” x 24”
2016

above
Mural for Rag & Bone 
The Houston Project

Houston and Elizabeth Streets
NYC

December 2015



84  |  FEBRUARY 2017 SCOTT ALBRECHT  JUXTAPOZ.COM  |  85

Tell me about your project with The Jaunt. That seems like 
such a fun residency where you get to travel.
Oh man, the Jaunt trip was a blast! They sent me to Nicaragua 
for six days to get inspired by the culture, and in return, make 
an edition of work for a new branch of the project called The 
Jaunt: Forma, which would result in some form of an editioned 
sculptural work versus what is normally a screen print.

Going on the trip was way different than any other trip I 
had taken because I was there to experience it and make 
work based on it, versus just going to relax, so I was 
hyper-focused on trying to see as much as I could. While I 
was there, I got to visit three areas of the country—Masaya, 
Granada, and a small tropical island called Corn Island. The 
thing that stood out to me the most and what wound up 
inspiring the series was an unmistakable sense of individuality 
in all the places I visited. All the homes and buildings were 
painted wildly different from one another, the tile work for the 
sidewalks was largely non-uniform (usually a mix of varying 
tile designs), and the signage and advertising was almost all 
hand-painted. Everything had its own character. 

When I got back, I started to reflect on everything, looking at 
the pictures I had taken, my sketches, and I started creating 
these tile-esque pieces. At first there was only going to be 
a couple variations throughout the edition, but it quickly 
turned into a series where every piece was different, which 
felt more appropriate—creating something that was a 
multiple didn’t feel as right to me given what I was inspired 
by. In the end, I wound up creating 40 unique works all 
varying in form and color palette.

What’s your favorite color combo?
That’s such a hard question! I’m pretty particular about the 
colors and tones I use. If I had to choose, I really love red-
orange and navy, but it so easy for me to geek out on other 
color combos. 

How do you describe your pattern-that’s-not-really-a-
pattern?
It can be tough because people tend to see what they want 
or what they know, and they hold on to those assumptions.  
I do my best to leave explanations of the work, and if people 

are interested enough to talk about it, I love to hear about 
what they see. I’m okay with people having their own idea 
of the work. I have my own connections and relationships 
to what I’m creating, but if someone sees something else, 
even if it’s missing the point of the work, there’s something 
weirdly comforting about knowing that people can have a 
different connection to it than what I have.

Of all the parts of your practice, wood, paper and collage, 
which one are you most focused on currently?
I think I’m most drawn to wood before any other medium, 
but it really depends on the piece and the impact I want 
it to have. I try to take every piece as its own and allow it 
to be considered in different mediums. While I really like 
wood, I don’t want to be limited only to that, so having the 
opportunity to switch gears and create with ink or on canvas 
or collage is really important too.  

Were you always a woodworker?
I started working on wood as a canvas pretty early on 
because it was more available to me. I would use scrap 
pieces to make more collage and traditional typographic 
pieces then, but I really grew to love its qualities, and it 
became more satisfying to make work in that way.

What kind of secret meanings can we find in your work? 
Could you point out specific relevance to your personal life 
that others wouldn’t notice? 
As I continue, the individual pieces are less representative of 
very separate, specific situations or moments, and more about  
constructing a larger conversation between all the works.  
I can still speak to what these pieces mean to me and what they 

are inspired by, but I don’t want to have that be the focus as 
much as what the core idea is. What people take away is more 
interesting to me, and I do want people to see themselves in 
these ideas and have a perspective on what it means to them. 

Who’s an artist that makes you want to push yourself 
harder?
Man, I have a lot of friends who keep me energized and 
motivated, but my Dad is really a force that keeps me 
pushing. He’s an artist, illustrator, and designer, and has 
shown me that the hardest things are often the most 
rewarding things to go after. 

What is your connection to folk art, and is there a specific 
tradition that fascinates you?
A lot of it speaks to a similar visual language and aesthetic 
of being more simplistic and graphic. I’m really drawn to a lot 
of traditional quilts and pattern work. 

Do you have any hidden talents?
I can reach most things on the top shelf, and I have an 
uncanny ability to talk like a muppet at questionable times.

How many times a day do people comment on your height?
I think more than I realize, most commonly with something 
like, “Hey you’re really tall… do you play basketball?” Or, 
“Watch your head!”
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