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BAY AREA NOW 6
Yerba Buena Center for the Arts is pleased to announce the sixth edition of its signature triennial event, Bay Area Now, a celebration of local artists across an 
array of disciplines—from performance to visual art, fi lm/video and community engagement.

BAN6: PART I—IDEAS highlights six areas of intellectual curiosity and creative energy that have fueld experimentation and innovation in Bay Area 
culture, through a series of roundtable conversations with Bay Area experts in each fi eld. FREE and open to the public (also available via podcast at ybca.org), 
these monthly roundtable events aim to convene artists from all fi elds and to give them an opportunity to converse around current Bay Area ideas and trends
F������� 19
F���: From Produce to Production: New Traditions in Bay Area Food Culture (w/ Bryant Terry, Novella Carpenter and Lief Hedendal)

M���� 5
F�������: New Economic Models for a Thrivable Future (w/ Neal Gorenfl o and Marina Gorbis)

A���� 2
C�������� A�������: From Grassroots to Netroots, (w/ Jeff Chang, Esperanza Tervalon-Daumont and Eva Galperin)

A���� 23
R������ I���������: The Customizable Body—The Present/Future of Identity (w/ Philip Rosedale and Amos Mac)

M�� 7
E���������������: Engaging a Billion People—The Birth of a New Green (w/ Adam Werbach)

J��� 11
T���������: Hype, Hope or Hell—Cybersketicism and Technotopia (w/ Jaron Lanier and Doug Wolens)
I

BAN6: PART 2—ART features a visual art exhibition, performances, fi lm screenings and related public programs by the participating BAN6 artists. This 
signature triennial event opens July 9 and runs through September 25, 2011.

VISUAL ARTISTS
M������� A������ � A�� B����� � T���� R�� C������ � C���� F����� � D���� H������ � S������ H���� � T��� L���� � S��� M�F������

 R����� M�������� � R��� M�������� � B���� N���-R���� � A������ S���� � C���� S������ � S�� S����� & K���� M�K����� � W����� T����� � B�� V���� 
R������ T. W�����

PERFORMING ARTISTS
C���� B���� � C���� K�������� � M���� M������ � H���� M��������� ��� ETHEL � K���� L���� & E������� P��������� � B�� A�� G����  

M��� B������ J�����

YERBA BUENA CENTER FOR THE ARTS
TIX/INFO: 415.978.ARTS OR WWW.YBCA.ORG







FineÊartÊinstallationÊ
Delivery,ÊpackingÊandÊcratingÊ
SecureÊclimateÊcontrolledÊstorageÊ
DomesticÊandÊinternationalÊshippingÊservicesÊ
CollectionsÊmanagement

ConvenientÊSanÊFranciscoÊlocationÊservingÊNorthernÊCaliforniaÊ
collectors,Êgalleries,Êmuseums,Êdesigners,ÊcorporationsÊandÊartists.

connect art international

(T)  415.824.2422ÊÊÊÊwww.connectartintl.com

20% OFF
Blick Art Materials, Retail Inc., coupon must be surrendered at time of 
purchase; no copies will be honored. Limit one coupon per visit. Valid only on 
non-sale, in-stock items. Not valid with any other discounts or promotion, 
phone/mail/internet orders and purchases of gift cards.

VALID 4/28/11/11 TO 5/26/11

*Ao04694*
ENTIRE PURCHASE OF  NON-SALE, IN-STOCK ITEMS

For all your art supply needs, 
pick Blick.

S A N  F R A N C I S C O
979 MARKET ST.
(BETWEEN 5TH & 6TH)
415-441-6075



If you are a visual artist, you know that painting is about
the love of paint, that drawing structures expression,

and photography is about seeing.

If you want to study fine art and are interested in substance,
a size-limited program and reasonable tuition, please visit our
website or call for information on summer and fall programs.

It Takes More than an Artist’s Statement 
to be a Visual Artist

SAN FRANCISCO STUDIO SCHOOL

415 398 3400
www.sfstudioschool.org

DRAWING/PAINTING/PHOTOGRAPHY

APPLICATIONS BEING ACCEPTED NOW

PHOTOWORKS

FILM PROCESSING AND PRINTING 
B&W FILM PROCESSING

SCANS FROM FILM, SLIDES AND ARTWORK

FINE ART/GICLEE

CANVAS PRINTS
WWW.PHOTOWORKSSF.COM

415.626.6800
2077A MARKET ST, SAN FRANCISCO, CA 94114

RETOUCHING

MOUNTING

DIGITAL PRESS PRINTING

HOLGA/LOMO CAMERAS

PHOTO BOOKS

SILVERMAN GALLERY
804 SUTTER STREET
SAN FRANCISCO CA 94109
415 255 9508
INFO@SILVERMAN-GALLERY.COM
SILVERMAN-GALLERY.COM

LUKE BUTLER

TAMMY RAE CARLAND

SHANNON FINLEY

DESIREE HOLMAN

MATT LIPPS

CHRISTINA MCPHEE

LUCAS MICHAEL

JOB PISTON

YUVAL PUDIK

CONRAD RUIZ

SUSANNE M WINTERLING

GINGER WOLFE-SUAREZ

SILVERMAN



Anno Domini Gallery
Art Ark
Art Glass Center of San Jose
Higher Fire Clayspace & Gallery
KALEID Gallery
MACLA/Movimiento de Arte y Cultura
Latino Americana
Phantom Galleries
San Jose Jazz Society at Eulipia
San Jose Museum of Quilts & Textiles
SLG Art Boutiki & Gallery
WORKS San José
Caffé Trieste
Dowtown Yoga Shala
Good Karma Cafe
METRO Photo Exhibit
Psycho Donuts
South First Billiards & Lounge

7pm - 11pm free & open to the public! Visit www.SouthFirstFridays.com for full schedule.

SoFF_SFAQ:Layout 1  12/21/10  7:03 PM  Page 1

A juried installation
July 1st  — August 13th

Check the website for show and 
artwork submission details!  

A VISUAL & PERFORMING ARTS
EXHIBITION SPACE

385 26th Street  Oakland,  CA  94612
(510) 452-4670

HOURS:  Saturdays, 12-6pm or by appointment

www.studioquercus.com
Check the website for complete event listings:

Alex Jackson
Selective Nature

May 6 — June 11, 2011

Opens First Friday, May 6, 6-9pm
�e Oakland Art Murmur

Artist’s reception: May 14, 4-6pm

 Open Saturday May 21, 7-10pm
In conjunction with the Murmurama

 —An Oakland Art Murmur Event—
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May 20-22, 2011
Opening Preview May 19 to benefit the 

san francisco. art. institute.
in celebration of their 140th Anniversary

Festival Pavilion, Fort Mason Center, Marina Boulevard @ Buchanan Boulevard

www.SFFineArtFair.com

Civic Sponsors: Primary
Media 
Sponsor:

Media
Sponsors:

Supporting Sponsors:

SFAQ
Muni: Delivering customers to 

 
$5 off admission!
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EVER
GOLD
G A L L E R Y

441ÊO�FarrellÊStreet
SanÊFranicsco,ÊCAÊ94103
www.evergoldgallery.com
evergoldgallery@gmail.com



EVER
GOLD
G A L L E R Y

441ÊO�FarrellÊStreet
SanÊFranicsco,ÊCAÊ94103
www.evergoldgallery.com
evergoldgallery@gmail.com



Visual Aid
Modernism 
UC Berkeley Extension
SF Camerawork
Chandler Fine Art
Catharine Clark Gallery 
111 Minna Gallery* 

871 Fine Arts 
Crown Point Press 
Fivepoints Arthouse
RayKo Photo Center 
12 Gallagher Lane
Baer Ridgway
Artists Alley

SFAQ$25
1 Year Subscription: 4 issues
Sent to your house!
- Cut and fill out this form and send to address below.
- Please make check out to San Francisco Arts Quarterly LLC.

Name: ____________________________________________

Street: ____________________________________________

City:_______________ State: _________ Zip: ___________

            Please mail payment and subscription form to: 

SFAQ: Subscription
441 O’Farrell St

San Francisco, CA 94102

THANKS FOR YOUR SUPPORT
Please allow 4-6 weeks for your first issue. 
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PaulÊJ.ÊKarlstrom
PaulÊJ.ÊKarlstrom,ÊformerÊWestÊCoastÊRegionalÊDirectorÊofÊtheÊSmithsonianÕsÊ
ArchivesÊofÊAmericanÊArt,ÊisÊtheÊeditorÊofÊOnÊtheÊEdgeÊofÊAmerica:ÊCaliforniaÊ
ModernistÊArt,Ê1900Ð1950Ê(UCÊPress)ÊandÊaÊco-editorÊofÊAsianÊAmericanÊArt:Ê
AÊHistory,Ê1860Ð1970.ÊHeÊisÊcoauthorÊofÊTurningÊtheÊTide:ÊEarlyÊLosÊAngelesÊ
Modernists,Ê1920Ð1956ÊandÊauthorÊofÊRaimondsÊStaprans:ÊArtÊofÊTranquilityÊ
andÊTurbulence.

JamieÊAlexander
JamieÊAlexanderÊisÊco-ownerÊofÊParkÊLifeÊStoreÊandÊGalleryÊinÊSanÊFranciscoÊ
andÊPaperÊMuseumÊPress.ÊHeÊisÊanÊavidÊartÊcollectorÊandÊhasÊbeenÊaÊpatronÊ
ofÊtheÊartsÊinÊtheÊBayÊAreaÊforÊoverÊ15Êyears.ÊHeÊisÊaÊcurrentÊBoardÊMemberÊ
ofÊtheÊHeadlandsÊCenterÊforÊtheÊArtsÊwhereÊheÊchairsÊtheÊPublicÊProgrammingÊ
Committee.

GabeÊScott
GabeÊScottÊwasÊbornÊandÊraisedÊinÊtheÊBayÊArea,ÊandÊafterÊgraduatingÊfromÊ
SanÊFranciscoÊState,ÊhasÊcuratedÊforÊnumerousÊgalleriesÊonÊtheÊWestÊCoastÊ
overÊtheÊlastÊ9Êyears.ÊHisÊwritingÊhasÊbeenÊfeaturedÊinÊJuxtapoz,ÊArtÊLtdÊandÊ
theÊSFAQÊandÊhisÊphotographyÊhasÊappearedÊinÊJuxtapoz,ÊAlarmÊMagazineÊ
andÊHi-Fructose.ÊAfterÊlivingÊmostÊofÊhisÊadultÊlifeÊinÊOaklandÊandÊSanÊFran-
cisco,ÊheÊhasÊrelocatedÊtoÊDenver,ÊColorado,ÊwhereÊheÊworksÊwithÊtheÊRobinÊ
RuleÊGallery.ÊDespiteÊnowÊspendingÊmostÊofÊhisÊtimeÊinÊColorado,ÊheÊmaintainsÊ
closeÊtiesÊwithÊtheÊSanÊFranciscoÊartÊcommunity.

KidÊYellow
ÒTheseÊareÊsomeÊofÊtheÊmostÊbeautifulÊtimesÊofÊmyÊlife.ÊThanksÊtoÊeveryone.Ó

JeremiahÊJenkins
JeremiahÊJenkinsÊisÊaÊTennesseeÊbornÊartist,ÊbasedÊinÊOakland.ÊHeÊenjoysÊ
conceptsÊthatÊyouÊcanÊholdÊinÊyourÊmindÊandÊinÊyourÊhands.ÊJeremiahÕsÊgoalÊ
isÊalwaysÊtoÊbuildÊaÊbridgeÊbetweenÊtheÊtangibleÊandÊintangible.ÊByÊusingÊanÊ
objectÕsÊfamiliarityÊwithÊanÊunexpectedÊandÊoftenÊhumorousÊmarriageÊtoÊotherÊ
objectsÊorÊconcepts,ÊheÊattemptÊtoÊrevealÊdeeperÊtruths.

TheÊSanÊFranciscoÊArtsÊQuarterlyÊisÊnowÊ1ÊYearÊOld!
WeÊareÊenteringÊourÊsecondÊyearÊwithÊaÊnewÊwebÊsiteÊthatÊwillÊhaveÊallÊofÊourÊeditorialÊcontent,ÊeventÊcalendars,ÊandÊ
resourceÊguidesÊavailableÊforÊviewingÊandÊdownloadÊatÊyourÊconvenience.ÊÊThisÊwillÊincludeÊallÊofÊourÊbackÊissuesÊ
andÊanÊonlineÊblogÊthatÊwillÊprovideÊspecialÊfeaturesÊseparateÊfromÊourÊprintedÊpublication.ÊÊWeÊhaveÊalsoÊstartedÊaÊ
1ÊyearÊsubscriptionÊoptionÊforÊ$25ÊbringingÊSFAQÊdirectlyÊtoÊyourÊdoor.ÊÊThisÊtimeÊofÊyearÊisÊveryÊexcitingÊbecauseÊofÊ
theÊthreeÊArtÊfairsÊcomingÊtoÊtownÊinÊMay,ÊwhichÊweÊareÊofÞcialÊmediaÊsponsorsÊfor.ÊÊWeÊhopeÊyouÊcanÊcomeÊvisitÊusÊ
atÊtheÊfairsÊandÊsupportÊyourÊlocalÊgalleriesÊandÊseeÊwhatÊtheÊrestÊofÊtheÊcountryÊandÊinternationalÊcommunityÊhaveÊ
toÊoffer.ÊÊSpecialÊthanksÊtoÊallÊofÊourÊsupportingÊadvertisersÊwhoÊkeepÊthisÊmagazineÊfreeÊtoÊtheÊpublic.ÊÊSFAQÊisÊhereÊ
toÊbringÊtheÊartisticÊcommunityÊtogetherÊandÊprovideÊaÊfreeÊprintedÊforumÊforÊtheÊgreaterÊBayÊArea.

GregoryÊItoÊandÊAndrewÊMcClintock
ÊCo-Founders/EditorsÊofÊSFAQ
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JamieÊAlexanderÊisÊco-ownerÊofÊParkÊLifeÊStoreÊandÊGalleryÊinÊSanÊFranciscoÊ
andÊPaperÊMuseumÊPress.ÊHeÊisÊanÊavidÊartÊcollectorÊandÊhasÊbeenÊaÊpatronÊ
ofÊtheÊartsÊinÊtheÊBayÊAreaÊforÊoverÊ15Êyears.ÊHeÊisÊaÊcurrentÊBoardÊMemberÊ
ofÊtheÊHeadlandsÊCenterÊforÊtheÊArtsÊwhereÊheÊchairsÊtheÊPublicÊProgrammingÊ
Committee.

GabeÊScott
GabeÊScottÊwasÊbornÊandÊraisedÊinÊtheÊBayÊArea,ÊandÊafterÊgraduatingÊfromÊ
SanÊFranciscoÊState,ÊhasÊcuratedÊforÊnumerousÊgalleriesÊonÊtheÊWestÊCoastÊ
overÊtheÊlastÊ9Êyears.ÊHisÊwritingÊhasÊbeenÊfeaturedÊinÊJuxtapoz,ÊArtÊLtdÊandÊ
theÊSFAQÊandÊhisÊphotographyÊhasÊappearedÊinÊJuxtapoz,ÊAlarmÊMagazineÊ
andÊHi-Fructose.ÊAfterÊlivingÊmostÊofÊhisÊadultÊlifeÊinÊOaklandÊandÊSanÊFran-
cisco,ÊheÊhasÊrelocatedÊtoÊDenver,ÊColorado,ÊwhereÊheÊworksÊwithÊtheÊRobinÊ
RuleÊGallery.ÊDespiteÊnowÊspendingÊmostÊofÊhisÊtimeÊinÊColorado,ÊheÊmaintainsÊ
closeÊtiesÊwithÊtheÊSanÊFranciscoÊartÊcommunity.

KidÊYellow
ÒTheseÊareÊsomeÊofÊtheÊmostÊbeautifulÊtimesÊofÊmyÊlife.ÊThanksÊtoÊeveryone.Ó

JeremiahÊJenkins
JeremiahÊJenkinsÊisÊaÊTennesseeÊbornÊartist,ÊbasedÊinÊOakland.ÊHeÊenjoysÊ
conceptsÊthatÊyouÊcanÊholdÊinÊyourÊmindÊandÊinÊyourÊhands.ÊJeremiahÕsÊgoalÊ
isÊalwaysÊtoÊbuildÊaÊbridgeÊbetweenÊtheÊtangibleÊandÊintangible.ÊByÊusingÊanÊ
objectÕsÊfamiliarityÊwithÊanÊunexpectedÊandÊoftenÊhumorousÊmarriageÊtoÊotherÊ
objectsÊorÊconcepts,ÊheÊattemptÊtoÊrevealÊdeeperÊtruths.

TheÊSanÊFranciscoÊArtsÊQuarterlyÊisÊnowÊ1ÊYearÊOld!
WeÊareÊenteringÊourÊsecondÊyearÊwithÊaÊnewÊwebÊsiteÊthatÊwillÊhaveÊallÊofÊourÊeditorialÊcontent,ÊeventÊcalendars,ÊandÊ
resourceÊguidesÊavailableÊforÊviewingÊandÊdownloadÊatÊyourÊconvenience.ÊÊThisÊwillÊincludeÊallÊofÊourÊbackÊissuesÊ
andÊanÊonlineÊblogÊthatÊwillÊprovideÊspecialÊfeaturesÊseparateÊfromÊourÊprintedÊpublication.ÊÊWeÊhaveÊalsoÊstartedÊaÊ
1ÊyearÊsubscriptionÊoptionÊforÊ$25ÊbringingÊSFAQÊdirectlyÊtoÊyourÊdoor.ÊÊThisÊtimeÊofÊyearÊisÊveryÊexcitingÊbecauseÊofÊ
theÊthreeÊArtÊfairsÊcomingÊtoÊtownÊinÊMay,ÊwhichÊweÊareÊofÞcialÊmediaÊsponsorsÊfor.ÊÊWeÊhopeÊyouÊcanÊcomeÊvisitÊusÊ
atÊtheÊfairsÊandÊsupportÊyourÊlocalÊgalleriesÊandÊseeÊwhatÊtheÊrestÊofÊtheÊcountryÊandÊinternationalÊcommunityÊhaveÊ
toÊoffer.ÊÊSpecialÊthanksÊtoÊallÊofÊourÊsupportingÊadvertisersÊwhoÊkeepÊthisÊmagazineÊfreeÊtoÊtheÊpublic.ÊÊSFAQÊisÊhereÊ
toÊbringÊtheÊartisticÊcommunityÊtogetherÊandÊprovideÊaÊfreeÊprintedÊforumÊforÊtheÊgreaterÊBayÊArea.

GregoryÊItoÊandÊAndrewÊMcClintock
ÊCo-Founders/EditorsÊofÊSFAQ



Gallery Paule Anglim
 Providing a Place for Astonishment

Written by John Held Jr.

Paule Anglim in her office.

Travis Collinson, Paule Anglim, Monica La Staiti, and Ed Gilbert (Christine Ancalmo not present)
 

...years of San Francisco cultural 
history, from the Beats to Bay 

Area Conceptualism, from Bruce 
Conner to Enrique Chagoya.

Trying to find biographical information on Paule Anglim is like looking for a needle in a hay-
stack. If you google “Paule Anglim” and the word “interview,” you come up with over six 
thousand entries. She gets lost among her stable of artists ranging over fifty years of San 
Francisco cultural history, from the Beats to Bay Area Conceptualism, from Bruce Conner to 
Enrique Chagoya.

Page one of Google results alone lists Ala Ektekar, John  Zurier, Louise Bourgeois, Nathaniel 
Dorsky, Tom Marioni and Gay Outlaw. The next page continues with the likes of Conner, Wally 
Hedrick, Katherine Sherwood, Jim Melchart, David Ireland, George Herms, Jay DeFeo and Jess. 
It's a lineup of national, international and West Coast Artists whose work continues to feel 
fresh and attract the interest of international curators.

Fortunately, wading through the maze of digital information, I found a recent 2009 interview 
with Paule and gallery manager Ed Gilbert conducted by author and master oral historian 
Richard Cándida Smith, author of the masterwork, “Utopia and Dissent: Art, Poetry and Poli-
tics in California (Univ. of CA Press, 1995), providing an excellent introduction to the many 
phases of Paule's career.

(“SFMOMA 75th Anniversary: Paule Anglim with Ed Gilbert,” conducted by Richard Cándida Smith, 2009, Regional 

Oral History Office, The Bancroft Library, California, Berkeley; © San Francisco Museum of Modern Art, 2010.)  

Paule came to San Francisco from Quebec, Canada, in the fifties. Arriving with several degrees 
and intending to become a social worker, Paule began an art consultation business focusing on 
public sculpture, in particular, the placement of large scale works by noted international artists 
Alexander Calder, Henry Moore and Isamu Nogushi, in such cities as Chicago, Houston, Los 
Angeles and Fresno, in which she placed work by Calder and Peter Voulkos.

In this, Paule was somewhat of a pioneer, staging exhibitions linking architects with sculptors, 
and pioneering the concept of corporate responsibility in the introduction of sculpture and 
painting interacting with the building itself. For an exhibition at the Department of Architec-
ture, University of California, Berkeley, she wrote, “Today, the architect, in addition to search-
ing for new forms of structural expressions, is also newly conscious of the arts as a creative 
partner in the design of a building complex.” 

Portraits- A. McClintock
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Bruce Conner, CARDINAL GIBBONS, 1990, engraving collage, 6 1/2” x 6 1/2” Enrique Chagoya, Too Big, 2009, charcoal and pastel on paper, 80” x 80”

Deborah Butterfield,  Untitled 3449, 2009, bronze , 97” x 120” x 35”
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In the early seventies, Paule met Louise Bourgeois in Paris, showed her first in 1987, and 
continued the relationship until the artist's death at ninety-eight, occurring during the run 
of her exhibition, “Mother and Child” at the gallery in May 2010. “It is difficult to put into 
words,” Anglim wrote, “impossible, I think, to sum up what Louise's work has meant to me 
professionally and personally. I cannot overstate the honor it gives me to provide a place so 
that others can come and experience her work, to be as astonished and enthralled as I am by 
this genius of the art world.” 

Paule interviewed Gabrielle Buffet-Picabia, then in her nineties, in 1976. In a wide-ranging 
two-day interview conducted in Paris, Paule questioned her on some of the most intriguing 
moments of Modernism, including a vacation trip taken with husband Francis Picabia, Marcel 
Duchamp and Apollinaire to the Jura Mountains, the Picabia's attendance at the 1913 Armory 
Show and Buffet-Picabia's friendships with Alfred Stieglitz, Alexander Calder, Edgar Varése and 
Samuel Beckett. 

This interest in Modernism's roots and friendships with woman actively participating in the 
cultural history of their era, served Paule well as seeker of inspirational role models.   

Paule opened a gallery on Montgomery Street in the mid-Seventies and her present space at 
the bottom of Geary in 1982. Her first shows were with Hassel Smith, Milton Avery and Alice 
Neel. Friends had suggested she open a gallery, and with her experience curating sculptural 
themed shows, such as a 1968 exhibition contrasting contemporary sculpture and paintings 
with primitive art and antiques as part of her art advisory program, she decided, “I just wanted 
to own a gallery, so I opened the gallery.” 

Some two blocks away from the San Francisco Museum of Art, she may be forgiven to have 
favored this particular institution over the years. This was furthered through a friendship with 
SFMOMA curator John Caldwell, the Museum's first curator of painting and sculpture from 
1988 to 1993, who made a major purchase of a David Ireland work, “A Decade Document, 
Withcomet, Andcomet, Andstool, 1980-1990,” in 1991. 

Ireland's work was the earliest conceptual work sold by the gallery to a museum. She had built 
a base for this by establishing a series of shows under the rubric, “Solid Concept,” bringing 
Bay Area Conceptualist artists Ireland, Terry Fox, Tom Marioni, Howard Fried, Tony Labat and 
others to local, national, and international attention. 

In addition to building a public for conceptual, performance, and installation artists, Paule has 
also been supportive of the local poetry scene, with prior gallery readings by Robert Duncan, 
Michael Palmer, Michael McClure and others.

By incorporating media artists Paul Kos, Howard Fried and Nayland Blake into her program, 
Paule helped introduce fine art media installation within a commercial gallery context. Her 
support of video installation continues with her commitment to Bull.Miletic (Synne Bull and 
Dragan Miletic), a collaboration between married San Francisco Art Institute grads from Ser-
bia and Norway, whose most GPA exhibition was reviewed by local writer Glen Helfand in 
the March 2011 Artforum. 

Another focus of gallery attention is directed toward Beat Generation artists including Joan 
Brown, Jess and but most notably Bruce Conner. Group exhibitions have featured  many of 
the West Coast Beats including Wallace Berman and George Herms. 

Paule's placement of works over the years, solely to the San Francisco Museum of Modern 
Art, reflect the breath of her commitment to Bay Area and California artists. There was an 
early sale of a Robert Bechtle painting, presaging his retrospective of 2005. Director David 
Ross acquired a Terry Fox work. Bruce Conner is represented by many phases of his dis-
tinguished career, from assemblage to inkblot drawings. Her support of politically charged 
Enrique Chagoya, led to SFMOMA's acquisition of “Tales from the Conquest/Codex” (1992).

How she maintains a relationship with so many diverse artists is a bit of a mystery. Anglim and 
Gilbert choose their artists by looking “for some kind of unique poetry in the artist's work. 
They're usually dissimilar.” Paule credits a large part of the gallery's success to Ed Gilbert, 
her longtime gallery manager, who engages many of the younger artists entering the gallery's 
roster.  

Robert Bechtle, Covered Car, Albany California, 2010, charcoal on paper, 10” x 14 3/8”



Once selected, gallery artists receive full court press. Each artist they represent is shown, give 
or take, every two years. Not an easy matter with some twenty artists to keep happy. Two 
separate exhibition venues within the gallery help expedite this.

Paule publicizes her artists through the print media, most notably Artforum. “…they're seen 
internationally, especially in Artforum…an article in a publication is quite valuable.” Her ex-
hibition advertisements within these periodicals help situate the gallery within the dialogue 
of contemporary art practice and showcase her artists, benefiting through their association 
with the gallery.

This steady stream of gallery advertising in major American art magazines, which include 
color reproductions of her artists works, benefits not only the gallery and the artist, but the 
entire California and Bay Area art community, which ride their coattails through the steady 
exposure of locally established and emerging artists to an expanded audience.

Selection by the gallery insures careful consideration of the artist's voice midst the clatter of 
contemporary cultural conversation. Their association with Gallery Paule Anglim guarantees 
her artists fair hearing both here and abroad, situating them within a context that critics, cura-
tors, scholars and informed civilians can appreciate and understand.     

In the Cándida Smith interview, Paule mentions a list of year end gifts she makes to cultural 
institutions, as a service to her artists. Her greatest gift, year in year out, is Paule herself. 

Let a poet end it better than I. In correspondence shortly before his death, after having seen 
a 1996 newspaper clipping on Paule, San Francisco Renaissance poet and filmmaker James 
Broughton wrote, 

“Loved reading about you in the paper, though I didn't think they made you sound special enough, 
nor glamorous enough either! I already know about your generosities…Stay wonderful and 

resourceful and discerning, and remember how much I love you when you have nothing better to 
think about on your artful journeys.”

...by establishing a series of shows 
under the rubric, “Solid Concept,” 
bringing Bay Area Conceptual-
ist artists Ireland, Terry Fox, Tom 
Marioni, Howard Fried, Tony Labat 
and others to local, national, and 
international attention. 

Katherine Sherwood, Cajal’s Revenge, 2007, mixed media on canvas, 64” x 50”Robert Bechtle, Covered Car, Albany California, 2010, charcoal on paper, 10” x 14 3/8”

Paule Anglim, at an installation with a Henry Moore sculpture.

Ed Gilbert, Gallery Manager, in the inventory room.
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JD Beltran
Vice President of the SF Art Commission 

Interview / Portraits Andrew McClintock
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Please talk about how public art affects urban spaces, how it changes 
the way people interact with the space, and how that change lets people 
interact with the space in a more positive way.
I think one thing that is particularly common, at least from what I’ve seen in our culture, is 
that many people feel they don’t understand art — and they’re even afraid of talking about it. 
It always surprises me how when I start to talk about an artwork with someone who’s not in 
art circles, the first thing that comes out of their mouth is “well, I don’t know that much about 
art.” But then they proceed to have an opinion about it. So everyone has an opinion about art 
but they’re afraid to say they really know something about it, which I find really fascinating. I 
think it comes from a lot of people being frustrated that they don’t understand art. And with 
public art, this becomes an even bigger issue. People in the art world or art circles will go to 
art galleries or museums, but the general public doesn’t do that unless they’re interested in art 
— yet they’ll happen upon public art in their daily lives. So I think that public art has a greater 
role and responsibility in educating people about art — to either create a dialogue about the 
art itself, about an artist’s practice, about creating meaning or experience through art, and/or 
about how art reflects history. In that sense it’s truly exciting to be part of the San Francisco 
Arts Commission because I believe that is one of our most important missions — to expose 
the public as well as people beyond our city to great art, and all that that brings.

When it’s put in places like the art in storefronts on Market Street, in an 
area that’s not the most friendly or kind of devoid of culture, is that also 
directed more towards the locals who live there who have no exposure to 
art, or is that meant to bring in people who wouldn’t normally be in that 
neighborhood to experience the art?
I think it’s both, and even more. I think one of the reasons a number of cities around the 
country have been instituting art-in-storefront programs is because it serves a multi-fold 
purpose. Frequently — like the San Francisco Art Commission’s Mid-Market storefront 
program on 6th and 7th last year — the art-in-storefronts programs are concentrated on 
areas that are suffering from urban blight, that aren’t used, that are abandoned.  And what 
they do is at least temporarily gentrify the area, so people will both have a reason to go to 
these areas, and they’ll also recognize the potential of the vacant buildings. For example, in 
2007 I was commissioned by the city of San Jose to create a public art film project projected 
in empty storefronts to enliven the downtown San Jose corridor.  That’s the other problem 
when you have empty storefronts, is that these areas aren’t populated very much, or they’re 
plagued with crime. Installing art in those storefronts basically brings a portable art gallery 
into an area that wouldn’t otherwise be visited and gives people a reason to go downtown,  
populates the area, and actually highlights to potential tenants these empty spaces for future 
use — they could see that these neighborhoods are actually places where people would want 
to go. It utilizes the unused space to exhibit art, but also exposes the potential of these empty 
spaces and the possibility of rejuvenation in a really creative way.

Let’s talk about arts education. Let’s start with what’s going on in Hunter’s 
Point and the Bayview District. You’re involved with City Studios, please 
talk about the role of giving arts education to kids in Hunter’s Point and 
the importance of that.
A year ago, I was made the Director of the City Studio program, a program started and 
sponsored by the San Francisco Art Institute. Its mission is to provide high quality arts 
education to underserved youth in their own neighborhoods.  The key to that is “in their 
own neighborhoods” — so the youth don’t have to go very far to access it. The way that we 
do that is to have partnerships with local Boys & Girls Clubs and local community or arts 
centers, and we specifically target areas around the city that most need this sort of education, 
where it probably is not being provided in the local public schools — neighborhoods where 
the kids don’t have access to it. This allows them to walk a couple of blocks from their homes 
and schools, and have access to arts education that is taught by accomplished, professional, 
practicing artists. It exposes them to the potential of art and to becoming skilled in art-
making skills, but the courses also teach entrepreneurial skills. Not only can they learn to 

create their own art, but through the model of their teachers, they can also see a potential 
future and career in learning their own arts practice. With the art they create, they can build a 
portfolio and develop a resume, but they can also gain skills in areas such as graphic design and 
photography and filmmaking that are necessary to make design works, photographs, or films 
and videos — but which are also flexible skills in terms of them getting future jobs, or using 
their portfolios to apply for higher education. One of the nice things about the program is that 
we have many satellites —city studio satellites of the San Francisco Art Institute — that cover 
the Bay Area.  Classes are taught at SCRAP, which is in the Bayview neighborhood, as well as 
at the Bayview Opera House, which is the local community center for that neighborhood. 
We also have classes at SOMArts, which is in the South of Market neighborhood, Galeria de 
la Raza and the Lab, which are both in the Mission District, the Excelsior Boys and Girls Club, 
which is in the Excelsior district, as well as the East Bay Asian Youth Center, which is in East 
Oakland. All of these areas are definitely in need of access to arts education for youth.

Is there anything that’s going to focus on the Market or the Tenderloin 
area?
Right now we’re thinking about the potential of having a partnership with the Tenderloin 
Neighborhood Development Corporation’s after-school program, or perhaps another idea is 
partnering with the Gray Area Foundation for the Arts for a youth new media class. We don’t 
have a satellite there yet, but the Tenderloin is one of the key areas where we would like to 
establish a partnership.

Is it pretty easy to see, after the kids are in a class or program a positive 
change about them?
We try to create a sense for the youth of what it’s like to be a professional artist. One of 
the real joys about the program is that you can see the youth get excited about making art 
themselves, and at the end of every semester, we have a public group exhibition and film 
screening of the art that they create. They all get their names printed on an announcement 
postcard to send to their friends and family and the public, and they’re very excited to be 
recognized as artists. This spring, our final City Studio exhibition will be at SOMArts, which is 
a gallery space that exhibits the work of professional artists, which is really fantastic.

How has the current political and economic climate been affecting this? 
Is that one of the reasons this program was started, to act as an action 
against the other publically funded arts education or youth-at-risk groups 
whose budgets are being slashed?
Yes, definitely. First of all we’ve had a lot of wonderful donors, including the Walter and Elise 
Haas Fund, which gave us the seed money to start the program. Other program supporters 

Yan Yan Mao, Public Art at SF0, courtesy of SF Arts Commission. Ned Kahn, Transbay Garden, 
Images courtesy of the Transbay Joint Powers Authority and Pelli Clarke Pelli Architects
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about how art reflects history.”



include the Surdna Foundation, the Omnia Foundation, the San Francisco Foundation, the 
Comer Foundation, the Wells Fargo Foundation, and Adobe Microsystems — and the 
National Endowment for the Arts continues to be one of our major funders. We are, as 
you can imagine, a bit apprehensive about the recent huge cuts to NEA funding. But we’re 
also optimistic — one of the reasons I think we do get funded is that we provide truly high 
quality arts education in areas where it’s not being provided — and the youth produce some 
outstanding work and go on to more achievements, as a result.

Let’s talk about the SF Arts Commissions other roles they have (besides 
education, art-in-storefronts in San Francisco), your position with them, 
and where you’d like to see them go in the future.
Sure. I was appointed to the SF Arts Commission about a year and a half ago and I was re-
ally delighted to be appointed by Mayor Newsom and begin working with the commission, 
because I knew previous commissioners, as well as the current and previous director of the 
SF Arts Commission gallery. One of my first solo shows was at the Arts Commission Gallery. 
But one particular joy about being able to join the Commission is that it’s probably the most 
accomplished, progressive, and forward-thinking public arts commission in the country. Work-
ing for the commission is really an honor, and a chance to participate in how art can affect the 
landscape, profile, and even the identity of the city. First of all, it’s the oldest arts commission 
in the country — one of the first ones ever founded, in 1932, so next year it will be celebrat-
ing its 80th anniversary. Over the years, the staff and the leadership of the commission have 
proven themselves to be extremely insightful, savvy, and wise.  They’ll all real experts in the 
field and passionate about the arts, and many of the staff have been there for a really long 
time – Jill Manton has been there for 27 years, Susan Pontious for 20 years, Judy Moran for 
15 years, Robynn Takeyama for 11 years, Rachelle Axel for 10 years, and Judy Nemzoff for 8 
years, for example.  Howard Lazar who manages the Street Artists Program has been there 
for 37 years! This incredible team has been brilliant in its community and education programs, 
its granting programs, and its judgment of who it commissions to create public art and build 
its collection; over the years, the value of the collection has grown to be worth over $90 mil-
lion. And director Luis Cancel and Kate Patterson have really raised the profile of the SFAC, 

orders of magnitude above what it used to be. We have a diverse, wonderful, and valuable 
collection, and we continue to commission art from talented and ingenious artists, as well as 
support the local artists and the emerging artists.

And also there’s good grant programs and other projects.
Yes, definitely. Last year, in 2009-2010, the city gave over $4 ½ million, almost $5 million, in 
grant money to both individual artists and arts organizations and spaces, and for art educa-
tion and community collaborations. We’re able to do this because of the city’s Hotel Tax fund 
which was established in 1961, which basically builds revenue for grants for individual artists 
and arts organizations through a percentage of taxes on hotel visitors. The public art pro-
gram, which is what oversees public art commissions, is funded through a percentage of the 
construction budget of capital projects.  So when the city is building a new subway station, or 
hospital like Laguna Honda, or renovating part of SFO airport like the new Terminal 2 build-
ing, the public art in these structures is funded by a percentage of the construction budget.  
Susan Pontious recently completed overseeing the public art commission projects for Laguna 
Honda Hospital and SFO Terminal 2, which are glorious!  People come to see the buildings, 
but afterwards all they talk about is the art. And the SFAC’s work also inspires other city 
projects into raising the bar for public art.  In the multi-billion dollar Transbay building, which is 
going up in the next five years at the corner of 1st and Mission, the Transbay Joint Powers or-
ganization’s percentage for the art contribution was voluntary – it wasn’t required to include 
public art in the Transbay building.  But Jill Manton at the SFAC inspired it to commission five 
new public artworks for the building, major landmark artworks, each of which are in the range 
of a million dollars -- and they’re from internationally renowned artists such as Jenny Holzer, 
Tim Hawkinson, and MacArthur Fellows Ned Kahn and James Carpenter.  Then in our new 
central subway system we’ve also commissioned new public artworks both for the interior of 
the subway station as well as for the exterior entrances, and those are all substantial commis-
sions -- hundreds of thousands of dollars – and all by extremely accomplished artists such as 
Catherine Wagner and Jim Campbell and Werner Klotz.  But also, the SFAC’s process is very 
rigorous. We solicit proposals from around the country and locally, and then we have a multi-
level panel process that decides ultimately who gets commissioned to create the artwork. 
Thanks to the incredible work of the administration and staff of the Arts Commission, the city 
of San Francisco will possess this amazing legacy of major public art works.

Bruce Damonte, Public Art at SF0, courtesy of SF Arts Commission.

Julie Chang, Interior of the Transbay Terminal,
 Images courtesy of the Transbay Joint Powers Authority and Pelli Clarke Pelli Architects
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Which is important because it, for one, puts San Francisco on the map as a 
major art destination, which brings in more commerce and business.
Exactly. You were asking earlier about the roles of public art and as I said, one of the roles is 
not only providing dialogue, but also broadening the education of the public about art in gen-
eral.  Moreover, I think that many cities become identified with their major works of public art. 
When you think of the giant Claes Oldenburg clothespin in Philadelphia, or the huge blue bear 
by Lawrence Argent outside of the convention center in Denver, or the mirrored jelly bean 
-- “Cloud Gate” -- in Chicago’s Millenium Park by Anish Kapoor, those are major art pieces 
commissioned by those cities that ultimately become iconic, in terms of being integrated with 
the identity of the city. And I think San Francisco will definitely be among that group, gaining 
its identity from its public art.

Are there a lot of other major cities that also install big art projects in City 
Hall? Bill Fontana just did a sound piece in there. Is that kind of a specific 
San Francisco thing or would you say other cities are picking up on that, as 
well as having their own arts commission.
I think there are certainly a lot of cities that commission truly innovative new kinds of art, 
but San Francisco is particularly original and forward-thinking. In terms of the City Hall com-
mission, I have not heard of very many works like Bill Fontana’s sound piece, which was truly 
novel and imaginative, and which also used the latest technology. The city commissioned him 
to create a site-specific sound piece for City Hall, a sound portrait of the city – cable car bells, 
Enrico Caruso singing — that utilized City Hall’s architecture itself to reflect the sound waves.  
Fontana himself is such a well-respected, internationally renowned sound artist, but he’s also 
local, so it was terrific for the city to be able to do this piece with him.  It’s a work that not 
only high-lighted what a treasure the city is, but also how the city treasures Bill Fontana.

Let’s talk about your role at the San Francisco Art Institute and your 
history with being an arts educator, as well as the balance you have with 
that and having your own arts practice — how you fit it all in.
Well, I got my MFA degree at SFAI in 1998, so I’ll always have a fondness and love for the 
school.  And also it’s a pretty heady place to go to school because of its amazing history. The 
people who taught and went to school there founded art movements – they were seminal 
figures in the history of art, like the group who founded the Bay Area Figurative Movement, or 
experimental film, or the Beats. And the older generations continue to influence the younger 
generations. For example, after graduating, I was invited back to teach by two of my mentors, 
Paul Kos and Doug Hall, who were instrumental in my own learning and art practice, and who 
I continue to admire. I’ve been teaching there for almost ten years now, and I feel like the San 
Francisco Art Institute is this very special place, both historically as well as part of the identity 
of San Francisco. The school and the city of San Francisco itself has always been an amazing 
incubator in terms of being able to provide a supportive, open, and receptive space and 
environment for new forms of art and experimentation, and new forms of creativity. Doing 
what I do, I think I have the best job in the world — being at the San Francisco Art Institute 
and being surrounded by all these talented artists in this incredibly supportive atmosphere 
helps me not only in my own work, but is also very rewarding in terms of teaching. I have so 
many students who I’ve taught in the last 9 years, who I continue to keep in touch with, and 
who I see progress and become very successful in their own art practices. I learn from them 
as much as they learn from me. The other reason I love this job is that it continues to keep 
me immersed in contemporary art, but it also gives me the flexibility to continue my own 
career and practice.

If you were asked to define what new media is, because I think there’s 
a lot of people out there who don’t really understand what it is or 
what it encompasses, how would you describe it as someone describes 

Impressionist painting or something like that?
When I graduated about 12 years ago, I actually was known as a new media artist simply 
because I incorporated video with other media in my work, and it had some form of 
interactivity. The pioneers of new media in the Bay Area included Jim Campbell and Alan Rath 
back then, who used sensors, robotics, custom software and lighting — this would be 12 years 
ago. If something was new media, it usually involved computers, and it usually involved some 
sort of software combined with a visual or some sort of interactivity. Because new media is 
now 12 years old, it’s no longer new — I think these days they’re calling it Intermedia. I think 
generally it’s understood to encompass the same sorts of things as it did 12 years ago, and 
that is some sort of combination of technology and/or interactivity.  

Where do you see San Francisco right now as an international art city, 
compared with Los Angeles or New York. There are the three art fairs 
coming up in May; do you think that is a good thing or maybe too much 
right away?
I think that it is an extremely positive thing for the city to be having these multiple art fairs 
happening in the next month. The way that art commerce has shifted in the last five or six 
years is that cities are no longer known so much for their gallery districts or art scenes, but 
they’re known for their art fairs; the way art is bought and sold has shifted from the gallery to 
the art fair.  In that sense, it gives those in the local art world more mobility to get exposure 
at the international level. I think the fact that we’re hosting three major art fairs -- after not 
doing it for so long, in particular -- is really wonderful. And I get the sense, judging from the 
one a year ago, that the quality of the fairs is going to be extremely high, and San Francisco 
will become an arts destination because of them.

And what are you currently working on in your personal art practice?
I’m in the middle of making a new film that was commissioned by the Children’s Discovery 
Museum in collaboration with the San Jose Office of Cultural Affairs, a public art project 
launching in May which I’m very excited about. It’s going to be an outdoor projection on the 
twelve-story AT&T building in downtown San Jose, which is on the exact opposite corner of 
Ben Rubin’s “San Jose Semaphore” public art code piece at the top of the Adobe headquarters.  
So the two artworks can “speak” to each other, and I’m excited about that. And then at the 
beginning of 2012, a film I created that was commissioned by the de Young museum last year 
is going to be screened again with a live score by Dave Aju, as part of the Pacific Standard 
Time project by the Getty Institute; that project is being curated by Julie Lazar. She’s amazing, a 
pioneer in the new media area and contemporary art, who founded the Los Angeles MOCA’s 
Experimental Programs. Also, this summer my partner Scott Minneman and I will travel to St. 
Petersburg, Russia to create an interactive art installation to be exhibited there, a story-telling 
portrait of the city of St. Petersburg. 

Do you want to say anything about how being a mother influences art 
education?
One of my greatest inspirations is my son, Sebastian, who’s seven. He constantly keeps me 
fresh in terms of his thinking and his view of the world. I think that the best artists are artists 
who think like children, in terms of being open to the interpretations of what they see. He and 
I have the most fantastic conversations. I feel very lucky to have Sebastian as my inspiration.

Rupert Garcia, SF General Hospital Proposal, courtesy of SF Arts Commission.
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Queen’s Nails Projects
Julio Cesar Morales

Interview by Gabe Scott

Portrait Andrew McClintock

(Formally Queen’s Nails Annex)
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Queen’s Nails projects has been one of the more innovative artist/cura-
tor collectives in the bay area for years. Talk a little about the inception 
of this program as well as its evolution.  Also is the curatorial collective 
something that is continually evolving, or do you work relatively with the 
same group?
The project started in late 2004 as a response to the Dot Com boom that happened in the 
Bay Area in the late 1999s to the early 2000s in which the majority of artist-run spaces were 
pushed out by internet ventures as well as low-income families in the Mission and SOMA 
districts; in a matter of months, people and artists were displaced. I suppose I need to rewind 
a bit and give you a picture of how it used to be before the gentrification during this period! 
I moved to the city to attend school at the San Francisco Art Institute and during that time 
there was an amazing amount of energy and I am not talking about the Mission school fluff 
because that is just a catch phrase that was created by a writer from the SF Guardian. My 
classmates were people like Miguel Calderon, Eamon Ore-Giron, Nao Bustamante, Mads Lyn-
nerup, Jennifer Wofford, Jennifer Locke, Guy Overfelt, and Barry McGee.

We all benefitted from these artist-run organizations and had our first exhibitions, actions, 
performances and projects at these locations. As an emerging artist, these types of experi-
ences are very valuable and can help shape one’s future, as they did for many people during 
this time.

After the Dot Com bust, my intent for Queen’s Nails Annex was to again ignite this type of 
atmosphere where artists could potentially develop projects outside the gallery and museum 
systems and not be pressured to finalize projects but rather experiment with the space in 
order to expand on an artist process that would potentially help move them in a new direc-
tion.

I originally developed the project with an amazing friend and curator, Liz Mulholland, and once 
we got the gallery up and going, Liz had to find a real paying job as she had spent thousands of 
dollars in CCAC’s Visual Criticism program. She was eventually hired by Jack Handley Gallery 
to manage the space and artists, but shortly after she started Jack heard that we opened a 
new space and told Liz that it had to be his gallery or Queen’s! This was crazy since Jack was 
a legit gallery and we were a bunch of novices with a passion to develop a non-commercial 
gallery—nonetheless he saw it as a threat and I told Liz that she needed to leave the gallery 
for her own financial well being.

At that point she was dating Bob Linder, an amazing artist that I had not met but wanted to! 
This was one of those moments in life that you just have to go with the flow - so without 
knowing him I agreed to continue the space with him as my collaborator. Our first show was 
Robert Guiterez, a fantastic painter. The original kick off show was supposed to be with Tauba 
Auerbach, but she had a conflict with another exhibition she was working on. I loved her first 
post- Stanford works that were all based on calligraphy and street signage; to this day I wish 
we could have worked it out. I only have a few regrets in life and this is one of them.

Working with Bob turned out to be one of the most influential times in my life – I could say 
for both - and we really developed a great repertory with artists and we acted more as col-
laborators than curators with projects by Jason Yagel, Issac Lin, Sarah Cain, Marcela y Gina and 
Eamon Ore-Giron. Eventually Bob moved to New York to further his art career and I was left 
working with the holder of the lease to the space, Brian Storks. Although a great person, he 
had a different vision of what we should do with the space and he wanted to somehow make 
it more into a commercial space. Eventually that led to frustration on his end and he left to 
develop a residency program in Santa Barbara. One of the highlights of working with Brian 
was Tony Labat’s Bulk project in which we turned the gallery into a social club and changed 

the hours of the gallery from 1-6 pm on Fridays to Saturday from 6pm to 12am, 4 days a week. 
It was Tony’s personal nightclub and he had fantastic artist dinners, performances, talent shows 
and even dance parties.

After Brian’s exit I befriended a CCA curatorial student named Mike Bianco, who was a fan 
of Queen’s Nails and offered to step in for Brian. I took a chance, and he placed all his energy 
into the space and really helped create interesting programming for Queen’s Nails- I loved 
working with him. At that time we had to change the name from Queen’s Nails Annex (QnA) 
to Queen’s Nails Projects (QnP) as Brian “bought” the website name (QnP) for the next 10 
years and would not give it up.

But as the drummers in the This is Spinal Tap movie disappeared, so too have the collabora-
tors at Queen’s Nails, and Mike Bianco left to pursue a new life in Marfa, Texas. So now, and 
for the past year and a half, Queen’s Nails is run and curated by myself, Pablo Guardiola, Zoe 
Taleporos and Kim Silva. I should also mention that Queen’s Nails is an actual nail shop lo-
cated next to the gallery and upon attempting to come up with names for the space – I just 
kept coming up with names that just could not compete with signage next door and the huge 
light box between both spaces, so I decided to “borrow” the name and only add “annex” to 
the official gallery name.
 
I know you’re also an adjunct curator with YBCA. Is that related to this 
project?
YES and NO- my experience with Queen’s Nails helped with my growth as a curator and 
when I was approached by the executive director of YBCA, Ken Foster, I mentioned during 
our initial meeting that I felt that YBCA would greatly benefit from having a program that was 
closely related to Queen’s Nails in a way that would be more fluid and take an experimental 
approach to curating and to artists exhibiting. My proposal was to have YBCA exhibitions 
turn around faster and artists would have more control over the production and outcome 
of work while creating new commission works that also relied on the relationship between 
the curator and artist as a collaborative effort. He agreed and I developed a program called 
Pause: Practice and Exchange, and has been well supported by visual artist director Betti-Sue 
Hertz. 

Here is the official description of the project:
PAUSE: Practice and Exchange activates YBCA’s Gallery 3 by creating an exciting new se-
ries of process-based exhibitions with artists in residence from the Bay Area and around 
the world. These works include lectures, performances and workshops that transform the 
exhibition space into a fluid and active experience for audiences. Key components are cross-
generational projects and multi-disciplinary collaborative artworks with a focus on influence, 
process and mentorship from both international and local artists. Artists are in residence for 
two weeks after the opening of their exhibition for talks and events.

Tell me a little about your curatorial background and how you got involved 
with this project.
I actually began curating or organizing exhibitions for the San Francisco Arts Commission 
in the early 2000s. After the last big SF earthquake in 1991, the original SF Arts Commission 
Gallery (SFAC) was moved to the old San Francisco Museum space on Van Ness and the more 
beautiful old building on Grove Street was condemned. I was teaching at the San Francisco Art 
Institute and was asked by the director of the SFAC gallery if my class could have an exhibition 
in the windows space facing Grove Street; since the building was condemned It could only be 
used as a window space. They told me I could use the windows in exchange for curating the 
windows for the 6 months, which then became 2 years, and within that period I had artists 
such as Rueben Lorch Miller, Kota Ezawa, and Libby Black do phenomenal projects. I believe 

Jason Jagel, Queens Nails Annex. Marcos Rio,  Queens Nails Annex
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the space has been active ever since.
I guess it’s what you call curating out of necessity, and that eventually opened the door for 
Queen’s Nails. I also believe that as an artist/curator you have a direct connection to artists 
in which you understand the artistic process and that becomes inherit with the my curatorial 
practices- the artist trusts you more than someone who has a degree in art history.

Is there a particular creative taste or genre that you tend to lean towards 
when working with QNP or would you rather transcend titles like that?
Since the beginning both Bob Linder and I shared a connection to sound, that I have within 
my own practice, and we developed Queen’s Nails Records, which has commissioned artist-
based sound and music projects as CD releases; to this day we have 9 releases. Currently we 
are dedicated to video, performance and sound–based projects with a little distraction along 
the way.

Talk a little about each individual aspect of the collective - Lab, QNR, 
QNTV, QNX?
The idea is to expand Queen’s Nails Projects as a hub for exchange and dialogue between 
emerging, established, local, national and international visual artists with a multidisciplinary ap-
proach towards cultural production. These five categories are QN Exhibitions, QN Lab, QN 
Records, QN TV and QN Exchange.  

QNE
Queen’s Nails Projects is a curatorial collective platform that is dedicated to presenting audio, 
video, installation, and performance-based projects. QNP aims to challenge both emerging and 
established cultural producers to work outside their ‘normal’ practice in order to produce 
new and unique projects.

QNA LAB

“...Queen’s Nails Annex was to again 
ignite this type of atmosphere where 
artists could potentially develop proj-
ects outside the gallery and museum 
systems and not be pressured to fi-

nalize projects but rather experiment 
with the space in order to expand on 

an artist process that would potential-
ly help move them in a new direction.”

Julio C. Morales, Contrabando, watercolor on paper.Julio C. Morales, Narcoarquitectos, pencil on paper.24



QNA Lab is a series of one-off and temporary projects including talks, experimental music, 
workshops and exhibitions.

QNR
Queen’s Nails Records commissions visual artists to create new music and experimental 
audio-based works. Limited edition releases are of 200 copies per project and a unique sculp-
tural approach to CD packaging is also designed and developed by the artists involved.

QNTV
QNTV is a series of video screenings that showcase work blending performance, music, video 
and song writing from local, national and international artists whose practices range from 
conceptual/ performance bands, to straight-up music promos, to videos that feature music as 
the inspiration for the artist’s work.

QNX
Queen’s Nails Exchange is an art exchange program with local, national and international art 
spaces and independent curators and artists.

One of my favorite projects right now happens every first Tuesday of the month. We invite 
artists, curators and writers to present artworks in-progress, influences and future projects. 
There are 3-4 per session and the speakers are given 15 minutes to share ideas. This is some-
thing that is just word of mouth, so we do not send out any invites, but it seems to be growing 
and we usually have about 20-25 people attending the presentations.

Perhaps discuss a favorite project or lecture from each....
The most recent show at Queen’s Nails was co-curated by Xiaoyu Weng and I consider it one 
of the best shows ever presented, featuring an influential and important young artist from Chi-
na, Zhao Tao. The exhibition The Man Who Plants Scenarios was the first solo project by the 
artist in the West Coast and a key piece that had its world premier was his most recent video 
work South Stone (2010-2011). A project in which Zhou situated himself over five months 
in an underdeveloped village surrounded by the high skyscrapers in the city of Guangzhou to 
produce interweaving footage of the landscape of the village, the residents, the animals and his 
seemly illogical interventions in each place, South Stone indicates the equally incoherent and 
absurd nature of social reality. Fluctuating between a documentary and fiction, the film func-
tions as a catalyst to facilitate the construction of alternative connections between time and 
the emergence of imaginative space.  Zhou attempts to create multiple trajectories of reality, 
for him, the use of video is not a deliberate choice of artistic language or medium; instead, the 
operation of the camera is a way of being that blends itself with everyday life.

Julio C. Morales, Contrabando, watercolor on paper. Courtesy of Queens Nails Annex. Tony Labat, BULK, Queens Nails Annex.
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Romer Young Gallery
(Formally Ping Pong Gallery) 
Vanessa Blaikie and Joey Piziali

Written by Jamie Alexander

Can you describe Romer Young gallery and how it came to be, with respect 
to your backgrounds?
 
Vanessa Blaikie:  Joey and I met at SFAI in the MFA graduate program. When we graduated, 
we felt we were surrounded by friends who were making challenging, ambitious, relevant 
work and also felt there were not enough spaces to support the kind of work they were 
making. In part because the work was conceptual, performative, or installation based - not 
always conducive to commercial gallery spaces. There was also an absence of the continuous, 
critical dialogue we had grown accustomed to in the graduate program. Some of the back and 
forth discourse was missing. We founded the program as a labor of love, very spontaneously 
in a way, without thinking too far ahead. Our vision was to create an exhibition space that 
would advocate for, and exhibit work by, artists working in challenging veins. In many ways, 
the early years of Ping Pong Gallery were much like an artist residency. Artists had time in 
the space to install, the freedom to experiment and play, and a great deal of curatorial control 
over their exhibition (much of which is still true today). We simply created the space in which 
all this could happen and be shared and experienced among equally passionate individuals. 

One of our hopeful outcomes was that from this space and this energy a new re-invigorating 
dialogue about art would grow. We created a space that activated conversation, engagement 
and action.

 You’ve quickly built a real tight program… very distinct. Can you say a few 
words about what your general aesthetic leanings are?
 
VB: Thank you! That’s always nice to hear. It feels difficult to define what the general aesthetic 
leanings are... and perhaps they are more obvious to someone on the outside than they are to 
us. We’re too close in it. But we would probably say that much of it is thanks to our artists. Our 
program is tight because of them. We create the space for possibility and potential, but they 
make everything happen. The question also makes me think about the movie “Pollock” and 
Pollock’s answer when asked about his work: “It’s like looking at a bed of flowers, you don’t 
tear your hair out over what it means.” It’s such a simple statement, but there’s a real honest 
clarity to his answer that I certainly didn’t have in graduate school, but am getting closer to 
now (though perhaps less succinctly). Ultimately, we respond very purely, very immediately, 
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and very gutturally to the work we choose to exhibit. There is always a connection to the 
work, as well as to the artist, and a wanting to see how it might unfold and evolve. I wonder 
if some of what brings the program its distinction is that there are two equal visions coming 
together to create one program. Joey and I are very different; we think and feel things from 
different places so our energies are also very different - both strong but anyone who knows 
us both will agree, definitely different. Joey’s energy and the way he approaches art is big and 
tidal. Like a powerful wave. He wears it all on his sleeve. I tend to move much more quietly 
like the subtle undercurrent... a constant force, but less visible. We often come to find an 
artist, and respond to an artist’s work, but for very different reasons. I’m particularly excited 
by the quiet thinking behind a work, almost more so than the final product. I like the way an 
artist approaches their practice - what are they reading, what are they writing, what inspired 
the work? So I’ve always been very drawn to work where form follows idea. Joey in many 
ways is more of a purist. He’s a lover of formalism, and loves and appreciates the subtleties of 
how things come to be - the shape, their form, their color, and ultimately their visual energy. 
Joey is also more aware, educated and knowing of the contemporary art scene than anyone 
else I know. He is so fluent in the contemporary “now.”  His awareness and knowledge of 
contemporary work is immensely vast and is constantly in motion when he is looking at work, 
considering work, and this always plays a significant part in what comes to live in our gallery. 
We scavenge and are inspired from different places, but these two places find a harmony 
together.

As a fairly young gallery based in SF you clearly have a very professional 
sense of what you would like to accomplish and how you operate a gallery – 
e.g. Art Fair participation, far-reaching artist engagement, comprehensive 
art-media outreach, etc. Can you describe what some of your goals are as 
professional gallerists?

Joey Piziali: In the simplest of ways, our artists work hard for us, so we work hard for 
them. We believe in them, and believe they are making incredible, strong, relevant work - work 
which we feel deserves visibility in San Francisco and beyond. San Francisco is too small to 
be able to sustain their growth, so the professional sense to start participating in fairs and 
working with other galleries internationally seemed a really smart direction to move towards. 
Their work gets a chance to grow, which then circles back to the gallery having a chance to 
grow. What is simple can also be challenging though - the goals are intuitive; actualizing them 
is another story. We try to do for them what we hope a gallery would do for us.
 

You both are accomplished, respected artists in your own right, having 
each had solo gallery shows and graduate level art-schooling. How does 
that factor into your running your own gallery? Or does it?
 
VB: I think the fact that we are artists is a great strength to running the gallery. We are always 
advocating for the artist and the integrity of the work. The artist always comes first, and 
finding a creative way to ensure that artists are able to execute the shows they really want to 
execute is first and foremost. There is a deep understanding and respect for their perspective 
because we are very easily able to consider what we as artists would hope for from a gallery. 
Certainly the fact that we are artists has meant the learning curve is higher with respect to 
other aspects of running a gallery. When we started the space, the only people who came to 
our openings or knew about us were our fellow, supportive artist friends. But slowly, after 
five years of honest, hard work our following of supporters has grown, and we’ve fallen into 
a really nice rhythm with really affirming and positive growth.

 JP: Our relationship with our artists has, at its core, a very open, honest and transparent 
dialog; we’ve put this at the forefront because it is how we like to work with galleries that 
handle our work.  The communication feels very fluid with each of them, and we find working 
together has been effective and successful because, as Vanessa said, we can understand and 
relate to their perspective.  Moving from an experimental exhibition space to a gallery has not 

been without its challenges.  There is a certain line you have to walk - one which balances full 
creative freedom and paying the bills.
 
How do you balance your personal art careers and running a gallery?
 
VB: There’s no question, it’s a real challenge trying to balance a studio practice with running 
a gallery. It has been less of a conflict for me than it has for Joey, perhaps. Even before 
completing my MFA degree, I was considering the ways in which everything was starting to 
converge - artists as curators, artists as dealers, curators as writers. I was still figuring out how 
and where I wanted to be positioned within all of it. Did I want to be an artist? Did I want 
to run a gallery? Did I want to be an independent curator? This contemporary convergence 
allowed for a dissolution of roles, allowing more freedom to define your own role. I decided I 
would make my own definitions and do what I wanted to do... which was all of it. The gallery 
became an extension of my studio practice - not so much from a curatorial perspective, as 
we give a great deal of curatorial freedom to our artists - but because it extended my studio 
practice in an intellectual capacity. I am surrounded by art and artists all the time. It keeps my 
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mind active about my own practice and constantly conceiving of new work - be it physically 
or conceptually.
 
JP: Different hats for different days of the week.  I like to think of Vanessa as the boss and I 
just have an amazing side job that I love!
 
What are your opinions on the current state of Bay Area visual arts relative 
to the overall art world?

VB:  The Bay Area visual arts scene is certainly not the most thriving in terms of its economy 
when compared to New York or LA, but there is no shortage of energy, community and 
talent. San Francisco is undeniably vibrant. There is a strong, supportive community, incredible 
artists and a deep commitment to the arts which can be felt on all levels, from the alternative 
exhibition spaces to the non-profit spaces, to the galleries and artists. Because of this, we 
were able to do what we did, here. There was an immediate infrastructure of support that 
might have felt more challenging to find in another city.  
 
JP: Vanessa is on point, there is no shortage of energy, community and talent and is quite 
vibrant.  We’ve got five relevant art programs all with 20 miles of each other pumping out 
talent year after year.  I think in a lot of ways it comes down to the collecting community and 
having the support to keep the talent from jumping ship and going to NYC, LA or Berlin.  We 
have met and worked with some of the most incredible, curious and supportive collectors 
in this town, but there just needs to be more. We need to, as galleries, really awaken the 
“sleeping giant,” that is the intellectual and financial capital that resides from San Francisco to 
San Jose - all of Silicon Valley.  There are some of the most interesting minds in the world here 
and we need to inspire in them to support and collect art, domestically.  San Francisco could 
rival any other metropolitan if we could create a more widespread collecting culture.
 
Who or what are some artists and/or organizations in the Bay area that 
you are currently excited about?
 
JP: Silverman, Altman Siegel, Ratio 3 and Jancar Jones all have a great roster of artists that in 
my opinion are incredibly relevant beyond San Francisco, which I feel is really important. They, 
like us, all work with a group of excellent local artists but also mix in an extremely exciting 
group of national and international talent that rank right up there with what you’d expect 
to see in NYC or LA.  I feel like all of these spaces in their own way are reshaping the San 
Francisco gallery scene.  As for more alt spaces, Park Life and NOMA Gallery. You guys at 
Park Life are the new Adobe Books (Adobe is still great); you seem to have your finger on the 
pulse of so many local up and comers as well as mixing in a group of top notch names.  Not 

to mention your book selection... I lose all sense of time when I’m in the book store. Marcella 
at NOMA has been racking up some incredible exhibitions by great artists too.  As for non-
profit spaces I’m always impressed with SOEX; they are so solid and have been so supportive 
of so many artists in SF for so many years.  I love that team over there.
 
Romer Young gallery is located in a fairly off-the-beaten-track location, 
not unlike Park Life. Can you talk about how that factors into running 
your gallery?

JP: The Dogpatch has been great to us. We have been fans of the Dogpatch neighborhood 
since spending our time at the SFAI graduate studios. There’s something about the fact that 
it is off the beaten track in a largely desolate, commercial/industrial neighborhood that feels 
right, and always has. Because of the neighborhood, we are a bit of a destination gallery in 
that people aren’t accidentally stumbling into us - they come to see us specifically. While this 
can have its challenges in terms of gaining new visibility, it also means that we typically get to 
spend time with the individuals that come to see the shows. Ultimately, we’ve been here for 
six years now and it only gets better.  But even before we got here, Bruno Mauro had been 
running a great space, Ampersand Gallery since 1999. Bruno had the vision for the Dogpatch 
long before we did. At that time the Dogpatch was REALLY off the beaten path!  The other 
bonus is, if you’re going to pick a location that isn’t downtown, you better have parking and 
public transportation; we have both.

How have you found the collecting base in SF to be?

JP: We’re still finding our way with that one. Having started the gallery from the other side, as 
artists, we’re now discovering the collecting base and learning. It seems like this question has 
been asked of San Francisco before. There’s no doubt that SF has some world class collectors. 
And we have been fortunate to have met and worked with some wonderful collectors with 
very exciting and diverse collections.  I do think that the more the gallery is seen outside of 
the city, the more collectors gain interest in the programming - which makes sense when one 
considers that we are involved with what is now a very global contemporary art community. 
But I wish I saw them out and about here in San Francisco more. Sometimes it feels like the 
biggest challenge is simply getting collectors into the gallery for the first time, and actually 
having the opportunity to introduce the work to them.
Ultimately, supporting galleries is supporting the cultural capital; by having a strong local 
collecting base we are able to maintain a relevant gallery scene and artist base - allowing for 
the scene to flourish, to take chances, to be innovative. The artists we know that choose to 
leave San Francisco would have happily stayed if they felt they could really make a run at it 
here. But there’s a gap somewhere. The Bay Area is such a hotbed for innovation that it’s still 
curious why this gap exists. What we know is that support needs to come at every level. It 

Jet Travel, Installation view.
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sounds corny but it takes a village to make it happen. Look at Basel, Switzerland, a very small 
town, and a very active and historical art scene. In Europe art is a part of the fabric of the 
entire community and is understood and appreciated as an inseparable part of the culture; 
it’s a barometer for the times - be it culturally, socially, politically, or historically. Ultimately, I 
wish the general public’s appreciation for going out to galleries and looking at art was raised 
up a bit. Now I know we’re not ever going to be New York, nor is that the goal, but it’s so 
fantastic to see all the people out and the buzz that happens on opening nights in Chelsea 
and the Lower Eastside, as well as on any regular Saturday afternoon. It’s such an eclectic 
crowd of young and old, artists, collectors, people just checking out the scene. I just hope 
we can create more of that energy here. I actually think it’s possible, we just have to make it 
happen. It’s up to the galleries, the collectors, the artists and institutions, we all have to keep 
putting out exciting, challenging, relevant programming no matter who’s looking.  Eventually 
we’ll tip the scales...or die trying.

I really like the editions you have been producing with your artists. What 
brought that on?
JP:  We really wanted to be able to push our programming; in the process of growing 
you eventually have work that is out of the price range of some emerging collectors or 
artists.  So, we wanted a work that could be an original, but modestly priced.  Editions are 
also a nice opportunity to work directly with the artist on a project beyond the exhibition. 
All our editions are “edition varies”, so while the base of the edition is a silkscreen we then 
ask each artist to hand work the piece however they see fit - paint, pencil, collage, whatever 
works for them.  All the editions are limited to 10 and are priced between $300.00 to 
$500.00 and are almost always in a 30” x 22” format of some sort. We’ve been very lucky 
to work with DCL Productions in the Dogpatch.  While DCL is not a traditional fine art 
printing shop they generously work with us by providing space and hardware to make 
the prints.  Chris Long, the owner, is an emerging collector and a great supporter of the 
gallery.  His support is invaluable to our editions program.

Jet Travel, Installation view.

“In the simplest of ways, our artists 
work hard for us, so we work hard 
for them. We believe in them, and 
believe they are making incredible, 
strong, relevant work - work which 

we feel deserves visibility in San 
Francisco and beyond.”

-Joey Piziali
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Electric Works
Richard Lang
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For the readers unfamiliar with Electric Works, can you give a brief 
overview of how you started? 
In my own art practice I started doing printmaking in 1980. Printmaking is really hard. The Holy 
Grail of printmaking is continuous tone. When digital printing came in, it was like “Oh this is 
really great. This is real continuous tone. So we have to do this.” What we wanted to do was 
bring digital printmaking into the traditional printmaking world. So David Salgado and I, with 
my son Noah, started a partnership in ‘96 (Trillium Press) and we got some digital printers 
and we started digital printmaking. And we got a lot of crap from a lot of people, because 
you know, it’s not “real” printmaking, it wasn’t accepted. There were people who, early on, 
started up digital printing businesses, but they really didn’t have their heart in printmaking or 
back-ground training. So we thought of it as—there is this new baby on the block, and it’s 
going to be raised by wolves unless we take a hold of it. We were in Brisbane from 1996 until 
2007. Noah and I decided we wanted a proper gallery and we moved to San Francisco. It was 
a whole new thing, a proper gallery, so we actually hired one of these naming guys. When we 
came here there was already a name on the building, it said “Buzzell Electric Works.” So we 
just dropped the Buzzell and left the Electric Works. We rent the space from the grandson 

of the man who built it and we’ve left the historical equipment intact: a beautiful gantry crane, 
the 1920’s style faux wood paneling and curved glass. Now, with the floors re-done and a 
couple of hanging walls, we are Electric Works— my son Noah and a new partner Anthony 
Luzi.

What is your history and what is your background in the arts? 
I went to George Washington University in DC in a pre-med program, and I did that for five 
semesters, but I really didn’t like the people I was going to school with. That’s what it really 
came down to. It was also the late 60’s, and Washington, DC was just chaos. It was when tear 
gas was part of the weather report. It was really tumultuous. I just wanted to do something 
more “authentic.” That was the word of the day. I had done artwork all of my life, and I 
decided it wasn’t going to be a hobby, it was going to be my life. That was in 1968. I went to 
the Corcoran School, which had a reciprocal arrangement with George Washington. I finished 
up school there and then went to the University of Wisconsin for graduate school and got 
an MFA in sculpture. 

Where are you from originally and when did you move to the Bay Area? 
I am from Kankakee, Illinois, about 70 miles south from Chicago. So I would go to the “City” 
often. Crossing Highway 80 on the way to Chicago there was always this big sign “80 West...80 
West.” Yeah, that looked good. Anyway, I finished graduate school, and I thought I would live on 
the East Coast but I didn’t fit well. I traveled around for five months, in a Volkswagon van like 
everyone else in that generation, and came down Highway 1 in California and here I am. 

You frequently collaborate on art projects with your wife, and she is also 
your business partner from what I understand. What is the story behind 
that? 
My wife, Judith, is the Communications Director here, so she is the one you talk to for events, 
etc. She gets the word out. Judith and I each have our own art practice. Each of us are individual 
artists and known as artists. In 1999, we started collecting plastic garbage from one beach, 
Kehoe Beach in the Point Reyes National Seashore and since then we have collected tons of 
it. And to date we have had over 40 shows of our work. Right now it’s in the windows that are 
around the SFMOMA on Minna and Natoma Street sides. We also have a show in the Republic 
of Georgia at the US Embassy, and there has been a movie made about us that premiered at 
the Geography of Hope Film Festival.  (One Plastic Beach” http://vimeo.com/18672227)
 
Where do you keep all the plastic that you find? 
Luckily, when I moved here, I came down Highway 1 and turned at Olema at Sir Francis Drake 
Blvd., and there was this beautiful place called the San Geronimo Valley. I live there and I have 
a barn. Thanks to the Gods, we have a barn, so we have tons of it stored there. 
 
How is Electric Works funded? 
We sell shit. That may sound vehement, but I wanted to be in the commercial world, not the 
academic world. We sell artwork, we sell photographic services, we sell our printing services; 
that’s how we do it. When I was in graduate school I was daunted by the prospect of going out 
and being an artist in the world; it didn’t look very pretty. And I thought, there really should be 
a place where an artist could do printmaking, where you could get your work photographed, 
where you could buy really cool things inexpensively, a little store that sold art kind of things, 
and it should be a gallery and it should also support non-profits. So, I wrote this up in a paper 
when I was in graduate school, and now here we are. The paper described a “point of sale” 
display at a grocery store selling arty things. It’s been nice to see the Shadow Shop project 
realizing a very similar idea.
  
What are some of the details of your publishing program? I read that 
some of the work that is produced in the publishing program ends up in 
exhibitions here. What is the selection process? 
Stuff we like. For people to publish something, you have to, number one, like your own work. 
You’d be amazed at how many artists are ambivalent about their work. You have to absolutely, 
totally love it, and be 100 percent behind it. Number two is, you have to be self promoting. So, 
if you’re an artist who is really good at self promoting, we really like that. And third, you have 
to be prolific. So when those things come together, the stars align, and it’s pretty good. Like 
the project we’re doing with MARS-1. We have been working with him for a long time where 
he self publishes. This is the first project where we have dived in and decided we were going 
to take on a co-publishing venture with him. It’s a black light silkscreen with flocking overlay, 
very retro and unique these days.
  
Electric works also has a book store and produces artists books. What are 
some of the past and future projects you are working on?
We’ve produced three mass-market books and many “artist’s” books. Limited editions under 
100 copies and usually under 40. We’ve made a real “Lincoln Log” cabin to house a suite of 20 
Marcel Dzama prints, including a sound track which is a 9” vinyl record. We made an edition 
of 5 playable pinball machines with William T. Wiley and a working slot machine with Enrique 
Chagoya. Edition of 8. The things we’ve produced are very innovative, though that’s not the 
goal. We had an idea and proceeded.
  
What were some of your goals when you started Electric Works, and, over 
a decade later, what are some of your goals for the future? 
The overarching goal is just to keep the creative process alive. I mean, there is nothing more 
powerful in the world than the creative moment. And if you can keep that alive, you are really 

   	
 Geoffery Chadsey, Blackface Rod, 2010, Watercolor pencil on Mylar, 55” x 36”
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a human being. I don’t know how people live in this world without making something. Without 
writing, dancing, etc. It’s sort of like that. I ask artists all the time: “What do you think an 
artist is?” And pretty much the universal thing is that you have these little funny ideas in your 
head—and everybody has them— but artists are the ones that follow them through. And if I 
can make a place for that to happen, I will die happy. That’s the idea. And then there’s making 
money to support it all. There is a land foreign to most people—”Art Land.” So, for example, 
when you hang a framed picture on the wall, you’re making a window from the usual world, 
looking into this “Art Land.” Describing that land is a whole other conversation.

What are some of your thoughts on the current state of print media? 
I don’t really have thoughts about other people’s print media. I just like doing what I do. I mean 
it may be a little arrogant sounding, but I like figuring out... like, every project we do, something 
new happens. So, I don’t really know how to think about print media. Internet of course, has 
changed all sorts of things.

Electric Works exhibits works from various mediums. How do you choose 
what work you will show? 
It’s work that we like. When we like it, we really like it. It’s not based on the medium. We show 
photography, sculpture, painting. Our last show was the first show we’ve had where, (it was 
Geoff Chadsey), where a third of the people walked in the gallery and turned their heels and 
walked right back out again. There was a lot of sexual parsing of gender in the work, and it 
freaked some people out. And I couldn’t understand it, I loved the work. And I loved being 
able to show it. It was a great example of that “Art Land” I mentioned—a world very much 
cooked in the imagination. So I like showing work that I love. 

I notice that galleries tend to have more solo shows than group shows. 
What is some of the reasoning behind this do you think? 
We have group shows, a couple group shows a year. But when you have a single show, you 
really have a coherence, you really get a sense of what’s going on with an individual artist. I 
really like that—coherence and depth. We also have a project space where we show more 
experimental work and younger artists. 

You’ve been open for over a decade. What are some of the things you’ve 
noticed locally that have changed within the art community? 
First, the fashion cycle is at a much faster pace—Internet at work probably.  And the 
marketplace for art naturally fluctuates. But we’ve been in business for 15 years, and there 
have been ups and downs and this is the worst down we’ve ever seen. A lot of people are 
suffering, artists are suffering, it’s hard to maintain prices, which is a very difficult thing, making 
a confusing marketplace for collectors. 
Because you’re selling something which is essentially--and this is a tough thing for me to say-
-you’re selling something that has no intrinsic value in itself. You know, it’s not like selling a 
loaf of bread. But you’re selling something that has value in the desire world and the world of 
desire is the direct connection to the imagination. Another big change is affordable art. The 
project with MARS-1 is an example of this. Very affordable. I like for more people to have art. 
In fact, we started a program when we first opened this place in 2007 called a “mini print.” 
It’s a signed, numbered print for forty bucks. I really like that. I like getting art in the hands of 
people. 

Many artists get their start here and then relocate to New York or LA, and 
although it is somewhat banal to ask this question, what are some of the 
things that keep Electric Works from moving away from San Francisco? 
Yeah, that really sucks. I mean, there’s such a great community of schools and museums here. 
And it’s been and is such a fertile ground for the imagination. Maybe it’s all that water you 
can see from anywhere in the Bay Area. It has always been this open-hearted place, since 
forever. It’s too bad. I think the museums are just starting to realize...when I first came here, 
the museums of San Francisco were very supportive of the local art scene. And over the 
years, they have become more internationally focused. And it’s been a real bummer for the 
local community. I think the museums are realizing that they are losing a great resource when 
artists move away. 

Any last words? 
There is an aspect of EW we call Venture Philanthropy. When a non-profit needs to raise 
some money, a donor or group of donors to the non-profit will—instead of just giving the 
money to salaries and paperclips—fund a print project. And then the non-profit sells the 
prints and, in turn the proceeds go to the non-profit. It really is a nice thing, I like it. It supports 
us, it supports the artists, and it supports the non-profit. We just completed a project for the 
SF Contemporary Music Players with Hung Liu and we are currently working on a project for 
the Berkeley Art Center with Enrique Chagoya.

Tucker Nichols, Mini-print “Plans for the Future” 2007 silk screen on note pad 9”x5”

Marcel Dzama, The Cabin of Count Dracula, 2005, 20 hand-drawn lithographs and 9” colored vinyl 
record in custom hand-made cabin, Dimensions variable, Edition of 10
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Enrique Chagoya, 
2012: Super-Bato Saves the World, 
2009, Customized slot machine, 
coins and payout cups, Edition of 8, 
Dimensions: 68” x 21” x 27”

William T. Wiley, Punball: Only One Earth, 
2008, Rebuilt and restored pinball machine with 

original artwork, Edition of 5, Dimensions: 70” 
x 26” x 56”

MARS-1, Infinite Tapestry, 
2011, Hand Silkscreen, Fluo-
rescent UV Inks with Black 
Velvet Flocking, Image Size: 

32” x 25”, Edition of 140, plus 
proofs.

Richard & Judith Lang, 
“Steam Punk 1” 2008  20” x18” 
Beach plastic debris—Pigment 
print on paper.



Adam Hatch
In conversation with  Jeremiah Jenkins
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(Hatch Gallery)

Adam Hatch: This is Adam Hatch here with Jeremiah Jenkins.

Jeremiah Jenkins: This is Jeremiah Jenkins with Adam Hatch.

AH: So what do you want to talk about?

JJ: I think it would be good to talk about art, like you run galleries and stuff. 

AH: Mostly stuff. Yeah, let’s talk about art in Oakland. 

JJ: Yeah, in Oakland, California.

AH: I love Oakland, it’s great. 

JJ: It’s really a lot cheaper for more space.

AH: Yeah, you can have great spaces out here for less money. But it’s also nice that it has a 
real edgy quality to it, it’s undefined as of yet. It’s a counterpart to San Francisco, which is a 
great city. 

JJ: I feel like I get a lot more adrenaline rushes in Oakland than I did in San Francisco.

AH: Yeah, that’s good for your bones. For sure. I mean, I’ve had a few here, for sure, and not 
just from art shows. I like it here; I think it’s a great place to be doing what I’m doing. I mean, 
I have some complaints, but in general, Hatch Gallery is very supported by the people that 
come in, the patrons. Everybody is a patron, practically. Even crusty kids buy art here, you 
know. Not true. But sometimes.

JJ: Sometimes. Crusty kids bought art at your going out of business sale show. 

AH: They did. By the way, saying crusty kids isn’t a derogatory term.

JJ: We don’t mean hygiene necessarily. 

AH: No, it’s more of a style choice. I don’t know if it’s post-Burning Man denial syndrome; 
I have no idea. All the people who wouldn’t want to go but secretly did. Anyways, I think 
Oakland is a fertile hot bed for amazing artistic activity. Well, I can’t really speak for anybody 
but myself, really. 

JJ: You are fertile.

AH: No, not me. I just kind of found myself walking on it. You know? Like, dancing on it, really. I 
don’t know if some gypsy tried to curse me and it went backwards and blessed me. You know, 
I’ve had the fortune of running across so many talented artists and musicians and working 
with them, that I kind of don’t even know how that happened. If I ever get depressed, I just 
think of who my friends are and I really have no reason to feel depressed. 

JJ: I feel the same way about you.

AH: You get depressed about me?

JJ: Haha, no. I mean, I was in San Francisco for a long time, and did the whole art school 
thing, and there was this whole idea of the art world out there. And then I found you, who is 
somebody who has a great gallery, is easy to talk to, fun to hang out with, and willing to give 
shows to people that are willing to do the work. 
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AH: Heck yeah. Well, I mean it’s all about the work. Having a gallery is hard work, it really is. 
Lobot was insane work, building that place out, and dealing with all those people, but it was 
also so rewarding. There is a genuine “reap what you sow” reality...I really believe it. The more 
work you put in, the more you get out. We’ve talked about that in terms of studio practice. 
People who spend more time in their studio, work on their art, and it’s better. When running 
a gallery, people come in with their stuff and want to have a show, and I’ll say typically “no,” or, 
well let’s talk about it and develop a strong idea. When I say that to people, they usually just 
back off. Because this idea that you can just hang this up and sell it, and all the rich people will 
just buy this stuff and we’re all going to be driving Maseratis...it’s not real, it’s not like that I 
don’t think. One of the things I’ve discovered is that working with good people and working 
hard, you know, you just kind of inch forward. I think for myself I’m looking at the twenty-
year plan, not the one-year plan. I don’t see myself being successful anytime soon, although I 
do consider myself very lucky right now. Being able to support this place just selling art, but 
I think mostly it’s not even me. It’s you, you and a few others that provide me with these 
brainchilds of such extreme wealth. It’s like Black Friday here every show, people are lining up 
outside to buy your work.

JJ: But at the same time, I don’t think I would be able to make work right now if I didn’t have 
a gallery like you, and a place like Lobot. You have really laid the foundation for me to even be 
able to find Oakland. And for a lot of artists to find Oakland.

AH: Well thank you. I would hope that is true. I think it is true in the sense that I can 
recognize a void of things, which is a lot easier to figure out than what the genius move is. 
Instead it’s like, what do people lack or what do people need? And in general, I think people 
want space to do stuff and creative people around them to bounce their ideas off of, and have 
a sense of community. I’m trying to keep that word out of this interview because it is so easy 
to use that word like a thousand times. 

JJ: But what is funny about Oakland is that this is the first place that I’ve ever really felt the 
strong meaning of that word. Like community, in other places, like in San Francisco--it’s the 
people that you know and the people you have things in common with. But it’s not on a 
personal level like it is here.

AH: It is really personal here, sometimes uncomfortably personal. But there’s definitely such a 
strong sense of support. That’s one of the reasons I’ve stuck it out here so long. I shouldn’t say 
stuck it out, it hasn’t been that hard. But after a few years, I feel like I’m in some sort of Mafia 

situation. Like, you need this? I know a guy, he’s got a guy, yeah no problem...It’s really like that. 
I think it’s a lot like that. I can’t really speak as far as SF goes. I think that’s one of the reasons 
I live here. I think it’s really good for me to have SF as a vacation spot. Like oh, it’s Friday night 
and I can’t get back on BART, looks like I better have an adventure. 

JJ: I feel like SF is like a theme park, it’s like this magic land where nothing is 100% real. I mean 
there are real people there, real artists and gallery owners. But there is this weird cast over 
it. Here, it’s like the difference between First Thursday and First Friday is like…First Thursday 
you wear nice clothes and drink wine and feel socially awkward. First Friday in Oakland is like, 
you get pot muffins, you buy art on the street. But at the same time, I feel like you see just as 
good art, and sometimes better, more out there stuff. 

AH: I could say I see more bad art in SF than I do in Oakland. But I see a lot of bad art in 
Oakland too. We talk about this a lot. There is this whole Bay Area bubble situation, where 
everything is okay, and if there is anything I would like to get across, it would be that there 
has to be more criticism. People can’t feel bad about voicing their opinions, or raising the bar 
a little bit. 

JJ: It’s hard to be critical here. There is that certain idea that everything you do is okay. And 
in a certain sense, yeah, you can do whatever you want, but whether or not it is engaging is 
different.

AH: Well for some reason or another, I think it’s maybe the weather, it’s so comfortable, or 
something. Everybody wants to be respectful of everything. I don’t care what race, gender, 
sexuality, I don’t give a shit, I’ll never take issue with anything like that. But I can be an asshole 
when it comes to art. For a while, it was really hard. But then I started to see, it really works 
out. You’re actually not an asshole, you’re just honest. I feel sorry for people who are making 
horrible work and have no idea that they’re doing it. You know? It’s some sort of purgatory. 
Being involved in the art zone or whatever, it’s important for me to support this idea of 
criticism and honesty. Your opinion is just as important as the artist’s opinion, so where do 
these two meet? In like a show with two people, there is a dialogue between the two artists 
in the same space, and something new emerges. The artist learns stuff, the people that come in 
experience it, hopefully. The Bay Area really needs that dialogue to be supported and lifted up, 
there needs to be more of a critical voice and artists need to be tapped into the conversation 
that they are already a part of, they just don’t know it. 

JJ: Imagine you go into the best possible art show. You walk in and you are just blown away 
by how amazing it is. Tell me what you see. 

AH: Well, I see a bunch of different things. Man, people are going to hate this. You know what 
I see as one of my favorite shows ever, the one thing that really changed my whole perspective 
on what art was? Have you ever been to the Earth Room in New York? The Dia Foundation 
has this room. It’s like a third floor walk up, which the rent on that place in Chelsea would 
be like a bazillion dollars a month, and it’s just filled with dirt. And they change the dirt like 
every couple of months, so it’s fresh. I’m in there, and that was the point where I was getting 
into art, where I was like, man, rich people are assholes. And I’m in there and all of the sudden 
I realize, I could feel the air and the air felt different. Everything felt different. And it was so 
subtle and beautiful, and my perspective did a 180. It completely works. Not that that is the 
most amazing art show I could imagine... 

JJ: So something that takes you out of your usual space, and even changes your mind about 
it?

AH: Right. I think what it all comes down to is this idea of authenticity, of intellectual integrity 
in your work and authenticity in your work, where you stand behind it not just because you 
made it, but because you worked really hard on it. 

JJ: You poured yourself into it.

Nat Russell, Pet for Sale.



AH: You’ve developed yourself, and you’ve come to this place, and then you put yourself out 
there on trial. And if you get knocked down, great. I think losing is awesome. Go ahead and 
lose and pick yourself up and get better. Fear is the only way to get courage, and opposition 
is the only way to get innovation, these are important things.

JJ: Yeah, losing is the only way to know when you win.

AH: Especially in art. And I think Oakland has that vibe a lot, because in some senses it is hard 
here. Because you’re like, what the fuck am I doing in Oakland? Or, look at all this craziness 
going on around me. But then it kind of quiets down. Like Sunday, downtown Oakland. It’s like 
a fucking holocaust happened there. But we can have a party, and it will be cool. We’ll be the 
only ones there. They don’t harass you for doing weird art shit here, you know.

JJ: There are times where you find yourself completely alone in an urban environment. You 
never find that in San Francisco.

AH: Yeah, and it’s beautiful. It really is. There is just like a secret hidden space here; it has 
unfolded itself to me for as long as I have lived here. Hopefully with what’s happening now, 
with a lot of new galleries popping up and “art cafes” and shit like this, hopefully what happens 
is people get a little ornery. That’s what I’m really going for, working for next year, I’m going to 
try to piss off a lot of people. Like, actually try. To be like, “I think what you’re doing is stupid. 
What do you have to say about that?” You know, and hopefully people will be like “you’re 
stupid” and then we’ll figure it out and be buddies and become geniuses, I don’t know. The 
next logical step is to have a conversation, to have a dialogue, otherwise it will fizzle out; 
people will lose interest.

JJ: Art will suffer. It won’t be getting pushed.

AH: I think people like yourself will continue to make good work that has a wealth of 
commentary and authenticity to it. You know, some people will benefit from it. But hopefully 
the population right now that is gaining interest in art will rise up and let their voices be heard. 
When I was in school, I would always marvel...I went to art school for my masters, and I got a 
scholarship so I didn’t pay for it. But people did pay for it- and people would be text messaging 
through class, and I was bored in class too half the time, although I did learn a lot. But how can 
you text? You’re paying at least 60,000 dollars for this thing, and you’re texting, it’s crazy, and 
you’re wondering why you get out of here all pissed off and not sure. You have to believe in 
yourself and raise your hand, and try to figure stuff out. There is already a conversation going 
on even if you aren’t a part of it.

JJ: What I always liked about artists or people who run galleries is when they really set out 

Mark Taylor, Stay Poor, 
Drawing for ‘Brozone Layer’ 

at Hatch Gallery.



to do the thing to satisfy themselves, like that is their motivation. And if you get some kind 
of validation from other people, great, if you don’t, then oh well. It’s one thing to respond to 
the viewer and the audience, but to let that completely guide what you do sort of takes the 
control out of where it should be. 

AH: I feel really fortunate having not ever...being genetically unable to jerk someone off for 
money, you know it’s hard for me. If someone buys a painting for like $5,000 here I get really 
nervous; I’ll be like freaking out. I mean I really like putting together the show more than the 
show itself. During the show it’s just a bunch of chaos and hopefully during the show I can 
take a break and listen to people talk about it. It’s just hilarious because I’ll have a show I really 
really love, like “this is genius!” and I’ll hear people be like “This is bad, it’s not like the show 
we had last month.” There’s no rhyme or reason to any of it, but that’s exciting. Actually, there 
is rhyme or reason to it, because good art speaks for itself and people respond to it and they 
buy it. Like you or like Aaron, at Hatch Gallery. 

JJ: Just come to Hatch Gallery in Oakland. 

AH: Check it out on First Fridays or any other time. Just say you’re friends with Jeremiah and 
you’ll get the VIP. You’ll get to go into the VIP lounge; we have a VIP lounge in the back. Jeremiah 
will be there, performing. 
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on it.”

- Adam Hatch

Mark Taylor and Porous Walker, Installation view for ‘Brozone Layer’ at Hatch Gallery.Jeremiah Jenkins in his Oakland Studio
A.McClintock
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Collector’s 

When did you both start collecting and what would you say both of your 
first major pieces were in terms of acquiring it to put in a collection?

Heather: The first piece I bought was a Smog painting by Los Angeles artist Kim Abeles 
in 1991, but I don’t think at that time I had any idea to the extent this first purchase would 
take me. In those early years I did not specifically set out to “build a collection.” I studied 
Art History and worked in the field of contemporary art, and thus was surrounded by living 
artists and fresh ideas. I had a desire early on to buy the pieces I responded to; however, the 
term collector was not as popularized as it is now, so a framework of building a collection 
didn’t even really exist for me. Steve and I were dating then and he was supportive of what I 
liked, but we did not make these decisions together early on. That happened later. I saved my 
money and bought what I liked. I was lucky to have access to good work not only through 
Mark Moore whom I was working for then, but other galleries and artists in LA. The second 
piece I bought was a Chilangos piece by Sandow Birk which I was so very proud of. I picked it 
up from his gallery and ran it straight over to my friend’s place who lived nearby and showed 
it off. After that second purchase, I was a goner.  

Steve: One of the first pieces we bought together was Elizabeth Crawford’s Ball and Chain. 
We had registered for that at the gallery Heather used to work at, so that was the first piece 
we bought collectively. From then on, we wanted to collect as much art as we could. The Lisea 
Lyons diptych was one of the early ones from the gallery. The William Swanson painting was 
one of our first pieces as well. 

Heather: I think it started out as a little bit of a bug and then Steve caught it, and then we 
both got excited about collecting and luckily we share a similar taste in art. We would buy 
things together after we were married, like the Michael Arcega Ouldv’es, which led to our 
working with Michael. Our collecting slowly morphed into something bigger and then when 
chances arose where we had a little extra cash we could buy outside of our gallery artists 
too. The Larry Sultan was huge for us as we were fans of his work for a very long time. I am 
still kicking myself that we do not have a piece from his Pictures from Home series. Another 
highlight was the Kehinde Wiley.

Steve: Early on, that was one thing I liked about doing the early scope fairs -- we were 
showing with other galleries just starting out and artists that were still relatively inexpensive, 
and we always did OK at scope. So when we had a little extra money we’d buy something 
from somebody, and that’s the road we came from. I picked up the Keith Boadwee, Asshole, 
pinhole drawing there and our first Erik Thor Sandberg. We were always conscious of trying 
to collect our own artist’s work as well.

Heather: I think a lot of collectors will set out with a defined concept for what they want to 
collect. We just bought what we liked and what excited us and we are talking about acquiring 
pieces over a 20 year period now. I think over time, our personal collection, like the gallery, 
has revealed its personality and reflects what we think is important and exciting.

You guys have been open for 10 years. Was there an initial instant or 
thought process behind wanting to open up your own space?

Heather: I worked for Mark Moore in L.A. in the early 90s, for a couple of years, and went 
back for a graduate degree in art history, then moved to San Francisco and started working 
for Hackett-Freedman which was more of a realist and modern gallery. I had entered the PhD 
program at UCSB in Art History, but following my Masters I realized I wanted to continue 
working in the fine arts and felt academia was not the right fit for me in the end.  I knew I 
wanted to have my own space and after working in the field for over 10 years, I just, at one 
point, woke up one day and wasn’t scared to do it. I told Steve, who was working in high tech, 
I was ready to do my own thing and left Hackett-Freedman in 2000 and went on to open the 
new space in 2001. I am lucky that I had a strong sense of what I wanted to do, and have been 
fortunate to be able to make it happen with Steve. 

Steve: So Heather decided, I want to do this, and I said that’s good, we have enough money 
saved to do it. When she started to do it in the spring and summer of ‘01 she started to sort 
of become overwhelmed with the stuff that needed to be done; I mean there had to be an 
infrastructure set up, a gallery space, PR, etcetera.

Heather: I was naïve in thinking I could do it by myself, but I just couldn’t!

Steve:  And by that time I was working around the clock for somebody else and I said I might 
as well work around the clock for you, let’s see what happens if we do this together--and if 
you get sick of me, kick me out, I’ll go back to work. She just never kicked me out so that’s 
cool. But it was great, it was really fun to have our own thing. We felt we had a unique vision as 
far as the artists we wanted to show and the things we wanted to put out there. Surprisingly, 
we thought some of the clients from Heather’s old job would migrate over but it’s two totally 
different spaces so we really had to do it on our own.

Heather: But we started it out as Heather Marx Gallery because we didn’t know if we were 
going to be able to maintain it together financially. When did we change the name?

Steve: Early ‘08.

Heather: Because at that time it was clear: we’re doing this 50/50.

Steve: We opened in late ‘01 as Heather Marx Gallery and then in ‘08 we switched it to 
Marx & Zavattero. But it was one of those things, people knew, I was always there. It was just 
changing the name, and we did make a few changes to the program too. Where we’re at now 
is more of a strong, realized program of what we show. I think it’s a sense of, when you’re a 
gallery owner who does also collect, your gallery reflects your taste overall because you’re 
putting up seven or eight shows a year, plus art fairs and outside programming. In a way, it 
reflects what we like in terms of the things we buy as well.

Why would you say collecting art is such an important aspect of continuing 
culture and having a relationship with it?

Heather: I think it reflects the world around you.  The past, the present, potentially the 
future. It’s  a different way of viewing the world, through different eyes. You can think of a 

Marx and Zavattero
Heather Marx and Steve Zavattero

Corner

Libby Black
Hermes and Hustler Speed King Skates (Pair)

each 5.5 x 5 x 12.5 inches
paper, hot glue, and acrylic, 2004
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novel, you can think of a film, you can think of the way landscape moves you, nature,  political 
situations,  I mean there’s a number of things that you look at around your home and you see 
pieces that you bought over the years and they mean something different and they continually 
change. One of the most remarkable things is that you will always remember when, where, 
how and why you bought a piece, and in 1 – 20 years beyond that piece can also mean 
something completely different. It’s enriching.

Steve: I agree, it’s enriching. It’s one of those things you try to keep telling clients and potential 
new collectors in every single new way you think about it, by saying it always enriches your life, 
you never get tired of looking at a piece of art that you buy, you see new things in it. And that’s 
one thing about it, but the altruistic thing that I like to think about having a gallery is that, you 
know, it’s not a lucrative thing. It seems glamorous, but the nitty-gritty is that it’s not and you 
don’t typically make a great living out of it. But I find it rewarding to have a gallery and to buy 
artists’ work because you’re basically helping to support their vision and their desire to be an 
artist. To become an artist, you need to make your work but also find a collector base that 
will support your ability to continue to stay in the studio. For me it’s that two-pronged thing. 
It enriches our life because we get to look at and live with great pieces, but it’s also like, I feel 
like it’s nice to support artists and say “look, keep making your art and we believe in you.”

Heather: Right, you provide a forum for their vision and an audience. Like all independent 
galleries, we’re open free to the public five days a week so a lot of people can see their 
work.

I think you already touched on this but please elaborate on how owning a 
gallery affects your eye as a collector?

Heather: It allows for a great amount of access to many artists’ works, not just those whom 
we represent, and as part of our job we stay aware of what is happening in contemporary art. 
As far as it affecting my eye personally, I have trusted my visceral response to work and just 
gone for it, but the opportunities to see and consider works is much more vast now. 

Steve: I think also being in this profession we have the luxury of having access to seeing 
and learning about a lot of different artists’ works, via our relationships with other dealers 
worldwide and at art fairs. We participate in fairs and travel a bit, so there’s a way to follow up 
on artists that you like and what they’re doing and we are lucky to have a unique relationship 
with other dealers. As you can see, we buy from local galleries as well as non-local galleries, 
and have formed relationships with those gallerists, and it’s just nice that we were able to build 
our collection through watching artists carefully. Like the Wiley, we really wanted a piece of 
his and obviously a 7-foot canvas was out of our price range, but there were a few oil wash 
pieces--and the relationship we had with his gallery enabled us to get one--I don’t think we 
would have had that access if we didn’t have our gallery.

If you could give any words of encouragement to anyone who’s thinking 
about collecting art and building a collection, what would you tell them?

Heather: Go for it. Don’t be scared to listen to your own intuition and your own voice. 
Go see as many shows as possible and read those art magazines that you have an affinity for 
the kind of work they feature and review. It is always good to get an education, but don’t let 
that get in the way of you taking the step to acquire something if you really respond to it. If 
you lose your edge and don’t listen to your gut, you may very well end up with a subdued 
collection that really does not reflect who you are or want to be. You are not only helping and 
satisfying yourself, but the artist and gallery. 

Steve: See the shows. You run into this situation a lot where it seems like someone loves a 
piece but then they have to run it by a stylist, partner, designer, decorator, consultant and all 
that stuff and I think collections might turn a little homogenous when you have that situation. 
To have an interesting collection it should reflect the taste of yourself, for sure, and then the 
taste of your partner, for sure, and then there are some things that come together in that. 
I would say don’t be afraid to ask questions, approach galleries, go to openings, go when it’s 
quiet. I think a lot of people want to go to First Thursdays and the openings, it’s fun, you have 
a glass of wine, it’s a little more social. But I would say go when it’s quiet, which is most of 
the other times, during the day, during the week. Follow your vision, don’t be afraid to ask 
questions, and certainly don’t be afraid to ask the gallery if they’ll work with you on some sort 
of payment plan because we are certainly open to that, and most galleries are. I think some 
people think they can’t afford $1500 or $2000 if they’re starting out and they want to buy a 
small piece. And we offer them the option to “pay over 6 months, could you do that?” And 
they say “oh, I didn’t know you guys did that.” It’s certainly, all of us who are in the business 
too, support artists and getting art into the world and most of us are willing to help people 
do that. Once you get that bug, it’s like an addiction. Once you start to collect, you start to 
see. Once you get rid of your college posters and stuff to collect serious art, it’s a whole 
transformation that you go through. So we’re always doing everything we can to encourage 
people to collect.

Heather: Be open to new ideas and media, and be confident about what inspires you. 
Chances are you will not regret a purchase if you do just that. 

In 100 years, where would you want to see your collection? In private view 
or in public view?

Heather: I think a little bit of both. I think some will go to family members. There are certain 

pieces that we definitely plan on giving to museums, to museums in Southern California where 
I’m from and also to San Francisco. I think we’re mostly committed to giving works to West 
Coast institutions because that’s where we’re raised and they’ve been supportive of us. 

Steve: It certainly would be nice…good collectors are able to have a second home or some 
warehouse where they show their art. You go to Miami and you look at the De la Cruz and 
Rubell collections and it’s just nice that they built these places where they can rotate their 
collection and have shows. I don’t foresee us being on that level, but certainly it would be nice 
someday to have some sort of situation where you had someone looking after the collection, 
and changing things around, inviting the public in so they could take a look and show how easy 
it is. That’s one thing about having the house; we have a lot of post-opening get-togethers here. 
Dinner parties, and things like that because the other part of it for clients is that sometimes 
I don’t think in the gallery they can necessarily see how they can live with art. It’s almost 
too sterile of an environment, the walls are white, but you come into a home and you can 
see how some pieces work together. Why does the (Taravat) Talepasand and the (Andrew) 
Schoultz work together so well? It just does. When you look at it, it doesn’t seem like on the 
face of it that it would. There’s these great relationship between pieces and how they fit in a 
home. It’s just nice to see that people are finding more and more creative ways to show off 
their collection, so I hope that there’s somewhere we can display what I hope will be a bigger 
collection in 20 years.

Any last things you’d like to say?

Heather: Buy art. Support artists and galleries. You will be happier if you do! 

Andrew Schoultz
The Falling, The Sky
80.5 x 79.5 inches
acrylic and collage on paper, 2008 

Larry Sultan
Tasha’s Third Film (# 4/10)
20 x 24 inches
c-print, 1999
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Alan Bamberger
artbusiness(dot)com

Corner

So when did you first start collecting, and what was the first major piece 
you bought  with the idea that this is it, I’m buying this with the intention 
of building a collection now?
I never bought anything with the intent of building a collection. I started strictly in the business 
as buying and selling and the collection kind of evolved out of it. A good percentage of it began 
as pieces I was unable to sell, but looking back, I’m glad I didn’t.  I did keep certain pieces 
because they were exceptional in some way. They’re mostly a range of earlier California pieces 
though some are certainly contemporary-- and all odds and ends that I really like. There’s 
really no rhyme or reason to the grouping other than that they all appeal to me in some 
special way. 

What’s the difference between your collection and those of collectors who 
have a very specific idea in their heads about what they want to own?
Well, in addition to my collection being comprised of “stuff I like,” I also recognized that many 
of the pieces were also good buys-- I knew what they were worth, I knew that they would 
likely go up in value. But there were plenty of other considerations too. Having said that, I 
by no means recommend people buy art based on thinking it’s going to go up in value unless 
they have years of diligence and experience in that regard. I mean, when you start out buying 
art, you want to make sure you’re paying a fair price for whatever it is. That’s what’s most 
important. A given is that you like it, and then after that you want to do a little investigation-- 
who’s the artist, what does their exhibition history look like, have the artists been selling 
relatively consistently, have they been selling in other places besides the gallery where you see 
it for sale. You just kind of gather data. 

So you collect more from a business, art appraisal sense? Compared to just 
going, ‘I like that’?
Well I like everything I own. I like it all. I wouldn’t keep it if I didn’t like it. 

What are some of your favorites in your collection?
I don’t know, I just like everything equally well. I don’t have any favorites really. One day I’ll 
look at this one and the next day I’ll look at that one. When I think about what I love the 
most, I don’t really come up with any specific answers. After you see millions and millions 
and millions of things, you kind of just like everything. It’s ok. Things don’t stand out anymore. 
When I was first starting out, I would see something and go ‘Oh my God, this is incredible’ but 
now, it’s more like ‘Oh yeah, I’ve seen ten or fifteen thousand of these before; this one’s a good 
example, it’s nice.’ People sometimes ask me, ‘How come you’re not more excited or why are 
you so deadpan about it?’ and it’s just that, you know, I got my excitement in my 20s. I’d scream 
and jump up and down and all kinds of shit like that but after a while, I settled down.

 What kind of flux have you noticed in the collecting world in the past few 
years? Do you feel like it’s on the rise with people wanting to spend their 
extra income on art?
I think that things are getting better and more people are buying, with the only difference 
being that people are more careful about how they spend their money and are demanding 
more in terms of proof that they’re spending that money wisely. Not only that the price is 
reasonable, but that there’s some demonstrative value or significance to whatever it is that 
they’re buying. Before the economic calamity, it was all a big frenzy and people would just buy 
stuff-- it was like check your brain at the door. These days, they don’t do that anymore. 

Do you feel like that’s increasing the quality of work from artists as well 
as the programming of the galleries, in terms of showing more interesting 
and exciting work?
I think that it’s a process of natural selection. The good stuff typically rises to the top and 
gets shown more.  Seeing that there’s an ever-increasing number of artists, as miraculously 
ridiculous as that may seem when considering how tough a profession it is to make a living at, 
this inevitably leads to an overall increase in quality. Certainly I’ve watched this play out over 
the decades. The quality of work is simply better, because there’s more people producing it. 

I hear a lot of collectors look at your site before they decide to go to a show 
or look at a certain artist. What sort of role do you think artbusiness.com 
plays into the Bay Area collecting world? 
Well, it certainly helps people get an overview of what’s out there. To actually go to 20 or 30 
or 40 galleries is pretty difficult for most people, but to be able to peruse the situation all at 
once in a relatively short period of time on their computers-- that’s entirely doable.  Hopefully 
the art’s fairly represented through the images. I certainly try to present it with that in mind. 

With your idea of liking everything, do you have to pick and choose what 
goes on the site?
With the proliferation of galleries and venues it becomes increasingly difficult not to pick and 
choose just because of the sheer amount of art shows and viewing opportunities. But yeah, I 
try my best to cover everything that seems like it has some level of significance or seems like 
it’s worth going to for one reason or another. 

What are your views of major collections being in private spaces versus 
being in the public eye?
I don’t think it makes much of a difference because in the overwhelming majority of cases, 
sooner or later it ends up in the public eye. 

Why would you say collecting art is such an important aspect of continuing 
a strong connection to the culture that surrounds us, or to culture in 
general, or being connected to something larger than simply a luxury 
item?
Art serves no purpose, it has no utility about it. It serves as kind of a document, in a way, of 
everything that’s going on-- and artists as documentarians. The ways they present matters is 
kind of the edge of cultural evolution in many ways. Social ways, political ways, environmental 
ways, just plain new ways of drawing a landscape or painting a portrait. Our perceptions 
continually change and evolve, and as a result of exposing ourselves to that art, art advances, 
broadens  and enhances the way we view particular situations and how we go about living 
our daily lives. 

 Are there any artists or galleries whose programming or work stand out?
I’ll tell you something, I don’t name names because it seems that one month it’s this gallery 
and then one month it’s the next and one week it’s this artist and the next, that artist-- and 
I certainly can’t say at any given moment or with any degree of accuracy that anyone’s going 
to go on to become a big deal. Frankly I don’t even follow art that way. Plus when you start 
naming names it gets really difficult not only for those artists, but also for people who buy 
art. When I wrote my first book in the late 80s-- “Buy Art Smart” (the current edition called 
“The Art of Buying Art”), I purposefully did not name names because I looked at plenty of 
so-called “art collecting” books out there, and those that had been in print a few years or 
longer-- practically all the predictions turned out to be garbage. In the overwhelming majority 
of cases--in the overwhelming, overwhelming, overwhelming majority of cases-- you look back 
at who was saying what and making what kinds of recommendations as to who to collect or 
what to buy-- and within relatively short periods of time, almost all if it becomes completely 
irrelevant. 

Leave it to the art historians...
Right. That’s the way to do it. You have to critically look back after enough time has passed.  
Attempts to provide coherent ongoing narratives or overviews of what’s going on are 
important, but ultimately, shaking out the winners and the losers is all about looking back and 
making sense out of what happened. 

What relationship, if any, do you see between collecting books and 
collecting paintings or sculptures?
Well there’s a saying in the art business, and I’m sure in the collecting business in general, 
that you’re only as good as your library, and in a large sense that’s true. I would add that you 
also have to develop an eye for quality.  It takes a long time to cultivate an accurate trained 
eye, to differentiate between something good, something not so good, something awful and 
something great.  Most people don’t realize that.



What do think of SF’s role in the major arts market and how the three 
major fairs coming in May might impact that? This is a first for San 
Francisco. Will it change how San Francisco is viewed?
I’m not sure it’s going to change the basic nature or fiber of the city but I think it will be a 
fantastic opportunity for anyone here who’s interested in art to see a whole bunch of stuff all 
at once in a very short period of time. It’s kind of like having a great big art web site set up 
in a big building and instead of scrolling from page to page you go from booth to booth-- an 
opportunity to catch up with what’s going on in the world and seeing who’s doing what. As 
for any lasting affect or impact, that overwhelmingly depends on people putting their money 
down and buying something. If people think this is just a pretty place to go look and coo, ‘Isn’t 
that marvelous honey, now let’s go have dinner,’ then the opportunity to see so much art 
convening on San Francisco all at once will be short-lived indeed. 

What kind of advice would you give to a young artist who’s trying to 
develop a collector base?
Well that’s a pretty big question, but for one thing, if you’re a young artist trying to develop 
anything, San Francisco is a great place to do it because it’s OK to experiment, and the 
atmosphere is a relatively benign atmosphere as compared to more serious art scenes like 
New York or Los Angeles or other world art centers. But you have to really figure out where 
you’re going and what your mission is, or what the point of your art is.  To be real frank about 
it, you better figure out why anybody should care. And if you make a good argument for 
yourself and your art, you’ll do ok, because then you’ll get people thinking, ‘Hmmm, maybe 
there is a point to all of this.’

Lastly, any words for a budding collector or someone who’s ready to make 
that jump to taking it a little more seriously? I think that kind of goes 
against your personal history about how you started to collect but if 
someone came up to you….
Well, I wasn’t a collector; I was a dealer. I bought and sold. I think one of the most important 
things for collectors, though, is to take your time, get out there (or go online), look at plenty 
of art, and make sure you really like what you think you like. Way too many people go ‘Oh 
I love this’ when they have no context for making those judgments; they’re basing it on all 
twelve pictures they’ve liked in their entire lives or on what they had hanging around the 

house when they were growing up, and lack perspective to make those kinds of statements 
with any level of conviction. You have to get a little bit of a perspective, you have to be able to 
filter out all of the static coming from all of the mouths that are trying to push their products, 
and figure out what you really REALLY like. And take your time. Any great collector will tell 
you that the only way you put together a great collection is that you wait until those rare 
killer pieces come along, you don’t just go out and buy discriminatively. 
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	 In California, more than in New York and other 
art centers, schools have been and remain the basis for 
the creation and maintenance of a viable art culture. An 
understanding of the development of the art and culture of 
California in the twentieth century demands a critical look at 
the nature and extent of the role played by its arts schools, 
colleges, and university departments. There are a number 
of ways in which one could approach the complex subject; 
this method tells the story thought the experiences and 
recollections of artists who have both studied and taught in 
the schools and institutions under consideration. 1

	 Art education in California remains the central 
factor in the continuing development of an art world 
traditionally disadvantaged in terms of galleries, market, and 
criticism--the components of philosopher Arthur Danto’s 
essential “discourse.”2 If anything, discourse has typically taken 
place in California almost exclusively in the state’s educational 
institutions. Museums have increasingly played important 
roles, but to a greater extent than in any other region with 
a large population of internationally recognized artists and 
a history of significant movements and art production, the 
schools in California have stepped in to fill the void. By 
providing an institutional infrastructure in which ideas are 
exchanged and creative experimentation encouraged (not to 
mention teacher salaries), schools have indeed emerged as 
the primary patrons of California art and artists. 
	 I will attempt to show that in California, art history 
has been dependent upon educational entities more than on 
other traditional components of cultural strength: museums, 
galleries, collectors, and critical attention. Established in 
the late nineteenth and early twentieth centuries, a handful 
of private art schools were joined by public college and 
university studio programs that slowly emerged or expanded 
during the 1920’s and 1930’s. Their appearance provided 
geographically distributed foci for cultural life that assumed full 
proportions with the unprecedented rise and proliferation of 
public-supported departments and galleries within the local 

community colleges and , especially, the massive state college 
and university systems. In many communities these were 
not just the leading but the only venues for development 
of a genuine visual arts intellectual and cultural life. The 
circumstances and conditions that gave rise to the schools, 
along with their underlying philosophical and economic 
goals and objectives, are the subjects of this essay. The big 
question is just where would art--and artists--in California 
be without the state’s elaborate infrastructure of art schools 
and departments? 
	 The University of California (UC), in particular, 
represents throughout its several campuses a source of 
support for artists and local art activity probably unequaled 
elsewhere. By the 1960’s, if not earlier, California’s vast system 
of public higher education came to be the leading consistent 
force in nurturing and forming the rapidly expanding art and 
cultural life of the state. Furthermore, the main developments 
in the twentieth-century American art, at least since the mid-
1940’s rise of Abstract Expressionism at the California School 
of Fine Arts (CSFA)--now the San Francisco Art Institute 
(SFAI)--are not only reflected in California art schools but 
also, in a few important cases, actually drew from them 
some of their vitality and direction. 3 Among the movements 
created or nurtured by California schools are feminist art 
and Conceptualism. Along with the California Institute of 
the Arts (CalArts), the Berkeley, Davis, Irvine, San Diego, and 
Los Angeles (UCLA) campuses of the UC system have, to 
varying degrees, played key roles in both movements. These 
and other functions raise the seldom addressed question of 
just whose interests have been served by what amounts to an 
institutional art industry and culture in California. 
	 According to artist Chris Burden, a graduate of 

Pomona College and now a member of the UCLA faculty, 
“People think collectors support artists. But it’s universities 
that support artists.” 4With salaries of more than $100,000 
plus benefits, he and his tenured colleagues are in a position 
to know. And Burden is just one of hundreds of artists in 
California whose frequently avant-garde art and reputations 
are in effect supported by the state. Perhaps never before 
have so many self-described non-mainstream artists been 
embraced by the academic establishment. Yet in California 
this is hardly a new phenomenon. Many prominent artists-
-among them Eleanor Antin, John Baldessari, and Robert 
Bectle, Joan Brown, Richard Diebenkorn, David Hockney, R.B. 
Kitaj, Mel Ramos, Wayne Thiebaud, Peter Voulkos, William 
Wiley, and even non-conformist Llyn Foulkes--have supported 
themselves or augmented their incomes from art sales by 
teaching at California schools. Unlike in New York City, where 
few of the leading artists can be found in the classroom, at 
one time or another most of California’s best-known figures 
have ventured there. Conceptualist Barbara Kruger, also 
currently on the faculty at UCLA, observed that “in New 
York, you don’t get teachers who have large careers.” 5 This 
view underlines the close connection between artists and 
schools that exists on the West Coast, a mutual dependency 
for hte most part alien to the New York art world. The effects 
of this dependency, beyond the obvious advantages of steady 
income and the ability to influence students, have yet to be 
thoughtfully addressed. Painter Nathan Oliveira is among 
artists who have commented upon the negative aspects of 
security offered by a university appointment. 6

	 Whatever the consequences for artists and their 
creative productivity, there is little question that California 
schools have traditionally provided a focus for art community 
activity. Quoting two prominent contemporary artist-
educators on the subject of the possible positive aspects of 
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benign neglect in terms of a critical and gallery infrastructure, 
critic Terry Myers notes that they had identified a distinguishing 
aspect of the development of art in California: “Both Lari 
Pittman and Hal Glicksman explicitly hit upon major themes 
that run through the history of L.A. art form the sixties to 
the present: art is made in L.A., it is bought, sold, discussed, 
written about somewhere else; art is produced in L.A., and 
it ‘lives’ somewhere else--unless of course it is ‘at’ or ‘in’ 
school.” 7

	 Myer’s himself is even more explicit in crediting 
schools for providing the institutional bedrock upon which 
the California art world rests when he writes that Otis 
and Chouinard, “along with Art Center School of Design, 
Claremont, UC Irvine, and UCLA, in particular, continue 
to provide a foundation upon which the L.A. art world is 
perpetually built and rebuilt from the ground up. For example, 
much of today’s gallery ‘scene’ for emerging artists is more 
often than not directly connected to the support structure 
of the schools.” 8

	 The same could certainly be said of the San 
Francisco Bay Area. Historically, the role of at least one 
art schools has gone well beyond providing salaries for 
artists and a convenient place for the art world to gather 
and exchange ideas. The ancestor of all art schools in the 
western United States, the California School of Design--now 
the San Francisco Art Institute (SFAI)--was founded in 1874 
by the San Francisco Art Association (SFAA), with landscape 
painter Virgil Williams as its first director. 9The stated goals 
of the SFAA, in addition to the creation of an art gallery and 
art library, were “the promotion of Painting, Sculpture, and 
Fine Arts skin thereto, the diffusion of a cultivated taste for 
art in the community at large, and the establishment of an 
Academy or School of Design.” 10At the time there was no 
other art schools west of Chicago, and, in fact, the California 
School of Design was just the fourth such institution in the 
country. Its establishment represented a bold attempt to 
create the lineaments of culture in a youthful San Francisco 
only two decades removed from the Gold Rush. Seldom, if 
ever, has a cosmopolitan urban environment been developed 
so quickly. And the SFAA, along with the artist-and-writer-
founded Bohemian Club, was a critical agent of that overnight 
transformation. 11The association, of which Albert Bierstadt 
was strategically named first honorary member, and its 
academy stood for the cultural aspirations of the community, 
serving symbolic as well as practical functions. The same could 
be said of many of the art schools, university departments, 
and galleries that were to appear throughout the following 
century up and down the state. As part of an institutional 
infrastructure, they provided the reassurance that culture 
was indeed a part of the California Dream. 
	 For much of its history, the present successor 
to the California School of Design, the SFAI, has been the 
leading art school in the West, a position it held at least 
through the “golden era” that began with the arrival in 1945 
of director Douglas MacAgy (at that time the school was 
called the California School of Fine Arts [CSFA]) and, in the 

following year, of Clyffford Still as 
instructor of painting. There are 
those who maintain that serious 
art activity in California actually 
began with MacAgy, Still, and 
the advent of gestural painting. 
Another prevalent view hold 
that Los Angeles was a cultural 
tabula rasa prior to the 1957 
appearance of the Ferus Gallery 
and the avant-garde artists 
associated with it, many of whom 
attended Chouinard Art Institute 
in the late 1950’s and early 1960’s. 
Both views are distortions of 
history, as evidenced by recent 
scholarship. What is interesting 
for our purposes is that the key 
events in the unfolding of the 
region’s art history are associated 
with schools. This is certainly the 
case with the rise of Abstract 
Expressionism as the defining 

style at CSFA and the source of an art school-based gestural 
movement that now is seen as distinct and independent from 
New York School painting.12 With the influx of GI Bill students 
and the presence, as regular and visiting faculty, of Still, Ad 
Reinhardt, Mark Rothko, and others with national reputation, 
the school reasserted its dominant position and became for 
artists throughout the West, among them many Southern 
Californians, the place to go. The school’s bohemian, romantic 
reputation continues into the 1950’s, 1960’s, and 1970’s, 
when stronger programs emerged at UC campuses such as 
Davis, Irvine, and San Diego, as well as at CalArts and, with its 
pioneering and influential feminist art activity, California State 
College at Fresno. 13 CSFA’s mystique endured, however, and 
its allure is evident in the recollections of artists such as Joan 
Brown, who in 1955, at the age of seventeen, was attracted by 
the bohemian spirit of the diminished and floundering school: 
“I remember walking into the patio and here were these guys 
in sandals with turtlenecks and long hair and beards, playing 
bongo drums...and I thought, ‘Oh, my God, this is where I 
belong, I really want to go here.” 14

	 In 1890 the school came under the directorship 
of Arthur Frank Mathews, the embodiment of the Arts and 
Crafts movement and the most influential California artist at 
the turn of the century. By then, rival art schools had appeared 
in San Francisco, notably the Art Students League, whose 
liberal teaching schedule attracted prominent artists to its 
faculty. Mathews’s stern directorship, frequently described as 
dictatorial, coincided with the phase of the school’s evolution 
that began in the upscale Mark Hopkins mansion on Nob 
Hill and ultimately led to the present SFAI Chestnut Street 
facility. But the main change that began during the Mathews 
period was the development of an identity at odds with the 
school’s traditional SFAA origins and close connections to 
the conservative Bohemian Club. Two antagonistic camps 
developed, divided (as in much of the art world) between 
traditionalism and modernism. For all the poetic ethereality 
of his arcadian idylls, Mathews stood for the former. The 
development of the San Francisco art world, particularly the 
tug-of-war between conservative and progressive forces, may 
be read in the changes and events at SFAI during this period. 
	 Among Mathew’s students was Maynard Dixon, 
who found his teacher’s unsympathetic style so distressing he 
left the Mark Hopkins after only three months. Dixon recalled 
that Mathews’s teaching method “was to pounce upon our 
work, so like a growing dog he scared me out of my boots. 
He had me too scared to know what he was talking about.” 
15 While not strictly speaking a modernist, Dixon nonetheless 
represents a progressive tendency in that direction, one that 
increasingly set the terms for a twentieth-century art of self-
expression and stylistic experimentation. it is tempting--and 
entirely in accord with modernist thinking--to see this shift 
as marked by the destruction of the old. On April 18, 1906, 
the Mark Hopkins mansion and much of San Francisco were 
devastated by the great earthquake and ensuing fire. Flames 
destroyed what the SFAA had created over almost thirty-five 
years. The result was an artistic diaspora. Artists relocated 
to Monterey and to as far away as Los Angeles, enriching the 

younger Southern California art community. 
	 Society of Six member Maurice Logan, reportedly 
the first student to enroll in 1907 in a temporary facility on 
the same Nob Hill site, later referred to the renamed San 
Francisco Institute of Art as “my home; my cradle.” 16 But the 
reality of the classroom experience fell short of that ideal. 
Paul Carey remembers little to praise from the instruction he 
received in 1924 and 1925. According to Carey, Lee Randolph, 
then-director of CSFA and its main painting instructor, “did 
nothing; with a great flourish he picked up some chalk, made 
a few marks, then walked out.” 17 Leo Holub, who returned 
to CSFA to teach from 1956 to 1958 before establishing the 
photography department at Stanford ten years later, recalls 
that when he was a student the emphasis was on commercial 
art, but that the emphasis changed with the arrival of MacAgy. 
And he had this to say about dean of faculty Spencer Mackey: 
“He didn’t pay much attention to his male students. When 
he came to me he might make a few corrections, pause long 
enough to say something helpful like ‘Hard, isn’t it,’ then move 
on to an attractive girl with whom he invariably sent an 
attentive half hour.” 18 Holub’s future wife, Florence Mickelson, 
was one of those young women, and her recollection of the 
instruction at CSFA are more positive. According to her, “All 
students received a solid training in the fine arts--classes 
in art history, anatomy, painting, sculpture, lithography, and 
printmaking. Students who wished to become art teachers 
in the public schools then went on for further training at UC 
Berkeley.” 19

	 Retrospective complains such as those of Carey and 
Leo Holub are, in fact, not unusual. In the many interviews I 
have conducted with artists for the Archives of American Art, 
all of the subjects discussed their art education experiences, 
and the majority expressed reservations about their value. A 
number of them are now teaching, and the one general point 
of agreement is that the MFA degree is useful, as Florence 
Holub suggests, not so much for establishing a career as an 
artists as for securing a teaching position. The art education 
system is circular and self-reinforcing: the institutions exist to 
provide jobs for artists and to derive income form those who 
want to be trained, and validated, as practicing artists.
	 Conceptual artist Charles Linder, a 1990 graduate 
of SFAI and founder of San Francisco’s avant-garde Refusalon 
Gallery, is among those who question the efficacy of the 
art school program in preparing students to function in the 
market and media-driven art world that awaits them. Critical 
of a hands-off, almost laissez-faire approach to teaching, in 
which very little is imparted beyond an outdated bohemian 
concept of the artistic life, Linder described the late 1980’s 
SFAI as providing “therapy day care for credit card punkers...
Visa goths with a Dungeons and Dragons aesthetic.” 20 On 
the other hand, like so many artists recalling their student 
days, Linder qualifies his negative critique with appreciative 
words for at least one influential teacher: Beat filmmaker-
collagist Larry Jordan. 
	 Linder is not alone among younger art school 
graduates who fault their distinguished alma maters for 
ignoring career guidance and the harsh realities of life as an 
artist without the benefit of a teaching position. Sculptor David 
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jones, a graduate assistant to Peter Voulkos when at Berkeley 
in the early 1970’s, describes his experience at UC in terms 
of “false promises and hope.” 21 In his view, the institutional 
art culture simply is not transferable to a consumer world 
in which making a living depends upon selling works of art. 
Neither Jones nor Linder (who also received an MFA at 
UC Berkeley) believes that art school experience created 
their careers, agreeing quite emphatically that they did so 
themselves. Interestingly, they both mention the Art Academy 
College in San Francisco, now the largest art school in the 
state if not the world, as somehow more “honest” in meeting 
legitimate student expectations in providing digital training 
and other technical tools for a media world dominated by 
electronic images and design. 
	 By the 1990’s fine arts programs such as that at SFAI 
were increasingly viewed as outdated and even unresponsive 
to the demands of professional life. Programs embracing 
and encouraging the romantic idea--one fostered during the 
MacAgy era--of the heroic individual standing alone outside 
conventional society, deeply engaged in his or her dialogue 
with art and individual experience of contemporary life, 
appeared antiquated to many in the art world. Responsible 
art education seemed, at least to some  administrators and 
trustees, better embodied in the programs at the California 
College of Arts and Crafts (CCAC) in Oakland and Pasadena’s 
Art Center College of Design, both of which date to 1930 
and have successfully integrated fine and applied arts in their 
curricula. Prior to MacAgy, CSFA had a program closer to 
the more typical vocation-focused schools such as CCAC, 
Art Center, or Chouinard and Otis in Los Angeles, all of 
which offered commercially oriented classes such as design, 
illustration, and animation. Examinations of earlier course 
offerings reinforce Leo Holub’s characterization of CSFA as a 
vocational school with a strong fine-arts component. 
	 With the advent of the various New Deal federal 
arts projects, notably the Treasury Department’s Section 
of Paining and Sculpture (1934-43), decoration of public 
buildings had become a growth industry, and mural painting 
was offered as a career objective. The 1939-40 CSFA bulletin 
proclaimed that “with renewed interest the world is asking 
for sound, creative art, and increasing demand for mural 

decoration. Modern life opens up many exciting fields for the 
painter with imagination, sincerity, and craftsmanship [emphasis 
added].” 22 At about the same time, Berkeley established a 
similar program under the direction of John Haley. And in 
Southern California, mural painting was introduced by 
Scripps College instructor Millard Sheets, perhaps the mot 
influential exponent of a design and craft-based art education. 
In fact, the Claremont Colleges, along with CSFA and City 
College of San Francisco (with their murals by Rivera) were 
major campus sites for Mexican murals in the United States. 
Jose Clemente Orozco’s Promethus (1930), in Frary Hall at 
Pomona College, and Alfredo Ramos Martinez’s Margaret 
Fowler Memorial Garden mural (1946) at Scripps provide 
compelling evidence of the role schools played in fostering 
this artistic practice in California. 
	 In my view, one need only look to the art schools 
and their mutating philosophies of what constitutes sound, 
responsible training of artists to grasp the profound and 
historic confusion regarding the significance of artistic 
occupation and its value to national life. There has been an 
ongoing effort in the schools to reconcile the competing 
demands of the practical (job training) and the ideal (fine 
art). The issue of school image and identity almost destroyed 
CSFA after the departure of MacAgy. The faculty had 
philosophical differences about the place of fine art in the 
training of artists, as well as about the proper function of 
art in society. MacAgy’s resignation triggered the exodus of 
Still and most of the other fine-arts faculty, including Clay 
Sphon, Elmer Bischoff, David Park, Hassel Smith, and Minor 
White. Ernest Mundt, MacAgy’s successor, was determined 
to recast CSFA as a vocational training school rather than, 
in the worlds of intellectual historical Richard Candida 
Smith, “a source of generalized cultural innovation.” 23 What 
followed was a battle to determine the fate of one of the 
few (advertised somewhat later as the only) pure fine-arts 
schools in the country. With the departure of star faculty, 
enrollment dropped from 325 full-time students in 1951, 
to 61 the following year. In an effort to stanch the exodus, 
Mundt and his board initiated a degree program in the fall 
of 1953 and secured provisional accreditation for the BFA 
degree. But the attempt to solve CSFA’s financial problems by 

abandoning what Mundt described as its “elitist, neoromantic” 
fine-arts program in favor of one devoted to advertising and 
commercial art was a failure. The board, led by painter Nell 
Sinton, responded by replacing Mundt with Gurdon Woods, 
who began restoring the program with the hiring of Frank 
Lobdell, a Clyfford Still student and disciple, and a member 
of the former fine-arts faculty. The stage was set for the next 
phase of CSFA preeminence in California, with the leaders 
of the Bay Area Figurative movement (Park, Bischoff, and 
Diebenkorn) as faculty and the subsequent settling in of the 
Beat-era bohemian underground (represented by artists such 
as Wiliam Allen, Joan Brown, Bruce Conner, Jay DeFeo, Wally 
Hedrick, Robert Hudson, Manuel Neri, and William Wiley). 
From an art historical standpoint, judging from the number 
of prominent California artists associated with the school, 
CSFA retained its position of leadership. And it did so by 
rejecting the practical trend toward development of applied 
skills and technique necessary for careers in advertising and 
commercial art. 
	 During the period of crisis at CSFA, Mundt entered 
into negotiations with Los Angeles’s very successful Art 
Center Schools (now Art Center College of Design) for a 
merger that would strengthen the San Francisco school’s 
commercial art and design program--areas in which Art 
Center was renowned--and presumably increase enrollment. 
The deal fell through when Art Center refused to support 
the CSFA fine-arts program (their own program, directed 
by Lorser Feitelson, was well established but secondary) and 
assume the San Francisco school’s debts. 24 What is instructive 
is the extent to which art schools (in the past as well as in 
the present) operate as businesses for which bottom-line 
economics, rather than cultural ideals, determine directions 
and programs. 
	 There are those who believe that CCAC has 
now eclipsed SFAI as the bay Area’s leading art school. 
Pasadena’s Art Center, with former Los Angeles Museum 
of Contemporary Art director Richard Koshalek as newly 
appointed president, plans to relocate to downtown Los 
Angeles and seems poised to challenge CalArts and UCLA as 
a leading avant-garde center for Conceptual art and theory-
based practice. None of these programs, however, reflect the 
hermetic, Bear-era romantic idealism still lingering the in the 
atmosphere at SFAI. At the end of the 1990s, these art schools-
-following the lead of CalArts--are aggressively careerist in 
their strategic approach to the making of art, and New York-
style reputations, as part of participation in a consumerist art 
world. The idealism of choosing to be an artist, the notion 
of creating something ineffable and transcendent, appears to 
have given way to motives and methods considerably more 
pragmatic. 
	 Nonetheless, for all the graduates who feel that 
their art school educations left them unprepared to function 
in the real world, there are those who remain closely 
attached to the institutions in which they were allowed 
to grow and mature as arts. Second-generation Abstract 
Expressionist Charles Strong found his spiritual home at 
CSFA and his inspiration in the legacy of Clyfford Still. He 
remembers the school when he enrolled in 1959 as a perfect 
fit: “I was ready for the intuitive, painterly style when I got 
there. And I was independent...We [students] went there for 
the energy, to find a place where you could develop.”25 This 
reinforcing environment, a potent source of encouragement 
and validation, seems to be what fine-arts students value 
most in their art schools experience. Where that is missing, 
as in overly academic or commercial programs lacking 
inspirational faculty who embody the dedicated art life, the 
memory is almost entirely negative. Such is the case with 
a fairly adamant group of successful artists who found little 
worth in their art school experiences. 
	 Robert Colescott, who began his training in 1946 
under Ed Corbett at San Francisco State COllege (now San 
Francisco State University), remembers that the art program 
was limited, being directed to education majors, as was 
typical of many state schools. At his teacher’s suggestion, 
he transferred to Berkeley the following year to major in 
art, “which in those days pretty much meant painting.”26 His 
observations on the program and faculty at UC Berkeley 
point up the philosophical differences between the two 
major art programs (one public and the other private) in 
the Bay Area at the time: “The people at Berkeley like [John] 
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Haley, [James] McCray, and [Erle] Loran...had this kind of fake 
academic interpretation of Cezanne...that ended up working 
on the surface as a kind of arrangement of decorative shapes 
that somehow had a modern look to it. [And] there was 
a real division between Berkeley--which seemed overly 
academic--and the students who went to the California 
School of Fine Arts.” 27 Despite reservations about the value 
of the program to him as a fine artist, Colescott nonetheless 
found some faculty--notably Worth Ryder (who gets credit 
for bringing Hans Hofmann to Berkeley in 1930) and Glen 
Wessels--more “flexible.” He also joins Jay DeFeo and others 
in praising Margaret O’Hagen as probably the best teacher in 
the department. 28

	 Figurative painter Raimonds Staprans, who attended 
graduate school at Berkeley, where he studied with Erle 
Loran and Karl Kasten in the early 1950’s, is representative 
of the graduates most critical of the department there, 
and, indeed, of the value of a university art education in 
general. In Staprans’s rather extreme view, “art school at a 
university level...should be eliminated.”29 He expands on this 
belief by invoking the difference between two basic learning 
approaches: mentorship (formerly known as studying with 
a “master”) and generalizing by working with a number 
of faculty. Art, he says, is about personal vision, which the 
structured university program tends to subvert: “If you want 
to graduate, to get a good grade...your work has to be done 
within the framework of the teacher’s vision.”30 Staprans 
also explained that he was attracted to UC Berkeley for its 
academic standing, a combination that other art schools did 
not share. Furthermore, he remembers being told that “our 
school has the highest standards on the Coast...and while 
other schools produce graduates in painting, we produce 
competent artists who are able to hold their own in any New 
York Show.”31--a questionable claim at the time and now a 
patently false one. 
	 The programs at UC Berkeley and CSFA were 
distinguished by marked differences in style as well as in 
philosophies of art training. Elmer Bischoff, a graduate of 
Berkeley’s art department who subsequently taught on both 
sides of the San Francisco Bay, commented on the relationship 
between the two types of institutions: “The university has 
been a little embarrassed by the fact that it’s drawn so much 
of its faculty from the Art Institute...and it’s the Art Institute 
which has produces the people who’ve gotten the best 
jobs and have the biggest names.”32 The more avant-garde 
San Francisco school’s reputation at the West Coast home 
of Abstract Expressionism made it a magnet for students 
throughout the West. A number of Southern Californians 
were drawn by the bohemian image of San Francisco and 
the reported experimental nature of the school. Despite the 
fact that Peter Voulkos had left Otis Art Institute to establish 
his influential clay program at UC Berkeley, ceramic sculptor 
Richard Shaw chose SFAI because “being a real artist, living 
the art life...could only happen in San Francisco and at the Art 
Institute.”33 However, Shaw also recalls that he could not get 
into the classes of the painter with whom he wanted to study 
and had to settle for looking in on their classes. Within a year 
or so, his “heroes” Richard Diebenkorn, Nathan Oliveria, and 
Elmer Bischoff departed for UCLA, Stanford, and Berkeley. 
“They were all gone. The place was, you know, ‘hello, hello, 
hello’ No one was there.34

	 Shaw moves to the Bay Area in 1963, at a time when 
the power center of the California art world was beginning 
to shift south. Chouinard Art Institute in Los Angeles was 
rivaling SFAI as (in Shaw’s words) “a real art school,” a West 
Coast bohemian fine-art alternative. On the faculty, which 
numbered almost seventy during this period, were Billy Al 
Bengston, Hand Burkhardt, John Coplans, Conner Everts, 
Frederick Hammersley, Vivika Heino, Shiro Ikegawa, Robert 
Irwin, Herbert Jepson, Jules Langsner, John Lautner, Philip 
Leider, and Jirayr Zorthian. As at other schools were such 
courses were offered, most of the women instructors at 
Chouinard taught in the areas of design and fashion illustration. 
The faculty was as distinguished as that of SFAI, and among 
the 500 or so students were several future California art 
and design stars, including Terry Allen, Larry Bell, Mary Corse, 
Llyn Foulkes, Joe Goode, Bob Mackie, Allen Ruppersberg, and 
Edward Ruscha. 35

	 Chouinard Art Institute (founded 1921) and Otis 
Art Institute (founded 1918) had emerged during the 1920s as 

Los Angeles’ most important schools fro the training of artists. 
Once again, in both schools, the emphasis was on preparation 
for commercial careers rather than on the development of fine 
artists. However, Mrs. Nelbert Chouinard’s program was from 
the beginning the more experimental. Among the impressive 
faculty and visitors she attracted to her new Grandview 
Street facility in the 1930s were Alexander Archipenko, Hans 
Hofmann, Rico Lebrun, Stanton MacDonald-Wright, Richard 
Netura, Morgan Russell, and Rudolph Schindler. David Alfaro 
Siqueiros taught mural painting at Chouinard in 1931 while 
painting his controversial Tropical America on Olvera Street. 
The following year he completed The Workers Meeting in the 
school’s outdoor patio-studio.36 The presence of this Mexican 
fresco master (and of Orozco and his then recent Prometheus 
fresco in Frary Hall at Pomona College) bring to mind Diego 
Rivera’s concurrent residence in San Francisco, where he 
was painting The Making of a Fresco Showing the Building of a 
City at CSFA. California schools were at the vanguard of the 
Mexican mural movement as it entered the united States and 
determines the stylistic (and frequently ideological) direction 
of public art projects during the WPA era.37

	 In a recent interview, Emerson Woelffer recalled 
the years prior to Chouinard’s forced transformation into 
CalArts in 1970.38 He contrasted the emphasis on drawing 
at the Art Institute of Chicago, where he studies, and the 
experimental atmosphere at Chouinard, where the best 
students were “way out.” Woelffer acknowledges that 
he did not recognize at first how good or how dedicated 
they were: “I had to forget the whole background of my 
way of doing it [teaching], I thought. Here’s L.A., let them 
express themselves. It was not teaching them. I let ‘em go 
their own ways.” 39 And the most interesting students, those 
who went on to successful careers, responded. Among 
them were Foulkes, Goode, and Ruscha, who in separate 
interviews singled out Woelffer for having been a model for 
the committed professional artists and for his openness to 
work and ideas that he did not necessarily approve of or even 
understand. According to Ruscha, Woelffer, along with Robert 
Irwin, had the strongest influence on him. Ruscha went on 
to say that “the instructors were almost not as important 
as the students...being surrounded by students who were 
really aggressive and inventive and full of life has more of an 
influence.” Nonetheless, in the same interview Ruscha cited 
the exchange with certain teachers as an important part of 
the Chouinard experience: “The influence was not by their 
work but by the aura they created about the whole thing 
[making art, being an artist].”40 This is a sentiment shared by 
many artists as well as by more insightful teachers.
	 Despite these progressive developments, the 
passing of Chouinard represented a dramatic  break with the 
old-style craft-technique-skill art school and the advent of 

the strategic art-career professional institution of the present 
day--what MIriam Schapiro spoke of when describing CalArts 
of the early 1970’s as “the most avant-garde art school in 
the country.”41 The “bridge” group, those faculty who were 
associated with both Chouinard and CalArts, provide the 
best insight into that change and into a subsequent loss of 
historical identity. Certainly the New Yorkers--Paul Brach, 
Allan Kaprow, Max Kozloff, Emmett Williams, and others--
who appeared at the Valencia campus to initiate what was 
viewed as a great experiment in education, has no sense 
of connection to the old school or, for that matter, to the 
twenty-mile distant city of Los Angeles, where Chouinard had 
provided art training for half a century. CalArts became the 
West’s first truly international art schools, looking more to 
the galleries of New York than to the developing art world of 
the region where it happened to exist (most inconveniently, 
in the eyes of the newly arrived faculty from the East). 42

	 With certain notable exceptions, such as the 
Chicano muralists, the leading individuals and groups in the 
development of California art have tended to be associated 
with teaching institutions, typically the main sites for 
artistic community and for the development of ideas and 
movements. Perhaps the most noteworthy--and historically 
significant--example of this phenomenon is the rise of the 
feminist art movement at California State College, Fresno, 
and at CalArts around 1970. More than any other art-related 
event, Judy Chicago’s feminist program at Fresno embodied 
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the acceptance of activism and nurturing of social change 
within an educational setting.43 Why Fresno? one may well 
ask. Among the various possible answers, the one that seems 
most promising is that these new institutions--of which there 
were dozens in the expansive California of the 1960’s and 
1970’s--provided a freedom for experimentations, hoping to 
gardner the attention that would make a name for the school 
and attract students. 
	 Combined with the presence of imaginative and 
committed faculty, this may explain a California educational 
environment characterized by innovation. Newer campuses 
such as UC San Diego and especially UC Irvine, once a center 
for the most avant-garde and cultural theory in the state, thus 
had a certain advantage over more established university 
programs, such as those at the University of Southern 
California, UCLA, Stanford, and UC Berkeley. Along with 
CalArts, Irvine was the California home of conceptualism in 
the early 1970’s. Ample funds for visiting professors brought 
philosophers JAcques Derrida and Michel Foucault, critics Phil 
Leider and Barbara Rose, and artist Tony DeLap and Robert 
Irwin, and the school became the true successor to UC Davis 
as the campus with the most interesting and sophisticated art 
program in the public university system. Irvine is, after all, the 
school that awarded Chris Burden an MFA for spending five 
days in his school locker, creating one of the defining legends 
of Conceptual and performance art. 
	 In the early and mid-1960’s, UC Davis had occupied 
center stage because of what was then perhaps the most 
impressive fine-arts faculty of any California institution. 
Robert Arneson, Roy de Forest Manuel Neri, Wayne Thiebaud, 
and William T. Wiley headed a group of art stars to rival any 
assembled since. And where the famous artist-teachers go, 
the students follow. As a result, Wiley found himself in charge 
of former math and music major turned art graduate student 
Bruce Nauman. In a 1997 interview, Wiley recalled Nauman 
and described the extremely productive interaction between 
teachers and students at Davis: “Bruce was important for 
me, as many students were at different times, in terms of 
who gives you what and who gains from that...I think Bruce’s 
approach clarified things for me in my own work, things I 
hadn’t been able to resolve.”44

	 Wiley also spoke of the traditional balance 
maintained at Davis with, as he put it, Wayne Thiebaud on 
the right and me on the left,45 offering students a range of 
creative avenues to explore. At the time, Wiley may have been 
the single most influential artist for students in American art 
schools. His cartoon drawing and watercolor style were 
imitated in classrooms around the country during the late 
1960’s and early 1970’s. As fond as he was of his experience 
at SFAI, from which he received a BFA (then CSFA; 1960) and 
MFA (1962), he found the fairly open academic environment 
at Davis more stimulating intellectually and more conducive 
to Conceptualist experimentation.46 It seems probably that 
Conceptualism was more developed at California schools 
than elsewhere in the country in large part because of this 
productive teacher-student collaboration. Starting in the 
1960’s, students at the newer UC and state college system 
campuses felt not only free but encouraged to experiment 
and move outside traditional art school categories and 
materials.
	 The greatest contribution of California arts 
education, as suggested above, was the feminist art movement 
introduced at Fresno and developed at CalArts through Judy 
Chicago and Miriam Schapiro’s Womanhouse collaboration in 
Los Angeles in 1972. The two have been credited with being 
the “first to theorize and develop a form of education in the 
visual arts based on feminism.” 47 Judy Chicago established 
the Feminist Art Program at Fresno in 1969, and in 1971 Paul 
Brach and Miriam Schapiro invited her to bring the program 
to fledgling CalArts. Recalling those early days, Chicago 
describes the impetus for her activities at Fresno and the 
source for her famous “central-core” imagery: “During the 
sixties, it was simply impossible in the L.A. art scene to make 
art that revealed your gender and still be taken seriously. The 
formal language of art had become its subject matter, and 
personal content had to be submerged or coded in a visual 
language intended [for] a small audience.” 48 She went on to 
say that many early feminist art issues--personal content, the 
body--have moved into the mainstream without their origins 
having been credited. Those origins include not only several 

feminist artists and their students but also the California 
schools--notably Fresno and CalArts--that provided support 
for what Schapiro now acknowledges as extremely radical 
programs.49 These feminist activities played a role in further 
opening the doors of American academia to identify programs 
based not only on gender but also on ethnicity, race, and 
sexual orientation. 
	 Nonetheless, and despite the acknowledged support 
of Brach and Schapiro, Chicago does not view the move of 
her program to CalArts, as “male-dominated” institution, 
as a success. She believes that it was “impossible for my 
students to stand up to the pressure of the institution.”50 
Schapiro, however, has a less gender-polarized interpretation 
of the situation: “The Fresno students were unsteady in the 
face of those hip students they encountered at the most 
avant-garde art school in the country. The irony is that they 
were the true avant-gardists [emphasis added]. They created 
Womanhouse, a historical phenomenon for students in an 
art school.”51 However memory and scholarship arrange the 
details of this history, the fact remains that events centered 
in California schools and art programs anticipated, embodied, 
and extended important social and cultural developments 
unfolding elsewhere in America. 
	 Among the major art education programs in 
California, too frequently overlooked despite a history 
going back to 1888, when Miss Caribel Stiles was listed in 
the first Pomona College catalogue as teacher of drawing 
and painting, are those of the Claremont Colleges--Pomona, 
Scripps College, and Claremont Graduate University.52 
A recent interview with Roland Reiss, chair of the art 
department at Claremont Graduate University form 1971 to 
the present, provides an illuminating survey of the innovative 
art consortium growing out of the early programs at Pomona 
and, especially, Scripps during the years from 1932 to 1960.53 
In the 1930’s, Sheets may have been California’s best-known 
artist, bringing unprecedented national attention to the state 
as a center for art. He was a founder of the California school 
of watercolorists and an advocate of a practical professional 
art training focused on architectural decoration, including 
murals, mosaics, ceramics, and sculpture.
	 In this respect Sheets was the leading (and, in his 
own professional life, by far the most successful) proponent of 
the commercial and applied arts emphasis in most California 
art schools prior to the 1960’s. 54 Despite the reactionary, 
anti-modernist reputation bestowed upon him by a too-
cozy relationship with powerful patrons such as Howard 
Ahmanson, and the onus of having fired Peter Voulkos from 
his position at Otis, thereby closing the school’s now-historic 
“pot shop,” Sheets played one of the most important roles in 
the history of art education in California.55 Sheets created a 
basis for fine-arts training at the Claremont Colleges. Under 
his direction, the Scripps program was oriented toward crafts, 
but his curriculum was balanced by that of the intellectual art 
theorists at Pomona--including, a few years later, critics and 
historians such as Nicolai Cikovsky, Bates Lowry, Peter Selz, 
and Seymour Slive.

	 The Claremont Graduate University art department 
was established in 1971 as the country’s first art program 
devoted exclusively to graduate study, and it has developed 
into one of the leading advanced training programs. Among 
the features that distinguish the program is a democratic 
approach that involves students in most of the departmental 
decisions, including the awarding of fellowships, admissions, 
and even the selection of adjunct professors. Based upon the 
Black Mountain College model, the program’s philosophy is a 
hands-on approach in which student interaction is a critical 
part of the learning experience. Roland Reiss notes that his 
program has been criticized for having no philosophy, and he 
agrees that there is no single idea of what art--or the teaching 
of art in terms of specific goals--should be. The curriculum 
concentrates on studio practice--especially painting, 
installation, and performance art--but has a commitment to 
critical theory as well. According to Reiss, “At Claremont 
we’re trying to do it all.”56

	 In contrast to the mentoring system at CalArts, 
Claremont requires students to interact with as many faculty 
as possible while taking responsibility for their own education. 
Among the graduates are Greg Colson, Kim Dingle, John 
Frame, Hap Tivey, and James Turrell, a reminder that CalArts, 
CCAC, SFAI, UC Davis, and UCLA have no monopoly on 
attracting and graduating the most promising students. From 
his vantage point as program chair, Reiss describes the role 
of art schools in California in a way that is distinctive, if not 
entirely unique:

The larger theme is why the schools are so powerful in the 
professional life of the whole area. There was no market...so artists 
had to live mainly off teaching. The schools became a base form 
which artists could operate. At least there were exhibitions. [A 
few] publications were coming out of these institutions. And I think 
that’s carried through to the present time--that tradition of the 
school being an important player in the [art] professional life of 
Los Angeles.57

	 The balance of power among California art schools 
continues to shift. Artist-educators move from one private 
school or public university campus to another, provoking 
changes in emphasis and approach--and prominence. 
However, the centrality of California art schools and their 
crucial role in shaping the state’s art historical and cultural 
development remain constant. This pattern now seems 
unlikely to change, despite the remarkable growth and 
strengthening of the state’s cultural infrastructure in the form 
of museums, exhibitions, and even collecting activity. The lack 
of contemporary critical writing and publishing, along with a 
relatively weak commercial gallery system, tarnish the picture 
of what otherwise might be a complete, balanced, and dynamic 
art world; those long-held California aspirations may well be 
realized in the future. In the meantime, the art schools and 
universities will continue to be, as they have been throughout 
the twentieth century, the main venues of support for artists 
and important sources for the innovation and change that 
continue to shape visual culture in the West. 

Ansel Admas and Imogen Cunningham, 1950. SFAI.46
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5-13. Also extremely relavant and informative is Susan Ehlrich’s “The Jespon 
Group: The School, Its Major Teachers, and Their Drawings” in the same 
exhibition catalogue, 44-45. 
53 Reiss interview, AAA. Also, Reiss handwritten statement on the history of the 
Claremont art programs (1999), Roland Reiss Papers, AAA. 
54 On Sheets, see Mary Davis MacNaughton, Art at Scripps: The Early Years, exh. 
cat. (Claremont: Scripps College, 1988), and Millard Sheets interview, Oct. 1986, 
AAA. 
55 For Reiss on Sheet’s emphasis on applied arts and design, see Reiss, 80. 
56 Sheets, 65-66, for Sheets’s version of firing Peter Voulkos from Otis. For 
other views on Sheets’s attitude toward modernism and a critical appraisal of 
his prominence in Southern California, see Peter Selz interview, July 28, 1992, 
AAA, 19-23. 
57 Reiss, 100. Reiss believes that Claremont provides an unusual range of 
choices, in comparison with other California programs at UCLA, CalArts, and 
elsewhere, reflecting the belief that artists need to be prepared for careers. 
According to Reiss, 40 percent of Claremont graduates are teaching at 
college,s universities, and art schools—one result of the school’s commitment 
to practical professional training within a fine-art environment. Reiss feels that 
the programs at CalArts and Art Center differ form that at Claremont because 
at those schools there is more focus on theory. This could well explain the 
prevalent view that art coming out of art schools is almost entirely strategic, 
in a careerist sense. 

Notes:

Ansel Admas and Imogen Cunningham, 1950. SFAI. 47
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Mon. 12-8 
Tue.-Sat. 9-9     
Sun.  12-7

473 25th Street 
Oakland, CA 94612 
The New Gallery in  
the Oakland Art Murmur
photogalleryoakland.com

PHOTO
FINE ART PHOTOGRAPHY

LeRoy Howard Cindy StokesAnthony DelgadoErin MaloneCharlotte NielLinda Fitch

Lisa Levine and  
Peter Tonningsen

Showing in May

Making Star Trek Real
www.stardrive.org
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PARTY
AFTER

Location: 620 JONES
      San Francisco, CA 94102

Time:    8:00pm-2:00am
      Free Admission

“TAKE IT OUTSIDE”



 MAY

“Presence of Absence”
  w/ JHINA ALVARADO

  SERGIO NAVARRO-DURAN

  ROCKFORD ORVIN

  TIM SCHAFER

 Opening May 5th
 5pm-Late

 JUNE

“Fight or Flight”
  STEVE JOHNSON

  SOLO EXHIBIT

 Opening June 2nd
 5pm-Late

 JULY

“�at Was �en, �is is Now”
  RISK & COOZ

 Opening July 7th
 5pm-Late

111

 
MINNA
GALLERY

111

111 Minna St. SF, CA 94105
www.111minnagallery.com



 

Art Bar

500 Divisadero Street (at Fell)

www.madroneartbar.com



March
Nayland Blake

Carter

April
Joan Brown

Robert Hartman

May
Paul Kos

  June
Jim Melchert

John Roloff

July
Lynn Hershman Leeson

Benji Whalen

Gallery Paule Anglim
14 Geary Street, San Francisco, CA  94108     Tel: 415.433.2710    Fax: 415.433.1501     www.gallerypauleanglim.com

Booth 501

May 19-22, 2011




