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MARY TUTHILL LINDHEIM: AGENT OF CHANGE
A retrospective view of an influential Bay Area artist

December 10, 201 = January 15, 2012
Reception: Saturday, December 10 5-7pm
Curatorial Talk by Heather Murray: Sat, Dec. 10 4-5pm

EEEMOCA | MARIN Museum of Contemporary Ar
Movato Arts Center at Harmiltan Field

500 Palm Drive, Mowvata, CA 54945
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ROBERT BERMAN / E6 GALLERY

ELEVEN ROB SETRAKIAN
GALLERY RECEPTION 11/11/11 6-9pm
November 11 — December 31, 2011

s =
ROBERT BERMAN | E6 GALLERY | 1632 Market Street, Suite B, San Francisco, .
CA 94102 | 415.558.9975 | E6Gallery@anet.net | www.e6gallery.com GALLERY

MAURICIO ANCALMO ~ WOLFGANG GANTER MATTHEW PALLADINO
ELISHEVA BIERNOFF REBECCA GOLDFARB  JAMES STERLING PITT
CASTANEDA/REIMAN  JACQUELINE GORDON  BRION NUDA ROSCH
TRAVIS COLLINSON CASSANDRA C.JONES ~ ZACHARY ROYER SCHOLZ

TYLER CUFLEY AUBREY LEARNER CHRISTOPHER TAGGART
CHRIS DUNCAN SEAN MCFARLAND LINDSEY WHITE

172 MINNA STREET, SAN FRANCSCO, CA 94105 415.777.1366 WWW.ELIRIDGWAY.COM




Interdisciplinary, ideas-driven progranfs in:
DESIGN AND TECHNOLOGY / FILM /
NEW GENRES / PAINTING /
PHOTOGRAPHY / PRINTMAKING /
SCULPTURE / HISTORY AND

THEORY OF CONTEMPORARY ART /
URBAN STUDIES / EXHIBITION

AND MUSEUM STUDIES (MA ONLY)

Offering undergraduate and graduate degrees and

post-baccalaureate certificates. Financial Aid available.

sfail

san francisco. art. institute.
since 1871.

RSVP OR LEARN MORE
415.749.4500 / 800.345.SFAIl
admissionsf@sfai.edu
www.sfai.edu/admissions

Registration begins December 1 for SFAl's
Spring 2012 Adult Continuing Education
courses. www.sfai.edu/ace

Campfires and Oceans:

Allan Sekula and Bruno Serralongue
Walter and McBean Galleries
November 30, 2011-February 25, 2012
More at www.sfai.edu/events

SAN FRANCISCO ART INSTITUTE
800 CHESTNUT STREET

SAN FRANCISCO, CA 94133
WWW.SFAI.EDU

ARTWORK:

Ashley Blalock, MFA Sculpture
Untitled, yarn, 2011




SHARING A VISION:

The Colby College Museum of Art & Crown Point Press
November 17, 2011-January 28, 2012

Kiki Smith, Still, 2006. Spit bite aquatint. Edition 20. Published by Crown Point Press. Kiki Smith, Fainting Woman, 2009. Cast bronze. Colby College
Museum of Art, The Lunder Collection.

CROWN POINT PRESS 20 Hawthorne Street, San Francisco, CA 94105 (415) 974-6275 www.crownpoint.com
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New book available December 2011 / Distributed by Ginko Press
Published by Paper Museum Press / Park Life / parklifestore.com

ifpda 20

Visit Crown Point Press
Park Avenue Armory
at 67th St, New York
November 3-6, 2011




TAUBA AUERBACH

PAULSON BOTT PRESS ¢« NEW LIMITED EDITIONS

PAULSON BOTT
PRESS

2390 C FOURTH ST. BERKELEY,CA 94710 « T510.559.2088 « F 510.559.2085 +«+ WWW.PAULSONBOTTPRESS.COM * INFO@PAULSONBOTTPRESS.COM
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December 1st - February 17th
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Niigata Center for Confemporary Art
Niigata, Jupan
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KEEGAN MCHARGUE
JULIO CESAR MORALES
RANU MUKHERJEE
SURENDRAN NAIR
SHINJI OHMAKI
LAUREL ROTH

SHEN SHAOMIN

161 JESSIE STREET
SAN FRANCISCO, CA 94105
FREYNORRIS.COM



LIGHT WAVES

photographic

SERVICES
Traditional Type-C Prints up to 48 x 70 inches
Lightjet Prints up to 48 x 120 inches
Professional C-41, €-6 and B&LW Processing - 4 hour
Optical & DPigital Contoct Sheets
Professional Custom & €conomy Film Scanning
Mounting and Display Services

Retouching & Image Manipulation

San Francisco - 130 Russ 5t, CA 94103 (415) 431 9651
Oakland - 4810 Telegraph Ave, CA 94609 (510) 922 8487

www.lightwavesimaging.com

Fine art installation

Delivery, packing and crating

Secure climate controlled storage

Domestic and international shipping services
Collections management

CONNECT ART INTERNATIONAL

(M 415.824.2422 www.connectartintl.com Convenient San Francisco location serving Northern California
collectors, galleries, museums, designers, corporations and artists.




Beat by the Bay:

San Francisco Artists and
Galleries of the Fifties

Curated by John Held Jr.

December 8th, 201 | — January 6th, 2012
Opening Reception: Thursday, December 8th, 6-10pm

Curatorial Talk: Thursday, December | 5th, 7:30pm
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Art Los Angeles
Contemporary

January 19 - 22, 2012 | Barker Hangar

LR R0

www.artlosangelesfair.com
PRODUCED BY FAIR GROUNDS ASSOCIATES
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DECEMBER 1-4, 2011'®

"The beat hotel art jair in the world.”

2011 Exhibitors:

ACCOLA GRIEFEN GALLERY WEW YORK = ARTSLANT > BETH URDAMNE BOSTON = BLUNT TORONTO = CARMEN WIEDENHOEFT DENVER
COMRAD WILDE GALLERY TUSCON = EILEEN BRAZIEL & NEW MEXICO ARTS SANTA FE = ELI RIDGWAY GALLERY SAN FRANCISCI
ELEANOR HARWOOD GALLERY SAN FRANCISCO = ERMEST 6. WELCH SCHOOL OF ART & DESIGN GEORGIA STATE UNIVERSITY
FOULADI PROJECTS SAN FRANCISCO = FROELICK GALLERY PORTLAND = GALERIE SAS MONTREAL = GALLERI URBANE MARFA — DALLAS
GALLERY 339 PHILADELPHIA > GREGORY LIND SAR FRARCISCO = LAWRIMORE PROJECT SEATTLE = LITTLEJOHN CONTEMPORARY NEW YORK
LYONS WIER GALLERY NEW YORK > MARK WOLFE CONTEMPORARY SAN FRANCISCO > MCKENZIE FINE ART INC NEW YORK
HARWHAL ART PROJECTS TORONTO = PIERRE-FRANCOIS DUELLETTE ART CONTEMPORAIN MONTREAL = PENTIMENTI GALLERY FHILADELPHIA
PORTER CONTEMPORARY WEW YORK = PROLE DRIFT SEATTLE = RHV FINE ART BRODKLYN = SEAGER GRAY GALLERY SAN RAFAEL
SEASON SEATTLE = SOIL GALLERY SEATTLE > THOMAS JAECKEL GALLERY NEW YORK > TOOMEY TOURELL FINE ART SAN FRANCISCO
TRAYWICK CONTEMPORARY BERKELEY = TRIPLE BASE GALLERY SAN FRANCISCO = VAN BRUNT PROJECTS IN BEACON NY
VISUAL ARTS GALLERY / SVA NEW YORK = WALTER MACIEL GALLERY LOS ANGELES > WHAT IT IS PROJECTS OAK PARK
WHITESPACE ATLANTA = WILLIAM BACZEK FINE ARTS NORTHAMPTON

SifiuestmlamlEhr aquail

VIP Preview Opening November 30: 8- 11pm at EhEAuUA H[I-I-EL
sponscred by MODERNPAINTERS

Publiec Hours December 1/2/3: 11am-8pm 1530 Collins Avenue Miami Beach FL 33139
December 4: 11am-4pm




santa mon
civic auditori

january 12-16, 2012

the 21st annual
international los angeles
photographic art exposition

www.photola.com

© Anthony Friedkin, Woman by the Pool, 1975




Ben Echeverria + Laurie Reid

g GALLERY 16
]B 501 Third St San Francisco, CA 94107

November 11th to December 17th  Opening reception Friday, November 11th, 6-9pm  Live music by Coconut 415626 7495 galleryl6.com

URBAN DIGITAL COLOR

Since 1993.
Bay Areas first digital fine art press
Over a billion served.

Fine art printing,

Digital and traditional

High end scanning

Custom art books

Portfolio printing
Consulting services

Super smart, extra nice staff
Beautiful workshop

Moms love us

URBAN DIGITALCOLOR 501 Third St. San Francisco, CA 94107 415 626 1616 www.urbandigitalcolor.com



SILVERMAN

SILVERMAN GALLERY

804 SUTTER STREET

SAN FRANCISCO CA 94109

415 255 9508
INFO@SILVERMAN-GALLERY.COM
SILVERMAN-GALLERY.COM
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LUKE BUTLER

. GOLD

G AL L ERYY

-Bomb Shelter
Radio Tenderloin

-T.S.D.C Tender-
loin Self-Defense
(q[7]]

Daily
by Josh Short

Residency: January 9th - 31st, 2012

Opening Reception:
Thursday, Feb 2nd, 2012 6-10pm

Closing Reception:
Thursday, Feb 23rd, 2012 6-10pm

441 O'Farrell St

San Francisco, CA 94102
www.evergoldgallery.com
evergoldgallery@gmail.com

http://bombshelterradio2012.
blogspot.com/

LUCAS MICHAEL

TAMMY RAE CARLAND JOB PISTON

SHANNON FINLEY
DESIREE HOLMAN
MATT LIPPS

YUVAL PUDIK
CONRAD RUIZ
SUSANNE M WINTERLING

CHRISTINA MCPHEE GINGER WOLFE-SUAREZ

ARTHUR POLLOCK / THE NEW RELEASE FROM UNPIANO BOOKS / FALL 2011 / WWW.UNPIANOBOOKS.COM
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IT TAKES MORE THAN ARTIST’S STATEMENT
TO BE A VI AL ARTIST

IF YOU ARE A VISUAL ARTIST, YOU KNOW THAT PAINTING IS ABOUT
THE LOVE OF PAINT, THAT DRAWING INFORMS EXPRESSION, THAT
PHOTOGRAPHY AS AN ART IS ABOUT SEEING, AND THAT THE
VISUAL ARTIST’S REAL STATEMENT IS HIS OR HER WORK.

IF YOU WANT TO STUDY FINE ART AND WANT SUBSTANCE,
A SIZE-LIMITED PROGRAM AND REASONABLE TUITION, PLEASE VISIT
OUR WEBSITE OR CALL FOR INFORMATION ON SPRING PROGRAMS.

APPLICATIONS BEING ACCEPTED NOW

SAN FRANCISCO STuDIO ScHOOL
DRAWING/PAINTING/PHOTOGRAPHY

415 398 4300
WWW.SFSTUDIOSCHOOL.ORG




San Francisco Arts Quarterly
44| O’Farrell Street

San Francisco, CA 94102
info@sfaqonline.com
www.sfaqonline.com

A West Coast arts and culture publication distributed nationally. Print and Online advertising available.
SFAQ Event Calendar is a print/online platform to promote your artistic events.

ISSUE 8: FEB, MAR, APR 2012
Advertising Issue 8: December 15th, 2011

contact: advertise@sfaqonline.com

Event Calendar Issue 8: December 15th, 2011

contact: listings@sfaqonline.com

Issue 8 Release Date: January 28, 2012
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contact: advertise@sfaqonline.com
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RETOUCHING
MOUNTING

DIGITAL PRESS PRINTING
HoLca/Lomo CAMERAS
PHoto Books

FiLM PROCESSING AND PRINTING

B&W FiLm PROCESSING

SCANS FROM FILM, SLIDES AND ARTWORK
FINE ART/GICLEE

WWW. PHOTOWORKSSF.COM
CANVAS PRINTS

415.626.6800

2077 A MARKET ST, SAN FraNcisco, CA 94114

MARK WOLFE CONTEMPORARY ART

san
francisco

1 Sutter Street Suite 300 | 5F CA 924104
www.wolfecontemporary.com | 415-369-3404

Your local arts
publication through
a subscription.

Sent to your front door!

Fill out the subscription form
and mail to our headquarters.
We appreciate your support!

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:

Email:

Please mail payment and subscription form to:

SFAQ: Subscription
441 O’Farrell St
San Francisco, CA 94102
info@sfagonline.com

THANKS FOR YOUR SUPPORT

Please specify which SFAQ issue you wish your subscription to begin




ART ETIQUETTE

QUESTIONS ON CONCEPTUAL ART
&
ART WORLD COMPLAINTS

BY TOM MARIONI

SUBMIT YOUR QUESTIONS & COMPLAINTS
BY DECEMBER 15TH, 2011

SUBMIT TO INFO@SFAQONLINE.COM

Artist Resources
Event Calendar
Online Editorial
SFAQ Archive
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20-23 Jonathan L.Yorba
Chief Executive Officer of the Mexican Museum
Interview by: Julio C. Morales

Paul . Karlstrom

Paul ). Karlstrom, former West Coast Regional Director of the Smithsonian's Archives of Ameri-
can Art, is the editor of On the Edge of America: California Modernist Art, 1900-1950 (UC
Press) and a co-editor of Asian American Art: A History, 1860—1970. He is coauthor of Turning
the Tide: Early Los Angeles Modernists, 19201956 and author of Raimonds Staprans: Art of
Tranquility and Turbulence.

24-31 SECA - Society for the Encouragement of Contemporary Art
With Janet C. Bishop, Tanya Zimbardo, and Mauricio Ancalmo

John Held Jr. Interviews by: Gregory Ito and Andrew McClintock

Writer, Curator; Art Historian, local artist John Held, Jr: will be presenting a paper on John Cage
at a Black Mountain College conference this fall. His interviews with Cage, Ray Johnson, Allan
Kaprow andV.Vale can be found online.

32-35 Catherine Clark Gallery
Written by: Meredith MacKenzie

36-39 Kent Baer
Director of Ratio 3 Gallery
Interview by: Gregory Ito

Julio César Morales

Julio César Morales is an artist, educator and curator. He teaches at The San Francisco Art Insti-
tute and is also the founder of Queens Nails Annex/Projects in San Francisco and is currently
an adjunct curator at the Yerba Buena Center for the Arts. He is represented by Frey Norris
Gallery in San Francisco.

40 Art Etiquette
By Tom Marioni
Meredith C. MacKenzie
Meredith C. MacKenzie is a San Francisco based freelance writer and editor specializing in
media, art and design for print and digital publications like dwell(dot)com, SFAQ and PBS's
Art2| blog. She is the author of Honeydove, (www.honey-dove. blogspot.com) a lifestyle blog
dedicated to art, design, culinary arts and decor. Meredith spends her free time practicing hot
yoga, hiking and making homemade pizza.

41 Anne Brodzky
Meridian Gallery
Written by: Charlotte Miller

42-49 Chris Burden
Including special pull out poster
Interview by: Andrew McClintock

Charlotte Miller

Charlotte Miller is a native San Francisco writer and art historian holding the position of As-
sistant Director at Brian Gross Fine Art. Charlotte is also part of the research team at Pier 24
Photography. Charlotte graduated from the University of Virginia with a B.A.in Art History in
2008 and from the San Francisco Art Institute with a M.A.in Exhibition and Museum Studies in
2011.

50-57 Scales Fall from My Eyes: Part Two

A Bay Area Beat Generation Visual Art Oral History

Based off interviews from: Paul Karlstrom

Introduced, Excerpted and Annotated by: John Held Jr.
Andrew McClintock
Andrew McClintock is a born and bred SF local. While creating SFAQ issue 7 he did not stop
listening to the band Beach House. Andrew went to Undergrad at Oxford for Political Science
and Grad School at SFAI for a triple major in Performace Art, Museum Studies, and Urban
Studies. More recently Andrew received a degree from Tom Marioni's Bar Tending school which
took the place of his oxford degree. McClintock is the Co-Founder and Director of Ever Gold
Gallery SF, CA.

58-61 Fred Martin
“You Just Get Put Together”
Interview: John Held Jr.

62-63 Artist Project

by Ann Hamilton
Gregory Ito Sponsored by Gallery Paule Anglim
Gregory lto is the Co-Founder of the Ever Gold Gallery San Francisco, CA. and the San Fran-
cisco Arts Quarterly SFAQ. Ito also Co-Founded RIPE Productions in Los Angeles, CA and
exhibits his artwork nationally. Gregory continues to live his live without boundaries devoting
his life to the creativity. Ito is driven by his community of peers and will hustle till the day he
dies. Let the RIPE times roll and support the rise of Evening Labor.

Bay Area Event Listings
62-68 November 2011
70-74 December 2011
75-77 January 2012

Letter From the Editor

Every time we publish another issue of SFAQ | am reminded of the vast wealth of amazing Artists, Curators, Gallerists and other individuals working in
the Arts in San Francisco, the Bay Area, and beyond. There has always been an underapreation of the cultural happenings here on a national and international
level, one of the goals of SFAQ is to change this. Over the course of the next few issues you will also see highlights on Artists, Galleries and Curators based
out of NYC and LA as we expand through a grassroots effort.You will also notice a continuation of a Latino Arts section from artist and curator Julio Cesar
Morales, a Middle East and North African Arts section, and historical pieces, because without history we are lost. Also at some point soon we will start having
our epic Symposiums again.

On another note there has also been some amazing and long over due direct action and occupation going on in the streets across American as we
finally join the rest of the world. | have started to see the shift over to the Arts world through more community-based arts programing and artists really ques-
tioning what they are saying with their work. In order for SFAQ and all other arts organizations to stay alive and healthy we must all join this growing energy
and give what we can. For me publishing this free Arts newspaper is the least that | can do. SFAQ supports all unions, all popular protests and movements, and
all the end of American international imperialism.

-Andrew McClintock
Co-Founder/Editor/Publisher
The San Francisco Arts Quarterly
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The Mexican Museum

Interview by: Julio César Morales

Can you refresh San Francisco’s memory of the Mexican Museum and its
history?

Founded in 1975 by San Francisco artist Peter Rodriguez, The Mexican Museum is the realiza-
tion of Mr. Rodriguez’s vision that an institution be created in the United States to exhibit
the aesthetic expression of the Mexican and Mexican American people. The museum was
initially located in the Mission District and later moved to Fort Mason Center in the 1980s
where it has been since. Today, the relevance of The Mexican Museum lies with the singular-
ity of its priceless permanent collection of more than 14,000 objects — paintings, sculpture,
ceramics, textiles, prints, photographs, and mixed-media — spanning more than 4,000 years of
history and including five collecting areas: Pre-Hispanic, Colonial, Popular, Mexican and Latino
Modern, and Mexican, Latino, and Chicano Contemporary Art. Significant collections include
The Rosa and Miguel Covarrubias Collection, the Bernard and Edith Lewin Collection, The
Nelson A. Rockefeller Collection of Mexican Folk Art, The Rex May Collection, and the Te-
quila Don Julio Collection. The permanent collection includes artifacts such as vessels, tools
and mythological figures from Maya, Zapotec, Aztec, Olmec and Inca civilizations and West
Mexico cultures; colonial textiles, religious statues and furnishings; and work by modern and
contemporary artists such as Diego Rivera, Francisco Zupiga, Manuel Neri, Patssi Valdez, Ru-
pert Garcia, Ester Hernandez,Yolanda Lopez, and Carmen Lomas Garza. There are no other
Latino arts or cultural institutions in the United States that has as broad or as comprehensive
a collection devoted to the art and cultures of Mexico and the Americas.

What does the near future hold for The Mexican Museum? What will be
the new organizational and curatorial vision of the new Mexican Museum?
The Mexican Museum will continue to be at Fort Mason Center until later 2016 as we work
with the San Francisco Redevelopment Agency, Millennium Partners, and the San Francisco
Arts Commission to continue to plan for and build the new museum. During this time we
will present two exhibitions per year at Fort Mason Center, drawn from the Permanent Col-
lection, as well as educational programs for broad audiences. We will also continue to lend
works of art for local, regional, national and international exhibitions. For the new museum

Gronk,“lllegal Landscape”, 1980-86, Acrylic on Canvas, 9°8” x 25’5”. Courtesy of The Mexican Museum

that will be built in the Yerba Buena Cultural District, we hope to create meaningful partner-
ships and to work collaboratively with the institutions in the area such as the Contemporary
Jewish Museum, the Museum of the African Diaspora (MoAD), Yerba Buena Center for the
Arts, the San Francisco Museum of Modern Art, the Museum of Craft and Folk Arts and
others. We also hope to work collaboratively with museums and cultural organizations not
in the immediate Yerba Buena area such as Galeria de la Raza, the Mission Cultural Center,
SOMArts, the Fine Arts Museums of San Francisco, the San Francisco Filipino Cultural Center,
and many others. In the new museum the organization will grow incrementally and strategi-
cally to best meet the needs of the broad communities we serve.

Since its founding in 1975 The Mexican Museum has expanded the curatorial vision to reflect
the evolving scope of the Mexican, Chicano and Latino experience. Through this cultural lens,
new perspectives on American and international cultures are generated which create impor-
tant links to public life and experience.

In 1993 the Museum presented a survey show of Gronk and ASCO, the
same year the so-called identity-politics Whitney Biennale opened. Can
you offer a glimpse into that era within the art world?

For me, that was an incredibly exciting period in the art world. | had the great fortune to
have been the Interim Curator at The Mexican Museum just a few years before (1991-1992)
and was literally working in the so-called “cultural trenches”. Bold curators and institutions
took on such topical issues as class, race, gender and sexuality. | was enrolled at the time in
the doctoral program in Comparative Ethnic Studies at UC Berkeley where these ideas were
front and center; and | naturally gravitated to venues that presented exhibitions and programs
around these matters. That doesn’t mean, however, that | wasn’t still interested in all periods
and styles of art. | was then — as | still am — greatly interested in art from the Paleolithic to
Post-Structuralism and beyond.
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Do you feel that mainstream art institutions such as LACMA are finally
acknowledging the importance of once marginalized artists such as ASCO?
If so, why now?

Yes. | think it's because those institutions have hired new curatorial staff that understand the
history and continued plight of marginalized artists — not simply from a scholarly perspective
but from lived reality. | recently flew to Los Angeles specifically to see the ASCO exhibition
at LACMA. Bravo! | encourage you to see that critically important exhibition. | also attribute
the shift in the mainstream institutions to top leadership where the allocation of resources
is determined. Since you mentioned LACMA, here | am speaking, of course, of its director
Michael Govan. | also need to acknowledge that there could also be a shift on organizations’
boards that understand the strength of diversity — not just as it relates to physical looks but
to ideas.

Because of the current economy, many museums nation-wide have re-vis-
ited and re-purposed their collections in order to create more economical
exhibitions. Since the Mexican Museum has 12,000 objects in its collection,
do you see the museum taking a new approach to developing archival or
collection-based curatorial projects?

The primary reason The Mexican Museum is building a new museum is to showcase the mu-
seum’s greatest asset: its collections. The museum has always done both — that is, featured its
permanent collection and curated shows that aren’t primarily from its holdings. Fortunately,
artworks from such exhibitions were accessioned into the museum’s collections either as
commissions for specific exhibitions or through donations from artists and patrons.

The Mexican Museum has helped support and nurture the careers of fe-
male Bay Area artists such as Carmen Lomas Garza, Yolanda Lopez, Ama-
lia Mesa-Bains and Ester Hernandez. How are you hoping to continue this
support to a younger generation of female artists in the Bay Area?

The current exhibition at The Mexican Museum, “Tequila Don Julio Collection”, continues
the museum’s commitment to support and nurture artists’ careers. For example, the show
includes Viva Paredes’ My Pocha Tongues (blown glass with medicinal herbs), a powerful visual
statement that helps to heal the artist’s frustrated relationship to language and actively re-
claims her ancestral memory. Last night | attended a new exhibition at the Mexican Consul
gallery in San Francisco, “Numina Femenina: Latin Women in the Arts,” and had the great
fortune to meet the curator. We will be exploring possible ways that The Mexican Museum
can broaden its commitment to artists by working with other organizations and institutions.

What is the importance of ethnographic museums now and how do you
see the Mexican Museum’s role within that? Do you hope to transcend or
bridge the gap between contemporary art spaces and culturally specific
ones?

In 2007 | wrote “International Musings,” a Museum News review of the important book Mu-
seum Frictions: Global Spheres/Public Transformations (by Ivan Karp, Corinne A. Kratz, Lynn
Szwaja, and Tomas Ybarra-Frausto, eds.). Thus, | think all museums have an important role in
civil society, whether they are concerned with ethnography or art. The Mexican Museum is
an art museum, yet it has always functioned in the interstices between cultural specificity and
contemporary art and ideas.
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Installation view of “A Living Survey” from Gronk. 1993. Courtesy of the Mexican Museum.



Carmen Lomas Garza,“Cocinando”, 1993. Courtesy of The Mexican Museum

Carmen Lomas Garza “Sandia”, Lithograph, 1997. Courtesy of the Mexican Museum. Patssi Valdez, “Room with Red Table”, Acrylic on Canvas, 48"x36" 1991.

Courtesy of the Mexican Museum
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Society for the Encouragement
of Contemporary Art

Celebrating 50 Years of Supporting
Bay Area Art and Artists

SFAQ sits down with Janet C. Bishop, Head Curator of Paint-
ing & Sculpture Curator, Tanya Zimbardo, Assistant Cura-
tor of Media Art, and Mauricio Ancalmo, one of the 2010
SECA winners and talk about the upcoming “2010 SECA Art
Award" and the coinciding “Fifty Years of Bay Area Art: The
SECA Awards” exhibitions at SMOMA.

“In an era when many museums are becoming increasingly
community centered, initiatives like SECA can be looked to as
a model,” says SFMOMA assistant curator of painting and
sculpture Alison Gass. “It has consistently helped bridge
the activities happening within the museum’s walls and the
changing culture beyond them. SFMOMA brings art in from
everywhere to inspire the artists working here, but it’s equally
important for local artists to see their work in dialogue with his-
tory as well. SECA ensures that this continues to happen.”
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Bonnie Ora Sherk and Howard Levine, Portable Parks Il, |970; performance and installation staged on
June 26, 1970, at the freeway off-ramp on the corner of Mission, Otis, and Duboce Streets, San Francisco;

Left: Bonnie Sherk discussing the project with CalTrans officials; © Bonnie Ora Sherk and Howard Levine
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Chris Johanson, Untitled (Figures with black presence), 2002; acrylic on panel; 60 x 60 in. (152.4 x
152.4 cm.); collection SFMOMA; © Chris Johanson; photo: courtesy SFMOMA

Ruth Laskey, Twill Series (Jet Black), 2009; hand-dyed and handwoven linen; 28.75 x 25 in.; courtesy
the artist and Ratio 3, San Francisco; © Ruth Laskey



Portrait: Andrew McClintock

Interview: Gregory Ito

For people who are unfamiliar with your curatorial work, can you tell
us some of your previous positions or curatorial achievements before
working with SFMOMA?

Well I've really been at SFMOMA for most of my career; since 1988.1 started off as a curatorial
assistant, so helping the curators of painting and sculpture, photography, architecture and
design, and media arts realize their projects. Then, in 1992, | was made assistant curator of
painting and sculpture and focused primarily on the museum’s permanent collection. | have
held my current position, curator of painting and sculpture, since 2000, and have worked
on many different aspects of our program, which spans the 20th and 2Ist centuries. But my
primary area of emphasis has been the art of this region. So the last major retrospective |
organized was the work of Robert Bechtle, who is a native of the Bay Area. | was also one of
the three curators for our anniversary exhibition in 2010, which looked at SFMOMA’s 75-
year history. Most recently, I've worked on the exhibition The Steins Collect, which is really a
link between the Bay Area and the birth of modern art.

Can you tell us about your educational background?

| was an undergraduate at Cornell and | got an art history degree there.That’s where | first
started doing museum work. | was an intern at the Johnson Museum of Art during my senior
year in college, and | stayed on for a little while afterwards. | then went on to do a masters in
art history at Columbia University.

There’s a number of roles in the art world, from gallerists, collectors,
artists, to curators. What would you say the role of a curator is in the
artistic community?

As a curator, | think of my own role as bringing whatever | consider to be the most interesting
and relevant works of art to our public.| work with SFMOMA's collection of local, national,and
international art. | also work on organizing special exhibitions. In working with contemporary
artists, the role as | see it is to really shepherd projects to fruition, and to help the artist
realize his or her vision.

Can you give us a couple of examples of special exhibitions?

Well, for instance I've worked on many of the SECA Art Award exhibitions, and in those
cases what we do when deciding on award winners in any given cycle is to select the artists
and then let the artist come up with the ideas for their presentations at the museum. So that
would be an instance where we would, as curators, help the artists in any way we can to bring
their projects to our public.

Working with an institution is known to be somewhat of a laborious task
due to the rules and the confines. In your experience with working with
a museum for so long, what is it like to work within such guidelines and
boundaries?
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Well, let’s see. | guess there are a couple different aspects that | would touch on. One of
the things that | like best about curatorial work at an institution as large and as well staffed
as SFMOMA is the opportunity to work as part of a team. So really, any exhibition that
happens at this institution is the result of the intelligence and hard work of many, many
people. One difference for gallerists is that maybe they wear many more hats in bringing a
project to fruition. Galleries can also be more nimble and program more quickly, and have
more flexibility with the way a space is used. There are certainly challenges with the nature
of the SFMOMA building and its various systems. But there are always ways in which artists
will challenge us. One of our real hopes is that we can meet artists in order to realize their
projects at the highest possible level and do whatever we can to help the artists bring their
vision forward.

There’s the phrase ‘starving artist> used commonly to describe the
struggles that artist’s endure to become established, and ’m sure this
is the same for many curators as well--the struggles of the curator to
have their curatorial work known and get exposure. Can you give us some
thoughts on working upwards as a curator?

Well, over the course of the time that I've been doing curatorial work, curatorial studies
programs have risen up in many locations across the country and around the world. That’s
certainly a way for people who are interested in this field to think about the various issues
that are specific to curatorial work as opposed to doing art history in an academic setting,
for instance. But you are right that one of the main issues for young curators is exposure and
finding a platform to do projects. One of the things that | think is great about San Francisco is
the way that so many people have created their own spaces or found their own ways of doing
curatorial work, whether or not they're associated with institutions. People doing projects in
their apartments, for instance. Or opening up spaces to work with artists.

Lets turn our focus toward SECA, an abbreviation of ‘Society for the
Encouragement of Contemporary Art’. What kind encouragement does
SECA provide, and what exactly is the aim of SECA, what is their position
in the artistic community?

SECA is an art interest group at SFMOMA that is about to celebrate its 50th anniversary, and
the main purpose of the group is to support the artists of our region—so, the artists that are
in our own backyard.

Meaning the greater Bay Area?

Exactly. SECA does this in a number of ways. The most significant is to sponsor a biennial
art award exhibition. That involves nominations from arts professionals, a call for entries,
and a series of studio visits. The group works very closely with curators at SFMOMA on this
process. Then ultimately the curators select award winners for any given year, and the award
entails both an exhibition and a publication.

How many-entries do you receive?
We usually get upwards of two hundred applications for the award. It’s then narrowed down
to 30 finalists who receive studio visits.
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Afterwards the the award is then given to four artists?
Over the years it's been anywhere from one to five. Most typical in the last few years has
been up to four.

1 was reading that in the last 50 years SECA has awarded around seventy
artists. There is a pretty phenomenal history of awardees who are still
very active producing inspirational bodies of work.

You know it’s really true. The goal is to give artists an opportunity at a stage in their career
when they haven’t yet had the sort of recognition that an exhibition and publication at
SFMOMA would bring. So it’s to identify artists who have found their own voices and who
are really doing extraordinary work, but haven’t had the kind of platform equivalent to a show
at SFMOMA.

So how did the relationship between SFMOMA and SECA begin?

It goes back to discussions that happened at the board of trustees level back around 1960.
The idea then was that SECA would support contemporary acquisitions. Since acquisitions
and exhibitions tend to work in tandem with each other, SECA began sponsoring shows as
well as supporting new art for the permanent collection.

It’s a really wonderful relationship. | feel like both benefit from each other,
as in SFMOMA being the institution, the space that provides the galleries
for exhibitions, and SECA the investigative force that seeks out the artists
who are included.

Yes, it's an enormous benefit to curators to have SECA not only offer financial support for
the award and an exhibition through the dues of its members, but also to provide a structure
for regularly evaluating and looking at the work of hundreds of local artists. Once artists
are selected for studio visits, SECA then organizes a whole series of Saturdays where the
membership of the group and the curators together go to the artists’ studios, typically visiting
five studios on any given Saturday. It’s an incredibly efficient way of connecting with artists in
their most intimate work environments. It’s a really wonderful thing.

What are the key elements that the SECA award committee searches for
when reviewing the artists’ work to become an awardee?

It’s one of those questions that’s not so easy to answer, but again | would say we're looking
for artists who have found their voice and are doing compelling work, and have a real grasp
of the relationship between the form and the content of their work.We’re very open to the
specifics that that might take.A lot of art functions in dialogue with other art, but | would say
we're looking for artists who in some way take us into new territory with whatever medium
they’re working in.

Progressive thinkers and makers.
Yeah, absolutely. That’s a very succinct way of saying it (laughs).

SECA as an “interest” group attends a number outings where they visit
galleries, artist studios, residency programs, private and public collections
and so on. How is this mediated exposure to the art world important for
individuals? How are these gatherings important to a curator like yourself?
| mean, for a curator who is working in this area, and programming the work of artists in this
area, it’s really important to look at as much art as possible. So it’s immeasurably valuable
to be going to gallery exhibitions and alternative spaces, and private collections and artist
studios. As a SECA member, having access to events and collections and studios that one
wouldn’t necessarily have as a private individual is part of what makes being part of the group
so interesting. It allows access to artists above all else, and in a really intimate way—things
like conversations with artists, and also with curators and collectors. One of the things that
makes San Francisco such a great place to live is that it's not only a city where art is presented
in the museums but it’s a region where many artists choose to live and work. So | think we
all get a much better sense of what it means to be living alongside creative people by having
that sort of access.

San Francisco is a special place for artists. It’s written, “SECA is
distinguished as one of the few and longest standing award programs
dedicated to local artists at a modern art museum in the United States.
SECA has been bridging the traditional divide between artists, museum
curators, art enthusiasts, and art professionals and the local community for
the past fifty years...” With your experience with working with a number
of award committees, how is SECA different, what makes it unique?

| think one of the main differences is how participatory it is. I've sat on a number of other
panels where artists have been selected for awards, and in none of those situations have the
members of a support group been given the kind of direct access to the artists. So | think
that’s one of the things that makes the group so unique.When curators and SECA members
head out for studio visits on Saturdays they share the experience of visiting the artists, of
doing studio visits. | would say that’s one of the great privileges of the profession.Then at the
end of each of these studio visit days, the curators and the membership have a conversation
about what they’ve seen. It’s an amazing educational experience.

The most recent round of SECA awardees is a pretty impressive group
of artists. There’s Mauricio Ancalmo, Colter Jacobsen, Ruth Lasky and
Kamau Amu Patton. Do you have any thoughts about this most recent
group of artists and what we can expect from them in the future?
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The award winners were selected by the 2010 SECA Art Award curators Tanya Zimbardo
and Apsara DiQuinzio and I'm incredibly excited to see what sorts of projects these artists
present at SFMOMA this December. I'll have to check with Apsara and Tanya to see what the
artists are planning.

Lets talk about the the major expansion coming soon to SFMOMA. What
can we look forward to the new building and the architects you are working
with?

I'm incredibly excited about our expansion. We're working with Snohetta, an architecture
firm based in Oslo and New York. They’'ve come up with an extraordinary design for a new
wing of SFMOMA that will triple our gallery space. I've heard it described as an ocean liner
that will slip in behind our current building,and | think we can look forward to really beautiful
gallery spaces that are different in character from what we have in our existing building. We
can look forward to new, interstitial spaces that will allow visitors to kind of pause and take in
what they’ve seen through the exhibitions, whether theyre stopping to read or to have a cup
of coffee. The architects have spent a lot of time in San Francisco working to understand the
unique character of our culture, which is both pretty sophisticated but also pretty casual,and
trying to dial into what might make for the most satisfying experiences at the new SFMOMA.
A lot of the details are yet to be worked out.

There’s one part of the building that caught my attention when discussing
the plans at a past SECA meeting. There is an outdoor walkway that runs
parallel with large glass windows that run along one of SFMOMA’s new
galleries. This will enable people to experience the exhibitions without
actually being in the museum, bringing direct exposure of the shows into
public space. People will be able to experience the exhibitions without
even having to buy a ticket. | think that this architectural feature is an
ingenious and generous offer to public.

| think there will be more transparency and also an orientation toward the east that we
don’t have in our current building. We are imagining that with the reopening of the transbay
terminal there will be a lot of traffic that will come from the few blocks east of SFMOMA
and filter towards us. Part of the thinking on the part of the architects is to open up the
experience of SFMOMA for people coming this way, not only entering from 3rd or Howard.

1 want to talk about the Stein Collection. 1 know it has been a really
monumental undertaking to bring the Stein family collection to the public.
Can you touch on the importance of the collection for people who aren’t
familiar with it and its relevance to San Francisco.

Sure.Well, the Steins got to the Bay Area in the late |19th century and then moved to Paris
between 1902 and 1904. So it was Leo Stein who settled in Paris first, he was followed by his
sister, the writer Gertrude Stein in 1903.Then Michael Stein— Michael is Leo and Gertrude’s
brother—and his wife Sarah and their son moved the following year. The thing the Steins
did that was so distinct at that moment in the birth of modern art is they supported artists
who had not yet established markets.The two artists they supported in greatest depth were
Picasso and Matisse, who were both still very young and struggling to make it as painters.
So the Steins support of these artists was really important to them. SFMOMA received the
Elise S. Haas bequest in 1991 and it included Matisse’s Woman with a Hat. | would say that
painting is unquestionably the most significant piece in our collection art historically. The
Steins themselves were collecting outside their own comfort zones at that period. After he
bought it, Leo Stein famously said that he would have snatched it at up once if he hadn’t first
had to get over the nastiness of the putting on of the pain. So | think it’s really important as a
reminder that often times what’s most interesting in contemporary art is not always what we
might find familiar or comfortable. But somehow Leo and Gertrude Stein and the rest of the
family recognized the potency in that painting, even before they met Matisse and really knew
what he was getting at. When they brought that painting home, they were overwhelmed with
requests to see it, so they started opening up their home all year round on Saturday nights
for people to come and look at their collections. It gave them a kind of identity as collectors
who were very adventurous and risk taking and it established their homes as real magnets for
looking at the most interesting art of their time and discussing it, and their homes became
really important gathering places. With SFMOMA, the story comes full circle in 1935 when
Sarah and Michael Stein return to the Bay Area the year that we were founded. SFMOMA
opened in January of 1935 and the Steins got here that summer.Within just a few short weeks
our founding director Grace Morley organized a Matisse show that opened here in January
of 1936.

It’s been great to see the how the SECA Committee functions like a
collaborative effort, bringing artists into the limelight through their
relationship with SFMOMA and their passion for the artistic community
in the Bay Area.

Yeah, | just want to make one more point, which is that the SECA Art Award process to
my mind has benefits that go much wider than just the award exhibition in itself. There are
often many other ways in which we work with finalists who might not necessarily have
been award winners, such as acquiring their work into the collection or programming their
work into other exhibitions we do. Likewise the projects that we do with award winners
don’t necessarily end with the art award exhibition.When we added the Rooftop Garden to
SFMOMA for instance, we commissioned SECA Art Award winner Rosana Castrillo Diaz to
do the mural for the bridge,and when we were working on our anniversary exhibition we put
the work of Leslie Shows on the cover of our catalog. There are many instances where we've
worked with SECA winners after their award shows here.



Amy Franceschini, Installation view from SECA 2006. Courtesy SFMOMA

Tauba Auerbach, Installation view SECA 2008, Courtesy SFMOMA



Tanya Zimbardo, Assistant Curators of Media Art, SFEMOMA

So to start out where you are from and where did you get your masters
from?

I’'m a San Francisco native and began working at SFMOMA after | graduated from the masters
program in curatorial practice at CCA in 2005.

Please talk about your involvement with SECA this year.

“I am co-organizing the 2010 SECA Art Award: Mauricio Ancalmo, Colter Jacobsen, Ruth Laskey,
Kamau Amu Patton with Apsara DiQuinzio and Fifty Years of Bay Area Art:The SECA Awards with
Alison Gass. Apsara and | have valued the opportunity to work closely with these four incred-
ible artists in realizing the first major presentation of their work at SFMOMA.“

“We were struck by the artists’ singular emphasis on materiality and their focus on process.
Each employs methods that are remarkable for their diverse formal attributes.”

-Apsara DiQuinzio, assistant curator of painting and sculpture, SFMOMA

“Ever since | became involved with the SECA award program two years ago, I've been curious
about how this museum award evolved over time as well as fit within the larger context of SF-
MOMA’s exhibition history and representation of Bay Area artists. The SECA 50" anniversary
book and exhibition therefore dovetailed nicely with my own personal research and ongoing
conversations with colleagues and artists. It has been a rewarding experience to be able to
connect with several generations of Bay Area-based and affiliated artists.”

What will make this year at SECA stand out?

Fifty Years of Bay Area Art:The SECA Awards takes its title from a book Alison Gass and | co-au-
thored, which lays out chronologically an illustrated history of the various award exhibitions
and screenings, offsite projects, and other events SECA has sponsored since the sixties. With
the exhibition, we are taking a more associative approach and presenting instead constella-
tions of works by a cross-section of award recipients. Given that the award’s focus has always
been on individual achievement, it will be interesting for visitors to see what some of the core
throughlines have been and how they resonate with contemporary art more broadly.
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Hung Liu, Loom, 1999; oil on canvas; 80 x 110 in. (203.2 x 279.4 cm.); collection SFMOMA;
© Hung Liu; photo: courtesy SFMOMA

collection of Marjory Graue and Martin Bloes; © Leslie Shows
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Desirée Holman, At the Kitchen Table with Football, 2007; colored pencil on paper; 36 x 24 in.
(97.44 x 60.96 cm.); collection SFMOMA; © Desirée Holman; photo: courtesy SFMOMA

1984 SECA Art Award winner Larry Thomas (far right) hosts a studio visit for members of SECA,
1983; photo: courtesy the artist




2010 SECA Winner ' "5
In conversation with Andrew:

A couple of weeks ago | met up with Mauricio Ancalmo at the San Francisco Art Institute
(SFAI), where he works as the New Genres Studio Coordinator. It was 5 o’clock and the
work day was done, so we walked down Chestnut St. to grab a pint at the world renowned
Kennedy’s Irish Pub and Curry house.What started as a planned quick question and answer
session about Ancalmo’s experience with SECA became a philosophical journey into life and
sound. Two pints into the conversation | realized that as the interviewer | had messed up
because | had completely lost track of the ridged set of questions that | thought would
capture what Ancalmo is about. Now as | try and edit down this piece | realize that it’s like
editing one of my friends and peers and I'm having a hard time doing so, but nevertheless
| hacked into the flow...please forgive me...visit our webstie for more images of Mauricio’s
work

So where did you go to undergrad?

Oh shit, way to start off with that one.| would say, well, | actually got two undergrad degrees,
a BS in Geology and a double major BFA in Sculpture and Computer Animation all from 2
different schools. Originally it was in Geology, and | thought | was going to be a geologist for
whatever reason, | think mainly just because | like rocks. | like the idea of them. | ended up
in New Mexico and was looking around, just like ‘How the fuck did this form? You know?
This fucking amazing landscape. Then | really got into it once | started taking these classes,
like the layers of everything.And then, | don’t know. It just really started blowing my mind. So
| started taking astronomy classes, and really got into this idea of formations and things, and
the realization that it’s all part of the same stuff since like, pre-us and the sky and everything,
you know. Not to be too hippie about it or anything, but | really got into the idea of living as
a connection. | realized, like, wow, we and everything around us are more connected than |
originally thought.

So the combination of different elements has always played a part in your
existence?

Definitely. Elements, and just like things that aren’t fake. Things that are concrete and real.
And by concrete, | mean existing in physical form.Yeah, I'm into that. Like growing up in San
Salvador, even though | was in a city, | liked going into nature. Like my grandfather had land
and we would hang out and all this other kind of stuff. As well as having grown up going to
the beach and to the city back and forth, just made me realize, | was more into the physical
experience of things like the ocean and not as much into the fake stuff of city life, like tv and
fast food. But, you know, the city definitely still has a big influence on me. So there’s always
been that struggle to figure out which one.Then | moved to the US when | was like 10, and
did the whole bit...learned English.That threw me for a loop, took me a while.And then, you
know, really got completely absorbed by American culture. We actually had a pretty crazy
upbringing. One day, having breakfast with your Mom on a Friday and the next day pack your
bags because we're leaving the country because of the war going on but you can’t tell anybody.
One of those things.And of course | was like 10, and had no idea what was going on for me.
It was like an adventure. So next thing you know, I'm in the US, we ended up moving to New
Orleans. So | spent my high school years in New Orleans and all that stuff there.

Do you remember a specific example or a moment where you switched to
the more artistic side? Was it a sculptural thing?

The funny thing about it is...my family has always been very musical, artistic and scientists also.
They're kind of split in half. My grandfather was a chemist; some of my uncles were chemists.
But some of my family members were into art, music.The first memories of my Dad, like when
| was a child in El Salvador was sneaking upstairs late at night and watching his band rehearse.
That really impacted me that music was always in the house. There was always a piano in
the house, or a guitar laying around. Ever since a young age, like one of my first memories,
was playing guitar in a hammock at the beach. Everybody has that right? (Laughs). The other
impact, though, was | had a badass older brother who was really into art, music and science as
well. So, most people have the experience of their older brother beating them up and all that
kind of stuff, but my brother was more like super rad. Like ‘quick name me the nine planets of
the solar system. Kind of testing me out, and checking me out to always make sure | wasn’t
going to be an idiot. He would always enable me to draw and paint as a young kid.

“..I want to be true to my vision, on the other
hand my vision might not be so popular. It's
like an artist saying look over there, look at
what those guys are doing and that looks cool,
and they're getting paid, maybe | should do
that too and get paid...I'm not trying to diss on
anybody or say anything is wrong with that. |
just want to make sure for me, I'm true to my
first thought of intent, and that is do it because
| love it”

It’s really interesting that you can see the combination of those two things
in your work now.

Oh totally. | think that concept from a young child is still something that I'm searching out and
experimenting with constantly.Art and music are to me, obviously, one in the same.The same
muse, per se. I'll go from plugging in guitars and jamming out to put the guitar on distortion
feed loops, cranking it up, and then also going into the studio and doing some other work
like drawing or writing and all this other kind of stuff. | feel like it all feeds itself. | think it’s
important to have that for people, just in general. To make the connection with things, and
not to just be focused on one thing only.They all feed each other.They all have something in
common. It’s interesting, like one of my other first memories was that my brother started to
teach me piano, so we drew the letters like all kids do and put them on the keys. So we were
learning how to play, and he was teaching me some Beatles song and my Dad coming home
and getting all pissed off. But you know, how could he really be pissed off. It was great, his kids
were learning to play music. So | definitely always had that influence. Ever since | was a young
kid | always thought about instruments, where did instruments come from? | remember that
being one of my questions for a long time.

And also the scientific aspects, the more technical side of the way that
music works?

Right, exactly. Theory. How does sound work. | was always picking up information from anyone
that | could grab information from. Sound acoustics and room acoustics. You know, and also
in the back of my mind, thinking like somebody invented this guitar for us. For me.To just be
here and play it but | didn’t have to do a god damned thing, but sit here and learn to play it.
(laughs).You know, like hundreds of people before me died and came and went and made this
instrument, and the same thing with the piano.That was a really big influence, | was like ‘Who
the fuck made the piano?’ Then | started school and learning more, and learning how intricate
these things are. Not only how connected, but how individual they really are. Like, the guitar,
what a crazy instrument. You know? Who figured that one out? And the piano, like what a
crazy instrument and to realize the piano is less than three hundred years old.That’s not that
old.That’s barely older than this country.And it came around during the Age of Enlightenment,
some dude in the 1700’s figured out a way to make a harp fit into a box and how to make
hammers hit on the thing. | love this idea of inventiveness, and art and music coming together.

So your piece at YBCA’s Bay Area Now 6, is that you kind of trying to
reinvent the way that piano is viewed?

Definitely, | wouldn’t say reinvent, but definitely re-contextualize. It’s always like this idea
of a function, the function of things. So you got a slide projector for instance, same thing.
Somebody spent most of their life trying to figure out how to make a slide projector work. It
probably took a multitude of people to get involved to perfect what we now have as a slide
projector.And then, who cares about a slide projector anymore? It’s junk, we throw it away.
And I'm like, damn, that was somebody’s hard work. It’s still a valid piece of instrument that
had its heyday and did its job really well, but now it’s quote-un-quote ‘no good. But you know,
what if | took a slide projector and used it for something else, maybe this thing because it’s
got all these parts and machinery and electricity. Pretty much, every badass invention that has
happened in the last three hundred years, if not three thousand years, has culminated to make
this slide projector that now people throw away into the dumpster.

Does John Cage have any influence on you at all?
Oh yeah, big time. | don’t know how and where and exactly, but | would definitely like to
think so.

Well it seems that in his work he was trying to address the same things
that you’re talking about, in a sense. Understanding the actual history
and physical component of what sound is, and then shifting it over to
something new.

Yeah, to me sound is everything, it's everywhere; we hear it right now. But it kind of becomes
secondary. On top of that, there are so many levels to sound. | can hear the trees, | can hear
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the train, but you and | are talking you know. So now sound is interpreted as language.To me,
that was the other part of that Dualing Pianos piece, where | really wanted to incorporate
language and the idea of this conversation. So | put the pianos face to face as if they were
talking to each other.The idea was, they're learning to talk. So that’s why | put it at a slower
pace, not at the player piano pace, because | could have them playing face and it sounds like a
ragtime show. But | thought it would be cooler to have this sort of dualing, poetic sound for
a few reasons. One of them is thinking about myself, learning how to speak English, or anyone
learning how to speak a language.You hear the sounds and then you try to imitate.And then
it also reminded me of playing the piano, of practicing at that time. | would hit a few notes and
rehearse it over and over; and slowly start to get the idea of it. So the premise of the pianos
was just like, here are these two objects, and in a way I'm sort of making them anamorphic,
giving them a character to themselves, as if they're talking back and forth to each other. One
piano goes ‘bom’ and the other piano goes ‘bom’, so it’s like this call and response. So the idea
was like, language, learning to speak a language, sound being a part of that language, and then
also not knowing what the language is. | think that’s really interesting. If you go to Chinatown
and you hear a different language, you don’t know what they'’re saying but you know they’re
saying something. If it’s really got an accent and it’s strong, you know they must be pissed,and if
it's soft and they laugh afterwards, then you must have been doing something good. Same thing
with the piano. Every now and then it’s this really deep sound, intense, and every now and then
it's really soft and stuff, more calming.The piano piece for me was definitely really cool,it had a
lot of different levels to it.A lot of layers, which | like about my work. | want my work to have
many layers. In some way, the idea of geology having layers, | want my work to be the same.
Seemingly simple at first sight, though once you start digging, complex and dense. Like when
you first walk into the installation room, | try to work with materials that people can be like
‘Oh a piano. | know the piano. And for some people, they might just turn around and walk in
the other direction, you know.And then other people might be like, oh wait a second, | know
this piano thing, but something else is going on here.Then they investigate, so it draws them
in.As you start looking at it, you realize there are all these layers, there’s a paper roll and this
paper roll is going through this typewriter, like what is the typewriter about? Then you realize
the typewriter is typing something out, then you look at what it’s typing out and it ends up
being this writing...for this piece, there was found text in the typewriter that came with it,
and it’s somebody’s dissertation paper from Stanford or something like that. But then it has a
piece of text from Gilles Deleuze called A Thousand Plateaus, and this section of it has to do
with smooth and striated space,and | just thought that’s perfect, so | used that. It literally talks
about everything that this is about, like layering, and the space between objects and where
those two objects meet--this other thing happens. But anyways, for most of the work that I've
been doing lately, that’s what | want it to be. | want people to be like ‘What the fuck? when
they first see it, maybe not get it right from the beginning, maybe get it on one level, maybe not
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another, but | definitely want it to have layers, you know. It’s super important, so that even for
myself, when | come back to it a year from now, | can be like ‘oh, | just figured something else
out, here’s another thing | didn’t realize about it” Or like ten years from now. Maybe people
who saw my work that didn’t get it, maybe ten years down the road they’ll be driving down
the road and say oh shit, | get it now.That kind of thing. That’s what I'm hoping to do with this
stuff. | realize that I'm not doing popular work. I'm not making Hallmark cards here.

But that’s good.

Well, 'm hoping, for me anyway. That’s what | want to do. It’s a challenge because, you know,
there’s what | love to do and then there’s what | have to do. Obviously as artists we're all
faced with that challenge.We gotta pay rent. On the one hand, | want to be true to my vision,
on the other hand my vision might not be so popular. It’s like an artist saying look over there,
look at what those guys are doing and that looks cool, and they’re getting paid, maybe | should
do that too and get paid. Unfortunately, it won’t be the same because the original work has
passion, a tangible context and the artist that’s doing it just for the money, well then, that’s a
different context all together. I'm not trying to diss on anybody or say anything is wrong with
that. | just want to make sure for me, I'm true to my first thought of intent, and that is do it
because | love it.

Well art is supposed to be your own experience, right? How you’re trying
to view the world and take in what is coming in; | mean, to follow trends is
1 think detrimental to the practice of art.

Yeah, | agree. And unfortunately a lot of people fall into that because they see it as a career,
you know.To me, that’s a pitfall to some of this stuff.VWWhen you start thinking of your love and
passion as a career, per se, that can become confusing. Love and passion are emotions that
reside within, a career is something that exists on the exterior. Not that it can’t be achievable,
the two can exist simultaneously, only that the thought of career shouldn’t be first.

Let’s talk about your experience with SECA.
Oh right, yeah.

It’s been a long process, huh?

Yeah, but you know, not any more so than any other legitimate show that you would have in a
museum, you know what | mean.They're on it,and they want to make sure that you're the real
deal. | feel like that process is sort of made that way for a purpose, and I'm glad that it’s like
that. | think | applied for SECA in early 2010 and it ended up being almost a 2 year process,
| applied, it took a while to hear back, and then finally | heard back from them and then they
said | have a whole year to get ready for the show, which is really cool. It's been great, man.




I love the history of SFMOMA, the museum itself. | was reading something on it, something
Jeff Gunderson (SFAI) had done for the SFMOMA catalog. Back to history, | love history. Just
the idea of history and how things happen, but reading in there that it’s the same people from
SFAI that started SFMOMA. So there was that huge connection.When you think about it, back
in those days, SFAI started in 1871.1 mean, San Francisco was a city officially in 1849, so only
twenty-one years into it, all of a sudden here’s this school that’s going to be on the forefront
of art. Obviously, back in that day it wasn’t what it is now, or art wasn’t what it is now for that
matter. But | think it’s really cool to see SFMOMA then starting in the early 1930s and with
SFAI working together and kind of building that relationship, and then | think SECA started
in the 60s, 1961. So, historically speaking, 'm like holy shit, talk about a humbling experience.
I’'m definitely stoked for the opportunity that they were even interested in seeing this kind of
work that I've been talking about.

What kind of work or pieces are you working on for the SECA show? Are
they giving a certain amount of space or...

Well, working with the curators for the show, Tanya Zimbardo and Apsara DiQuinzio, we
decided I'm only going to do one piece, because there is limited space, and these pieces I'm
making need a large space, large enough to hold sound and allow the piece to breathe, also
maybe because of the fifty year thing. | don’t know how much of this I'm supposed to divulge
or talk about, but for the most part, from what | know is that SECA is taking over most of the
5th floor for this show. The space will be shared with the current SECA winners, as well as
SECA winners from the last 50 years. | think the curators have selected about twenty other
artists from previous years.There’s a pretty damn good list. | guess in the beginning it was like
one person received the award, but now it’s like three or four every year. So yeah, you got a
choice of really cool people out there. So yeah, | think it’s going to be somewhat limited space
but...yeah I'm trying to think of how much of this SECA thing do | want to talk about. Like, |
don’t even know if I'm supposed to say any of this stuff.What | can say is that they are allowing
me to push the boundaries of installation and kinetic sculpture. Which is a difficult task to
take on as curators and a museum of such high profile. They want to make sure the work is
ready and tested before they show it. For obvious reasons. It was the same with YBCA for
the BAN 6 show. At first, they didn’t want the piano piece, probably because it seemed so
improbable and | had to convince them. Now they really like it. It was tough, | was throwing
something out there that hadn’t been museum tested, and had only lived in my studio for 3
months before the show. It’s not like saying I'm going to make a painting in six months, | mean
that’s risky enough because there’s a lot of people that never finish their paintings. But | was
like I'm about to put two player pianos in your gallery, a mix tape style player piano paper roll
with a typewriter pulling it,a lot of noise, a lot of shit that could go wrong, plus there are space
issues that need to be figured out, how will it sound in that space, and all the other technical
problems that always come with electrical and mechanical installations.You never know what
to expect for install, only that you can expect for there to be difficulties. So yeah, YBCA put
a lot of faith in me and I'm glad they did. The SECA people as well, they’ve been putting a lot
of faith in me.They’re allowing me to do what | want to do, but at the same time they don’t
want to have any surprises, and it’s understandable. | mean, no museum wants to deal with
surprises. Especially because the piece is going to be up and running for four months. | mean
I love it, but four months is a long time for any kinetic work. They asked, can it run for four
months? And | was like, well yeah, but they were like can you guarantee it?

And you don’t have four months to test it.

Yeah, not only that but anything mechanical, like here’s the funny thing about kinetics and
sculpture. Like, it’s a weird thing, because it’s part of the art world now and luckily it’s been
accepted and a lot of people went ahead of me obviously and paved the way for installation
art, and there will be many artists after me. But it gets thrown into the same category as
paintings, and sculpture, and all the other mediums. It’s art. But you know, you hang a painting;
it’s going to hang there until an earthquake takes it down or a person takes it down, but
kinetic sculpture, it takes maintenance. So when someone says, ‘can you guarantee it’s going
to work for four months?’ is like yeah, it’s like me saying your car is going to start tomorrow.
It should start, the battery should work, the tires should have air in them, there should be oil
in the engine, there should be gas in the tank, but | can’t guarantee it. | mean there are so
many things that could go wrong.The cool thing is, when you turn the key and it starts, and
you go for a ride and everything works, you're stoked. Same thing with these kinds of kinetic
sculptures, | rigorously test them and build them to last, | mean, | want them to work, that’s
part of the experience. So | run them and build them strong, and | put my all into them, and
even more so, because with a car, you have a team of people that put it together and keep it
running.With my artwork, | am one man, | don’t have a team. | have zero budget, and I'll make
damn sure that magic happens.

2010 SECA Art Award: Mauricio Ancalmo, Colter
Jacobsen, Ruth Laskey, Kamau Amu Patton
&
Fifty Years of Bay Area Art: The SECA Awards

opens: December 9th 201 | at SF MOMA

[Disclosure: Andrew McClintock and Gregory Ito are honorary 201 | SECA Members]

Dualing Pianos: Agapé Agape in D Minor, 201 |, Mixed media,Variable dimensions.
Image courtesy of the artist and Eli Ridgway Gallery Installation View of Bay Area Now 6 at the Yerba
Buena Center for the Arts.
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This year marks the 20 anniversary of the Catharine Clark Gallery. Known for its unwavering
commitment to contemporary art and new media, this local art community icon has grown
up in San Francisco over the last two decades.What began as a shared studio space in Hayes
Valley, a temporary project meant to last a few short months evolved into an acclaimed
gallery of significant influence nestled in the heart of the museum district, South of Market.
To help celebrate its 20th birthday, we sat down with gallery owner and San Francisco native,
Catharine Clark, to discuss the evolution of the gallery, new media and the contemporary
art world.

Can you tell me a bit about the history of the gallery? How has the vision
changed over time? And how has your audience changed?

“The vision has certainly evolved and matured over time. But my commitment to the artists is
deep, so there has been a real consistency of vision since the beginning. I'm really clear about
what | like. Fashion ebbs and flows and sometimes we're fashionable and sometimes not.”

“Our commitment initially began with what we could afford and what we could afford was
to work with local artists. The idea of ‘emerging and local’ appealed to me because we were
emerging and local then. I still value that, but the artists we work with are now mid-career and
established. These artists show regularly in museums and are collected by institutions. They
have major publications out on their work. We're not an emerging artist gallery anymore.The
artists have grown up and so have we, and it’s happened really organically.”

For Catharine Clark, that consistency of vision is the cornerstone of the gallery. Her roster of artists,
including Ed Osborn, Travis Somerville, Sandow Birk, Al Farrow and Walter Robinson have shown with
Catharine Clark Gallery since the early days.“It’s sort of like growing up with siblings,” says Clark, who
opened the first incarnation of the gallery in 1991 in Hayes Valley before the neighborhood would
become the chic, fashionable district that it is today. After four years, the gallery moved downtown to
49 Geary, an established gallery hub.The move sparked skepticism from critics who felt the downtown
location was too corporate compared to the formerly gritty streets of Hayes Valley. 49 Geary provided
established audiences, but was often criticized for being like a shopping mall of galleries, a one-stop
shop for art browsing. Despite criticism, Catharine Clark Gallery had become established enough
to retain its own audience, an audience that would continue to grow over the next twelve years. In
the spring of 2007, the gallery relocated to its current home at 150 Minna, a ground floor exhibition
space in the South of Market district of San Francisco with prestigious neighbors like YBCA and
SFMOMA.

Installation view of leonardogillesfleur solo exhibition "SNOWBALL" (201 1) at 150 Minna Street.

The historic space, originally used to sell tractors in the 1940s, was renovated with the help of
designer Tim Campbell who helped “retain aesthetic visual nods to the history of the space while
updating it for contemporary use,” says Clark. One of the most striking architectural elements of the
sun soaked space is the enormous, glass, roll-up garage door. Not only is the door an homage to the
history of the building, but also highly functional for placing large installations or opening the space
for events. According to Clark, the move out of a gallery building and into an independent space also
changes the context in which visitors experience the work.

“We have a relationship with what'’s going on directly in the street. There are those artists
who are really interested in the dialogue with the audience. Less about an elite group of
collectors and more about how the public is responding to what they’re communicating
through the work.And some of the work is very specifically engaged with the community like
Anthony Discenza or Packard Jennings.”

“The nice thing here is that | know when visitors do come in to see a show, it’s a choice
they’re making that is less obligatory based on being in the building and more because they're
making a choice to enter and see the particular exhibition. | feel like those relationships
have really grown. An unexpected benefit of moving into a museum district was the new
relationship with the art community. For me there’s something really rewarding about being
part of a community in that way. | love that this is a place where people choose to come and
spend their lunch hour or to learn something, and the random conversation that happens
when someone stumbles upon something. Artists can engage outside the space (or near the
space) which couldn’t happen otherwise.”

The media room at the gallery really sets your space apart. How did the
idea come about? Can you tell me about the history of the media room as
integral to the gallery?

“We do have a commitment to showing new media. The decision to do it [in 2002, at 49
Geary] was less about bringing attention to a particular way of working and more about
looking at the artists | was showing in my program and saying,‘Oh, I'm showing a lot of artists
that work with video and new media.And we have an opportunity to do a build out. Maybe it
makes sense to create a space where the possibilities to show the work are better! It came
from looking within rather than without, but it really came from the artists.WWe’ve shown Ed
Osborn since day one practically, and he was working with sound, video and digital media
early on.We created a context for that even when we didn’t have a media program. Having a
media room now allows for a controlled viewing space that houses the A/V equipment that
suits the needs of a lot of video artists.”
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Catharine Clark with Gianna Carotenuto at the opening of the first exhibition at the gallery’s 49
Geary location in 1995. Paintings by Sandow Birk.

“It was really important to me that if we showed that work, we showed it to the best of our
ability. In the same way, when we show a painting, we take great care to giving it proper lighting
and make sure the walls are pristine and make sure to take great care hanging it. And, a digital
driven project deserves the same attention. | couldn’t really do that in Hayes Valley and the
gallery at 49 Geary was a rough draft.”

Clark took what she learned from the first draft of the media setup at 49 Geary and developed a
plan for the top notch version of the media room at the gallery’s current location. Her continuing
education about exhibiting new media and changing technology came directly from speaking to the
artists themselves. She learned a great deal from conversations with the new media artists in her
program about what they needed and recommended for the space. Carpeting to absorb sound, room-
darkening curtains to control light and a high quality screen for artists that prefer to shoot in HD all
enhance the viewing experience.

What about showing new media work at art fairs? Isn’t that particularly
challenging?

“A lot of gallerists weigh in very differently. I've spoken to gallerists that feel that showing
new media at fairs is a complete waste. But, I've found that most of my sales of video work
come from showing them at art fairs. Which is interesting because it’s probably the most
compromised way in which to consume that work. Maybe having a media room, in terms of
commercial liability of the work, actually creates a problem because as a collector, you might
think if you don’t have this particular setup, you can’t own the work. But at a fair, if I'm showing
it on a monitor, everyone who has a TV can relate to that. San Francisco is a relatively small
city and so the number of people who actively collect new media or video is by extension, a
small group of people. It’s really a benefit to the artist to take the work to fairs.”

Let’s talk a bit about pop ups. You started a pop up location in NYC in
2009. Now, the pop up model of museums and galleries is becoming more
commonplace. Can you speak to the importance of temporality and access
to new publics in today’s market?

“Like a lot of good ideas, the pop up idea wasn’t mine. It landed in my lap.The thing about good
ideas is realizing when they're in front of you and taking advantage of them. So it’s more about
recognizing opportunity. The recession has hurt and continues to hurt the art community.
But, there are some good things that come out of difficulty. My brother used to live in an
apartment in Chelsea and used to hold drawing salons. | really liked the intimacy of showing
work in that environment. So, when he moved, | took over his lease to use as an exhibition
space.And, you know, this is not a new idea.The history of making art is the history of salons,
which is, essentially, people showing things in their living rooms. I'm not suggesting there’s
something innovative about it. But the opportunity was in front of me and it just made sense
to take advantage of it

“The objective isn’t long term, to have a space where | continue to do this in New York. I'm
not interested in a bi-coastal presence in a long term way. The model is really exportable. |
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could do it in L.A. or Houston or wherever. So it’s a really different way of framing it. In the
last couple of years, I've seen a great number of New York based artists lose their gallery
representation because of the economy. Another benefit of the pop up is that it’s a way to
reconnect some of those NYC artists with the very art scene that they're in”

What are the important trends that you see happening in contemporary
art? What are the shifts taking place in the contemporary art scene, both
in San Francisco and globally?

“San Francisco is under celebrated for the cultural contribution that it makes to the larger
cultural picture. And I've never quite understood that. | think we can trace the source of a
lot of the genesis of new ideas or new ways of working to this region and yet somehow the
celebration of that is lost from its very community. Over the last few years we’re starting to see
the emergence of artists practicing within the realm of relational aesthetics and community
based projects, all of which | think are really important. | see artists all over the country
working in these ways and | feel like a lot of the roots of those concerns come specifically out
of this region. One of the things | thought was really interesting about the Venice Biennale this
year was how many of the exhibitions seemed to be talking about collaboration, community,
hybridity and a lot of performance and reference to performance. These ideas are not new.
But the way artists are approaching them is new and a response to the particular time in
which we're living”

“Some of those social concerns have been really absent from the art world for some time.
When | first started in the business, people only cared about abstraction, which | found really
limiting. And | think those things are changing. Having the very community that rejected the
work | was showing initially because it didn’t fit in with where the art world was at that
moment to then come around and embrace it. I've laughed a lot about this with the artists |
show.Their work has not changed that much, but the world has changed.”

Thanks to a collector base that Clark describes as “hugely supportive and creative and open,” the
gallery is able to continue on in San Francisco despite the grim economic outlook. So what can we
look forward to in the future from Catharine Clark Gallery?

“For the fair were doing here in May, we're looking at artists who are directly quoting from historic
precedents and we've decided to expand on that for the fair we're doing in October in Houston (Texas
Contemporary) and we're going to be showing video artists, Chris Doyle and Nicholas and Sheila Pye.
The pieces they've created are direct quotes from the artists who’ve come before them. That may
seem like a postmodern trope that you see mostly in painting, but part of what | think is interesting
is how we understand that with video.” For those of you New Yorkers curious about the next pop up
exhibit in Chelsea; it takes place in November and features the work of Walter Robinson.
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Catharine with her daughter Lilah in 1999.Artwork by Lisa Kokin.
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Installation view of Anthony Discenza solo exhibition “Everything Will Probably Work Out Ok” (2010) Reception for Al Farrow “New Reliquaries” and Sandow Birk “American Qur’an” (201 1).“Bombed
at Catharine Clark Gallery’s pop-up gallery in New York. Mosque” (2010-11) in the foreground.
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Director of Ratio 3 Gallery
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Barry McGee, Installation Image: A Moment for Reflection: New Work by Lydia Fon, 2008,
Ratio 3,SF, Courtesy of Ratio 3
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Tell us some history about yourself before your new position at Ratio 3.

| moved to SF from Seattle in 2008 after working in the gallery setting for a few years. My
goal at that time was to open a contemporary art gallery, Baer Ridgway Exhibitions with my
friend and business partner, Eli Ridgway. Starting off in SF, | didn’t know many artists or art
patrons in the Bay Area. Surprisingly enough, | think this worked to my advantage;| had a clean
slate approach to directing a new gallery program so | was able to develop new relationships
based on my personal interests rather than preconceived notions, expectations, politics or
the status quo.

I quickly found myself representing artists that | really believed in and enjoyed working with.
| was really proud of the program at Baer Ridgway and | still feel very close to its core group
of artists and collectors. Nevertheless, earlier this year, | felt | had to take a leap of faith
and go in a different direction. So | left the gallery under amicable terms in pursuit of new
opportunities.

How did your relationship with Chris Perez [Owner of Ratio 3] begin?

| first met Chris Perez at an art fair in Portland in 2005. I've respected Ratio 3 as one of
the most exciting contemporary programs in the country. The Ratio 3 program is one that
| always strived to be like through my own projects and gallery programming. Over the past
couple of years I've enjoyed getting to know Chris, he is a smart businessman with a great
eye for talent.

Chris and | began to have discussions about how | could help Ratio 3 this past summer.. |
am thrilled to be here, there is endless potential in this gallery. In time | plan to infuse my
interests and skill set into the gallery program in order to help the gallery make the transition
from a young business into an internationally established program.

Ratio 3 has very unique programming and has been a focal point in the
San Francisco art community. How would you describe the programming?
Ratio 3's program is un-wavering and un-compromised. Smart. Ratio 3 simply shows
good work. What Chris has done with Ratio 3 is really quite remarkable. He started his
business humbly in his Mission neighborhood Victorian apartment in 2004 and let it grow
in to a powerful program which now occupies a 3000 sq. ft warehouse and represents a
well respected group of artists. The space itself fits in so well with its gritty inner-Mission
neighborhood vibe. A blend of old and new with its worn, barn-like wood floors that meet
the expansive gallery spaces of tall white walls. The space is perfectly compatible to hosting
any variety of exhibitions without being too glamorous.

The gallery represents a talented group of emerging and mid-career artists. Many of the
represented artists have exhibited in the best museums, galleries, and art fairs around the
world. The gallery holds a close, long term relationship with the most notable artist of the
Bay Area Mission School aesthetic, Barry McGee. In addition, Ratio 3 represents a new wave
of Bay Area talent that is finding international recognition and critical acclaim. Perhaps still
considered emerging, the works of Ruth Laskey, Mitzi Peterson, Jonathan Runcio and Jordan
Kantor push their respective media and concepts into newly charted territories and are the
ones to watch.

Along with exhibiting strong local work, the program remains interesting and relevant through
its commitment to artists that live outside the Bay Area and abroad. This helps set R3 apart
from other emerging art galleries who tend to focus on what is in their home town. The
gallery’s international presence through its artists and art fair exhibitions will keep me on my
toes.

ON MONEY,
OF ADMINISTRATION

ONMANAGEMENT

"Ratio 3's program is un-wavering
and un-compromised. Smart. Ratio
3 simply shows good work. What
Chris [Perez] has done with Ratio
3 is really quite remarkable.”

In just a short time here, my horizons have expanded tremendously. The extended group of
colleagues, collectors and curators who support the Ratio 3 keep things fresh and exciting.
There is a constant flow of inquiry, projects and proposals happening here. | am often speaking
with people living half way around the world - | just got off the phone with a collector in Israel
interested in Miriam Bohm. Earlier today was working on an acquisition of Ruth Laskey’s
work to a collectors group in France. Other tasks today include reviewing a contract for
a public art commission in Indianapolis and learning how to transfer an Ara Peterson video
to an archival Beta Master tape for a private collection archive. | find this job to be quite
dynamic, mixing art, business, education, technology and travel. In 2011/2012 the gallery will
exhibit in two European art fairs, one in Japan, Miami, New York and Los Angeles.

That’s quite a long list of fairs Ratio 3 is attending. Can you tell us more
about the significance of fairs in the art world and their role of the
progression in an artist’s career?

Stronger fairs like Frieze, Basel, The Armory NY, or one of my favorites - N.A.D.A,, can be
crucial for the progression of an artist’s career and the gallery itself. These are business to
consumer events that help galleries develop one on one, face to face dialog with audiences
that they normally don’t have access to. There are few substitutes for that kind of exposure.

The more prestigious fairs will draw a critical audience that is not only composed of
collectors but also institutional curators who can be an incredibly valuable asset to the fair
environment. Like galleries, Curators can be taste makers for collections and they help the
gallery promote the artist though further exhibition opportunities.

Participating in fairs is a real commitment for galleries. Moving your business around the
world for a weekend requires a lot of leg work and financial risk but when done well this can
result in great rewards.

Which artists are you most excited to work with at Ratio 3?

Since my arrival in September, I've been soaking up as much information as possible on all the
artists. | am excited about each artist for different reasons. I've enjoyed working with Ari
Marcopoulos who opened his first solo show at R3 the week | arrived. But as a strategy with
Chris, | will be working closely with the younger more “emerging” artists while Chris focuses
on some of the more established. | am really excited to work with artists like Jonathan
Runcio, Jordan Kantor, Lutz Bacher, Takeshi Murata and Ruth Laskey. Laskey is one of two
Americans included in the Lyon Biennial this fall/winter, the other being John Cage. Laskey
is a winner of the SFMOMA’s 2010 SECA award and we are directing her work towards
important collections and exhibition opportunities.

TOLERATED,
AS UNFORTUNATE
EXCESSES

Geof Oppenheimer, Installation image: Social Failure and Black Signs, 2010, Pigment print; Suite of five, 34 x 24.8 inches each,

Edition Of 3, Courtesy of Ratio 3
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You have worked in publishing before, are you planning on continuing this
practice at Ratio 3?

Not immediately. My main focus is curating and promoting work. Thankfully we live in an area
where there are so many great publishers and publishing projects to investigate.While | love
the collaborative spirit of publishing, it requires a huge investment of time and money so | have
to keep my romantic aspirations of prolific publishing in check for now.

The Mission is a very vibrant community, how has your experience been?
The Mission keeps me on my toes.You never know what you’ll come across from one street
to the next. | really enjoy working in the city, getting my fill of arts and culture and then
retreating to my home in Mill Valley where my wife and | live with our two hound doggies.

The alley way that Ratio 3 resides on has some very special characteristics.
Do you have any interesting stories for people about your experiences on
Stevenson Street?

We reside in a location flanked by incredible variety. It is the ultimate synthesis of an urban
jungle. The gallery occupies an old turn of the 20th century barn space, with residential
units above and to each side.Within one block of us is a church, a bar, an elementary school,
multiple cultural centers, pop-up flea markets, the old SF Armory-now a kinky porn video
headquarters,a motor cycle repair shop, two pot clubs and a new high rise condo unit under
construction. [f that isn’t enough to distract you, try not to break a sweat as you pass the
wolves chained up on the sidewalk just feet from our front door.

With you new position, what do you have planned for the people who
follow the Ratio 3 program? Are you going to bring anything new or make
any changes to the gallery or curatorial program?

This is a question best answered with time. The artists of Ratio 3 are all coming into their
mid-careers and properly supporting the needs of 12-15 mid-career artists is a big job. As
more and more of the artists are invited to exhibit in museums and galleries around the
world, we want to be there to support them and Chris can’t be in two places at one time so
we are going to divide and conquer.

What can we look forward to at Ratio 3 for the rest of 2011? What should
we expect in 2012?

Check out our show with Geof Oppenheimer this fall. | am anticipating great things from our
spring schedule with Colter Jacobson, Jonathan Runcio and Miriam Béhm followed by Mitzi
Peterson next fall. Come by and say “hi” anytime.
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Ari Marcopoulos
Renunciation, 201 |
Pigment print

59 x 30 inches
Edition of 3
Courtesy of Ratio 3

Geof Oppenheimer
Anthems (still), 201 |
HD Video; TRT 0:04:22
Edition of 3

tesy of Ratio 3
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Tom Marioni, The Hand of the Artist

h.'l_'l:!

This is the firstin a series of questions on conceptual
art or art world complaints that I will try to answer.

1 will start by laying out some definitions.

Who is an artist? All people declaring themselves artists
are artists.

What is art? Art is anything done well, and by well |
mean great like corn on the cob cooked to the moment of
perfection. There are artists in every field, even con artists.

What is conceptual art? Conceptual art starts with an
idea and is realized in whatever medium is best for the idea.
A conceptual artist is not defined by medium, like a fiber
artist, video artist, painter, printmaker etc. A conceptual
artist is free to work in any medium except painting. For
500 years painting was an intellectual activity and sculpture
was decoration for architecture or religious figures. That all
changed with minimal and conceptual art.

Now, my answers to your questions.

**Why does so much conceptual art-inspired
work visible these days serve as a mere one-line joke, rather
than exploring or provoking what lies beneath the surface?
Chris

--Maybe you are thinking of neo-conceptual
art. It takes an already stated idea and restates it using the
material of the early conceptual artists like systems using
video, photography, words, installation, etc. Neo-conceptual
art has the look of conceptual art but usually does not
have an original idea. The whole point of the conceptual art
movement of the late ‘60s was that idea was original. Any art
movement in a second or third generation becomes more
decorative and theatrical and maybe a one-line joke.

**Everyone’s a critic. ' Why ‘can’t' peopte-just enjoy
and get what they get from the world without trying to tear
stuff down. Let the future sort everything out. What if the
cave-people in Lascaux said, “l like that horse, but I'm not
feeling those buffalo™?

Daniel Konhauser
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---Can’t we all get along? I'm with you; my advice is to
be nice to everyone because someday they might be on a
committee to give you money.

**1s it fair to assume that all art in all mediums can be
labeled “conceptual art” since all current dialogues sound
conceptual? Is it “hip” to think that might be the case?

Dan Max

Marshal McLuhan said, “Art is anything you can get
away with.” Today and for the last 30 years everyone can call
themselves artists. Polaroid made everyone a photographer;
Sony made everyone a recording artist. The word “artist”
is tacked onto every profession: recording artist for singer,
fabric artist for designer, glass artist for glass blower. An
interior decorator has become an installation artist. As for
conceptual art, people without any technical skill can call
themselves conceptual artists. There is no “hip” today; there
is no more avant garde, because everything is out there all
at once. (Maybe making an illuminated manuscript is hip.)
Painting can be conceptual art if you call it a project and not a
quaint | 9th-century pictorial art that refers to the past. Some
painters claim that paintings are objects and only about paint.

**Does an artist respect someone more or less if
the person can summon up the nerve to say to the artist,* |
just don’t get it?”

---1f you get the mood of the work you get most
of it. You can say there are clues there and a title to go
by, like in a mystery story. When | look in a microscope |
see an abstract painting and when a scientist looks in the
same microscope he might see a cure for cancer. Sometimes
people don’t know what they are looking at. The unfamiliar
can be invisible as art.

**Is it ever possible to acknowledge any quality
difference between the work of an artist and the work of
a master (say, one’s friend vs. Rembrandt) and still maintain
the friendship?

---You could say to your friend,“l see you like Rembrandt
alot.

**What is the artist’s polite response when a viewer
of the work says;“You know | did something like that once?”
Leah Garchik

-=You could say, “l would like to hear about it”” But
there’s no polite response.

*1’m an art writer, and my girlfriend complains that
when | use words like “rubric,” it confuses her. Do | pursue
art on my own terms, or should | take relationship pressure
(and clarity) into consideration?

Anonymous West Bay Cultural Worker

---A student once said that he didn’t much care for
rubrics because “if you get something wrong, your teacher
can prove you knew what you were supposed to do.” You
might read Sol LeWitt's “Sentences on Conceptual Art” from
1967.

**What counts as art and who decides?

---In the 15th century the church decided what was
art. In the 1940s and ‘50s art critics like Clement Greenberg
decided what was art. In the ‘60s art galleries, together with
art magazines, decided. In the ‘70s artists decided. In the ‘80s
collectors decided. And now art museums decide what is
art.A prominent San Francisco gallerist said he recognizes a
work of art by the price tag.

**Where in our brain is art?
Frances Valesco

===It’s on the left side of a man’s brain and on the right
side of a woman’s brain. Male artists (except Richard Serra)
express their female side and female artists express their
male side.

**What is Social Sculpture and what is its origin?
Edward Hudseth

-=-In 1972 at the Documenta exhibition in Kassel,
Germany, Joseph Beuys presented his Free University and
called it Social Sculpture. He lectured with a blackboard and
performed teaching demonstrations during the run of the
exhibition. Today the term is used to refer to social situations
in an art context.A book called Relational Esthetics by Nicolas
Bourriaud defined the movement in 2002 and apologized to
me in 2006 for not including my work “The Act of Drinking
Beer with Friends is the Highest Form of Art” 1970 because
“it happened too long ago.”

Submission guidelines for next
Art Etiquette column in table
of contents.

Tom Marioni is a man about town , Guggenheim Fellow,
the Founder of Museum of Conceptual Art 1970-1984,
and exhibites internationally.



Celebrating Art and History in the Bay Area:
A talk with co-founder Anne Brodzky of Meridian Center of the Arts

Written by: Charlotte Miller

Portrait: Danny Benitiez
(Meridian intern)Untitled Portrait, pencil on paper

Housed in the former home of infamous madam of the Barbary Coast, Tessie Wall
and her husband Frank Deroux, Meridian Center for the Arts has been a prominent figure
in enriching cultural diversity in the Bay Area art scene since the late 1980’s. Dedicated to
creating a platform for breaking down cultural, economic, and geographical barriers through
interdisciplinary artistic practice, founders Anne Brodsky and her husband Anthony Williams
started, The Society for Art Publications of the Americas (SAPA), a non-profit organization in
1986.Through SAPA in the late 1980’s, Brodzky and her husband, held lectures and programs
at the Asian Art Museum and the San Francisco Art Institute, focused on art, architecture,
native and non-western art.

Interwoven into the fabric of arts community in San Francisco for the last 21 years,
Brodsky and Williams furthered their vision by starting a gallery committed to the explora-
tion of how contemporary art functions in relationship to all of the America’s in1989.Titling
the gallery “Meridian” references geographical and cross-cultural concerns.The start of SAPA
and Meridian Gallery is rooted in the movement in late 1980’s as a time of bourgeoning di-
versity in the arts in San Francisco and a decade in which artists were looking for an outlet to
showcase their work. With the help of then curator of SFMOMA's “MIX” program, Rolando
Castellon, Meridian Gallery opened is doors in the summer of 1989 with an exhibition called
Drawings from the Fourth World. This exhibition, which included the work of seven Bay Area
artists from seven cultures and ethnicities, set the stage for the focus of SAPA and Meridian
Gallery as a center for interdisciplinary art practices such music, film, poetry, dance, and fine
art. SAPA and Meridian Gallery became a place in which underrepresented artists were given
a voice.

On the principle of breaking down the divide between communities, the offshoot
Meridian Intern Program formed in 1996. This paid internship program enables teens from
low-income, underrepresented, and minority communities the opportunity to intern at the
Meridian Center for the Arts. Helping with everything from the daily operations of the gallery,
to working with professional interdisciplinary artists, approximately 34 interns each year are
given a hands-on education in the arts.The Meridian Intern Program embodies the core mis-
sion of the Meridian Center for the Arts as a platform from overcoming cross-cultural and
cross-economic divides.

Through SAPA, Meridian Gallery, Meridian Intern Program, and other offshoots
such as Meridian Dance and Meridian Music, Meridian Center for the Arts has been at the
forefront of change through art. In order to raise funds for the continuing success of this
organization, Meridian Center for the Arts is celebrating the 100* anniversary of their historic
home, the Perine Mansion located at 535 Powell Street. The renowned architect Conrad Me-
ussdorffer built the Perine Mansion, named after its original owner, in 191 1. Meussdorffer is
also known for the Tamalpais tower on Hyde Street. The Perine Mansion holds significance in
the history of San Francisco, as it was the home of Tessie Wall, a famous madam, and her hus-
band, Frank Deroux, a tenderloin gambler, political boss, and sporting-house proprietor. Wall
and Deroux were known for having a tumultuous relationship, which turned violent when

Wall shot Deroux in a San Francisco alley in broad daylight. Deroux survived and refused
to press charges. In response to why she shot her husband, Wall famously said, “I shot him
because | love him. Damn him.” The Perine Mansion is a landmark in San Francisco as it tells
not only the story of Tessie Wall and Frank Deroux, but influences the art and artists working
with Meridian Center for the Arts.

2011 marks the 100* year anniversary of the Perine Mansion commemorated by
House at 100:Arts Festival and Gala. House at 100:Arts Festival and Gala celebrates the his-
tory of the home of Meridian Center for the Arts its 21 years in San Francisco. “House at
100” (September 24- November 26,201 1) is a two-month long arts festival comprised of film,
scholarly discourse, avant-garde dance, theatre and sound. Public programming for “House
at 100" uses the social and political history of the Perine Mansion as a stage in which to
explore San Francisco at beginning of the 20% century. House at 100 will culminate in a one
night fundraising gala on November 12, starting at 7pm, called LOVE AND BULLETS: A San
Francisco Love Story.An evening in which to explore historic San Francisco as well as support
the Meridian Center for the Arts, the gala will feature three floors of art, music, performance,
costume, and architecture all derived from early 1900’s. Guests will be served historic liba-
tions such as food, music, and drink that were in vogue 1911 San Francisco.

On all three floors of Perine Mansion, performances and lectures will take place
throughout the evening aimed to transport guests back to the era of Tessie Wall and Frank
Deroux.A lecture and exhibition by costume historian Erin Alego, titled “Overdress and Un-
dress in the Working Life of Tessie Wall”, in which Alego will discuss the clothing and lingerie
that Tessie and her girls would have worn in 191 1. Dance duo Christy Cote and Darren Lees,
will perform a tango in order to remember the introduction of Tango to San Francisco in the
early 1900’s.The musical host of the evening will be multi-instrumentalist, Freddi Prince later
joined by Allison Lovey to perform songs of the era. Music will also include, a performance by
Russian jazz vocalist, Anya Malkiel accompanied by Walter Bankovitch and Ken Okada; ehru
by Nevin Tang; and the debut of Meridian Xings a twelve instrumentalist musical happening
by Soren Kjaergaard, recent Meridian composer in residence. LOVE AND BULLETS: A San
Francisco Love Story will in no doubt be a celebration completely from the early 1900’s set-
ting this gala apart.

From its start in 1986 to today, Meridian Center for the Arts has been a vital part
of the artistic community in San Francisco. Anne Brodzky and Anthony William’s vision for
creating a platform for the artistic voice has enabled over 500 teens and counting the oppor-
tunity for arts education, as well as undoubtedly touched the lives of many in their 21 years
of operation.Whether a seasoned member of the Meridian Center for the Arts community,
or a first time attendee, House at 100: Arts Festival and Gala is an excellent opportunity to
explore and celebrate history and art in San Francisco.
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“Inside a small garage on Speedway Avenue, | stood on the rear bumper of a Volkswagen. I'lay on my back over the rear section of the car, stretching
my arms onto the roof. Nails were driven through my palms into the roof of the car. The garage door was opened and-the car was pushed half-way out
into Speedway. Screaming for me, the engine was run at full speed for two minutes. After two minutes, the engine was turned off and the car pushed
back into the garage. The door was closed.”

P Trans-fixed, Chris Burden, April 23, 1974, Venice, California



One of your first noted pieces created during your undergrad at Pomona
College was a large outdoor sculpture that because of its physical nature
ended up becoming interactive - can you please talk about this and if
that helped point you towards starting more performative based works?
The large outdoor sculptures were objects that people interacted with. | realized that the
outdoor sculptures didn’t need to be that big to work, or to be part of a process, or to make
an object that made you make an artwork. | didn’t need to make them that big to be clear
about what | was trying to say...well | went from the outdoor sculptures | did in my under-
graduate years to the graduate school exercise pieces, which were apparatuses that you had
to use. Physically using the apparatus was the art. It was part of a long process, and ultimately
when | did Five Day Locker Piece, | realized | didn’t have to make an object to do an action or
a performance. | could actually use an already made object.

And just insert yourself into a situation with the object
That was a big breakthrough because the objects that | made that were the catalyst to these
physical activities.

Right, the Apparatus pieces?
Yes, those things became problematic because they were pretty nicely crafted, and people
thought they were the artwork.When in fact, they weren’t.

Because it was more about the actual action in the performance?
Yes, those things were just the objects that enabled you to experience the artwork.

So, moving forward towards Five Day Locker Piece, was there an ‘a-ha’
moment where you’re like “I’m going to lock myself in a locker for....”
Well | had done this work at a place called F Space before then, called Being Photographed:
Looking Out, Looking In and it was a three-part sort of installation. F Space was an industrial
space in Santa Ana. Everybody who came in the gallery door was photographed, so there was
a Polaroid picture of everyone who walked in the front door to see the show. In the middle
of the space there was a platform that was made by two by fours and hung from chains about
18 inches from the ceiling. | had cut a hole in the roof and there was a scope with a metal
eyepiece. You could climb a ladder and get on this wiggly platform, and lie on your back and
look through the scope and you would see nothing but sky. So if a cloud went racing by, you
would have this weird sensation of speed because that was your only reference. So that was
the looking out.And these industrial units had these little bathrooms in the back corner with
a sink and a little toilet. | sat in the bathroom, on the toilet seat cover, and in the door was a
fish eye lens that was flipped around, so they could see me, but | couldn’t see them. So that
was the looking in. | think in some ways that installation pre-dates...well, | did make the plat-
form and stuff, but using the bathroom as a container was | think a predecessor to Five Day
Locker Piece. In Five Day Locker Piece there was an ‘a-ha’ moment because | kept going back to
the graduate galleries and looking at the space and thinking about being in a box and then |
saw to the side, there was sort of a partition wall, which was originally a classroom, with an
alcove with a bunch of lockers.And | went,That’s it. Use the lockers, don’t make a box. | had
solved the problem of people confusing the apparatuses of the exercise pieces as actual art
objects. The apparatus was simply a tool that enabled you to execute the particular motion.
The viewer executing the motion was the artwork, not the apparatus that enabled you to do
it. So, to use a pre-made box instead of making one was a big breakthrough.

So it seems like you continued that with White Light/White Heat where it
was more than just making complex objects?

Yeah, but | did construct that platform.That was a construction. That was not originally part
of the gallery, this high platform in the corner of the gallery.

But at the same time, it was a simpler construction compared to previous
works from undergrad and early grad school.

Yeah, | think you're right.Although when | thought about it, | thought people might think it was
minimal art or some Robert Irwin, with light in the corner.

How did you feel about this interaction with the viewers, with the audi-
ence during these two isolation performances?

They were different. Five Day Locker Piece—people would come and talk, with the locker, like a
confessional. | wouldn’t talk back, but they knew | was in there, or they believed | was in there.
White Light/White Heat - people would come visit the gallery and | could hear them talking, |
could kind of feel their energy,and | could also hear the staff during the day. | told my friends
to come in and visit me and tell me stories, tell me what they did, but | wouldn’t be able to
talk back to them. Five Day Locker Piece was done in this relatively hidden graduate student art
gallery on the UCI Campus, tucked away in some classrooms. But White Light/White Heat at
the Ronald Feldman Gallery was on 74™ Street in Manhattan, with a lot of foot traffic. It was a
more public space, UCI was more intimate. None of my friends were really able to come and
talk to a shelf (laughs); it’s very hard to do.The interaction with the public was different there.
The only person who was able to have a direct conversation with me was the gallery owner,
Ronald Feldman. He would come in and give me a 5 o’clock daily report of who had been in.
Even though | didn’t talk to them, | could feel the people’s energy. Half of the people didn’t
believe that | was really there. | guess what I'm getting at is that it was a busy day and at the
end of the day | was tired. Which was weird. | was basically in some sense, an audio voyeur.

So early documentation of your performances are very raw. It seems like
the descriptions you write; in an almost narrative sense give more insight
to the piece. Was this part of it? Or was that the documentation an after-
thought?

Apparatus Sculpture, Chris Burden, 1969-70.

No, the documentation was always part of the process. | did performances, | had them pho-
tographed, | had the photographs developed, and | would look at them and try to pick out
one iconic image. After the one iconic image was chosen, | would write just the facts in text.
That was intentional. | didn’t really want to get into what | was feeling, what | was thinking,
why, how does this connect to the greater cosmos. | also think that’s part of being trained as
a minimalist - to try to get to the essence, just a reporting of what happened.

Let’s talk about the Shoot piece, it seems that and Trans-fixed are two
of your more well known earlier performances. What was going through
your mind when you had that gun barrel kind of pointed at you?

Well, | was hoping he wouldn’t miss (laughs). | was trying to do this very structured clean,
precise thing.We had practiced some - he had practiced shooting near me,and | was trying to
get him just to graze my arm, to actually nick it. My fear was he would err on the side of safety
and would miss. But then it became kind of murky, if he misses - does he try again, is it over, is
that it? You know what | mean, it becomes...l don’t know, and | don’t have an answer to that
because it didn’t happen. (Laughs) | don’t know, we'll try again tomorrow night.

Were people in the audience shocked that he actually shot you?

Well, it was a small audience, there were people that knew me, and | had invited them. | think
they went along with the idea that he was going to be so precise that he would basically just
scratch my arm.That was the original construction of the performances; it wasn’t supposed
to be a bullet hole, it was supposed to be a scratch. Then there was this kind of weird ques-
tion - if you’re in combat and somebody grazes your scalp, are you shot? Technically, yes. So
that’s how | intended for it to be but of course it could have gone either way.And luckily he
didn’t miss. So that’s actually what | was thinking about, | hope this guy doesn’t miss (laughs).

1 mean that seems like an unnatural thought at that point.
Which is a weird, right? Because it’s contrary too. | was trying to make an artwork. If he
missed it was going to be worse than if he didn’t.

So, while you were getting your MFA from UC Irvine, you spent some time
up in San Francisco?
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Well, | met Tom Marioni and I'm not sure if | met him in San Francisco. | think | met him
through Barbara Smith. He had come down to Orange County to visit her, and we met. |
think at that point he invited me up to do something at his museum, and that’s when | did my
performance | Became a Secret Hippy.

So that piece was up at his Museum of Conceptual Art?
Right, his first museum.

Were you able to make any observations on how the scene was up here at
that time?

Well, it was of interest to me because | was doing performances and actions and met a whole
bunch of people up there that were of interest to me, artistically. Howard Fried, Terry Fox,
Paul Kos...A whole bunch of people.

Shoot, Chris Burden, F Space, Santa Ana, CA
November 19, 1971

So after that piece did you revisit up in San Francisco?

Yeah, | would come up periodically for different occasions. | taught up in San Francisco, at the
Art Institute for one semester. | did Fire Roll at the Museum of Conceptual in 1973, and both
my performances Sculpture in Three Parts, in 1974, and Garcon!, in 1976 at the Hansen-Fuller
Gallery. And you know I've done work with his current wife, at Crown Point Press. But, |
haven’t been up there lately.

Okay, so towards the close of the 70’s it seemed like a lot more people
were doing performance art and trying to be totally crazy and outrageous
in a who could top who environment. Is that one of the reasons why you
phased that work out in a sense and moved in a different direction?

No, it wasn’t about other people, really. It was more that I'd done so many performances,
and partially it was because of the press. It was just so outrageous. | almost didn’t do the
Trans-fixed piece, because | knew how it would be reinterpreted through mass media. In fact
there’s an article in OUI Magazine or something where they had a double page spread and
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Through the Night Softly, Chris Burden, September
most of them passersby. This piece was documented with alémm film.”

il 2 [ s, =
12, 1973, Main Street, Los Angeles, California “Holding my hands behind

my back, | crawled through fifty feet of broken glass. There were very few spectators,



I’'m on an orange bug. It’s an illustration, an artist’s concept. I'm one-handed, the car’s orange,
I've got a huge hand with a giant nail in it. So | already knew by the mid-70, that anything |
did that | thought was kind of clear and precise would be spun out of control by mass media.
So | already was thinking of doing other things and | think the B-Car was the beginning of a
big change in my work, because | went back to making things. | think a lot of the objects that
came after the performances were actually performative in themselves. The B-Car became in
some sense the surrogate for me.

It makes sense; it’s kind of like full circle.

In Big Wheel, the motorcycle is obviously performative. | do not physically have to operate
the motorcycle. It’s a performative work in a certain sense that someone has to get on the
motorcycle and drive it for it to happen.

So you’ve been represented by Gagosian Gallery since 1991, and I’ve al-
ways been very interested, you know they’ve put on some pretty amazing
shows. What’s the process of working with a gallery that’s able to facili-
tate the caliber of work that you’re trying to do? Compared to working
with other galleries what’s your experience with Gagosian?

It’s a big gallery and there are pluses and minuses.The pluses are they can help you realize big-
ger projects and provide a client base. The minus is you're competing with forty of fifty other
artists. But every gallery is different, galleries change, artist’s change. So working with Gagosian

Portrait: Andrew McClintock

has been fine, they’ve helped me realize a lot of things.A lot of things I've realized on my own.
Larry Gagosian has a vision, and he does do amazing projects. So if you can catch some of the
salmon swimming upstream, all the better. (laughs).

So moving on to pieces like What My Dad Gave Me, Beam Drop and The Fly-
ing Steamroller, they seem great because it seems like you’re having a lot
of fun with them. It’s kind of like the idea of every kid’s fantasy taken to
a whole new extreme.

Yeah, | see what you're saying. | don’t think | was fascinated with big trucks as a kid; | wasn’t a
truck nut or a construction nut and | didn’t build huge Erector sets or big Lego things. | had
a train set, but my Dad built most of it. | used to make things out of cardboard and stuff with
my brother.

But Is using those materials meant to kind of touch on kid’s fantasies?
Yeah, it is in a certain sense. Like, What My Dad Gave Me uses a million Erector parts. Of
course no kid is going to have a million Erector parts, right? They could fantasize about some-
thing like that but they just couldn’t carry it off. So it’s a little bit like fulfilling, not my childhood
fantasies, but every child’s fantasies. Which is different. Kid have great imaginations and great
fantasies, they just don’t have the skill set and the resources to pull off their fantasies. But
| do (laughs). It feels good, because it feels like 'm completing something that was left kind
of...the fantasy of the guy who invented the Erector Set, A.C. Gilbert created those metal
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construction kits after watching all those buildings go up in Manhattan. He wanted to devise
a toy building system that could mimic the excitement of seeing all these structures go up. |
used the Erector system, albeit | did reproduce the parts out of stainless steel, basically the
same mechanical system in a different metal, to build a toy building that is as tall as a five-story
building, it becomes very bizarre. It comes full circle, again.

So | wanted to ask you about subversive qualities in your work, especially
in Through the Night Softly and Poem for L.A. —if you were driven by any
political means just to try to speak out against the status quo?

Well, yeah. It’s important to put it in historical perspective because now everybody has access
to overindulge in media. But in those days, there were just basically the three major national
networks, some local stations and some education stations. It was very clear that the media
only came at you; you know what I'm saying? You were only a receiver; you couldn’t be a gen-
erator really. They had all the power, so how do you get on TV? | kept thinking about it and
| thought, ah yes, the good old American way. Just buy the time. If you buy the time, it’s your
time. | found out later that’s not entirely true, there are some rules and regulations. A private
individual cannot advertise on television, it’s an FCC law. But if there is a connection to a busi-
ness, of course you can, because you're advertising a product and it’s for commerce. So that
in a fact was a problem when | placed the first ad. | walked in and made an appointment with
a salesman and he said ‘Well you don’t have an account, so you have to pay in advance. So |
bought those minutes in advance and had this slot for a certain amount of money. At some
point they took my commercial off the air because the station manager saw it playing. | had
the fantastic joy of calling them up and telling them that they were in breach of contract and
| was going to sue their ass unless they did something about it. They thought about it a while
and then they played my commercial extra times to appease me. | have to say there was a
tremendous feeling, like a David and Goliath thing.The station manager fired the salesman that
took my money, you can’t take someone’s money and not deliver the goods, you know? So
that part of it became interesting to me, too.When | did some later commercials, such as Full
Financial Disclosure, | got smart and | went to a booking agent. If you go through the legitimate
channels, then you don’t have problems.

1 feel like even today, with all the violence we’re bombarded with, if one
saw a commercial with someone crawling through glass-

Yeah, it was abstract, you have to understand it was black and white, it wasn’t color. It was just
this weird thing. | don’t even think it looked like glass; it just looked like this strange abstrac-
tion. The glass reads like stars, and | was sort of rocking back and forth. | did another com-
mercial, Chris Burden Promo. Actually Tom Marioni told me if you ask any man on the street, five
names will come up as the best known artists. | made a commercial, and my name of course
is the last one. It said paid for by Chris Burden. | was trying to advertise myself to a museum
director’s conference in LA.Then | played it in New York and | don’t know how | justified it
there, but | bought commercial time on the Saturday Night Live show, like a regular sponsor.
For people who were watching SNL, they probably thought | was part of the show.

What year was that?

The late 70’s. So that was a funny crossover. It was subversive in a certain sense, but it was
fun. It was a great feeling of power; when | was driving around LA at night and you'd see this
ocean of lights and realize man, tens of thousands of people have seen my ad tonight and they
don’t have a choice. It’s a funny feeling. And people would come up to me after | did one. In
Poem for LA., people actually recognized me in the supermarket and would ask me what it was
about.That was a little scary.

1 could be wrong on quoting you on this or just paraphrasing what you
said...you’ve mentioned that you believe artists who were making cutting
edge art at the beginning of the last century, would have moved in the di-
rection of performance and conceptually driven work.

Well, | think | said that. I'm not sure that it's a 100% true, | think | said that because when |
would give lectures sometimes people would be really hostile and say how can you call this
art and what do you think you're doing, and how does this fit in with the grand traditions?
When it’s all said and done, | still think you can make cutting edge art using “safer mediums.”
| just think there’s a great sort of Diaspora of genres that artists can work in, but maybe not.
Maybe Picasso would not have made videos. But who knows? | certainly think the Dadaists
would have used new mediums. No question in my mind about that. Again | think | was just
trying to respond to super conservative talk show kind of conservatism.

In the art world?

No, in the real world. | was on a regular TV talk show and discussing my recent sculpture Beam
Drop, and getting questions like ‘how can you call what you do art? Art is the kind of work they
made in Renaissance times...that is real art’ Well maybe if those Renaissance guys were alive
today they would be dropping beams...who knows.

So you’ve been working on Metropolis Il for about four years now?
Yeah, actually my part is finished; it’s being reinstalled at the LA County Museum as we speak.
It should open sometime this late Fall.

It’s pretty fascinating how it captures the energy of a city because it’s so
large and involves all these miniature representations of transportation
and technology but they become real.

Well | think there are a couple things. It isn’t that large, there are much larger sculptures in the
world. In terms of a footprint it’s 20 by 30 feet, but it is a frenetic beehive of activity. The audio
level is really high because you have 1100 cars circulating through the system and |3 trains. It
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is also anxiety provoking to some extent, because of the audio level and the visual—you try
to watch anything and you can’t because it’s going so fast.You can’t watch one single car go
through the whole system. It’s the frenetic level activity and sound that actually produces a
certain level of anxiety and tension in the viewer.

You were a professor at UCLA for many years. But you left due to a con-
troversy with a student who was trying to do a performance.

It was a grad student who did a performance in another professor’s class. | was actually in
Europe. Basically, | wasn’t there so this is all hearsay. There was a class of about 30 students
and they were all supposed to do a performance, each one.They sat in a circle and one stu-
dent advised the others that his performance could be dangerous and that they should move
their chairs away from him. He took a gun, a handgun, a revolver, out of a paper bag, held up
two bullets, put one of them in the chamber, spun the chamber, held the gun to his head, and
cocked and pulled the trigger.And it didn’t go off. Then he ran outside into the dark—this was
at night—and the class heard the gun go off. The students were all freaked out because they
thought he committed suicide out there.| mean, nobody wanted to go out and see him.About
ten minutes later he came in and pandemonium broke loose. The students were hysterical
and crying, and they were happy he was alive.When | returned from Europe | got a call from
the Chairwoman of the Art Department and long story short, the university decided to not
throw the kid out of school. My wife and | said, you know what, we can’t work here anymore.
Because when you're school you have responsibilities. WWe're all in this community and there
are rules and regulations—I can’t swear, | can’t say that anybody’s hair is too curly, can’t abuse
staff, you know its part of civil university life. So if you want to do really extreme art, you
have to quit being a student. Go downtown to your loft and do whatever you want.You can’t
hide in the bosom of the university. So the fact that the University refused to expel the kid, |
thought you know, you guys are making a grievous error.They asked what did | expect since |
had done the performance Shoot? Well, | was not a student when | did Shoot.

But that’s not what it was about when you were doing it either.
No, and | say green and orange can be edgy. | think when you bring this up; | think you're al-
luding to the fact that there is different motivation now.

It’s sort of inherent in our society at this point.

Yeah, it’s sort of a trickle down of Jackass. People want to be famous for |5 minutes. And |
thought in a certain sense, this is actually abusive to me. So | didn’t teach there anymore. |
taught there long enough anyway. But it was more that the University basically defended the
student and blamed me.They didn’t come out and say it but it was obvious. They didn’t kick
him out, he said it was a wooden gun, he carved it and he lied. Everybody believed him.That’s
the story on that.

So | guess to wrap it up, your wife is also a well-established artist. Do you
two ever collaborate on any work?

We did and it was so disastrous.We did a piece together at 80 London Street in the early 80’s
or mid 80’s.Who's the critic up there, Kenneth Baker?

Yes.

He attributed the whole thing to me and she was never mentioned. We did a subsequent
piece in Los Angeles which was sort of a grand diversion of that, but we separated it com-
pletely. So she did her parts,and | built a lighting system that was generated with water.Again,
because | was a better-known artist, | got the review. So we just decided it was a bad idea, and
we don’t do that anymore.
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Metropolis II, 2010, Chris Burden
Three /2 hp DC motors with motor controllers, | 100 custom manufactured die-cast cars, |13 HO-scale train sets with controllers and tracks, steel, aluminum, shielded copper wire, copper sheet, brass, various
plastics, assorted woods and manufactured wood products, Legos, Lincoln Logs, Dado Cubes, glass, ceramic and natural stone tiles, acrylic and oil-base paints, rubber, sundry adhesives

The Big Wheel, 1979, Chris Burden, 3 ton, 8 foot diameter, cast iron flywheel powered by a 1968 Benelli 250 cc motorcycle
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AsTold to Paul Karlstrom Former
West Coast Director Archives of
American Art Smithsonian Institution

Introduced, Excerpted and Annotated
by John Held, Jr.

Introduction

This is the second part of a two-part article, the first having
appeared in the previous issue of San Francisco Arts Quarterly.
The first installment introduced Bay Area visual artists of
the Beat era by way of oral history interviews with Paul
Karlstrom, former West Coast Regional Director of the
Archives of American Art, Smithsonian Institution. For thirty
years (1973-2003), Karlstrom interviewed artists and
obtained their personal papers for the country’s foremost
depository of cultural artifacts. Through the interviews we
learned what motivated these young emerging artists, those
coming of age in the mid-Fifties, such as Bruce Conner
arriving from Wichita, and filmmaker Lawrence Jordan,
relocating from Denver, joining local artists like Jay DeFeo,
Joan Brown, Carlos Villa, and southern California transplants
Wally Hedrick, Wallace Berman and George Herms, among
a host of other painters and poets making the Bay Area
home.We also read of instructors Clyfford Still, Elmer
Bischoff, Claire Falkenstein and Hassel Smith of the Art Insti-
tute (then the California School of Fine Arts), who influ-
enced their student’s intellectual development along with
their technical prowess.

In this second installment the Beat aesthetic formed in
opposition to the prevailing consumer culture of the Fifties,
is codified by the national press, attracting increased positive
and negative attention.Years afterwards, the artists inter-
viewed reflect upon this earlier time, Jay De Feo describing
it as,“being bombarded by a bunch of exciting vibrations
that were coming from all sources.”

Ignored by the artistic establishment, Beat era artists
founded their own galleries in support of one another. Artist
run cooperatives of the Fifties paved the way for the
alternative art spaces of the Seventies, which proliferated in
the Bay Area and around the country. Beat galleries such as
King Ubu, The Six, Spatsa, Semina, Batman and Dilexi will be
the subject of an Ever Gold exhibition, Beat by the Bay, in
December 201 1.

Citing growing harassment by local authorities, increased
family obligations, and sensing that an era had evaporated,
the beginning of the Sixties forged new artistic paths,
directly impacting the next stage of San Francisco cultural
heritage - the rise of the Hippies and the formation of
political, social and cultural countercultures.

Looking Within

CLAIRE FALKENSTEIN:WVell, as | told you, | think there are
two great innovators in the Twentieth Century, one for
structure and one for space, and that’s [Mark] Tobey and
Clyfford Still. But | don’t copy either one of them. But |
consider them very important and | consider them, they’re
both dead now, but they were both terribly attached to me.

PAUL KARLSROM: So these were personal friends? Tobey
as well?

CLAIRE FALKENSTEIN:Tobey and Still.

PAUL KARLSROM:And Tobey, did you go see him in
Switzerland? Did you visit him there?

CLAIRE FALKENSTEIN: | visited him in Switzerland. | met
him in Paris originally,and that’s where I'd see him, in Paris
and Switzerland.

PAUL KARLSROM:You didn’t know--

CLAIRE FALKENSTEIN:And Clyfford Still, | was a teacher in
the school [California School of Fine Arts/Arts Institute]
when he was. | got the idea of what he was when | taught
there. But | was working out my own development at the
same time. It didn’t bother him that | wasn’t at all like him
and it didn’t bother me, but we were great pals.

PAUL KARLSROM:You've been all over the place. | now
know that you, of course, spent time in Paris.We all know
that. So you've had a European experience.You had time in
New York; you had a studio in New York; you've been in the
Bay Area, and, of course, you have been here these many
years.

CLAIRE FALKENSTEIN:You know, of all the places, | had a
studio in Rome for four years. | had a studio in New York
for about five years. | had a studio in Milan. | had a studio--
where else--Venice.And finally | got here and | like this the
best.

PAUL KARLSROM: Really? So you obviously then have
settled down.You're an internationalist. | mean, there’s no
question about that, but do you see yourself as more within
an American or European tradition? Or do you see that
there’s any difference?

CLAIRE FALKENSTEIN:A lot of it has to do with “free-
dom.” New York was awful. | didn’t like New York at all.

PAUL KARLSROM:Why is that?

CLAIRE FALKENSTEIN:And Rome was confining.When |
came here and did that piece, the big fountain, and built all
of this, this has been a great experience for me, this place.

PAUL KARLSROM:Why is that? Or how so?

CLAIRE FALKENSTEIN: I think | had more freedom, more
chances of my own decisions of allowing myself the freedom
of making my own decisions, of wonderful hospitality. | like
the weather. | like the people. | just like it here.

PAUL KARLSROM: It hasn’t interfered with your growth as
an artist?

CLAIRE FALKENSTEIN: It’s all been very positive.

PAUL KARLSROM: It is said that if an artist chooses to
work away from the great centers, and now, of course, that
would mean Paris or New York, then youre handicapped.
But you haven’t found that true? This hasn’t been a handi-
cap?

CLAIRE FALKENSTEIN: I'm looking within anyway, so what
the hell?

“The First Time | Heard the Word Beat”

PAUL KARLSTROM:Well, how did it become, then,
suddenly, something called Beat, what we describe now as
the Beat era, the Beat movement?

LARRY JORDAN:Well, to me, and to people who were
there at the time, it just looked like the Beat [phenomena]
was an interesting infusion of what was already happening.

PAUL KARLSTROM: But what was it?

LARRY JORDAN: Philip Lamantia -- | spent a lot of time at
that time with Philip Lamantia. He lived at his mother’s
house way out on Mission and didn’t have a car.And | would,
we would stay around North Beach until late at night and |
would drive him out there.And he would talk endlessly, and
he knew all kinds of stuff about occult, surreal things, and
the first time | heard the word “Beat” used was Philip using
it as a kind of shortened version of beatific or beatitude.You
know, there was a home-grown religious movement [that]
was part of this resurgence.
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PAUL KARLSTROM: Sort of a mystical ...
LARRY JORDAN: It was very mystical, yeah.
PAUL KARLSTROM:Which was not present, uh ...

LARRY JORDAN: ...It was a very present -- it was not an
academic mysticism. It was an active day-to-day kind of, you
know, you could see mysticism have visions in daily life.
That’s where it was -- what everybody was doing.And so
the Beat thing was, well, there are these interesting people.
There’s Wallace Berman coming up from L.A; there’s
George Herms, you know, he was around L.A., he came up
to San Francisco, then moved up [to] Tuolumne and then
back to San Francisco.And there is this novelist, Kerouac,
who blows into town every once in a while. Go up to
McClures and there is Neil Cassidy hanging around.And,
gee, these people are calling -- they're kind of calling
themselves “Beats” and “On the Road”, the people and, you
know, it kind of came right in but things were definitely
happening.

These people, the so-called “Beats” were just coming to San
Francisco cause they heard it was happening, just like | had
two years before, because it was.And Kenneth [Rexroth]
was a very good PR. person; he was really putting out the
word to all the journals and literary people that he knew,
that it was really going on in San Francisco.And he was on
the radio every Sunday for an hour or two talking about all
of this, and all his erudition, and reviewing books on KPFA
and so forth. So the Beats were just looking for what was
happening in San Francisco and coming in from New York,
from L.A.and from Denver.

...But it was coming to the attention of the authorities that
there were nightly parades of sandaled and bearded
characters on Grant Avenue.And blacks -- men, who were
going around with white women.And the authorities were
becoming aware that something untoward was happening
and they had not a clue as to what it was, except it looked
like there were drugs and interracial mixtures and they
didn’t like it.
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Courtesy San Francisco Musuem of Modern Art Library, 201 I.

LEO VALLEDOR
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.. They put two heavy-duty cops on the beat on Grant
Avenue who would really harass people on the streets and
come in heavily -- stalk around the bagel shop or the other
bars, and put a damper on everything. This was really a beau-
tiful scene, very intense. Everybody around knew who just
finished a poem, who had just finished a painting, who was
going to do a poetry reading, you know, whose play was
going to be read in some home or some gathering place. It
was the most intense thing, | think, you could imagine.

Beginning of The Six Gallery

WALLY HEDRICK: ...to make a long story short, we went
back to The Art School [California School of Fine Arts /Art
Institute], and that was probably the spring of ‘54.1 have

transcripts, | think.

PAUL KARLSTROM:You were already doing your own
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WALLY HEDRICK:Yeah.

PAUL KARLSTROM: It seems to me -- | don’t want to read
into this -- but you really didn’t need a structured art
school, you didn’t need criticism or instruction as such.
What you needed was an opportunity, a school to associate
yourself with so you could draw the Gl Bill.

WALLY HEDRICK: That's exactly right. But the reason we
went back to The Art [Institute] was because it had a better
feel then and wasn’t so crowded. So we didn’t care who was
the director.We had our own little community going, and
this is where the Six Gallery kind of raised its head. There
was nowhere in San Francisco we could show our work.
There was nothing.We weren’t known well enough to
approach the museums, they didn’t want us. I'm not saying
they wouldn’t but we didn’t think they were ready for us...

PAUL KARLSTROM: Maybe you can tell me something
about the Six Gallery.The Six Gallery keeps coming up with
almost anybody | talk with who was around at that time. It’s
obvious that it was an important focal point for many
artists.

WALLY HEDRICK:Well, we didn’t mean it to be that way.
Actually, it was a self-centered thing to begin with.We had
this group which was made up of the original six of the Six
Gallery: myself, Deborah Remington, John Ryan the poet,
Jack Spicer the poet, Hayward King, and David Simpson.
That’s the six.

PAUL KARLSTROM:A number of those were from the
original Pasadena group.

WALLY HEDRICK: ... As | mentioned earlier, the Six
Gallery was made from what was known as the King Ubu
Gallery, which was an all poet thing.

PAUL KARLSTROM: So King Ubu preceded the Six
Gallery?

WALLY HEDRICK: Yeah. | think they probably were
operating in ‘53 for about a year.

PAUL KARLSTROM: And the King Ubu, as | understand it,
was primarily for poets. There was a lot of poetry reading at
the gallery.

WALLY HEDRICK: There was lot of poetry reading. |
understand probably the first jazz poetry readings were held

there. Not in North Beach.

PAUL KARLSTROM: But you weren't involved with the King
Ubu, itself?

WALLY HEDRICK: No.| went to a couple of their shows,
but that was a different group.The only connection was
through John Ryan who knew these other poets. | wish |
could give you their names, but | just don’t know them
offhand. Jess Collins is the only one | can remember. But
anyway, we took it over and we had a big fundraising drive,
which meant we had a rummage sale. Probably these
rummage sales were the beginning of happenings in San
Francisco, or in the world, | don’t know.You can just imagine
it, if you ever see this place. It’s at 3119 Fillmore [at
Filbert]...

PAUL KARLSTROM: Who was the director?

WALLY HEDRICK: WVell, | was the director. It was a rotating
thing initially because we tried to run it on a cooperative
basis, but | was the only one that was doing. ..

PAUL KARLSTROM:You ended up doing the work.That's
the way these things happen.

WALLY HEDRICK: Yeah.And by ‘55, I'd become the official
director. | think we went until ‘57, somewhere along in there.
That’s like when Walter Hopps and Wally Berman, they all
sort of got to know us through the gallery because they
would come up from L.A. Hopps would arrange shows to
go down there.Then the Ferus Gallery came along. The
reason we quit is not only because we got tired of it, but
also because other galleries opened up.The East-West
opened right across the street.

Something Surfaced

GEORGE HERMS: ...there’s this beautiful smorgasbord that
is laid out in those years. | did a piece called Something
Surfaced, and something surfaced in American international
consciousness with this what is now called the Beat
Generation, and it’s never been driven back underground
again.And on this smorgasbord there’s a few canapés that
are stimulants or sedatives, but what the main dishes are,
are art and literature and music...

...And people don’t like to think that the Beat Generation
was other than a bunch of bongo-playing, nihilist types. And
it wasn’t that way at all. There was a great camaraderie that
turned its back on the materialistic consumerism, basically,
was what it was. Nobody was interested in washer/dryers.
They were interested in coming to see a thousand people
walk through the streets to go to a poetry reading in North
Beach. It’s absolutely incredible.

PAUL J. KARLSRTOM:A thousand!
GEORGE HERMS:Yeah.To a hall that would hold a thou-
sand, and the hall was full.

PAUL ). KARLSRTOM:Where would they go for these
readings?

GEORGE HERMS: Oh, [Fugotti] Hall was one. | can’t
remember the one that everybody marched to, but it’s in all
of the photographs of [John] Wiener’s and McClure and
Lamantia and David Meltzer and [Allen] Ginsberg.And
hearing people in the audience trying to get Allen to speak
up, and he would say, “Listen. It doesn’t matter how loud |
read my poems, you're not going to hear it [laugh] Isn’t
that something? [mimicking loudly, raucous audience]
“Louder, louder,Allen, | can’t hear!” [laughter] But he’s right.
| mean, the one that heckles is never going to hear it.

| don’t know, and the films, the underground film revolution
at that time.To see Larry Jordan’s work, and [Stan]
[Brackhage]’s work, and to see all of that just exploding.And,
of course, the tragedy was that | was in jail when a lot of the
activities concerned were taking place.



“Certain Kinds of Things have to be Said in a
Certain Time.”

JAY DE FEO: | suppose my first real feeling of proximity --
perhaps due to the fact that | even belonged to the same
league -- was when there was some kind of round table
discussion at the Oakland Museum for which Fred [Martin]
was a part of the panel. My own painting, as well as
something of Wally’s [Hedrick] and something of Clyfford
Still’s, kind of brought these two generations closer.As time
elapses, the generations become closer together.Well, how
old is he anyhow? He is probably 20 years older than | am.

PAUL KARLSTROM: Still? Oh, yes.

JAY DE FEO: But in those days you sort of thought of it as a
generation apart. Because most of the people involved in
that era were sort of a generation ahead of me.You know,
like Frank Lobdell and Still. We always thought of it as a
generation ahead.

PAUL KARLSTROM:Well, as a student then, you probably
didn’t have contact with them except indirectly.

JAY DE FEO: It was being bombarded by a bunch of exciting
vibrations that were coming from all sources, | think. Not

any one particular person. | bring up Picasso because he was
a link with the past that really never left. And there was a lot

of Dada in him. But, if you ask me, if there were one or two
or even three particular gods that | aspire to, | couldn’t
name one -- the influences are many.

PAUL KARLSTROM: | gather, then, at Berkeley you weren’t
getting this same barrage of pure, uncut Abstract Expres-
sionism that they were getting at the Art Institute? And |
think that’s important that you didn’t.

JAY DE FEO: No. Not quite. | was doing it though, for some
reason or another.| mean | don’t know whether it was just
one of those things that happens to people at a given time,
whether or not they're exposed.You know, that’s happened
in very strong art movements. | think, even if there’s no
contact or visual exposure between artists, if the feeling and
time is ripe enough, these things come out.They just sort of
come out in an evolutionary way in the history of art when
the time is absolutely right for them to do so. | think it
probably might have been even stronger, if that’s possible, if
I'd been over at the California School of Fine Arts. But
nobody could have been heavier into this kind of a thing
than | was, given less actual exposure to it than | had.

PAUL KARLSTROM:Why do you suppose that is? I'm sure
you must have thought about it.

JAY DE FEO:That’s just what | said to you. | think that
artists are really a vehicle for a kind of creative response at
any given ...

PAUL KARLSTROM: So you feel it was an intuitive thing?

JAY DE FEO:Yes.Whether you want to say its ESP or
whatever you like. But | think it’s that certain kinds of things
have to be said in a certain time.And they come through
whether or not you've had any kind of a visual contact with
another artist. (Which has happened to me years later.You
know, occasionally you find someone that is coming on with
the same visual ideas that you are, unbeknownst to you.)

“Living on a Legend”

SERGE GUILBAUT: ...How was the connection between
the Beatnik artist and poets in San Francisco at the time?
I’'m really interested in this period there.

BRUCE CONNER:Well, most of the people that | knew or
knew about here were poets because | knew Michael
McClure. He was a poet. And most of the people that |
knew at Wichita were not artists.And all of the people that
moved out here were more involved in literary things than
the visual arts.

...but | did meet some of the artists. | remember looking
in Arts magazine and seeing in there one page on San
Francisco art. They would review shows, and they would
have a little, tiny sort of stamp-size reproduction of a
[Richard] Diebenkorn in black and white. | thought the
Diebenkorns looked real neat, little like that and black and
white.And | was terribly shocked when | found out what
kind of colors he was dealing with.

And Iyd read the reviews and look at all these names, Hassel
Smith and Jay DeFeo. Jay DeFeo just sounded like the most
exotic name for an artist that | could think of.

PAUL KARLSTROM: Right.

BRUCE CONNER:And Jay DeFeo lived in the flat below
Michael McClure next to - of course, she was married to
Wally Hedrick.And next to them on the other side of 2222
Fillmore lived Joan Brown and Bill Brown. Up above them
lived Craig Kauffman and James Newman.

... And when | moved in <57, Craig and Jim hadnyt moved in
yet up above there. But | moved into an apartment about a
block-and-a-half from there.And in the next six months, |
think they moved in up above Joan and Bill. And Wally
Berman moved in a half-a-block from me.

SERGE GUILBAUT: Oh,Wally Berman, too, was there at
that time?

BRUCE CONNER:Well, Wally Berman had a show in L.A.at
the old -

SERGE GUILBAUT: Ferus?

BRUCE CONNER: Ferus Gallery - and had been arrested
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for showing obscene art.And hexd just decided that Los
Angeles wasnyt where he could deal with it. So he came up
here.The beatnik scene was burgeoning in North Beach,
except [Jack] Kerouac and Allen Ginsberg and most of the
people that were considered to be the figureheads werenst
here.They>d moved out like in the middle of 1956 and gone
out to the East Coast.

...So during that whole period of publicity in magazines and
stuff, which was comparable to the Haight-Ashbury number,
none of those people were here.And yourd go to North
Beach -

PAUL. KARLSTROM: So itss living on a legend, really, more
than anything else.

BRUCE. CONNER:Well, it was such an exploitation on so
many levels, of social groups. Apparently, it was so close -
like the person who redally invented the name “beatnik” was
not “Baghdad by the Bay” Mrs. [Sonia] Gechtoff, who ran
the East-West Gallery -

PAUL KARLSTROM: Oh, really?

BRUCE. CONNER: - invented that.And about four months
later -

PAUL KARLSTROM: Sonia Gechtoff, is that it?

BRUCE CONNER: Huh?

PAUL KARLSTROM: Sonia?

BRUCE CONNER: Sonia’s mother.And then - | got a real

mental block against “Baghdad by the Bay,” Herb Caen.
About four months later, Herb Caen used the word.
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PAUL KARLSTROM: Oh, that guy, yeah.And he gets the
credit for -

BRUCE CONNER:And by the time he used it, then, you>d
say, yowd say, “Hey, did you notice that Herb Caen used that
word that Mrs. Gechtoff has been calling people?” “Oh,
yeah?”

PAUL KARLSTROM: | canst stand Herb Caen but -

BRUCE CONNER:Yes.We love each other. [They laugh.] So,
anyway, my first show here in San Francisco, it was at Mrs.
Gechtoff’s gallery.

PAUL KARLSTROM: Mm-hm.

BRUCE CONNER:And | think at one time she took issue.
The way | first heard that word was, | think because of a
collage that | had - was putting into the show.The show had
drawings, watercolors, painting, collages, sculptures. A pretty
small gallery, it was floor to ceiling. And most of the work |
had produced before | came to San Francisco, and I'd
shipped it out.And she - | think it was one of the collages
that she said something about, “You arent some kind of a
beatnik, are you?” At that time, Sputnik was in the news.

PAUL KARLSTROM:And so everything was -

BRUCE CONNER:And everything was with a «nik» at the
ending. [They laugh.]

And | guess Kerouac had called people the “Beat Genera-
tion,” and she just put a “nik” on the end of it. She died
about six months later; and the gallery closed.And | had no
place else to show after that.That was the time that |
showed - it was the premiere showing of A MOVIE [1958],
was at that gallery.
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SERGE GUILBAUT:What was the name of the gallery?
BRUCE CONNER: Called the East-West Gallery.

PAUL KARLSTROM:And that was on Fillmore? Down by
Lombard.

BRUCE CONNER: On Fillmore between Union and
Lombard. Itys now a greenhouse, selling plants.

SERGE GUILBAUT:And the beatnik stuff, when they call it
“beatnik,” okay, was it with the idea of some kind of a
spiritual importance?

BRUCE CONNER: Oh,“beatnik” was a put-down.
SERGE GUILBAUT:Was it? Oh, yeah.

BRUCE CONNER: It was a put-down.Anybody who would
use the name “beatnik” was exploiting it, you know.And
there were people who would move out here from New
York and do a bunch of beatnik readings at the coffeehouse
or have a beatnik painting show.

PAUL KARLSTROM: [Inaudible]

BRUCE CONNER:Yeah.And then they would do a lot of
interviews and get written up in national magazines.They
would exploit that. The same thing happened with the
Haight-Ashbury. In fact, when the - when | - I'd been living in
the Haight-Ashbury ever since 1958, except for the year |
went to Mexico, and about two-and-a-half years | was in
Massachusetts.And there was always a place where there
was low rent and it was, nobody hassled you. It was a
mixture of races and low economic groups.

PAUL KARLSTROM: It was a great liberal neighborhood,

wasn'’t it?

BRUCE. CONNER: But in - you know, when | moved back
here in 1965, | was - me and the five people that were in a
group called The Charlatans, a rock-and-roll group - we
were the only ones that had long hair and beards and
mustaches in Haight-Ashbury.

So Dynamic that They Left Me Perplexed

FLETCHER BENTON:WVell, | came here in 1956 and
gravitated to North Beach. | heard about Nate Oliveira at
the Institute; | knew that Diebenkorn was there, Joan Brown
was a student at that time, over there doing some great
paintings, Manuel Neri was around.There was a group of
artists about my age that were over there, but strangely
enough | never became a part of that group of people. |
don’t know why that was. | guess it's because | wasn’t going
to school at the Art Institute, and | didn’t see them socially.
They'd come to North Beach occasionally, but there was no
interaction. They hung out in other bars. | hung out in the
main bars up Grant Avenue: The Place, the Coffee Gallery,
the Bagel Shop, Vesuvio’s.And most of the Art Institute
students, at least if my memory is right, were hanging out in
a couple bars down close to Bay Street, right down from
the Art Institute. So our paths didn’t really cross.And |
didn’t go to a lot of openings. | was not in the art scene.

PAUL KARLSTROM: But you thought of yourself as an
artist.

FLETCHER BENTON:Yeah....

PAUL KARLSTROM: | mean you moved here with a
self-conception as artist. ...

FLETCHER BENTON:That’s right.
PAUL KARLSTROM:... to set up your career.

FLETCHER BENTON:AnNd | painted signs in North Beach
to make a living, and | showed my paintings in the Coffee
Gallery and The Place, the bars out there.

PAUL KARLSTROM: Oh, you did?

FLETCHER BENTON:Yeah. | had my first one-man show
with The Place where all the poets had blabbermouth night
on Monday night. | had my first one-man show there. My
second one-man show was at the Coffee Gallery the year it
opened. | had the first show in there.And | was doing my
best to paint every day, and | sold encyclopedias at night and
painted signs for a living. Encyclopedias were. ... Oh, that
was black time, oh boy. But | did pick up sign jobs, and | was
able to squeak by. Had no extra money, but | did have extra
time. | had time. And | realized then that that’s all | would
ever have is time.And not that that’s any great revelation,
but | realized that, you know, whatever | did with my day, the
more time | could save to do my art-or at least think about
it or play around with it--the better off | was going to be, so
| didn’t really have a straight job. | worked as a janitor:
Maxine Keetering's coffee shop, right above Manuel Neri’s
studio on Grant, the corner of Grant and Green. It’s still
there. But | was not in what you would call the main hot
stream of young artists, which was strictly Art Institute.

PAUL KARLSTROM:Well, did you know about them? |
mean....

FLETCHER BENTON: | knew about them but | didn’t know
them.

PAUL KARLSTROM: Um hmm.

FLETCHER BENTON:AnNd it’s interesting, now as | look
back, I've never been...| wasn’t a part of it then, which is
probably in a way very helpful....| don’t know what would
have happened to me if | had assimilated over there. It's very
interesting. But | steered clear of that,and | remember
seeing one of the art annuals, Art Institute annuals at the
San Francisco museum, and | saw these paintings by Joan



Courtesy San Francisco Musuem of Modern Art Library, 2011.

Brown that just knocked me right out of my socks.And |
was at that time 25, 26. Joan must have been 22, 23, maybe.
And they were so dynamic.There were [also] some
Diebenkorns in that show, and some Bryan Wilsons--and
they were so dynamic that that left me perplexed.

PAUL KARLSTROM:What do you mean?

FLETCHER BENTON:Well, it gave my work another
perspective. It made me feel very insecure; it made me not
want to deal with the Art Institute in any way, because in a
way it became threatening.

PAUL KARLSTROM:You were intimidated?

FLETCHER BENTON: Intimidated. | was very intimidated,
yes. So | continued to work even more so within my own
self, my own shell. That kept me from having the opportunity
of being closer to that whole scene. So here | am 35 years
later, 34 years later, just... .| know all these people now, but
I’m still just as isolated now as | was then. [chuckling] Also
you asked me in general what was the art scene here.The
art scene was very, very good.

Something of a Sacred Cow

PAUL KARLSTROM: ...he felt she was really a strong artist,
really a capable artist. But that she had more or less fell into
state of inertia, working and re-working the same painting. |
guess that’s The Rose.

NELL. SINTON:That was The Rose...

PAUL. KARLSTROM: (Inaudible) it’s something of a sacred
cow, representing, perhaps, I'm just guessing, it sounds to
me, is that it’s importance is almost symbolic that it
represents an era of development, perhaps being a strong

work of art. So it takes on -- it’s almost a document.

NELL SINTON: | think that’s (inaudible). It's a document.
(Inaudible)

(OFF THE RECORD)

...Well, the day that that thing left Fillmore Street, he left.
PAUL KARLSTROM: The Rose?
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NELL SINTON: The Rose went off to Pasadena, and Jay with
it. And Wally left with Julie that day.

PAUL KARLSTROM: (Inaudible) Um-hm. So that was
(inaudible).

NELL SINTON:And Julie was called “Sam.” You know why?
PAUL KARLSTROM: No.

NELL SINTON: Because he was absent from home so much,
and Jay would say “Where are you” and “Where did you
go!?” and he would say,“l was playing poker with Sam.”

Favorite Students at the Art Institute

PAUL KARLSTOM:Who were some of your favorite
students or those you felt at the time had the most promise
and perhaps realized that promise?...

ELMER BISCHOFF:Well, certainly Joan Brown would be way
up there on the list.

PAUL KARLSTOM:What was she liked as a student? I've
interviewed her.

ELMER BISCHOFF:Well not very different than she is at
present (laughs), an adult right now, very enthusiastic, very
positive, very energetic, very imaginative person. Obviously
a joy to have as a student, a joy to work with.

PAUL KARLSTOM: She came, if | remember correctly, with
virtually no training.

ELMER BISCHOFF:Yes.

PAUL KARLSTOM:Very little background if any, and | gather
it wasn’t much of a handicap.

ELMER BISCHOFF:Well, she has a lot of just innate talent.
Talented person.

PAUL KARLSTOM: Quick learner.
ELMER BISCHOFF: Yes.
PAUL KARLSTOM:Who else?

ELMER BISCHOFF: Bill Brown. He was her
first husband...and Manuel Neri, | certainly
remember him as being an outstanding
student. And then of course there was
William Wiley and Bob Hudson and Bill Geis
- [they] came a little bit later on. Oh, and
many more great students, Bill Allan, yes.
Deborah Remington, and David Simpson,
Wally Hedrick and one or two others...

Art After Pollack, 1958-1961

CARLOS VILLA:Well, I'll tell you, when | was
in art school from ‘58 through ‘61, it was the
most freeing years that | think that | ever
had because it was just like everything that |
did was almost recognized as art.And all of a
sudden people were looking at me not
because | was Leo’s cousin but it was
because | was doing art.And then when they
would say,“Oh, Leo’s cousin? Ah, yeah, okay,
cool!” You know? But then it was like as
soon as | hit there, it was incredible.You
know, like in 1958 when | was there | did a
sculpture.
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| did a sculpture that | made from an old
water-heater box and some wood that | had
wrapped in some red and white and blue
J bunting and | put hide-skin glue over the
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whole thing to kind of glue it together. But
then there was this stench of hide-skin glue,

and | put it up there near the fountain, and immediately
Bruce Conner came up and he said,“l want to show this in
my “Rat Bastard Show.” And it became a piece that headed a
poet’s parade from the bagel shop down to Dean [Russell]
[Long] Hall where Phillip Lamantia had shredded this
Eastern poet with two words.And they were using my coffin
to lead this whole procession down. | mean, it was. ...

PAUL KARLSTROM: It’s incredible!

CARLOSVILLA: Yeah, | mean, that was my....And then it
got shown at Spatsa Gallery, and that was my first one-
person ... the first time that | was shown.

PAUL KARLSTROM:What year was that?
CARLOSVILLA: ‘58. Summer of ‘58.

PAUL KARLSTROM:Yeah, well | mean you were just
brand-new.You were a student at the California School of
Fine Arts.

CARLOSVILLA: It was my first half-year.

PAUL KARLSTROM: God, how interesting! What an
interesting time to be there.

CARLOSVILLA: It was incredible. It was incredible. | mean,
everything seemed to be popping all at the same time.And
then Joan made a ... Joan Brown, you know, like. ...All of a
sudden we were in Manuel Neri’s first sculpture class in the
summertime. He got kicked out the semester before for
non-payment of tuition, and then, because he got the Nealie-
Sullivan award and stuff, he got a position teaching a class,
and so there were about five people in that class. Me and
Joan Brown, an Italian priest, Forrest Myers-he was a
sculptor in New York-and | forgot the other person, but,
jeez, we made these great plaster sculptures. Joan made this
plaster wreath for my figure. It was fantastic. | mean,
everything | did there, everybody really took a second look
at and shit and hanging it up and everything. | didn’t know
what the hell was happening, to tell you the truth. [laughing]
But everything was clicking...

...You know, during 1959 that was an incredible time, an
incredible year, because there were so many artists that
were coming in and out of the art institute that ...| mean, |
couldn’t take them all, but | knew that they were there.You
know, like for instance Nathan Oliveira when he was
teaching drawing in the drawing studio, that summer he....
You know, he was friends with Wolf Kahn, and Wolf Kahn
would come in. | remember | liked Wolf Kahn’s paintings and
| liked his palette a whole lot, but here he was in the
cafeteria; he was eating with all of us, you know. ..I mean,
there were a lot of people coming through there. Stanley
Hayter was teaching printmaking. | mean, there was a real
enclave of people that was there at the San Francisco
Institute, all there at one time. | can remember a lecture in
which this very, very famous ... | believe his name is Tapie.

PAUL KARLSTROM:Yeah, Michel Tapie.

CARLOSVILLA: Yeah, well, he came. .. . it was just amazing-
he brought this entourage of Japanese artists and he
Back and Forth

HASSEL SMITH: ...I started to teach at the University of
California in Berkeley [1963]; | taught there for two years.
Then | got a job at UCLA so we went to Hollywood, got a
house down there...John Altoon was a particular friend of
mine.

PAUL KARLSTROM:That was what | was going to ask you.

HASSEL SMITH:A very, very close friend of mine.And a

lot of other artists down there. By that time | guess | was
showing with David Stuart because the Ferus was closed up
and Irving Blum had gone next door and had his own scene.
Walter Hopps became director of the Pasadena Museum.
Of course, | knew Ed Kienholz very well and a lot of other
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brought over the head .. .. He was talking about the move-
ment that he helped foster, which was Gutai.

PAUL KARLSTROM: [Gutai], hmm.

CARLOSVILLA:: And I remember the work of the Gutai
artists when I was in the army in Korea and I remember it
being written up and stuff, but then to meet this guy and

to watch him on film. I mean, it was just amazing. Here

he would be, flanked with two women who were dressed
like geisha, holding up an umbrella and while he sat in this
incredible throne. And he’d have these men in black running
up these cedar trees with chains and things. And this was
flower arranging. And I just said, “Wow, you know, this is
too much!” And then he did an overview of all of the artists
that were in the Gutai group in Tokyo. Just amazing! I mean,
it’s still pretty far out stuff to me. I mean, it just told me
what the frontier was in terms of art after Jackson Pollock.

We became very settled there. | however have come

back and forth quite a bit. I've taught at the University of
California, Davis, on two separate occasions since we lived
in England, which | liked very much because there are good
friends of mine there,Wayne Thiebaud and Roy DeForest,
Manuel Neri and Bill Wiley and a lot of people who | knew.

Mr. Fix-It

PAUL KARLSTROM: ...This concept of funk has been dis-
cussed back and forth in terms of Bay Area art ever since, at
least since Peter’s [Selz] show. |, of course, have talked with
a few other artists about it, Wally Hedrick [phonetic] being
one of them. He’s a neighbor of yours, isn’t he?
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WILLIAM WILEY:Yes.

PAUL KARLSTROM: He knows a lot about music and he’s
a jazz aficionado. So | understand that. But | said, “Well, can
you describe?” It’s an elusive concept in a sense. | said,“Can
you describe something that’s funky to me?” He thinks a
minute and he says,“Yes, it's the way Jay used to keep her
underwear in the refrigerator.” [Laughs] That’s pretty good.

WILLIAM WILEY: I'll show you actually [unclear]. | think
[unclear]. Nobody’s ever going to know about this piece or
probably understand the brilliance of it. Where’s the book

on Wally Hedrick? He’s a really amazing artist.

PAUL KARLSTROM: Oh, yes.
WILLIAMWILEY:And Jay.

PAUL KARLSTROM: Jay’s getting a book worked on for her
now.

WILLIAMWILEY: Good. And Bruce Conner [phonetic], |
mean, various people, | think they’re incredible artists in the
area that have been chronicled. Anyway, back in New York
one time down in SoHo somewhere, I'm walking along and

I find this ruler. It’s white with the numbers and stuff on it.
So Wally was living in San Geronimo at the time, so | picked
it up and brought it back. One day | was going down to see
him about something, and Mr. Fix-It used to fix things for us.

PAUL KARLSTROM: | remember.
WILLIAMWILEYT: So | took it to him and | said,““Here,

Wally, it’s a broken ruler from the streets of New York.” And
one day he gave it back to me like this.

PAUL KARLSTROM:“W.H. Golden rule fixed.” It says, “Bro-
ken. Broken.White rule. Adjusted to the golden rule. Fixed.”
I like it. Is this funky to you?

WILLIAMWILEY:Yes, it’s pretty funky. | think it’s just bril-
liant.

“We’re Getting Out.”

LARRY JORDAN: ...Bohemian was the era when Henry
Miller was around; it was a fairly relaxed kind of a time.
This [the Beat era] is intense, this is intensity. People were
almost reincarnating themselves in character roles on the
street and in their lives. If they couldn’t paint, they couldn’t
write -- their life was a creation.VWWomen were wearing
clothes that were different, which later became fashionable,
i.e., black tights, etc. The Beats were setting trends. It wasn’t
proper, it wasn’t nice, but it was alluring, it was starting to
be glamorous.

But people who liked to control things in the city didn’t like
it. So they harassed this, this regular thing that happened
nightly on Grant Avenue.And finally the creative people
had enough of it after a couple of years.And around 1961,
they suddenly moved out - all went away -- to Bolinas, out
to the country, back to L.A., you name it. Just said “Okay,
you can have your San Francisco again.We're getting out.” |
did -- Berman and Herms and myself went to Larkspur and
continued -- Wallace continued -- had a little gallery there
in the Bend[?] and a boat house, Semina Gallery.And then
finally they went back to Los Angeles; | moved on to San
Anselmo.And a number of us had families by then, so we
were getting work to support families, and going in and just
starting our own little empires wherever we happened to
be living and trying to crystalize our work...

Interviewing the Interviewer

NELL SINTON:What qualifications do you have to have for
this?

PAUL. KARLSTROM: For my job?
NELL SINTON:Yeah.

PAUL KARLSTROM: Oh, | don’t know that it’s really spelled
out. | can tell you what --

NELL SINTON: | mean, you have to have an M.A.or a Ph.D.?

PAUL KARLSTROM:WVell, I've got a Ph.D.in American Art
History.

NELL SINTON:American Art?

PAUL KARLSTROM:Yeah. I'm a historian.

NELL SINTON:Well, | guess that’s the best training.
PAUL KARLSTROM:Well, 'm the only one.

MS. SINTON:Where did you get it?

MR. KARLSTROM: I'm the only one in the organization. At
UCLA. | did my undergraduate at Stanford -- my M.A,, and
my Ph.D.at UCLA. In fact, | got my undergraduate degree in
English, English Literature...

Well, as far as the qualifications for this job, it’s kind of -- |
suppose, frankly, the most important one is somebody who
can be reasonably pleasant and enjoys people. | frankly think
that’s the most important qualification. It helps to have
some background in art or history or art history.And it so
happens that | am very much an art historian. But as | say,
I'm the only one in the whole Archives organization who is
this much of an academic.
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Interviewed Artists:

Fletcher Benton (1931-). Painter, Sculptor. Known for his Kinetic sculpture. Professor of Art, San Jose
State 1967-1986. Interviewed by Karlstrom May 2-4, 1989.

Elmer Bischoff (1916-1991). Painter. Student at UC Berkeley, 1934-1939.Teacher California School
of Fine Arts (Art Institute) 1946.Associated with the Bay Area Figurative Movement. Interviewed by
Karlstrom August 10, 24, September |, 1977.

Joan Brown (1938-1990). Painter. Studied under Elmer Bischoff at the California School of Fine
Arts (Art Institute). Married to Bill Brown, Manuel Neri.Taught UC Berkely. Interviewed by Karlstom
July 1, 15, September 9, 1975.

Bruce Conner (1933-2008). Filmmaker,Visual Artist. Moved to San Francisco from Wichita, Kansas,
with poet Michael McClure.Active in Beat, Hippie and Punk cultures. Interviewed by Karlstrom March
29,August 12, 1974.

5, 1996.

Jay De Feo (1929-1989). Painter. Studied at UC Berkeley. Married and divorced Wally Hedrick. Her
work,“The Rose,” a major icon of the era. Interviewed by Karlstorm June 3, 1975, January 23, 1976.

Claire Falkenstein (1908-1997). Sculptor, Painter. Student at UC Berkeley and Mills College.
Instructor at California School of Fine Arts (Art Institute) with Diebenkorn and Still. Intervieweed by
Karlstrom March 2,21, 1995.

Wally Hedrick (1928-2003). Painter, Sculptor. Attended California School of Fine Arts (Art Insti-
tute). Founded Six Gallery. Married and divorced from Jay DeFeo. Interviewed by Karlstrom June 10,
24, 1974.

George Herms (1935-). Sculptor.Active in California Assemblage movement. Close friend of Wal-
lace Berman. Southern California artist with Bay Area ties. Interviewed by Karlstrom.. December 8, 10,
13,1993, March 10, 1994.

Larry Jordan (1934-). Filmmaker.Ties to both poets and painters of the Beat era. Worked with Jo-
seph Cornell during his New York years. Founding member of Canyon Cinema. Professor Art Institute.
Interviewed by Karlstom December 19, 1995