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Abstract

This thesisseeks evidence dfime, place, and identity, as individiegd artistic perspective
impacting artists representing groups marginalized within dominant Western, specifically American
culture, who livedin the San FanciscoBay Area between 194§1965. Artists mirror the culture of the
time in which they work. To examine thissmploy anthropologicakociological, ethnographic, and art
historical pathwaysin my approach. Ethnic, racial, gender, class, sextimhtation distinctions and
inequities are examined via queamnd Marxist theory considerations, as well asubjective/objective
analysis of documented or existing artworkilosophical, religious, and cultural theoretical conceins
examine practice outpis by ethnic/immigranthomosexualand bohemiarpositioned artistsexploring
Saussurean interpretation of languagecommunicativeoles inartwork andiconographic formation

| argue that varied and multiple Californiadentities, as well as uniquehSan Franciscan
concerns, disseminated opposition to dominant United States culualaingandthat these groupsre
often dismissedvhen produced by groups invisible within a dominant cultut@lsoarguethat World
War Two cultural upheaval induced édtern societalreorganizationenabling increased postmodern
cultural inclusivity. Dominant societal repression resulted in ethnographic informding heavily
coded byBay Area artistswhen consideringaudiences. | examine alternative cultural suppsystems,
art market accessibility, and attempt to decod®woduct messageswhich reify enforced societal
positioning Study of subversive art tendencies, or critical expressions of alterity, are contrasted with a
backdrop of general cultural period milieuutilize textual and CaliforniBay Area archival resources,
ethnocentric and other cultural repositories preserving documented period artistic activitieam
seekingpersonal and cultural histories clouded by temporadityd marginalizationmirroring dominant
societal dictates of the past and present. Revealed information sheds light on unacknowledged
individuals, cultural totality; clarifyingthe presence of historic hegemonic value systemsn

unquestioned, yet illusory, art historiography.
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DMX=0&DMY=0&DMTEXT=&DMTHUMB=1&REC=14&DMROTATE=0&x=509&y=571
accesse@1/May/2012.
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Judith Lowry Shopping1996. Acrylic on canvas, 82 x 68 in. Photo by Lee Fatheree.
Collection of the artist. See Fuller and Salvioni, 2002: 195.

75. pg. 06  Bruce NaumarSelf Portrait as a Fountaii966;67. Chromogenic print20 116 X 23
1516 1N. (50.96 % 60.8 cm). Photo courtesy of Whitney Museum of American Art. See:
<http://farticulate.wordpress.com/2010/10/23/brucenaumanselectedphotographsexcerptsfrom-an
interview/> - accessed 7/June/2013.

76. pg. 106 Bruce Nauma: The True Artist Helps The World By Revealing Mystic Truths (Window or
Wall Sign)1967.Neon tubing with clear glass tubing suspension frab®ex 59 x 2 in. (149.9 x 139.7 x

5.1 cm).Photo Courtesy Sperone Westwater. Sd#tigs//blog.art21.0rg/2009/02/02/letter-from-
londonrevealingmystic-truths/#.VCRzniLn_kJ accesse@2/June/ 2013.

77. pg.107 Damien HirstThe True Artist Helps The World By Revealing Mystic TAQDS.

Triptych, each84 x 72 x 6.5 i2134 x 1829 x 165 mmGlass, painted MDF, ramin, acrylic, fish and
formaldehyde solution. Photographed by Prudence Cuming Associates © Damien Hirst and Science Ltd.
DACS 2013. Se#http://www.damienhirst.com/thetrue-artist-helpsthe-worl> - accessd

23/January/2015.

78. pg. @ Andy GoldsworthyRowan Leaves and Holi©87. No dimensions. No photo credit.
See:dqttp://www.morning-earth.org/ARTISTNATURALISTS@ddsworthy.htmb - accessed
02/October/2014.

79. pg. 109 Hung LiuJdiu Jin Shan: Old Gold Mountdi@94. Mixed Media Installation (dimensions
variable) Photo by Ben Blackwell. Collection of the artist. See Fuller and Salvioni, 2002: 38.

80. pg.111 Andrew Graham! L5{ L a .D@®RARRlcondaxEas2 by 9inPhoto
courtesy of the artistSee: &ttp://aumag.org/wordpress/2011/07/25/stayingconnecteds - accessed
25/September/2014.

8l. pg.112 Pierre et GillesVive la France006.Painted photographl25x 101 cm. Photo by
Pierre Commoy. Seehttp://artblart.com/tag/pierre -et-gillesvivela-france/> - accessed 0/7/14.

82. pg. 15 Carole WindhamMyself And My Heroegfter 2000. 34 x 37 x 22 criPhoto courtesy
Carole Windham. Seehtp://www.carolewindham.com# - accesse®2/October/2014.
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Pg. 5 Chart OneSan Francisco Regional Art Movements. Created by author, 2013.

Pg. 39 Chart TwoEncoding and Decoding Artistic Messages. Adapted from: H&@, 99. Available
at: <aculty.georgetowredu/irvinem/theory/SHEncodingDecodingpdf
>- accesse®8/June/2014.
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Project Introduction

Figure 1. San Francisco Bay Area Citieg

This project is entitled: Subversive Art as Plac Sacramento-
North Bay \

Identity and Bohemia: The San Francisco Bay Area 94

1965 and examires Bay Ared art produced betweerthe
680 Corridor

indicated years, giving specific attention ¢altural roles

San

played by members of marginalized ethnographic group Erancisco

It focuses on contributions by artists of ethnic descent
(Asiari), homosexuals, andnidcentury bohemians o©

RAAAARSYGa 3ISySNESt &l ghaBps S
Santa Cruz

L i . Silicon

commonly marginalized within Western culturghe art in Valley

guestion includes art originally sustained in opposition tC
prevailing culture, but also encompasses art created by marginalized societabergnspecifically
referencing a differing normativity. | am interested in how said art subsequently influences psent

output. Obviously, the initial field of enquiry would be an art historical one; limited by what has been

! See:ttp://mww.goodreads.com/author/quotes/1280.Ralph_Waldo Emersberaccesse®5/ August2012.

21 am from Oakland California, across the bay from San Frarfplsese see Figure.l)define the Bay Area asmprisingany

of the cities bordering San Francisco Bdgpa County which contains noienot important art historically, yet is considered

part of the region San Francisco possesses the masbmeart historyand the majority of developmenisertinent to this

diGdzRe 2 OO0dz2NNBR ¢ A U kBgrkeldyiriOaklatd Ml tBre@ fossesa dingrBelpophldidasd arehome to
universities museumsandart schools

5Ly 1 YSNAOLFST GKS G SNY alylinkdd 16 the Balt Asttddintriastbrddrify ik Payific OteghOTdet G NJ
word has broader meaning in Europeefer to persons whose lineage is traceable to China, Japan, Korea, Vietnam, etc.
Essentially, Americans refer to physiognomic traits; excluding such nationalities as Russian, Turkish, Yemeni, or other
YIEGA2YyFTAGASAE O2YY2yi & ledh}. Bet dldo§6s3asy RapdeddixB)! aA 1 yQ o0& 9 dzNP LJ
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preserved as much art creed by marginalized citizens was unrecorded and considered worthlass.
following examination is necessarily broad in scope, but it is my hope that the innumerable factors
bearing on armaking and identity creation are indicatefl.logical starting placfor research would be
museum collections as private collectiorse often little known. Archival and textuatésearches also
present excellent avenues to discovery. | will argue that marginaliaeitic cultural contributions
remained invisible untilWorld War Il mobilizationencouraged inclusivity and the advent of
Postmodernist theoryThe period, place, and artistic endeavor | study remain wesdamined.
Some Notes on Terminology

This author has selected Asians to represent ethnic subgroups asmdn&aowed original
enquiry. Contributions by nomdominant groupswere ignored within official art histories reflecting a
western or Eurecentric biasprivilegingwhite supremacy (white, maldeterosexudl. Hegemon§ is a
means of enforcing conformityNon-white ethnicidentity, cultural dissentdiffering sexuality and/or
gender orientationare rarely equated withartistic impact Homosexudty occurs inany marginalized
group studed (i.e., anyethnic descentage, economic backgrounak, political affilation). | often use the
GSNY w3reQ G2 NBKSNIg2ANR K@NRASHGESBG @ dvoluntary)non-
compliance withpresumed societal norg) encompassing border crossing (both real and imaginary) or
boundaries imposed by dominant setal groups.L. dz&S (G KS ¢ 2 NRrefdtRoAbatk StY A y | { A ;
output and avenues of communication open to both artists and consumers, i.e., galleries, museums, etc.
TheBeat generation, for example, crossed bordeepresentingAmerican values, in asfienting move
to remake American society. | distilleflibrightQ §1985) list of roughly 700 Bay Area artiststo
approximately fifteen; augmenting same with further resear8hnote on references: Throughout this
thesis, | have included several referencestithors bell hooks and eric fernie. Those references are not

capitalized in the thesis text as hooks has stated that her preference is for a lowercase spelling of her

* Hegemony is a Gramscian term (see chapter and Appendix)Beferring to societal placemesindthe dominance of
privilegedcultural values. Norcompliance witthegemonic values enswssgocietal displeasure andten, economic stricture.

2
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a mistake but it is not. Both however, are capitalized in the bibliography at the end of the thesis.

Figure 2. Asian, Beat, and Gay San Francisco artitsJade Snow
Wong Manuel Neri and Joan BrowRobert Duncan and Jess (Collin

a® NBaSFNOK ljdzSaidAazy Aay al2¢ R2Sa NI LINRPRdIdzOSR ¢
Area 19451965 reflecting tine, place, values/beliefsand originally opposed by dominant culture
subsequently influence presefkl @ Odzf (G dzNBaKé L SEI YA ¥stan, B&LANG a Sy (|
Beat subgroups(above)and view the condition of alterifyas evidence ofvoluntary or involuntary)

dissent from hegemoniccultural assumptionssearcling for artistic ethnographic coding revealing

identity awareness: intended audiences and imposed societal positiaiill considerdisseminationof

difference critical political stancetemporality, geographical placement, and the experience of period

material culture as quotidian reality Alterity is a synonym fodifferenceand | define both as the

condition of differing from cultural normativity. | also refer to people possessingritiff realities as
W2HKSNARQ Ay (KFd (GKS& R2 Thehyjpothadfisidavsldpad fok thidmoje@ A O R 2
straightforward yet deceptively simpleThis authorbelieves marginalized societal members in truth

compose part of any given cultdrotality; helping create that culture whether their contributions are

acknowledgedby dominant groupsor not. This means culture as usually understood is deceptive;

It GSNRGe Aa RSTAYSR I aingirétwhat i acdefted®ral braisud ByNdg Gomamaptigrodsdr RA T T SNJ

my purposesthisis anyone not male, straight, or whit&ee Appendix B.
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dominant mainstream, contributions areften unacknowledged becaustheir presencedestabilize
dominant cultural cohesion; disproving cultural s@iyth. This thesis contributes to understanding the
true nature ofwesterncultural compositionln America, social mores are predicated on hierarchies of
the Christian Churchthe privileging of white malesand economically, Capitalisesthos which
structurally necessitates placement of certain individigteups at lower rungs of the economic lautd
| sometimes refer to L&fi 1 NI dzia Q O2y OSLJi 2F (GKS WONARO2ft SdzZNnY |
bricoleurs create with available materials. The term is basically untranslatable but translation has been
approximated by situating bricoleurs as peysa O2 y A G NHzOG A y 3 Wyauds.Kacd G § K2 dz
MTO® / SNFY¥YAO KAAG2NALFY DIFENIK /fFN] RRa WaKl Yl ys(
are bricoleurs in that they illustrate differing mythologisgh everyday materials.
TheCommon Pool Artists draw From

2KFG YFr1Sa NI o0é 20KSNE WadzoOSNEADBSQK Ly ! YSN
western societal mores, in part due the advent of World War Twara acceptance of formerly
marginalized citizens as necessaoy the war effort: in part because dominant economic systems
(Capitalism) preyed upon a more inclusive demographic in an effort to survive in a new societal
configuration. Attempts by others to insert awareness of differing realities into societal coasegsi
challenged and subverted dominant hegemonic assumptions of cohesive supremacy. Artistically, non
normative presence was reified by alteric representations. The late 1940s ascent of Abstract
Expressionism enabled perceptiof abstraction as inscrulde, yet indicative of current existence. The
dissenting Beat era art disseminated values at odds with accepted cultural expression, and the perceived
fragmentation of individuals and society. Mythical thought (a kind of bricolage accordlyiStrauss
1969: 17) was being reassessed. Subversion of previously unquestioned values manifested artistically in

an assertion of difference.



Chart one (below) illustrates prevailing midcentury art world trends encompassing prevailing
stylesthat period regional #ists would have been exposed to and influenced by. | have chosen arrows

G2 AffdaAAONI OGS Y& LRAyda a GKS adetAradAiado dGdSyRSy

Q.

placement corresponds roughly to the years of trend dominarieestwar America aw Abstract
Expressionism rise to international art world dominance and social institutions, beliefs, etc. reified
fashionable existential mythos. In the late 1940s, the l3fdr YSR W. S+ G 3ISYSNI (A 2y ¢
prominence, in part artistically reacting,tget influenced by, prevailing societadde, quotidian thought

and media culture. The Bay Area played a role in dissemination, additionally developing groups of artists
ideologically descended from prior movements and later discerned to reify distigpanal schools of

creative thought: as the Bay Area Figurative painters and the Funk artists reveal.

Chart One. San Francisco Regional Art Movements by Year.

1945 1950 1955 1960 1965

Abstract ExpressionisigApprox. 19451960)

Beat Art(Approx. 19501960)

Bay Area Figurative PaintefApprox. 19521965)

Funk Art(Approx. 19601967)

Study Parameters

The paradigmatic beginning of my stuidy 1945, significanas the yeathe Second World War
ended, ushering in an American prosperity boom and a remarkable reworking of the average U.S.
OAGAT SyQa YSyil t A imobilizatioh$ MAich lprgviodslg Madrgmalized ditizebsLwere

rendered valuable and necessasgwed seeds of alterity awarenesgeingfruition during the current



postmodern period. Existential selawareness mayalso be traced to 1940s era Philosophical
developments and 930s Marxiannflected labor movements valuing the individulr.the postwar ea,
Abstract Expressionismvas influenced ideologically by Surrealism (itself descended from Dada).
America emerged as theictorious power post WWIl but failed to display a distinctly American art
form.? The end point for my studyis 1965:the year in wich Americanlegislation promisig more
equitable civil rights and for ending immigration quotas was enactederican society became more
acutely aware of pluralismAso, dter 1965, the rise of what was later called thippie movementor
WO 2 dzy U S piddichtéddzpth previous cultural dissertpcomes adistracting cultural influence.
Although | do not deal directly with Hippiést should be noted that they alteredominantwestern
cultural valuesplacing same at the forefront of dissent, yet theovement had roots in the Beat 1950s

era. By 1965, Los Angeles(initially lacking art infrastructure), replaced San Francisco Galifornid a

Table One Population by Decade.

Bay Area Population by County aridecade

1930 1940 1950 1960 1970
Alameda 474,883 513,011 740,357 908,209 1,073,184
Contra Costa 78,608 100,450 298,984 409,030 558,389
Marin 41,648 52,907 85,619 146,820 206,038
Napa 22,897 28,503 46,603 65,890 79,140
San Francisco 634,394 634,536 775,357 740,316 715,674
San Mateo 77,405 111,782 235,659 444,387 556,234
Santa Clara 145,118 174,949 290,547 642,315 1,064,714
Solano 40,834 49,118 104,833 134,597 169,941
Sonoma 62,222 69,052 103,405 147,375 204,885
Bay Area
Total 1,578,029 1,734,308 2,681,364 3,638,939 4,628,199

From: Population, Population Research Section, Budget Division, Department of FiStatee.of
California, 1971Population of Counties by Decennial Census: 1900 to 1@3impiled and edited by
Richard L. ForstallPopulation DivisionUS Bureau of the Census, Washington, DC 20233March
1995. Adapted from Stoddayd998: 161

® Abstract Expressionissupposedly filled that vacancgrt and ethos were essentially imported from Europe.

"¢KS modcnad GSNY W ALILIASEQ NBGHSMAN shdetalliSurs B ekiffgitiialand valdativé 2 dzy 30 <
alternatives to hegemonic societyippieswere/are the direct cultural descendants of the Beat&l more tolerant of

differencethan normative Americans



cultural capital by virtue of money flowing into L-l#ased industries such as the aerospacdustry

(started during the warand that of entertainmentSan R} y OA 4 02 Qa4 LINBGA2dza R2YAY

due to fortuitous gold rush geographical placememtdo not assert that San Francisco ceased making
cultural contributions posti965.

Table laboveshowsperiod population in thenine Bay Area counties. bm irterested inartists
labeled by the U.S. Census Bureau (in 20081 p 0 | & WCAYS I NIAAGAZ | NI
occupationgroup inclugsWLJ- Ay § SNE > & Odz LIi 2 NBE X A f Asd200820052 NA
artists within this groumationallywere estimated to comprise over 10% of the occupational category or
approximately 1.4 % of the population tothBy 1970 and during the period of this study (198, the
estimated per cent of occupation yational population total was condered to be less than 1% and
therefore | will assume that the same percentage (less than 1%) applies to the number of artists within
any given grouf$ of midccenturyregional residents

This Introduction explainthe nature of theproject and presents a messarily brief history of
the complicated setting | stugdwas well as indicating regional conductivity to difference. In Chapter One,
| examine literature pertinent to understanding regional cultural context and the avenues of study
uncovered. | argue thathe locality displays a Marxist concern for the accommodation of diverse
citizenry lacking in other American areas and examine the tangential philosophical issues uncovered. In
Chapter Two, | detail methodologies employed to reveal knowledge of the dhewby they were
utilized, and speculate as to how they might inform aspects of this study. Chapter Three presents
temporal contextual considerations and waok marginalized artistoorganized by ethnographic group
whom | consider to embody the period,lgte, and groupsurveyed. Chapter Four evaluates the

information uncovered and draws conclusions as to the influence of marginalized art and artists upon

!.ln1oins G KS OF (S 3aB, scalptars, anditéadhriRof 2t ¢ S OF 1S3I2NE bl & SELI YRSR
° See <www.nea.gov/research/ArtistsinWorkforce.pdf K I A NXY Iy @i actede&DE/Jadudry/2013.
10 See <www.nea.gov/research/Artistsindrkforce.pds: 7 - accessed 'January/2013.
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the Californian, national, and global art worjdsd traces Bay Area artistic influence into the fue. |
additionally present two Appendices detailing the history of legislation affecting marginalized
ethnographic groups both in America and Califor(dgppendix A)as well as a glossary of possibly
obscure terminology implemented throughout this the¢Bppendix B)A third Appendixconsistsof
applicable GSA formpertinent to advanced research degreeBhe appendices are followed by a
selected bibliography of consulted textual sourcés.the next chapter, | examine regional cultural

approach to accomodation, social organization, and textual evidence of marginality.



Chapter Ong; Literature Review

WX LYyadgSIR 2F oStaf)AatTadzaBRR2YY I NRAFEZFSNBY il LINF OGA O
- Walter BenjaminZ008: 25

| have read extensively. As an artist | am familiar with accepted art history, and in the course of
this project, have explored the lives and works of numeretimographically affiliatedegional artists
little known, even in the aregand unrecorded by official art world historiograpfyany textual sources
supply clues as to midcentury marginalized and artistic motivations, from which | have pieced together a
portrait. a @ NB&SF NOK 1jdzSaGA2Yy A g thnagiaghid sullye@a in thélBan LINE R d
Francisco Bay Area 194965 reflecting time, place, and values/beliefs, originally sustained in
opposition to dominant culture, subsequently influence presBnit @ Odzf G dzZNB&aKé L KI @
literature pertinent to my esearch question while considering contextual Bay Area culture and
residence. | examine conceptions of political allegiance, philosophy, spiritual traditions, popular culture
plus histories of immigration, and marginalization: all involving perceptiordask, economic status,
SGKYyAOAGeZ YR RSGALIYOS FTNRY Wy2NXI(GAOBSQ O fdzSaod
Unravelling the myriad cultural motivations underlying midcentury Bay Area artwork creation
led me to examine the work of Sardinian/Italian writer Antonio Gramsci (18&B) Jones2006: 27
28) and his contributions to Marxist theory. Acknowledgement of diversity implies acceptance of
LJ2 Lddzf F GA2y LX dzNI fAdGe FyR (KS . I 2attituddBolvaddssoditaldzy G SR
ONBF YAT I GA2Y d thelidzes tharavodtionlainBembcialy are not incompatible concepts
or processes. The Bay Area encompasses, bothneither communism nor capitalism make allowances
T2N) RAGSNEAGE 2NJ I SatGKSGAO TNIYSs2N] = Acwdms (KSe@
1992: 261); lacking tolerance for deviation from assumed norms. If representation is taken to refer to
artistic production, both major organization systems lack concern for individual idiosyncrasy. As
D2Y0oNAROK &l & & Ynakig, antd alllind@maliray A YA B SGKS ONBF A2y 2F &
AY hgSyas mMdppHY MYyHOP D2YONRKROKQA & dzo andeltiondell S& Y I &
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difference intocontemporary culture. In other words, the replacementpoéviouscultural identity with

an inclusve revelationreflects the necessitated WW Il societal reorganizatidmch originallymasled a
totalizing global realitywhose unmasking threatened to destabilize dominanG@mbrich speaks of
representation as facsimile of realjtgnd postwar culturevas intended to sustain a wartime economy
albeit with a reconstituted definition of identityand with societal understanding predicated upon
prewar supremacies. Identity was ubiquitously dictated to populations by dominating agencies via
media (TV, printetc.), indicating study of popular culture, however, marginalized identity was invisible
to the dominant culture. | have searched tangential sources for information relating talapsrmnance.

Malouf sees westernization as impacting the neastern worldstating that some see globalization as
synonymous with Americanization; stating that many woeesterners perceive modernization as a
YWiNR2FY K2NBSQ oalf2dzZFX wnnnY cHO® aO9@AfftSe al
13). Whether colnization is intended or notit speaks of attempts by America (or westerners) to
colonize the mindset of the newestern world (Malouf, 2000: 561), by instilling ideological
conformity and cultural uniformity. | will not address the issue of world caktion (although this
opinion warrants further study)l am concerned with art production in the western world. As Gombrich
alreéeay W, 2dz OFlyy2G ONBIGS | FFAGKTFdzAZ AYI3IAS 2dzi
reflected differing realities yet as perceived as intrinsically mirroring prewar cultute.the developed
western world, the influence of TV, filmand print fostered abbreviated midcenturyAmerican
communication patterns These patternscompounded bycurrent philosophical theory andhe
willingness of individuals to accept truncated facsimiles of themsghaiterated the fragmentation
Y240 AYRAGARdIZ ta& ARSYGAFASR gAlGK ySg O2y(iSEGa®
Odzt (i dzNJ f Oweng, 1992:NIBQITo paraphrase dih Owens and Gombrich: all anyhether

representational or abstract, presents idiosyncratic individual perception.
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1.1 Political Organization

This thesis concerns art as it reflects the social construction of identity:ufated within the
context d systems of social organization i.e., capitalism or communiatmch govern societal
placement and temporal socioeconomi¢wever, individuals are consciously influenceddgoyptidian
massculture, their own contemporary colleagues as well as temporadityd regionality.Classical
Marxism recognizes both a socidbase and superstructure with the base configuring

SYLJX 288S8SkSYLX 288N NBtliAz2yad ¢KS adzISNE G NHzOG dzNB

ERNEERESERES

informed Marx who considered

equality as achievable only by work

revolution against dominant, &
manufacturing classes. Hegel
understood law as thefoundation of
human culture, believing free will is
illusory andi K G YI yiQa
maintained idealism towards manking
(i.e., evolution based on prior lessons
Marxism was heavily drawn on by soci
justice theorists in the Bay AreA Socialistit? viewpoint (Zakheim and Beatty, 2009: 2B) is revealed

in the illustration @bove displayinga 1930s San Francat® egalitariatE  WR S Y @opibldssurityQ

YLy mMyop YR wmy mwo YoluRe®dn Dethipczt Briefidii@sedmericanequality (he believed equality

rose withdeclination of aristocraes) andpredicted a industrial gentry anticipatingconsumerism.

12 50cialism positsocial ownership of production means as the only avenue to equality among societal classes. Marx viewed
Socialism as a developmental stage of his economic thought I Yy i A OA LI} GSR DNI YaOrQa w63ISvyzye
difference within a reversed dominanage Tocqueville does.

(@]}
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equal access, yet tellingly, excluding obvious racial or sexual differdimeeillustration reveals Erxist
inflected social concerns prevalent in America after the equalizing economic depression of the 1930s.
DN} YaOA Q& NI RA Ol R dreSuppodeSrigiaaenalily béweedNR riefhBeis
of democratic bodiesHorgacs, 2000: 380 Allowances dr nonmajority cultural participation exist
within { G NJ& gbhcépis @@massulture which sociologically examepopular culture™ through the
deterministic lens of economistic lineag8trinati claimgi KS WOdzt (1 dzNJ f &0 dzRAS&aQ LIS
cultdzNB FlFAfa (G2 NBO23IyAT S WRAFTFSNByYy(G GNIRAGAZ2YyAEAST (F
YSGK2R2t23AS4Y X HKAOK LINB@Syidi GKSY FTNRY oO0SAy3 3
F NOKAY 3 d&AY peBshdRtva (Stdnhatlf 200 18848 & DNJ YaOA Qa NBG2f dziA2
presupposeshoth proletarian alterity andthat obstructing dominancecould be modified by political
education. He states:
/I 2yaOrz2dzaysSaa 2F o0SAy3dI LINI 2F + LI Mailgnrédzf FNJ K
first stage tovyards a fvur'Ehe,r Aprogressive: s@IE yaOA 2dza K S é} a X Adu A Yd{é u c')lf
LI2f AGAOFE RSGSE2LIVYSyd 2F X KS3ISYzyeé NBLINBaSyi

politico-practical one. For it necessarily involves and suppaséatellectual unity and an ethic
Ay O2yF2NNXAGE X HorgaCsNZO@OA3R) f O2y OSLIIA2Yy d 6

¢CKIFG WKS3ASY2yAO T2NDOSQ 42dfd R 0SS y22iA2ya 2F Od#Z (d
hegemonic host cultural developmentogtmodernisn fetishizsdifference in opposition to modernism

g KAOK TSi0AaKAMEWRIey, 892y B yAByaably) the midcentury shift in cultural
consciousness summarizes lamdernism, both artistically and in the privileging shift from genuine

cultural identity to D2 Y 0 NAf&#ndlé image. Poststructuralism (often synonymous with

¥San Francis@& 2 A G ¢ 2 6 S NIHacoratiariwere éreatidly $Fiadisimd reflected 1930s eréeftist, pro-working

class Marxist concerns with social entitlement.

“Gramscieslz dza SR Odzf G dzNI f O2ya i NHzOGA2Y 06 lemySdim qoyis odtlaiZentelit S Q& | O dzl €
(Forgacs, 2000: 395America war mobilization created new cultural landscapblew art forms and artists emerged to reflect
change(Albright, 1985 xvi)

BstrinatQ®Y I & & @isesirindeddhdnic and theoreticalocietalimpositionsreflecting both econorit organization and

majority held moral valueslonesndicatesW LJ2 LJdzf | NJ Odz G dzZNBQ A& ONBLI SR oréflectin® (i dz £ OA
quotidian life anddemanding® O 2 NNB @n$ eomdidhfitidass culturdgnes, 2006: 27,32nd states Gramsci referred

02 &adzZLSNAGNHzZOUGdZNBE a4 WOAQAE a20ASdGeQo
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Postmodernisthought), dispels Structuralist myths, attempting to read cultural shifts more incllysive
seeking origins and classification, yet searching for underlying reasons andnmekrnsindicative of

midcentury political and philosophicathought, enabling a cultural (and personal) redefinition and
created a fundamental shift in cognitiofPoststructurdbm is not synonymous with Postmodernist

theorization but reflects, ratherlate modernist interpretation.

According to Owens, the Frankfort School philosophers posited that as modernism drew to a

YAROSYylGdzZNE Of 24S3 LIK2G23aINI LIKEQad OSN)IOAlGeEe ONBFKGSR

definition of art whichviewed art as necessary to culture. To extend this thought train, midcentury

citizens sought to discover innéuths they believed to becertainty. This conundrum becomes

apparent with 1950s production of Beat era Delfl&s NRA @ 9 RNIIW) >y pidilBaFAdaéricay Balues. In

GKS t13GSNI mpTtnas RAAASYd Aad Ayadaddzirzyltal SR

theorists; well before the advent of people like Lyotard or Deridieo gave Postmodernism legitimacy
as explanatory dialoguélhe oficial art coming out of galleries or discussed in journ@wéns, 1992:
300) represents the dominant Y R LINA @A f S 3IS BtherWdrdsFtiie Quaurphtion of 19E0s

dissenterswhen artists bypassed official gallery system modes of productiondéidbution, led to a

2 NJ

GKS2NAT SR NI &adNBlFY Y2NB FihlddzySR (2 NBOSLIWiAz2zYy o

taken out of the hands of official culture, and made available to individuals, not unlike depresaion
Socialistinflected art (SociaRealisnt, seeFigure 3above) which reaffirmed the widespread experience
of economic deprivation

Art cancritique and defycivil discourse; reestablishing itself as cultural commenthowever,
marginalized societal members can desire assimilatighimvidominating frameworksMidcentury Bay
I NBI FNIAada aeydakKSaAl SR RAALI NI GS NBImithh 10855 a
xviiixix): their Gramscian mythopoeia and saHrration expressed identities validated by period

societalreorganization subverting a confining 1950s conformity. Ros&ir Beats possessed Marxian

13
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tinged values formed by depression era labor disputes, and World War; questing after new values and a
revamped societal privileging which dominant supremacist spatiempted to silence with discredit.
Beat utopian culturerepresentedto dominant Americansa Communist thregtand Beat art blended
dissenting and creativePhillips, 1995: 228) period cultural influences.

PauloFrieregrew up poor and hungry in Biihevhere he learned to equate his problem with his
social classHe culturally validated dissent and postulated all societal classes as useful to societies,
dF@AYy3aY WEKS OdzNNBy il Y2 @SYSy i X manfest miBheiSesserfclis/ = S a LIS
LINB2OOdzLI A2y SAGK LIS2LIX S | & MEi&d 90854 RisPedadod ofg 2 NI R
the Oppresse & 68 GAS6SR | & SE i Sthawrdced 8fthe Earthlithydthd (i K 2 dz=
calling for overthrow of systems of oppressigbl y2y & ARY We¢KS L1LIS2LX S gAff
that national independence sheds light upon many facts which are sometimes divergent and
Iy G 32 Fdnan{i TOEXIA%In other words, inclusivity furthered broad independenéerier,
N.D). Amercans demeaned Communism after the Second World Waanirattempt to promote
WY YSNRAOFYQ @I fdsSa 69ftAyazy FyR ,23AX HAABY HHMO |
group were not dismissed due to sexual inclinations or political dissehtvbre insteaddismissed as
non-dominant and of no particular importance despitheir desire to be accepted as societal
components

1.2 Philosophical Trends

Jeant | dzf { I NINB Q& mdnnad 9EAAGSYGAltA&G LIKAL 2a2 L
a 2ySySaa 2F AYRAQGARAZ t & | YR Rie@Siiating fakijagylindgne G K D NJI
multicultural Bay Area, art reflecting utopian Beat ethos portrayed diversity as culturally inherent.
9EA&GSY GALFEtAAY Aad { I N¥ NBQand raitdees [Markig yalls 2faF endingR O Sy (i «

oppression but Sartre departs from Hegelian godliness (culture) by denying divinity plating

PO NINBQE 6NRGAYy3Ia | NB KSI OAf e AnsHithézfiai@SR 08 al NEA&G (K2dAKD
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responsibility uponindividuals Being And NothingnesgSartre, 200}, posits people searching for
Figure 4. Paul WonnerTwo Men at the Shord 960.

satisfactions inherent in individuality, when in

actuality, conceptions of autonomous selifection

canisolate individua seekng a unity. Sartre insists

identity, defying cultural dictate His presence
without limits allows unfettered seldlefinition,
f 20 GAy3 AYRAGARdZ tAGE ]
Wh2iKAYy3IySaaQ 2F SEAAG
humans are ultimately responsible for their ow'_;,/
actions, reaffirming the Buddhist conception of th_-.-,
adherent as responsible for selfalvation.
Understandably, conceptions of sedsponsibility
resonated withfreethinking Bay Area populations '
steeped in Buddhisntplerance of idiosyncrasynd the DIY individuality inherent in American Manifest
Destiny(seeAppendx B® t | dz& 2 2y Yy SNIDA& . | & abbvdight) depictd maNine A &S LI
seemingly coupled, yet isolated in a bleak world, speaking of cultural invisibility experienced -by mid
century gay men. Reminiscent of photograghyt @ Sthelp&rtingB&olated coupling déés cultural
sexualdictates yet shows us citizens dghgconformity to pursue individual satisfaction

In 1947, Adorno and Horkheiméf viewed Western culture, particularly American, as

AYGUSNIgAYSR 6A0K WSnad S NIy Siayry SSyUiGnm vin TRANY weszcuiNdd BiAa20S W L

1 The1930sFrankfortPhilosophicaSchool (Adorno, Horkheimer, Marcuse, Benjamin, Eric Fromm, Jirgen Habermas, among
others)isassociated with the Institute for Social Research at Goethe University in Frankfort Gerfinimypredilecton for

Marxist teachings influenced subsequent textual productiamsl theyexamined society fronsociol@ical Psychoanatical,
Existentialis, viewpoints in addition t@ther perspectives Adorno and Horkheimegtisdainedthe culture of consumption aa
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WL e Q o1 a (KS Helsdbsexidwsita S&les. FdefBéngaNids phatdgraphy destroyed

F NI Qa &a2@gSNBAIyGe FyR NBRdAdzZOSR NI (G2 LRtAGAON
reiteration of experienced quotidian reality. Bay Area midcentury art often positioned difference within
traditional frameworks yet also revealed a radically new (albeit utopian) social structure in which
individuals enjoy paramount importanc®larcuse déies Adorno and Horkheimer, specifically rejecting
.8yelrYAyQa FaaSNIAazy AGAOAT

writingy WX I NI ONBFdSa

subversion of experience proper to art becomé
possible: the world formed by art is recognized as
reality which is suppressed and distorted in the givé
NEFfAGeXQ 0 al M9 daugyEstingm tha
necessity for an art divorced from politicizatio
Marcuse wrote during the late 1960s/early 1970s a
whether knowingly or not, based conclusions upd
midcentury thought, continuing the Beat legacy @
social critigue.True understanding lies between thg
two extremes cart employing identity emphasize
diversity, but often does so within conventiondl

tradition, which is a political actArtists frequently ¢

express differing realtiem defiance of dictatedealities. Figure 5. Wally Hedrick N5 R.Qg56. ﬂi

form of worker oppressiorpositing that he culture of entertainmenextendedwork environmentgthe culture of power)nto
leisure time.
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5S ¢20ljdzSOAtfSQa O2yadzyYAy3a OdzZ GdzZNB o6 f 6 K2dAaAK L
AY P'YSNAROI Q& LRabol NI @8SIENARD | AYyS OompyTO blebR al NI A
Americans: labesaving devices extolled as necessary by advertisdiish diverted active cognition
from more easily politicized concerns, i.¢ne Gramscian dissent from hegemonic societal privileging of
whites. Marling relates art appreciation the classless influence of TV, positioning both television and
FNI & FNFXYAYy3I AYIF3ISAY WoNBIF1oAy3dau R2éy X (GUKS §¢
fragmenting information to enable understandimmnd cohesive behavidr | S R NRA Odnoover t f dza G N
right) comments obliquely, inserting pictographic images (picture) above technological dials and a red
lipped mouth, presumably dispensing oracular informatbnrS RNA O1 Q& ¢+ Aa Y2y2f AiK
Y2 R2dz00G | & Bedtidflected Bidé@ntdy Opinion of
official culture.TVis substituted for genuine cultural information
yet hasselected exposurethus promoting censorshigHampered
art awareness was one result. Midcentury residents experienced
isolation both culturally and persafly as suburbs separated
privileged white residents from newhite city populations, and
from self (reflected by cultural enjoinderto acquire diverting
hobbies, like paintingoy-numbers) replacing experience with
substitution. Marling averred painby-numbers kits allowed
Y2BA0S NI LINBRdAzOGAZ2Y S 2Ibd R GaoOK 7T
supposedly producinga pacifying satisfaction and diverting

cognizanceSubstitution enabled selfensure.

Fiaure 6. Jose Ramon Lerrvendocino Storm1956.
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1.3 MassCulture and Bay AeeArt
Hine quotes a 1954ife magazine article as sayit§S @S NJ 6 ST2 NB > a fHiner dzOK T2

GeqQa 2SN Ofl aa

w»

1987: 15), noting that consumption trickldti2z 6y (12 &2 OA
reserved financial ability to consume, for the dominaadyertisers illusorily extended that dominance
G2 t26SN) OfFaasSaod ¢KS elittStaguariag2 y Fétevisid RinctisnSds & thalBA FA S
contemporary internet allowing theoretically classless information distributiat, actuallyserving to
affirm favoring Bay Area cultural aims asserted dominant American privilegiegpursued different
direction from those of the larger natiorAlpright, 1985: xwvi) with Gramscian egalitarian social
concerns accommodatingdiverse regional realities. Lippardefines identity as important to art
production®®SEF YAYAY I | WySg | NIQ NB dohskié iniklogriuryyé®momid RSy (i A
effects of marginalization asmpacting (or inhibiting) cultural developmenf, A LJLJ- NRQa 06221 O2
recent art ty formerly marginalized artists from a poststructuralist perspectivhich does little to
inform of prior obstructionsLerma(aboveleft)a i 6§ SaY w2 S gSNB [ff R2Ay3 NBI
involved with the earthr Yy R (1 KS {(McghRshe), 19¥81%7). Lerma relates his work to
environmental factors. Psychological topography was confronted.

Gibsonexamines Abstract Expressionism, from a multicultural perspectiéch wasculturally
impossible prewarexploring changes in societal valuation, anguthat the style was not solely created
by white males (as popular mythos indicataad which negates actual histgryTo dissent, one
consciously lives life in opposition to normative values and/or exhibits characteristics at odds with
dominant dictates.Proscriptions can consist of skin color, sexuality, gemdeaits not sanctioned as
RSaANIofS o6& GKS NYzZ Ay onddf 20863 7722 'NArtwbEky Gr&anedlIdyA & S & 2

marginalized societal members constitute pedagfmptitical attempts by artiststo subvert hegemonic

BA LILIF NR Q Mixad Blessingafarsité tBesmixing of unacknowledged cultures into one American homeige
reflecting war mobilizatiorand cultural plurality, i.e.,Mixedidentities. The wordlessingsefers to benisons assumedly
bestowed upon the resulting multicultural society.

Yoy i SNIINA &S { 20A S &onsulnaristdukufe G SNY w2y S$a 3IAgSa 2
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institutions: reaffirming norcompliance, yet[ S NJY &b§tréct work (aboveleft) reveals only
homogenous, if tumultuous human inner staté$ternative Bay Area cultural stateisteda priori to
midcentury (Albright,1985: x-xvi; Brook, et al., 1998: viiix), yet Albright disavows regional variation
form mainstream artistic activity. Conversely, he identifies regional identity as an output motivational
factor (Ibid: xvi). It is convincingly documented that a San FrancdumolSof Abstract Expressionism

existed (Landauer, 1996: -4, 1314, 7075 and

subsequent regional developments reflecte
defiant deviation from normative postwar mass
cultural elaboration currentsinformation can be -
extrapolated to understand regional rtestic

difference. DS OK G 2 FFQa LI Ay i AME

more prevalent in San Franciscthan typical
postwar Abstract Expressionist wottkswhich were
ascribal a cohesiveness unseen in historiography

Difference characterizeBay Area deviation

8Sid f20Ff LI AyYydSNHbidNB.2

In McChesney, artists themselves reject regionc

identity whilst simultaneously acknowledging influence of recent history and period -cudtsse
(Berman, 1992: 82¥° McChesney explores contributions of regional artists directly involved with the

movement (most were CSFA studéftsvho helped produce a local Abstract Expressionist variation;

gy CNJI essnidOr Q&izdz R2Yy QU KBEOSNBOAKAZHA REBY GRAa R2yS 60ST2NBQ 6.
AeKS /FEATF2NYAL {OK22f 2F CAYyS INIa o/{Cl!0 oé6la {ly ecNIyOrald2
Bay Area is alshome to numerous art museums whiekhibited the latest period art trendslisseminated information, and

servedas incubatory ground
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often voluntarily situating themselves within a dissentiBgat culture, creatively influencing area
infrastructure and communicating artistic milieuslade in Californisexamines state contribution to
American cultural production through artwodnda supplemental volumé&eading Californjgexamines
alteric identity va essaysreaffirming unmentioned ethnographic cultural contribution to sgdffinition
and culture Hidden histofes emergereflecting realities differing from dominant national society and
introducing an initiadissentingdissemination of difference tmidcentury popular national culturé his
initiates a national discoursadesigned to accommodate regional discrepanciesperiod cultural
dissolution and pass the way for a more pluralistic American societyltimately defyingEuropean
feudalmodelsof social contral
1.4 Redefinitions
[ dZNNByYy G | NI LISNOSLIAZY ¢2dA R y2G SEA&G 6 AGKE2dzi
hidAad ' NI LyadadgAaGdziS FyR &dzo aS| dz8hoth foéatiohsibverse®By St S & Q2
Peter Voulkos whowith his students, revolutionized art conception and creat{discussed later in
chapter three) At Otis, they applied Abstract Expressionist ideals and midcentury cultural influences
(Pagliaro, 2003: 263 the field of ceramics and later sculpturevolutionizingform and contentand
guestioring the nature of art and reality. Clay malleableand conducive to Abstract Expressionist
gestural treatment. Foley says:
The opportunity for sculpture to convey the aesthetic of painting with the psychabgic
presence ‘pf the gbject was the incentive fgr artist:s to gevelop ceramicA sculpturg as a new area_
2T SELINBaaAaAzy X 2KSY U0UKS LINeRofSYya UuKSe asuo 7
materials to show technical achievement and addressed problems of ptiwoe scale, inherent
energy, implied human presence, or psychological challenge, the work transcended craft, and
became dorce in painting and sculpturéMarshall and-oley, 1981: 11)
Dispensing with the functional aspects of traditional pottery wedently altered parameters
for art creation by questioning the traditional roles of imagery (function) and iconography. Perchuk and
¢ Fi athte evigual Bxperience they (Otis artworks) present is, like the temporality of their

manufacture, not cohes 06 dzi | RRA (i A @ Peabodyret. al.201$: Giai Bzsuing<[intitg
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' and sculpture employed new materials and approached
creation from primary experiential positions. Ceramics was
first influenced by spontaneous painting (SlivkaMarshall
and Foky, 1981: 13) and in turn influenced painting (and
& Odzt LJi dzNBOramnge eCrosgftf Qaparts from, yet
adheres to, the accustomed vessel dynaniicservesa
sculptural function reflecting Beat iconoclasm, Duchampian
object autonomy, and Japanese oapts (wabi, sabi,

yugertd). Krauss saysWX OF 1 S32NASa tA71S

Qx¢
¢

painting have been kneaded and stretched and twisted in an

Figure 8. John Masof@range Crossl963.

extraordinary demonstration of elasticity, a display of the way a cultural term can be extended to
include just about any A Yy EKvauds, £979:)2
hGAadQ FNIAAGAO RAAaASY(d FTANRG FFFSOUGSRSIVKAL F Said
in Clark, 1978: 133 As midcentury American work mirrored period culture, international creative work
came toreflectwestern cultural developmentslictated in part by period dialogicahichstill govern the
nature of art and the questions asked today. Given the nature otcttenge and the passage of time,
people currently often experience difficulty in understanding théicalism of the periodincreased
inclusivity personal experienceand redefined language were revolutionary at the tiriée history of
ceramic developments has, like much of the art | examine, remained invisible in official art
historiography.Yet, Oti©a G KS2NB G A Ol f prévaleitgtdONB 2y a2 WE Y¥ENHSR W(
W, desdoning prior privileging and blurring distinctio®oplans said:
In modern art all conventions including this hierarchy of media have been under attack. What

distinguishes a work of art from that of craft is qualitative. A work of art is not concerned with
the utilitarian, the rational, and the logical. Its purpose is expressive, that is, to aim new

2 see Appendix B for explanation of the three Japanese concepts.
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guestions about the nature of existence. In short, it is concenveld the aesthetc experience
in its purest form(Coplans in Clark, 1978: 153

1.5 Constructing New Identities

Postwar, historically marginalized peoples employed the civil rights movement as a model to
demand the ongoing acknowledgement and senof importance tasted during Americanar
mobilization (triggering the rise of the gay and the Asian rights movements among others), destroying
hegemonic distinctions between citizens. In the wartime armed fofvesosexuality was often ignored
(Bérubé 1990: 3 although inclusion did not translate to peacetime or initially change roabaral
values. Bérubé contrasts military policiesabelling homosexuals as psychologically unfit (speciously
implying threats to American life), with the reality of afdifng sexuality These policiegextended to
other minoritized ethnographic groupings in that nprivileged veracities, although invisible culturally,
informed difference and cultural totalithy w S LINB & & A 2 YWs{OMBY @ S S yiKISt AMdE 6 6 K A
implied). Dudziak, examines demaiy the marginalizedfor equality and although the civil rights
movement was originally concerned with the societal rights of Afrilsarericans, numerous minorities
asserted individualitygalls for equitable treatment micdocosmically mirrored theCold Warconflict
between Communism and Capitati (Bérubé 1990: 255) yet official governments still attempted to
suppress marginalized ethnographic groups, despite their increasing visiBéitybé traces indirect gay
emergencanto mainstream American liféo recent warmobilization strategies and details concurrent
schizophrenic armed forces homophobic discriminatidiis thought can be extended to include
increased marginal visibility outside military sectors which redefindentity for nonprivileged
ethnographic subgroups.

CNASRIyQa fI (S wtdepublcatidniofdiie FemhiiBeiMizstidua ofedited with
0SAAYYAYT (KS 2gNBEgREYQEVOETSYi®2dA R LINRGlI of& y2i
societalredefinition begun by World War Two and the influence of Marxist egalitarian thobrgintinist

critical theory is constituted similarly to Queer Theory both theoretically demand societal
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accommodation of all individualsut initially lacked consideratioof individuals of color or difference

yet both mirrored a changing cultural topography. Hall details the theoretical tradition growing out of

the gay movement with Queer Theory arising during the 1960s iaedrporating the previous
Existentialconcernsand mobilizational inclusivity. Queer theory does not seek evidence of gay presence
butrather, reA Y  SNLINB (1a SEA&GAY3I SLMAaGSY2t23A01t GASHLIIZA
is thoroughly interconnected with (if never wholly determinég,) religion, economics, prevailing
AOASYGAFAO LI NFRAIYEAS GKS a20Alf a0OASyOSasz | Sadks
WFFOAES O0AYlFNE RSTAYA M HBEMNRiaasigEMarindized aftiRtor @A S g S NI
from any perspective intendedQueeri KS2 NB NBFf SOGa DNI YaOAly STFT2N
a20AS80GFKt @FftdzSa FyR Faila W2K2 |NB @2dzKQ 6LOARY MH
normative considerations in advance of national valuies accommodate unique or ad hoc social

AAddz2 GAz2zyad IFff Ffaz2 aleay WXI|[dzZSSN) 6KS2NASa YdzZ i
S INBE fSaa tA(1Ste G2 t221 4G 20KSNA |yR RSaANB i

pl- OSXQ O0LOARY mMcUO®

Figure 9. Jess (Collingjie Enamored Mage: Translation #1665.

Anticipating Queer

¢tKS2NE Q& f | and

reflecting a midcentury cultural
perspectv€& 52y I f Rhe/
Homosexual in Americd1960)
argues for a societal tolerance dii¥
homosexuality It is an early
attempt to insert a dialogue o
homosexuality into mainstreal

consciousnessand mirrors the



1950s Homophile movemenintent at education, which in itself, attempts to destroy Gramscian
hegemonic notions of mythos or oppressidborey examines attempts by gay men to incrementally
subvet prevailing cultural valuesan intent equally applicable to other disenfranchised societal groups
Californianhomosexual visibility may date to the enforced proximity of the gold rugbsky, 2006: 1)1
and the necessary tolerance of unfamiliar habitsk S a G+ 1SQa Y2NB fAO0SNIt 1 g3
attracted large numbers of homosexuatlyiented people Q9 YAt A2 Ay [/ Kl d#egSe sz Si
{Iy CNIyOAaO2Qa DIFI& IyR [S&ao0Aly | Aail22wbddetaiNOKA @S a
secretive gay local life before, during, and after WWII military service. Gadddpapersrecount an
oppressive atmosphere similarly narrated by Michael Rumaker describing a repressive midcentury San
Francisco society. Visibility afforded proscribed idssgi entry to mainstream discussiprand
conspicuousness demythologizpeevailing societa] Y 2 NBE & ® WS a & Q rightl depictidig $is 6 | 0 2 J ¢
partner poet Robert Duncan amidst books,an art filled interior reifiesi KS O2 dzLJ SQ&a O2yali
insular worlds outside normative cultural dictates: an example of the DIY spirit, in which people
disregard convention to construct personal
mythos. Although intended for initiated
audiences, the piecereconsiders cultural
assignatiorand inserts dialogic presence

Midcentury western society equad
homosexual sensibilityor sympathy, with
Communistic threat (visibility confronted
societal association with enmity) ar@orber
associates the rise of consumerism with the

| feminization of masculinitywhich subverted

| both assumed heterosexual privilege and

Figurel0. Bernice BingZelasquez FamilyL961.
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Capitalist industry (Corber, 19934). Heequates Fordist consumerism with an advantaged heterosexual
RSGSNX¥AYAEAY SELXFAYAY3I LRadsl N GegémorizNdominatton Wl dzS S
Proponents of sociatonstruction theory view sexual identity as human constrdicconceptions of

sexuality change diachronically, aspects of sexual identity remain a factor in social construction although

each society satisfies temporal needkefining identity differently Homosexuals in restrictive sodis

often seekl Y2y @ YA G&Y WRAAFLIISFNAYIQ Ayi2 | yabofeye)St 2 LIA v -
based upon a European Velazquez, epitomizes westerhistdrical influence upon American Asians,

affirming crosscultural interaction or global dialectiand upholds assimilationist negation of origin

basedidentity. 1940s societal reorganization, began fraying dominant social memed increased

N

socialization opportunities informed gay people they were not alodpsky, 2006: 49 © Wi RA&GA
ARSyGAdGe Aa Yzad tA1Ste G2 0SS Ay@2f SR Ay GKS L}k
028t S3FtAGl Khaungey,NBt I G A
Duberman, and Vicinus, 1989:)10

The Beats like other marginalized
subgroups sought redefinition of existing and
assumed cultural parameters: manifesting
alternative or vanguardist valuegPhillips,
1995: 2829). Beat art reifieddiffering values
by ignoring traditional expressive avenues,
disseminating alternate opinion ira DIY
YIFYYSNI NBYAYyAaoOoSyid 2F Wa
(Ibid: 33. The postwar Bay Area region

SELISNASYOSR |y WSELX 2aAiz2

cultural pursuits $olnit: 2730) with the

| Figure 11. Keith Sanzenbashandala 1960. |
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.SrGa aevoz2ft Al Ay3-02y M \OREySY8S:0113yGRamsziTad Rfiere/ were
instrumental, if unacknowledged, in predicting and legitimizing cultural dissent from Capitalist
hegemony while existentialiswralidated differingdentities.

Asian ethnic minorities are prominent in Califormigistory, and a very visiblsubgroup in the
San Francisco Bay Area. Although their art historical influence did not extend to formalized art school
OdzNNA Odzf dzY & & dBedsleyl 1398:83)SAsian{B&y! Afka presance defines experience for
many residents as does Asian piigr culture Chang, Johnston and Karlstrom, 2008: xw#éscribingto
a large extent, nomsian experience; an eagtS a i WA y i S NIhNBLLGA CotposinigBRheIJS Q 6
YI22NRGe 2F GKS I NBI Qammigrantsbegan Bréviig il té &JKkreaOI the/ KA Y S &

nineteenth centuryseekingfinancial betterment andleeing tumultuous geopolitical historylpid: 113.

(@)

.SEG 1jdzSad F2NJ FEOGSNYFGAGS ALIANRGAZ f AGEe Aa GARS
stylized mandala suggesting ifd@ & LJA NA G dzF £ YA 3 NJ (i The Roséd Nghd4b)amdl G SR 6 «
presensalternativespiritual pursuit.
For some Asians, participation in American cultural construction enableehamiptance of
their homosexuality Eng and Hom, 1998) @&s a vall aspect of a multiple distinctivengssubverting
host cultural valuation dynamicand reaffirming temporal cultural change$hat Asian people should
reassess core valuesd publically assert differencexemplifies the influence of western values upon
them, arguably not possible withouheir assimilatedporesence in AmericaAmerica utilized assimilation
when Abstract Expressionist works became cold war propagangaosedly reflecting American mental
WT NB S(R&EREraft, 1974: 3@1; McEvilley, 1998:22; Saunders, 1999: 2&75 which was
disseminated abroad t@ombat international perception of Americans as fettered by dated cultural
mores ContemporanfEuropearNB f S+ aSR |1 2f f 822 R FA{ YSadud@Ritad § LIdzNL

288289, was actally advertisingportraying America as culturally cuttiregige, being in reality,an

attempt to obfuscatean impendingsramscian pluralityimplied by increasing subgroup visibility
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Asian experience was ngtluedat the timeof study Cornell and Johnsp 2008: 9 and Asian
' YSNAOlIya g2dAd R y2G KI @S ARSYGATABRI1IYoKS fiaSds@dSa | &
into Asian culturainstitutions, some of which are reflected in western spiritual traditionsid: 103.
Buddhism combines eleamts of religion with those of philosophy (Batchelor 1997: 15); allowing for an
adherents potential divinity and considering the consequences of anguish or suffering (Hig)\2Rile
placing responsibilityfor salvationsquarely on the followerBatchebr sets forth Buddhist precepts
regarding individual integrity and mirrors the Socialistiemanized concern for difference which
resonated with Bay Area audiences.

¢tKS YAROSY(GdzZNE 9YODBANRYYSYyidlf Y20SYSyiQa AyoSL)
natural world preservatiofi and CSFA instructor Dorr 2 i K¢ St £ Qa o b&fowIight) t RS LIA

celebrates the natural world. KS &1 ARY W¢2 YS AdGQa SOSNEBGKAYyI® 2S5Q

J ' . i l Ry -g;‘: % e
’ | }/i‘l ,'J. |‘ p u K I u
3 - 19| =y £FEHL3 . ;

Yrgaay3 +tyR GKFG L O y MO, KIS Na [y A2y

X L FSSt GKIFG GKSNSpeapke arad

(McChesney, 197316). wl OK St  SilerNB@iyg
described a biosphere in which unchecked pesticide
had poisoned the environment leaving many species

the brink of extinction and humanusvival threatened. |

/' Naz2y aleay w t2y3a gArilK) iKS
of mankind by nuclear war, the central problem of o

38 Kra GKSNBT2NBE 0S02YS 2F Yl
total environment with such substances of incredib

potential for harmPQ o/ | NA2Yy X M@CH a

| Fiaure 12. Dorr Bothwelbierra Waterfall1955. |

2 Buddhisn wasfashionable in the late 1950s/early 196C@hang, Jatson, and Karlstrom, 2008: 13212): dissatisfaction
gAGK O2y@SyiGaAazylt ALANARGAzZEfAGE 61 & y2G3 fAYAGSR (G2 Wo2KSYALYC
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credited with frightening American (and global) citizens into presgrthe environment for future
generations and (theoretically) ending related cold war era hubris which advocated humans taming
nature.Carson dissentsom official policy and mirrors her temporal, questioning, culture.

Bay Area artist Robert McCheshtgi  ARY W¢KSNB 6SNB GSNE F¥S6 | N
CNI yOAa02 ¢gK2 RARYQU IS ahitXiQ Ayai@/ KIKSy SERAtmyUIINEREW R
regional environmental cognizance and engagement. His serigrépslow) abstractly depicts nature
YR KdzYltya FtA3ySR Ay | yI (dzNT f Sy oA NRynNg3y G a O
regionaloutputd  ARY W! aAy3 aKILISaTeNRaX2UNBES PSRBaEOGKS
terms of feeling.It would be part of nature, like a rock, wind, rain. You could fleelrain, feel the wind
Ay (Ibidi 7).AsBay Area arincorporateslocalizedand changingentiments Buddhism inAmerica

Ficure 13. Robert McChesnep4 1951.

'

adapted to new needs
(Seager, 1999: 106, 111
112). In the midcentury
Bay Area, Alan Wafts
helped popularize an
alternative approach to
: spiritual thinking
" explaining Buddhism

(specifically Zen) to American audiences (Watts, 1970, 1972, 1973, 1980)

a0/ KSaySaQa 6ATS al NAEPenod 6f Explordtigh | NI A &G0 | dzii K2 NBR

% SeeAppendix B

%% Britishborn Watts movel to the USA in 1938, and to the Bay Area in 1950. He published at least 25 books on subjects
concerning or tangential to Zen, promoting Buddhism to young, countercultural devotees. His Bay Area following was large.
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1.6 Class Considerations

DNl YaOAQa KS3ASY2yAO 02y OSLIia ,baledsdhBotlason Pabld Of | &
Friere¢ influencing concepts of artistic quality (McEvilley, 1992:\#ifh oppressors seeking to establish
uniformity in appreciation (McEvilley, 1992: 1&)d, among otherestimations, reinforcing a dominant
position. Stratification occurs when groups situate privileged members closer to oppressors, and
prioritize valuationsto approximate those of oppressor®Vha happens when one is marginalized?
What are the repercussions of hegemonic positioning upon individuals, and upon society? Most
importantly for my discussion, what is the effect of marginalization upotput? Ly Wh @S ND2 YA Y
Ly @A aDBroARderdod &CNE Y1 E Ay NBFSNE G2Y WX OfASyila gKz2 al @
ills, including disillusionment, chronic indignation, pervasive discontent, anger, depressimtarece
F6dzaS | yR K2 LASONSSSINESezaboMa, one might addekngs of uselessness, failure,
inadequacy, internalized bias, and cultural incompeteniogpeding art production, optimal societal
performance, and resudintly, depriving society of interjecting voicelsegemonic stereotypes can be
attacked with art inseting dialogic reappraisal of prior valorizatiathough artworks questioning
stratification are often dismissed by dominant groups as inferior work because they reflect an alteric
reality and threaten hegemonyDisenfranchised artists relate a reality deglent upon their personal
personas and societal positionirthus placing output at odds with dominant understandings of cultural

organization.

Marginalized societal positions relegate people to collective fringes, usually via economic
deprivations; attedant educational lack limits career opportunitiggerpetuating marginalization and

OF NNAyYy 3 Fdzf ¢ Odzf { dzNJ f LI NILAOALI GA2YS & SOARSYOS

{GSNB2G2LISa FNB WSEF 338 NI K.6)ReGsentabing idgenBpfiofisthel® T b 2

29



against ethnographic groups. Stereotyping should not be confused with prejtiditthough the result
is the same: marginalizatiob. A & ONJR Y A yhe failurg 6 trelatall people as of equal worth, and to
acknowledge their dzf f K dz¥inef, ANIDR Giffering from oppression in that the latter carries
discrimination to an extreme level. Marginalization can be thought of as somewhere between the two
although its effect is closer to that of oppression. With changed circumst previously marginaliz&d
positions can become privileged and vigrsa.

L gAff y20 RAAOdzAa WI22RQ @ad Wol RQ -RIEY QI dz
Work excluded from mainstream art histories creates illusory totalities. Widdefined inclusivity, the
position of alteric artists has improved and art produced by previously marginalized people is now more
privileged However, marginalized groups still battle invisibility and continue seeking succor in
companionship. Godfrey (88) documents several San Francisco neighborhoods associated with
RAASYFNI yOKAASR 3INRdzZLIAZTI Sljdzr GDFAT SNMADHE A ORKY gzl A P
metropolitan cores. Expansion of community borders can create friction (Godfrey, 1988: 164) wit
AYGSNLIX e 060SGsSSy Tt GSNYyIFGAGS O2YYdzyAGASE | yR R2Y
O A @ R Bay ihdptejudicial discord existed but fractional boundary disputesnare preciselyan
intermingling of historical and new values whicWo 2 Y RQ O2YYdzyAGASa 6aO9 @At f
negotiation of cultural terrain, ot?!X G KS 932 A& NBaLRyairofS F2NJ LaeéOf
GKSaS Ay Gdz2NYy RSGSNNAYS 2dzNJ 02 ¥ KBGN2 dedNISEAEIIGQ KA. & SN.

SY

a0l iSaQ FT2NOSR dzZll2y GKSYIXI GKSAN LlA@OKSa LilzaK (K

" Dictionary.com defines prejudice apaor opinion formed without benefit of reason or knowledgee
<http://dictionary.reference.com/browse/prejudice- accesse@0/May/ 2014.

Br8§S L dzNI 2y FyR Yl 3 efandsley lardNéisynl (dd@pmuinity PsycRololyyIn Rulsditbffwellness and
Liberation Chapter 13pp. +41). Available:<www.compsy.org.ukChapter1&ll>- accessed 9/May/2014.

“DNI Ya OrQali 3vdar At a2 O0A
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California was marginalized within the American egostensibly because its residents think
differently ¢ and within California, Bay Area freethinking is considered to threateifio@adn values
(and thus dominant Ameri€@aLévi{ (i NJ T $avhge Mindnthropologically® examines societal
construction of noawestern cultures around the world with a special emphasis on what he terms
Wo NA & awhithis&@ncepiapplicable tovestern art considerationsncorporatingideasoutside art

realms, and is meaningful to Bay Area societal organization attempting to accommodate diverse

citizenry through bricolaged governance, as well as marginalized art outipéwi{ (G NI dzaa Q a St ND|
Figure 14. Jess (CollinSpventy XXth Success Std853.

defining  structures and  classificator

meanings is flawed WY dz G A LJX SH
FILOG2NER ol NBuo Oz2yil
(Adams, 1996: 141)and LéviStraussfails to
account for regional or individual autonomi
idiosyncrasyHis taxonomy convenierty fits
gridded frameworks, but viabl
contemporary  social  structures mu

necessarily account for diverse populac

520k horn? Dokt Bantt codoms oo i

realies which negate Lévi{ { NI
essentializing contexts.

1.7 Art as Communication

Art creation may be construed as th
constuction of  semiological signs:

communication between people within given cultures. Some art is economicalylcli SR 0A ®Sd3

% Anthropology stuies humans both historically and in the preseiay. Iviewethnographic groups marginalized in American
societyfrom an anthropological stance

8 Bricolage refers tad hocartwork creationemploying availablenaterials and_éviStrausscontrasts bricoleurs withis

WS y 3 Awh&uBimNaiely constructs from a basis of pragmatic assumptions whereas the bricoleur shemtethe mind.
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OKALIQ FINIOS &SG YFENBAYFfATSR INIX A3dy2NBR o6& 2FFA
de Saussure (Bglland Sechehaye, 1966) assumes that the smallest element of the linguistic sign, the
signifier, points to thesignified or as Barthe§ LJdzia A GY | WX NBAKMNBESyii diazy 27
(Barthes, 1983: 443). All art may be considered signage illusitng utopian, or other, concepts unique
to an artist or ethnographic group. For de Saussure, language was created by culture and speech
enabled communication between societal members. Barthes maintains no semiology is constructed
without the presence oftl y 3 dzZ 3 S & WSEabauveright)SdribiNesdheSfragmenteghaintedimage
with pasted wordscommunicating with viewers in isolated snippets of language and piiatpiece
projects words as artistic fodder in a war against convention, abstractly iagealchaotic temporality
and the influence of massulture and/or sympathetic colleagues upon artists.
According to Hall, artists encode the message which is then decoded by viewers who may share
Fy FITNIAadQa oAlFa | yR Sy OaikRedio thef anddrstuiiing. Yidwers S & LIS (
sharing ethnographic affiliation can interpret artwork differently. Thas artwork can mean different
things to different people. Hall says:
The Yhessage formis they SOS & al NBE U T 2 Nithe efefi in litsLfjlaiSdgeNdropi O S
source to receiver. Thus the transposition into and out of #hessage foror the mode of
symbolic exchange) is not a random 'moment’, which we can take up or ignore at our
convenience. Thethessage formis a determinate momentthough, at another level, it
comprises the surface movements of the communications system only and requires, at another
stage, to be integrated into the social relations of the communication process as a,vdfiole
which it forms only a part(Hall, 1980: B)
Meaning can béntentionally veiled if said meaning is dissenting, threatening to the status quo,
or otherwise offensive to a dominant culture. As Hubbs says, highlighting difference elucidates ways in

which we compose ourselves, revealing revolutignpossibilities (Hubbs, 2004: 17Bjfference can be

theoretical as well as physical.

Ly GKS OFas$S 2F FNIg2Nl = . FNIKSa WiKAyY BdocondnumicRte idedo (6 KS A Yl 3S
audiencs ¢ the iconography chosen tan artist.
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Historians have documented Bay Area distinctiveneskeaale possessing individuality of place
due to the uniqueness of historical populatioasd attitudes. @neral American culture has rendered
much Bay Area history invisible due to marginalization of California and Bay Area resumieims
presumably to perceived threats to American valulescale inserts itself into discussions of region and
flavors local artdiscussed byrtist James Kellwho refers to Bay Area art when el & aitthad he
stamp of its locality, for instance, in the colors or the value of the colors, things likeXth#tink the
light has a lot to do with iX new York always had brigitd O2f 2 NBR> Y2NB AyidSyasS 02

A2FGISNDRO 6ad/ KS & NANGERbelaTed) Compines words vBURiNAgOih a politically

Figurel5. Wally HedrickANGER1953;63.

motivated comment on current
international policies, yet differing people
could interpret the image to suitespective

allegiances. Hedriclalso registers dissent
through color, utilizing the color red to
imply frustration and in accord with western
color semiology. Heémplies sexual activity
deviating from  dominant  Christian
normativity:  appropriating traditimal

normativity to cast political suspicion

Reclaiming San Francis¢th998) reasserts
the influences hidden histories have upon populations, implyivag unique cultural history produces
unique populacE | NBFSNE SR | LILINI. Asipoé criteFandrcounteroditurblScos ST F S

Kenneth Rexrotf & @ &Y W{ | y CNJ yiw@aapéhzowns It i& the/oRlyi cityinltieiUnited

% Kenneth Rexroth (190G py HU 61 &4 O2yaARSNBR Y2y 3 (i enfwayMCatyhe lBgeddsiOAr a 02 wSy
Six Gallery reading whekowlwas publically debuted
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States which was not settled overland by spreading puritan traditidviore important, nobody cared
whatyoudidasay3d | a @2dz RARYQU O2YYAd |lye& 3INR&aA Lzt AO
viii). The area is characterized by migrations (both internal and external) and perseverance despite
national disapproval; a stubborn insistence upon an individual pafiedein Bay Area art.

In output, Bay Area artists continually revealed themselves, their culture and temporality
through behaviors or identities differing from normative cultural values. We have seen that Bay Area
political composition follows a leftistrizntation. Thisultimately allows vanguard identity expression
despite cultural approbatiomnd how midcentury philosophical trends such as existentialism, coupled
with traditional American thought trendgroduced a unique citizenry and a regional véoia of then
current art expressionMidcentury arttoils within, yetreifies temporal cultural paradigmdnsistent
assertion ofdifference would then, enable broadercultural, acceptance ofleviance That the question
(and acceptance) of difference $iabeen historically prominent in the Bay Area, allows alteric
personalities to participate more fully in the cultural life of their region while simultaneously permitting
conforming residents to experience cultural identities outside normative Americdarallife. In the

next chapter | will explain the research methods employed in the course of this project.

34



Chapter Tvo - Methodologies

%o be in the margin is to be part of the whole but outside the main®ody
¢ bell hooks (1984: unganated)

2.1 Project Structure and Research Methods
As a researcher living in the twenfiyst century, | am unable to experience fifsand the
conditions leading to creation of the artworks | consider. | rely upon the following methodologies to
partially reconstruct quotidian conditions during the American midcentury period. | have relied heavily
upon textual analysis. As an artist, | possess insight into creative drive, i.e., | am active within the artistic
field and | have endeavored to avoid pure datllection, and attempted instead, to gsent
interpretive analysis of my findings; a dialogical pedagogy as Friere (2005) offers it. Clifford states:

Neither the experience nor the interpretative activity of the scientific researcher can be
considered inncent. It becomes necessary to conceive of ethnography not as the experience

FYR AYOGSNILINBGIFGA2Y 2F I OANDdIZYaONAOSR W2 {iKSND
involving at least two, and usually more, conscious, political significant subfeatadigms of

experience and interpretation are yielding to discursive paradigms of dialogue and polyphony.
(Clifford inSobers, 1988: 108)

This includes researching living conditions (both general and marginal) in archival collections
pertaining to theperiod under consideration. | depend upon other writers considerations including the
memoirs of group participants and philosophical and/or political considerations (fernie, 1999: 18) as
expounded by aesthetic theorists (Hofstadter and Kuhns, 1976: Kiiiy impossible not to insert
personal viewpoint (and temporal location) into data interpretation. Likewise, it is impossible for other
researchers not to interpret the information they present without reatian that the onus is upothem

to accept or ejectthe findingsdiscoveed® LYy F2NX I GA2Y A& WAYyS@AalGulofe AyO

The nature of this poject andits structure, dictates employment of both qualitative and

guantitative methodologies to answer research questions. Four particuléinads are employed. These
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are: textual or hermeneutic analysis,-eite, empirical analysis of physical artwork, heuristic combing of
archival records and quantitative interpretation of U.S. Census Bureau data.

Textual/lhermeneutic research (conducted it America and Scotland) revealed midcentury
period topography and regional cultures, art material employed, and mirroring of Western social status
systems within art output. Given my artistic background, | possessed mental maps of dominant period
art movements. As a Bay Area resident | am aware of west coast regional variants, and the nature of San
Francisco Bay Area art, culture, and mindset. | renewed these familiarities and explored tangential
pathways of interest, examining political, philosophicaid aheoretical approaches to interpretation,

i.e., Marxist and Queer Theories. | familiarized myself wvgthitical, scientific, philosophicaknd
semiological approaches to questions of identity as reflecting temporality, economic status, and
regionality Saussurean concepts of signs, signifiers, and/or semiology are pertinent to concept of output
as communicationTextual examination reveals plethoric scrutiny of realities differing femoepted

social and artistic perspectives. Artistically abridgedconstrained production results from imposed
social proscription.

Onsite empirical analysis of artworkgrifiescontexts within which various artists functioned as
well asrevealingavailable dissemination opportunities outside the -arld. Most art vewable in
museums or galleries falls within the economically advantaged area of dominant culture and does not
reflect the marginalized personséek to revealMany artists of interest are little known today: records
of their lives and work have disapped, considered worthless in a society valuing economic advantage
| viewed much of what has been preserved but was unable to reveal any secrets. Personally viewing
museum, gallery, or other collections provides valuable empirical experience, permitticgl @nalysis
of period quotidian popular culturethe physical characteristics of artwork; employed iconography,
LINBaSyild O2yRAGAZY O0A®PSd dziAt AT FGA2Y 2F WOKSI LIQ

process of subjective/objective analg of individual works reveals clues to identities experienced,
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expressed, period created, personal histories, intended audience. Often viewing reproductions is the
only available recourse as original artwork is unavailable indicating disregard foicaiptession not
reflective of dominant values; thus, much of the history | seek eassidered disposablduring the
midcentury period and is now loahd many reproductions result from obscure sourc&s understand
visual images, viewers must undergt® 'y | NI g2N) aQ O2yGSEG FyR GKS
currently observe that site as well as the technological standpoint of medium limitations (i.e., the
physical limits of paint or clay).

| found that museums were perhaps the least helpful wheraine to researching marginalized
period art as they contain none of what | sought except in cases where the person or movement was
valued by officialdom, and art was available in period collections. Museums after all, despite their
alleged allegiances, fett the dominant valuations of a society (and are affected by societal economic
vicissitudes). | was unable to gain access to museum stacks or to view entire collection holdings.
Museum bookstores permitted retrieval of publications difficult to find iarexconventional bookstores
as my quests were often specialized or esoteric and thus notaftesttive to stock.

| NOKA @SR O2fttSOGA2ya OFy NBOSIHf Fy FNIA&AGQA
challenges. Many archival acquisitions recountdrgtoo recent to illuminate midcentury social context
and motivation, yet others capture remarkable detail of marginalized experience. My emphasis thus
shifted to period context illumination and understanding marginal temporal experience. Ephemera
collecion shed light on the cultural milieu surrounding various ethnographic groups and videotaped
interviews with artists illuminated artistic motivation and provided finstnd accounts of period
milieu/status. However, little remains of period nalominant atistic activity and archives rarely
possess material dating to the midcentury period, perhaps due to said marginalization which rendered

groups of citizens culturally invisible. When archives do recorddmoninant activity, it is of a cultural
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nature eluédating the milieu in which art was created but providing little accessible information
R20dzYSydAy3 INIAadGaQ tA0Sa 2N O02YLX AaKSR 62N @

Nonetheless,| spent considerable time in archives researching period cultural conditions of
disenfranchised people a@nethnographic groupd found relevaniprimary materiallargelynonexistent.
The Gay and Lesbian archives for example provided windows into the lives of gay midcentury San
Franciscans and the Chinese Historical Society of America documented the histihiynese people in
California (and America), as well as providing a few examples of stored artwork. Archives were excellent
repositories for documentary evidential history of individuals or ethnographic groups, however, | found
them wanting when it cameotrecording artistic activityThey reflected the dominant cultural bias that
considers art and artists irrelevanSome curators/librarians helped by pointing me in beneficial
research directions or alerting me to obscure art examples (if only documéritatyas the groups |
examine weremarginalized] found little recorded activity and almost no examples of marginalized art
outside publications and/or on the Internet. Archivists suggested specialized publications which aided
my disentangling the compliated knots of personal lives reflecting complex social situatiéitbough
archival research can be timmnsuming,archives illuminate the history of groups or regions by
contrasting daily reality with historicdlominantpreconception

For more generahformation regarding cultural context, | relied upon decennial data collected
and published by the U.S. Census Burelierpreted quantitatively, data obliquely revesl
ethnographic positionings relevant to this study. Census Bureau data is valuatiecking mobility**
however, it rarely mentions artistic activity, being instead standardized to reflect dominating trends and
values. | reformat much material after interpretive analysis to highlight revealing and salient points
concerning the siting foartists in society and within ethnographic subgroups. Census records provide

data concerning population densities and regional demographic division. Internet searches are another

%] referboth to physical mobility (i.e., moving across country) as welbaitalmobility.
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path to uncovering documentation, although usually considered secondady §areliable) research.
Interpreting Census Bureau data is problematic due to the general nature of such data. It should be
taken by my readers as indicative, but not definitive, indication of pertinent information.

I relied upon the Internet to discoverhat | could with respect to the art and artists of the
period andregion; however, | take this information with knowledge of the potential inaccuracy of
Internet material. At times, Internet information seemingly contradicted textual source material. In
some cases, | was able to download copies of publications as well as examples of period artworks; both
of which furthered my pursuits. | was additionally enabled to retrieve quick definitionst@icthrify
minor points.

| located more success with publileraries and found their personal eager to assist; occasionally
undereducated yet often endeavoring to set up interviews with persons perhaps possessing data |
sought, however, regarding collections, | found information was often uncatalogued and lovegie
frequently unaware of the scope of their own holdings. As may be surmised, they were excellent sources
for published works which frequently enlarged previous findings.

Programme of

Meaningful Discourse

ARTWORK
Encoding Decoding
Meaning Meaning
Structures | Structures Il
Framework of Framework of
Knowledge Knowledge
Technical Infrastructure Technical Infrastructure

ARTISTS Chart Two. Encoding and Decoding Artistic MessagesVIEWERS
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2.2 Cmsidering Interpretation
Chart w0 6 2 S0 NBLINBaSyida || OAS6SNDa NBaLRyaAoh
2dzi LJdzi Aa SyO2RSR o0& IINIlAada FyR RSO2RAy3 Aa | 002

group) either contemporarilpr diachronically. The framework of knowledge is the context within which

et

Fy FTNIAadG ONBIGSa YR WYSFEYyAy3a aidNHzOGdz2NBaQ 002K
gStft Fa GK2aS adzald)X ASR o0& @A S¢S Ndation dortadineddhatitnl vy A y 3 F
encoded artwork. An understanding of economic or other sanctions placed upon marginalized visual
artists is critical to conversance with the meanirg®ployed byartists andsupplied tointended
audiences (including diachronic viessg

Culture, it is argued, is not so much a set of thiggsvels and paintings or TV programmes or

comicsg as a process, a set of practices. Primarily, culture is concerned with the production and

exchange of meaningscdthe giving and taking of meinge - between the members of a society

2 NJ 3 NBatzhBose 2005: 65

lFEtQa ljd2dlFiA2y NBFSNByOSa O2yGSEddzt | aaz oA
communication situating identity as part of a larger positioning dialogue. A societsoisposed of
communicating subgroups enabling cultural totality: all individuals may be considered intrinsic and
making valuable meanings (acknowledged or not by dominant groups). In the case of official art
historical record, dominant beliefs are reified marginalization. The chart below (Rose, 2005: 30),
details analytical considerations for interpreting visual images. | do not consciously pursue

psychoanalytical analyéidor example, but the chart indicates avenues for output interpretation. What

do attists say about themselves and the temporal period in which they created? | am interested in

% The second Chart is taken from Encoding/Decoding by Stuart Hall, originally appearing in HallC8lteteaMedia,
Languag€g1980. See: svww.art.buffalo.edu/coursenotes/.../encoding_decoding_hall.pdf54. Accessed 08/June/ 2014.
% See Hall, Representation: Cultural Representations and Signifying Praqti@y): 2.

87 Psytoanalysis per se limits full interpretation of the visualdismissingaspects of cultural coding and decodinigh its too
heavy reliance upon structural analysis of social conditions creatiqoducers

40


http://www.art.buffalo.edu/coursenotes/.../encoding_decoding_hall.pdf

identity, period contextual productions, included iconography, and intended audience as well as

presentday semiological understanding (discourse analysis).

Chart Three Methods of visual interpretation.

—
LA Site of Audiencing

——

——

I

Site of image itsel

7
Tl Mol whenf

——— Site of Production

OKI NI SELX AOFGSa aLS0Ga LISNIAYySyld G2 A

QX

w2aSQ
could be augmented by referring to visual culture as that which we are capabkeofg and available
in a surrounding cultural milieu. | do not refer to print or aural cultural manifestations although both can
augment the visual®{ G NA y I G A Q& O zuytbdeSid dpplicaple aBrfoutgroth &f collective
mentality and experiece. Visuals reference communahigld realities and are often supplementary to
ethnographic association. In the case of midcentury Bay Area art, contemporary researchers must
employ methods applicable to the fields of cultural studies, queer theory andiethtudies to

understand artistic production.

% Beat writers, for example, described thearticular cultural milieu employing visual auralaspects in a literary production.
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w2asS olasSa Ylye 20aSNBIFGA2ya dzLll2y C2dz0 dzf G Qa
exploring visual manifestation far enough. Among Foucaultian terminologies, she employs the term
Discourse and dividesiitto parts | & 1§ A YA f I NJ 2 WYSI y Ay gbove)ADisCordeNAE SQ A
YIe 0S8 Sljdd 6§SR 6AGK SELXf 2NAY3I WG NA2dza |AyR& 2
interpretation relying upon immediately apparent factors in production suchmeglium, current
condition, and period valuatiorSheRSFAy Sa 5Aa402dzNBRS LL & WLI&Ay3d Y.
AyalrahdziazyaQ ow2a8SI wnnpY mMnnod® w2asS Y2aamz2FaSy
more concerned with Discourde Theformer are inapplicable in that marginalized artists were invisible
to the profit-oriented world of business governing art sales and reflecting dominant valuations.

2.3 Deciphering Period Identity

Hegemonic societal structuring restricted sksnination opportunities for all examined societal
groups. The Semina Gallery for example, permitted visitors to directly observe Beat mentality and reality
in sity, in a setting lacking roof and wall texinageswere displayed as iconic representation attistic
intent, i.e., isolated images opposing earlier gallery convention of multiple examples distributed without
consideration for classificatienand enabling simplistic understandingdhe King Ubu Gallety,an
Wdzy RSNENR dzy RQ 3 fCfl S MBI dRBWYNIAS K I @ AFAdBSYRSR (2 WaK2s
a0dzRSy G a Iy R(Ndtgobas, NIGI 3). i@ty Ban Francisco lacked an art market for
YENBAYLFf NBLINBaSyidldAzyd ! NIA&AG . NHzOS / ZngngySNJ &l AR
You did it because you felt no other choice, and you worked in a society that either had little interest in
GKI G &82dz 6SNE R2Ay3 2N alg Al +a | GKNBFGXDPQ obl i
Ng promoted their art within a businessmtext (see Asian Artists in Chapter Three), however, other
marginalized artists were less fortunate or innovati@ven western societal proscription prohibiting

deviating sexuality, gapriented or themed galleries were negxistent at this time.

%9 The King Ubu Galleopened in 1952founded bypaintersl I NNEB WF O206dzas WSaa /2ttAya FyR /2¢
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Lasswell in Power and Personalitf1948) defines content analysis afat is said, whom it is
said to and what the effect id. am concerned with creative intent (or coding), although equally

O2yOSNYSR 6AGK OASHSNI NBOSLIIAYY 62RISRESRRWAAGSE By

y

AdaSYAYIlIGA2Y 2L NIdzyAiGASas YFOGSNRFE SYLX 28SRX |

O2Y&ARSNE NI YAFAOFGA2YyaEa 2F Fy INIAaAdGQa &20AS

N
w»

¢

within this qu RNJ yd Fa | adzoaSi 2F 5Aa02dz2NES L FyR 02
compositional, social) fall within this imagistic arena. Content analysis is the operative phrase here. Who
made a piece and what does it say about the artist, their sotéalding, their time, and culture?
Merlou-Ponty describes artists as essentially manipulatregception; however, temporal culture is
essential to diachronic understanding (Adams, 1996: 141), and enhldtorical boundarcrossing.
Marginalized artistavere poor by societal design and employed materials were often more readily
available, a construction concept explained by #évi NI dzZa 8 Q o NAR O2f | 3S o

Ly W{{iNHzOGdz2NE> {A3dy> |yR tfle& Ay GKS 5A&a02da
deconstructed wedrn thinking, positing that semiolédgpl structures had been sgefined i.e., that
language could be brokesown into subsets of meaning enabling a coherent, syntagmatic whole, not
dzyt A1S ITROSNIA&AAYT |yR (St SOAaA 2afyOdessdgés2This il R dzy A
implications for both art production (its creation and understanding) as well as human/cultural

interaction via language.

65502y aiNdzOGA2yé A& || F2N¥Y 2F GSEdGdz2t Fylfeaa
focuses on the@df-NBEFSNBY GALFf | aLJS0Ga 2F f | diffbdaca&dS X 5 S NN
O2y@Se (KS RAGARSR ylddaNB 27 inS a&A3Yy X YSEyA
AAIYATFASNX YR K26 020K 0604LISSOK YR maldediAy3o ¢

différance (Ryan, N.D.)
Saussurean linguistic structure explained speech and communication (including that of art) and
FNIKSAaQ aSyvyazfz3e dziAftAl SR RS {lFdaadaNBoa 02y O0SL

Sechehaye, 1966: 6&7) to explain daily communication employed to convey concepts and theoretical
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positions within societies: by identifying unifying structures in a text (communication). Considered
semiologically, artworks enable communication between artists and audiences irglatinographic
group members and generalized communicants (Adams, 1996: 140, whig disseminating that
communication to broader audiences, who may or may not comprehend the message

5 S NNJiferefza@implies a distinction between two things. Mos# (i KAy 34 Q O2y il Ay
GKSYasSt #Sa AYLEASR 2LIRaAGSa Ay F 0AYFNE RdzZ t Al ®
AYLIE @AYy3 RAAUMNRKEY QI RRABYXYWHA NR G& o0dziAf AT SR Ay (K¢
YIE 0SS O2(8SNRSHNBRR¥YAYI| Wastsayg OASGlf OfaasSao

W GKS ySg g“)dzt G dzNJ ¢ LJ2 t A GAroa 2 T RATFTFSNBYyOS X ] G|

27T RAGSNAAUGEZ FTYR KSUSNRISYSAuUEeT X Ay f§fAIKO

historicize, contextuize and pluralize by highlighting the contingent, provisional, variable,
tentative, shifting, and changin@/est inFerguson, 1990: 19)

and W a20A+f GKS2NB Aa ¢6KFEG Aa ySSRSR (G2 SEIFYAYS |
W2 KAGSYSaEXA AAGEA OF £ £ & @Awest (inNrHrfuisos, R99® 129), SeleriNgt tX the
R2ZYAY Il YyGd LINANGAf SIAYI 27F 4 KdatdeSocialSondidictbn df the notigrSof S E LISy
difference LINBSYA Y Sy G Ay [/ F LA G f A &él could?s0dstBuieAafya sbeiet@llg NI W K
conforming group. For artists positioned outside dominant structures, Mith al @ayY WLYS@A G ¢
Aa fgle&a | T2 Nianedhs o sughesting inté&rnalzbhréndeNaSd@seminated (or not)
resolutionof identity and conflict; an assertion of I§€Ferguson1991: 329). She states elsewhere that
artists areXentirely involved with the nowand-here, one is also elsewhere, exceeding one's limits even
as one works intimately with them. This is a dimengiwat one develops simultaneously, not something
that happens linearly and successively in two tipleses, with one coming before the otli¥Grzinic,
1998)

w2a8Qa LI OSYSyld 2F a20Alf LRaAGA2YyAY3I +La |y
economt element or as oppositional sedgsertion tool) creates a politicized realm in which art ceases

to be mere expression of difference and more expression of defiance. | look to social factors in artwork
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interpretation as methods by which artistic intent snabe understood to influence creation and
dissemination and contrasted with those employed by privileged artists. Employment of differing
creation technigues produces differing visual effects and thus differing messages.
The methods employed to achievedwledge of this particular period and regidmave proved
unsatisfactory with the exception of examination of textual or hermeneutic sources, and work in
I NOKA@BS&ad . 2214 FINB +Fy SEOSttSyd &dFNIAYyIredtl2Ayds
tangential subject matter to flesbut considerations. Research took me into the realm of political and
sociological thought with works by Gramsci, Strinati, {S#kauss, de Saussure, Barthes, Friere, and
Marcuse They were consultedh order to compehend the societal ramifications of the upheavals
caused by the Second World War and those effects upon the already individualized Bay Area. There is a
decided lack of primary source material and | have inferred conditions from both primary and secondary
sources. Publications dealing with midcentury Bay Area art are few yet | have relied upon them for
empirical observations in lieu of interviewing participants or personally viewing art created within the
studied movements. Most persons active at the timexamine are nowdeceasedprecluding interviews
and published interviews conducted before death are f&uisting or documentedrtworks produced
RdZNAYy3 GKS AYRAOFGSR &@SINR O2yiGAydzsS G2 tAGS | yR 2
and ®cial status.
2.4 Reviewing MasGultural Influence
L RAAO2OSNBR dzLl2Yy NBUdNYyAy3a G2 G4KS .lF& | NBF |

NPl ROFaGAY3 { SNBAOS R20dzySy it NASE 6SNB 2F0Sy I LIL
over time, wove together previously partial threads of knowledge. | was able to view programs
02y OSNYyAy3a GKS . & ! NBlIQa 3I38523aNF LKAOL f =ChifReSey 2 3 NI LIk
gold rush homosexual San Francisco cultures, and the Sé® 2 2 NI R 2 NRa STFFSOG =z

national residentsvere all applicable to my project and enhatbgleaned knowledge.
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The midcentury introduction of television united peopf®ésessindginancial wherewithal) in an

unheralded exchange of informatdanot unlike the presentlay Internet), revolutionizing ways in which

Ficure 16. Family watching T.\¢.1958

people communicated and thus, ways in which artworks were
- created and presented However, television (left) and
advertising reinforced a conformity deemed necessary;
dissenters were smned ¢ and not everyone was able or
willing to conform. What are the methodologies by which
difference might be inferred? Visual, cultural, political

differences destabilize dominant paradigms and evidence of

non-conformity or dissent is easily found inxteal or visualsources. Empirical inspection of reproduced
work constitutes a methodology in itself, supplemental to knowledge gleaned from textual examination.
One influence upon athidcentury artists would be quotidian social reality (rii NA gidssi A Q &
culture) considered as contradb realities experienced by ethnographic groupst uniting societal
members in experiencéVerethere disparateexperience® Yes, in that there was a disparity in quality
of life as experienced by rich or poor, whigand nonwhite peoples. Do differing realities rarefy
experience or reify societal privileging? Basically paththat artistspossess rarefying abilities to
communicate, yet inevitably display evidence of temporal and societal placerhapproach cultus
construction from a politically and logically constructed midcentury societal conception of which art
expression is the manifestation of identity formed within unique individuals and by temporally

prevailingsocietalconditions.In Chapter Three | exarm@rartworks by marginalized artists.
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ChapterThree¢ Empirical Investigations
Wthink it was a period of exploration as much as anything else, an effort to find out what painting could
0S SAGK2dzi YSNBfe NBLISFHGAYI BKFEG KIR 0SSy It NBIRe
- Ed Corbet{McChesneyl973 16)

Part One: Mass Culture
3.1Quotidian Regionabnd PopularQulture

Before and after statehood, California hosted differing cultu@san in Starr and Orsi,
2000: 4445) ard{ | Y C NJ geanipixindt@iadicated trade potentidhter, permittingbusinesss
to corner world marketsvhile intercontinental railroads enabled American business t&tar¢, 2007:
115119; Dinkelspiel, 2008: 534, 83. The state promoted itsdlas Edenic, ripe for development;
offering prosperity to potential migrants. I t A F2 Ny Al Qa yIF Gdz2NI & 6SFHtGK gl &
assetand loosteristspromoted arable areas as potential farmlandity land as potential business
residential property. Thewarm (southern) Californian climatevas promotedas remedy for physical
complaints and touristdestination Barron 2000a: 6% Sustainable resource management was
uncharacteristic of nineteenth century American
thought although Transcendentalist &hry David
Thoreau(Phillips,1995 29)*° wrote about living
in harmony with nature based in part upon
study of Eastern religiotf. His injunction to

simplify daily life subvertedmerican materialist

paradigms, advocating inner contemplation as

Figure 17. Wallace Berman in a rowbqatarkspur1961.
exemplifiedby quintessentiaBeat Wallace Berman (above) studying in a rowboat (Krutch, 1965: 247).

0 Transcendentalist philosophers includécherson, ThorealMargaret Fuller, Amos Bronson Alcott, Frederic Henry Hedge,

and Theodore ParkeBee: Krutcl{1965)and: <http:/plato.stanford.edu/archives/fall2013/atries/transcendentalisnt -

accessed 11/July/2014.

MeCKNRdZAK2dzi KA& 6NARGAYIEAT ¢K2NBIl dz SOGARSYOSE TIKYSA fUATNOTH 80 @oAT K
YR (Kl W. RE& Hruteltid) and: sittp://mwww.hinduwisdom.info/quotes1 20.htre - accessed

18/August/2014.
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