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Abstract  

This thesis seeks evidence of time, place, and identity, as individualized artistic perspective 

impacting artists representing groups marginalized within dominant Western, specifically American 

culture, who lived in the San Francisco Bay Area between 1945ς1965. Artists mirror the culture of the 

time in which they work. To examine this, I employ anthropological, sociological, ethnographic, and art 

historical pathways in my approach. Ethnic, racial, gender, class, sexual-orientation distinctions and 

inequities are examined via queer, and Marxist theory considerations, as well as a subjective/objective 

analysis of documented or existing artworks, philosophical, religious, and cultural theoretical concerns. I 

examine practice outputs by ethnic/immigrant, homosexual, and bohemian-positioned artists, exploring 

Saussurean interpretation of language or communicative roles in artwork and iconographic formation. 

 I argue that varied and multiple Californian identities, as well as uniquely San Franciscan 

concerns, disseminated opposition to dominant United States cultural valuing and that these groups are 

often dismissed when produced by groups invisible within a dominant culture.  I also argue that World 

War Two cultural upheaval induced Western societal reorganization enabling increased postmodern 

cultural inclusivity. Dominant societal repression resulted in ethnographic information being heavily 

coded by Bay Area artists when considering audiences. I examine alternative cultural support systems, 

art market accessibility, and attempt to decode product messages which reify enforced societal 

positioning. Study of subversive art tendencies, or critical expressions of alterity, are contrasted with a 

backdrop of general cultural period milieu. I utilize textual and California Bay Area archival resources, 

ethnocentric and other cultural repositories preserving documented period artistic activities. I am 

seeking personal and cultural histories clouded by temporality and marginalization, mirroring dominant 

societal dictates of the past and present. Revealed information sheds light on unacknowledged 

individuals, cultural totality; clarifying the presence of historic, hegemonic value systems, in 

unquestioned, yet illusory, art historiography. 
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Introduction  

ά¢ƻ ōŜ ȅƻǳǊǎŜƭŦ ƛƴ ŀ ǿƻǊƭŘ ǘƘŀǘ ƛǎ Ŏƻƴǎǘŀƴǘƭy trying to make you something else is the greatest 

ŀŎŎƻƳǇƭƛǎƘƳŜƴǘΦέ  φ Ralph Waldo Emerson1 

 Project Introduction  

This project is entitled: Subversive Art as Place, 

Identity and Bohemia: The San Francisco Bay Area 1945 ς 

1965, and examines Bay Area2 art produced between the 

indicated years, giving specific attention to cultural roles 

played by members of marginalized ethnographic groups. 

It focuses on contributions by artists of ethnic descent 

(Asian3), homosexuals, and midcentury bohemians or 

ŘƛǎǎƛŘŜƴǘǎ ƎŜƴŜǊŀƭƭȅ ǊŜŦŜǊǊŜŘ ǘƻ ŀǎ ΨBŜŀǘΩ ς all groups 

commonly marginalized within Western culture. The art in 

question includes art originally sustained in opposition to 

prevailing culture, but also encompasses art created by marginalized societal members, specifically 

referencing a differing normativity. I am interested in how said art subsequently influences present-day 

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

                                                             
1
 See:<http://www.goodreads.com/author/quotes/12080.Ralph_Waldo_Emerson> - accessed 05/August/2012. 

2 I am from Oakland California, across the bay from San Francisco (please see Figure 1). I define the Bay Area as comprising any 

of the cities bordering San Francisco Bay. Napa County which contains none, is not important art historically, yet is considered 

part of the region. San Francisco possesses the most fulsome art history and the majority of developments pertinent to this 

ǎǘǳŘȅ ƻŎŎǳǊǊŜŘ ǿƛǘƘƛƴ ǘƘŀǘ ŎƛǘȅΩǎ ōƻǳƴŘŀǊƛŜǎ, in Berkeley, or Oakland.  All three possess diverse populations and are home to 

universities, museums, and art schools. 
3 Lƴ !ƳŜǊƛŎŀΣ ǘƘŜ ǘŜǊƳ Ψ!ǎƛŀƴΩ ǊŜŦŜǊǎ ǘƻ ǇŜǊǎƻƴǎ ŀƴŎŜǎǘǊally linked to the East Asian countries bordering the Pacific Ocean. The 

word has broader meaning in Europe. I refer 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 

ƴŀǘƛƻƴŀƭƛǘƛŜǎ ŎƻƳƳƻƴƭȅ ŀŎƪƴƻǿƭŜŘƎŜŘ ŀǎ Ψ!ǎƛŀƴΩ ōȅ 9ǳǊƻǇeans. See also glossary (Appendix B). 

 

 

Figure 1. San Francisco Bay Area Cities.  

http://www.goodreads.com/author/show/12080.Ralph_Waldo_Emerson
http://www.goodreads.com/author/quotes/12080.Ralph_Waldo_Emerson
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preserved, as much art created by marginalized citizens was unrecorded and considered worthless. The 

following examination is necessarily broad in scope, but it is my hope that the innumerable factors 

bearing on art-making and identity creation are indicated. A logical starting place for research would be 

museum collections as private collections, are often little known. Archival and textual researches also 

present excellent avenues to discovery. I will argue that marginalized artistic cultural contributions 

remained invisible until World War II mobilization encouraged inclusivity and the advent of 

Postmodernist theory. The period, place, and artistic endeavor I study remain under-examined.  

Some Notes on Terminology 

This author has selected Asians to represent ethnic subgroups and has narrowed original 

enquiry. Contributions by non-dominant groups were ignored within official art histories reflecting a 

western or Euro-centric bias privileging white supremacy (white, male, heterosexual). Hegemony4 is a 

means of enforcing conformity. Non-white ethnic identity, cultural dissent, differing sexuality and/or 

gender orientation are rarely equated with artistic impact. Homosexuality occurs in any marginalized 

group studied (i.e., any ethnic descent, age, economic background, or political affiliation). I often use the 

ǘŜǊƳ ΨƎŀȅΩ ǘƻ ǊŜŦŜǊ ǘƻ ƘƻƳƻǎŜȄǳŀƭǎΦ ¢ƘŜ ǿƻǊŘ ΨŘƛǎǎŜƴǘΩ highlights voluntary (and involuntary) non-

compliance with presumed societal norms; encompassing border crossing (both real and imaginary) or 

boundaries imposed by dominant societal groups. L ǳǎŜ ǘƘŜ ǿƻǊŘ ΨŘƛǎǎŜƳƛƴŀǘƛƻƴΩ to refer to both art 

output and avenues of communication open to both artists and consumers, i.e., galleries, museums, etc. 

The Beat generation, for example, crossed borders representing American values, in a dissenting move 

to remake American society. I distilled AlbrightΩǎ (1985) list of roughly 700 Bay Area artists to 

approximately fifteen; augmenting same with further research. A note on references: Throughout this 

thesis, I have included several references to authors 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 

                                                             
4 Hegemony is a Gramscian term (see chapter one and Appendix B) referring to societal placement and the dominance of 
privileged cultural values. Non-compliance with hegemonic values ensures societal displeasure and often, economic stricture. 
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ƴŀƳŜ ŀƴŘ ŦŜǊƴƛŜΩǎ ōƻƻƪ ōŜŀǊǎ Ƙƛǎ ƴŀƳŜ ŀƴŘ ōƻƻƪ ǘƛǘƭŜ ƛƴ ƭƻǿŜǊŎŀǎŜ ŀǎ ǿŜƭƭΦ ¢Ƙƛǎ ŀǇǇŜŀǊǎ to the reader as 

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

    

 

 aȅ ǊŜǎŜŀǊŎƘ ǉǳŜǎǘƛƻƴ ƛǎΥ άIƻǿ ŘƻŜǎ ŀǊǘ ǇǊƻŘǳŎŜŘ ōȅ ŜǘƘƴƻƎǊŀǇƘƛŎ ǎǳōƎǊƻǳǇǎ ƛƴ ǘƘŜ {ŀƴ CǊŀƴŎƛǎŎƻ .ŀȅ 

Area 1945-1965 reflecting time, place, values/beliefs, and originally opposed by dominant culture, 

subsequently influence present-Řŀȅ ŎǳƭǘǳǊŜǎΚέ L ŜȄŀƳƛƴŜ ǊŜǇǊŜǎŜƴǘŀǘƛǾŜ ŀǊǘƛǎǘǎ ŦǊƻƳ Asian, Gay, and 

Beat subgroups (above) and view the condition of alterity5 as evidence of (voluntary or involuntary) 

dissent from hegemonic cultural assumptions; searching for artistic ethnographic coding revealing 

identity awareness: intended audiences and imposed societal position. I will consider dissemination of 

difference, critical political stance, temporality, geographical placement, and the experience of period 

material culture as quotidian reality.  Alterity is a synonym for difference and I define both as the 

condition of differing from cultural normativity. I also refer to people possessing differing realities as 

ΨƻǘƘŜǊǎΩ ƛƴ ǘƘŀǘ ǘƘŜȅ Řƻ ƴƻǘ ǇƻǎǎŜǎǎ ƘŜƎŜƳƻƴƛŎ ŘƻƳƛƴŀƴŎŜΦ The hypothesis developed for this project is 

straightforward, yet deceptively simple. This author believes marginalized societal members in truth 

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

acknowledged by dominant groups or not. This means culture as usually understood is deceptive; 

                                                             
5 !ƭǘŜǊƛǘȅ ƛǎ ŘŜŦƛƴŜŘ ŀǎ ǘƘŜ ǎǘŀǘŜ ƻŦ ΨƻǘƘŜǊƴŜǎǎΩΥ ƻŦ ŘƛŦŦŜǊing from what is accepted, normal, or usual by the dominant group. For 

my purposes, this is anyone not male, straight, or white. See Appendix B. 

Figure 2. Asian, Beat, and Gay San Francisco artists. L-R: Jade Snow 

Wong; Manuel Neri and Joan Brown; Robert Duncan and Jess (Collins). 
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ǊŜŦƭŜŎǘƛƴƎ ŀ ƘŜƎŜƳƻƴƛŎ ǇǊƛǾƛƭŜƎƛƴƎ ƻŦ ǘƘŀǘ ŎǳƭǘǳǊŜΩǎ ŘƻƳƛƴŀƴǘ ƎǊƻǳǇǎΦ  For artists marginalized by a 

dominant mainstream, contributions are often unacknowledged because their presence destabilizes 

dominant cultural cohesion; disproving cultural self-myth. This thesis contributes to understanding the 

true nature of western cultural composition. In America, social mores are predicated on hierarchies of 

the Christian Church, the privileging of white males, and economically, Capitalist ethos, which 

structurally necessitates placement of certain individuals/groups at lower rungs of the economic ladder. 

I sometimes refer to Lévi-{ǘǊŀǳǎǎΩ ŎƻƴŎŜǇǘ ƻŦ ǘƘŜ ΨōǊƛŎƻƭŜǳǊΩ ŀǎ ǇŜǊǘƛƴŜƴǘ ǘƻ ŀǊǘ ǇǊƻŘǳŎǘƛƻƴ ƛƴ ǘƘŀǘ 

bricoleurs create with available materials. The term is basically untranslatable but translation has been 

approximated by situating bricoleurs as persoƴǎ ŎƻƴǎǘǊǳŎǘƛƴƎ ΨƳȅǘƘƛŎŀƭ ǘƘƻǳƎƘǘΩ ό[ŞǾƛ-Strauss. 1969: 16-

мтύΦ /ŜǊŀƳƛŎ ƘƛǎǘƻǊƛŀƴ DŀǊǘƘ /ƭŀǊƪ ŀŘŘǎ ΨǎƘŀƳŀƴΣΩ όtŀƎƭƛŀǊƻΣ нллоΥ тлύ ƛƳǇƭȅƛƴƎ ƳŀƎƛŎŀƭ ŀōƛƭƛǘƛŜǎΦ !Ǌǘƛǎǘǎ 

are bricoleurs in that they illustrate differing mythologies with everyday materials. 

The Common Pool Artists draw From 

 ²Ƙŀǘ ƳŀƪŜǎ ŀǊǘ ōȅ ƻǘƘŜǊǎ ΨǎǳōǾŜǊǎƛǾŜΩΚ Lƴ !ƳŜǊƛŎŀΣ ǘƘŜ ƳƛŘŎŜƴǘǳǊȅ ǇŜǊƛƻŘ ǎŀǿ ǊŜƻǊƎŀƴƛȊŀǘƛƻƴ ƻŦ 

western societal mores, in part due to the advent of World War Two era acceptance of formerly 

marginalized citizens as necessary to 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 consciousness 

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 perceptions of abstraction as inscrutable, 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 according to Lévi-Strauss, 

1969: 17) was being reassessed. Subversion of previously unquestioned values manifested artistically in 

an assertion of difference. 
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Chart one (below) illustrates prevailing midcentury art world trends encompassing prevailing 

styles that period regional artists would have been exposed to and influenced by. I have chosen arrows 

ǘƻ ƛƭƭǳǎǘǊŀǘŜ Ƴȅ Ǉƻƛƴǘǎ ŀǎ ǘƘŜ ǎǘȅƭƛǎǘƛŎ ǘŜƴŘŜƴŎƛŜǎ ƛƴŘƛŎŀǘŜŘ ŀǊŜ ǎǘƛƭƭ ŀŎǘƛǾŜƭȅ ǇǳǊǎǳŜŘΦ ¢ƘŜ ŀǊǊƻǿǎΩ 

placement corresponds roughly to the years of trend dominance. Postwar America saw Abstract 

Expressionism rise to international art world dominance and social institutions, beliefs, etc. reified 

fashionable existential mythos. In the late 1940s, the later-ƴŀƳŜŘ Ψ.Ŝŀǘ ƎŜƴŜǊŀǘƛƻƴΩ ŀǎŎŜƴŘŜŘ ƛƴ 

prominence, in part artistically reacting to, yet influenced by, prevailing societal code, 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 distinct regional schools of 

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

Chart One. San Francisco Regional Art Movements by Year. 

 
 

 

     Study Parameters 

The paradigmatic beginning of my study is 1945, significant as the year the Second World War 

ended, ushering in an American prosperity boom and a remarkable reworking of the average U.S. 

ŎƛǘƛȊŜƴΩǎ ƳŜƴǘŀƭƛǘȅΦ !ƳŜǊƛŎŀƴ ²ƻǊƭŘ ²ŀǊ LL mobilization in which previously marginalized citizens were 

rendered valuable and necessary, sowed seeds of alterity awareness seeing fruition during the current 

Abstract Expressionism (Approx. 1945-1960) 

Beat Art (Approx.  1950- 1960) 

Bay Area Figurative Painters(Approx. 1952- 1965) 

Funk Art (Approx. 1960- 1967) 

1945_   _1950_ _1955_ _ 1960       1965 

 



6 
 

postmodern period. Existential self-awareness may also be traced to 1940s era Philosophical 

developments and 1930s Marxian-inflected labor movements valuing the individual. In the post-war era, 

Abstract Expressionism was influenced ideologically by Surrealism (itself descended from Dada). 

America emerged as the victorious power post WWII, but failed to display a distinctly American art 

form.6 The end point for my study is 1965: the year in which American legislation promising more 

equitable civil rights and for ending immigration quotas was enacted. American society became more 

acutely aware of pluralism. Also, after 1965, the rise of what was later called the Hippie movement or 

ΨŎƻǳƴǘŜǊŎǳƭǘǳǊŜΩ (predicated upon previous cultural dissent) becomes a distracting cultural influence. 

Although I do not deal directly with Hippies,7 it should be noted that they altered dominant western 

cultural values, placing same at the forefront of dissent, yet the movement had roots in the Beat 1950s 

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

    Table One: Population by Decade. 

Bay Area Population by County and Decade 
 

   

  
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 Finance. State of 
California, 1971. Population of Counties by Decennial Census: 1900 to 1990 - Compiled and edited by 
Richard L. Forstall - Population Division, US Bureau of the Census, Washington, DC 20233 - 27 March 
1995. Adapted from Stoddard, 1998: 161. 

                                                             
6 Abstract Expressionism supposedly filled that vacancy: art and ethos were essentially imported from Europe.  
7 ¢ƘŜ мфслǎ ǘŜǊƳ ΨIƛǇǇƛŜǎΩ ǊŜŦŜǊǎ ǘƻ ǇŜƻǇƭŜ όǳǎǳŀƭƭȅ ȅƻǳƴƎύΣ ǊŜƧŜŎǘƛng dominant societal values by seeking lifestyle and valuative 

alternatives to hegemonic society.  Hippies were/are the direct cultural descendants of the Beats and more tolerant of 

difference than normative Americans. 
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cultural capital by virtue of money flowing into L.A.-based industries such as the aerospace industry 

(started during the war) and that of entertainment. San FǊŀƴŎƛǎŎƻΩǎ ǇǊŜǾƛƻǳǎ ŘƻƳƛƴŀƴŎŜ ǿŀǎ ǇǊƛƳŀǊƛƭȅ 

due to fortuitous gold rush geographical placement.  I do not assert that San Francisco ceased making 

cultural contributions post-1965. 

Table 1 above shows period population in the nine Bay Area counties. I am interested in artists 

labeled by the U.S. Census Bureau (in 2003-нллрύ ŀǎ ΨCƛƴŜ !ǊǘƛǎǘǎΣ ŀǊǘ ŘƛǊŜŎǘƻǊǎ ŀƴŘ ŀƴƛƳŀǘƻǊǎΩΣ ŀǎ ǘƘƛǎ 

occupation group includes ΨǇŀƛƴǘŜǊǎΣ ǎŎǳƭǇǘƻǊǎΣ ƛƭƭǳǎǘǊŀǘƻǊǎ ŀƴŘ ƻǘƘŜǊ Ǿƛǎǳŀƭ ŀǊǘƛǎǘǎΦΩ8 As of 2003-2005, 

artists within this group nationally were estimated to comprise over 10% of the occupational category or 

approximately 1.4 % of the population total.9 By 1970 and during the period of this study (1945-65), the 

estimated per cent of occupation by national population total was considered to be less than 1% and 

therefore I will assume that the same percentage (less than 1%) applies to the number of artists within 

any given group10 of midςcentury regional residents.  

This Introduction explains the nature of the project and presents a necessarily brief history of 

the complicated setting I study, as well as indicating regional conductivity to difference. In Chapter One, 

I examine literature pertinent to understanding regional cultural context and the avenues of study 

uncovered. I argue that the 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, I detail methodologies employed to reveal knowledge of the period, why they were 

utilized, and speculate as to how they might inform aspects of this study. Chapter Three presents 

temporal contextual considerations and work of marginalized artists, organized by ethnographic group, 

whom I consider to embody the period, place, and groups surveyed. Chapter Four evaluates the 

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

                                                             
8 In 191лΣ ǘƘŜ ŎŀǘŜƎƻǊȅ ǿŀǎ ƭƛǎǘŜŘ ŀǎ ΨArtists, sculptors, and teachers of art.Ω ¢ƘŜ ŎŀǘŜƎƻǊȅ ǿŀǎ ŜȄǇŀƴŘŜŘ ōȅ нлло-5. 
9 See: <www.nea.gov/research/ArtistsInWorkforce.pdf> /ƘŀƛǊƳŀƴΩǎ tǊŜŦŀŎŜ: iii - accessed 01/January/2013. 
10 See: <www.nea.gov/research/ArtistsInWorkforce.pdf>:7 - accessed 01/January/2013. 

http://www.nea.gov/research/ArtistsInWorkforce.pdf
http://www.nea.gov/research/ArtistsInWorkforce.pdf
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the Californian, national, and global art worlds, and traces Bay Area artistic influence into the future. I 

additionally present two Appendices detailing the history of legislation affecting marginalized 

ethnographic groups both in America and California (Appendix A), as well as a glossary of possibly 

obscure terminology implemented throughout this thesis (Appendix B). A third Appendix consists of 

applicable GSA forms pertinent to advanced research degrees. The appendices are followed by a 

selected bibliography of consulted textual sources. In the next chapter, I examine regional cultural 

approach to accommodation, social organization, and textual evidence of marginality. 
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Chapter One ς Literature Review   

ΨΧ LƴǎǘŜŀŘ ƻŦ ōŜƛƴƎ ŦƻǳƴŘŜŘ ƻƴ ǊƛǘǳŀƭΣ ƛǘ (art) ƛǎ ōŀǎŜŘ ƻƴ ŀ ŘƛŦŦŜǊŜƴǘ ǇǊŀŎǘƛŎŜΥ ǇƻƭƛǘƛŎǎΦΩ               

                                  - Walter Benjamin (2008: 25) 

I have read extensively. As an artist I am familiar with accepted art history, and in the course of 

this project, have explored the lives and works of numerous ethnographically affiliated regional artists 

little known, even in the area, and unrecorded by official art world historiography. Many textual sources 

supply clues as to midcentury marginalized and artistic motivations, from which I have pieced together a 

portrait. aȅ ǊŜǎŜŀǊŎƘ ǉǳŜǎǘƛƻƴ ƛǎΥ άIƻǿ ŘƻŜǎ ŀǊǘ ǇǊƻŘǳŎŜŘ ōy ethnographic subgroups in the San 

Francisco Bay Area 1945-1965 reflecting time, place, and values/beliefs, originally sustained in 

opposition to dominant culture, subsequently influence present-Řŀȅ ŎǳƭǘǳǊŜǎΚέ L ƘŀǾŜ ŀŘŘǊŜǎǎŜŘ 

literature pertinent to my research question while considering contextual Bay Area culture and 

residence. I examine conceptions of political allegiance, philosophy, spiritual traditions, popular culture 

plus histories of immigration, and marginalization: all involving perceptions of class, economic status, 

ŜǘƘƴƛŎƛǘȅΣ ŀƴŘ ŘŜǾƛŀƴŎŜ ŦǊƻƳ ΨƴƻǊƳŀǘƛǾŜΩ ǾŀƭǳŜǎΦ 

Unravelling the myriad cultural motivations underlying midcentury Bay Area artwork creation 

led me to examine the work of Sardinian/Italian writer Antonio Gramsci (1891-1938) (Jones, 2006: 27-

28) and his contributions to Marxist theory. Acknowledgement of diversity implies acceptance of 

ǇƻǇǳƭŀǘƛƻƴ ǇƭǳǊŀƭƛǘȅ ŀƴŘ ǘƘŜ .ŀȅ !ǊŜŀΩǎ ǾŀǳƴǘŜŘ ǘƻƭŜǊŀƴŎŜ ƛƳǇƭƛŜǎ ǎƻŎƛŀƭƛǎǘƛŎ attitude towards societal 

oǊƎŀƴƛȊŀǘƛƻƴΦ DǊŀƳǎŎƛΩǎ ǇǊŜƳƛǎŜ theorizes that revolution and democracy are not incompatible concepts 

or processes. The Bay Area encompasses both, but neither communism nor capitalism make allowances 

ŦƻǊ ŘƛǾŜǊǎƛǘȅ ƻǊ ŀŜǎǘƘŜǘƛŎ ŦǊŀƳŜǿƻǊƪΣ ƛΦŜΦΣ ǘƘŜȅ ƘŀǾŜ ƴƻ ΨŀŘŜǉǳŀǘŜ ǘƘŜƻǊȅ ƻŦ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴΩ όOwens, 

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 

DƻƳōǊƛŎƘ ǎŀȅǎΥ Ψ!ƭƭ ŀǊǘ ƛǎ ƛƳŀƎŜ-making, and all image-maƪƛƴƎ ƛǎ ǘƘŜ ŎǊŜŀǘƛƻƴ ƻŦ ǎǳōǎǘƛǘǳǘŜǎΩ όDƻƳōǊƛŎƘ 

ƛƴ hǿŜƴǎΣ мффнΥ мунύΦ DƻƳōǊƛŎƘΩǎ ǎǳōǎǘƛǘǳǘŜǎ Ƴŀȅ ōŜ ǎŜŜƴ ŀǎ ŜȄǇƭŀƛƴƛƴƎ ƳƛŘŎŜƴǘǳǊȅ insertion of 
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difference into contemporary culture. In other words, the replacement of previous cultural identity with 

an inclusive revelation, reflects the necessitated WW II societal reorganization which originally masked a 

totalizing global reality whose unmasking threatened to destabilize dominance. Gombrich speaks of 

representation as facsimile of reality, and postwar culture was intended to sustain a wartime economy 

albeit with a reconstituted definition of identity, and with societal understanding predicated upon 

prewar supremacies.  Identity was ubiquitously dictated to populations by dominating agencies via 

media (TV, print, etc.), indicating study of popular culture, however, marginalized identity was invisible 

to the dominant culture. I have searched tangential sources for information relating to non-dominance. 

Malouf sees westernization as impacting the non-western world stating that some see globalization as 

synonymous with Americanization; stating that many non-westerners perceive modernization as a 

ΨǘǊƻƧŀƴ ƘƻǊǎŜΩ όaŀƭƻǳŦΣ нлллΥ снύΦ aŎ9ǾƛƭƭŜȅ ǎŀǿ ƳƻŘŜǊƴƛǎƳ ŀǎ ŀƴ ΨƛŘŜƻƭƻƎƛŎŀƭ ǘƻǘŀƭƛǘȅΩ όaŎ9ǾƛƭƭŜȅΣ мффнΥ 

13). Whether colonization is intended or not, it speaks of attempts by America (or westerners) to 

colonize the mindset of the non-western world (Malouf, 2000: 59-61), by instilling ideological 

conformity and cultural uniformity. I will not address the issue of world colonization (although this 

opinion warrants further study). I am concerned with art production in the western world. As Gombrich 

ǎŀȅǎΥ Ψ¸ƻǳ Ŏŀƴƴƻǘ ŎǊŜŀǘŜ ŀ ŦŀƛǘƘŦǳƭ ƛƳŀƎŜ ƻǳǘ ƻŦ ƴƻǘƘƛƴƎΦΩ όDƻƳōǊƛŎƘΣ нллуΥ тоύ ƳŜŀƴƛƴƎ ƛŘŜƴǘƛǘȅ 

reflected differing realities yet was perceived as intrinsically mirroring prewar culture.  In the developed 

western world, the influence of TV, film, and print fostered abbreviated midcentury American 

communication patterns. These patterns compounded by current philosophical theory and the 

willingness of individuals to accept truncated facsimiles of themselves, reiterated the fragmentation 

Ƴƻǎǘ ƛƴŘƛǾƛŘǳŀƭǎ ƛŘŜƴǘƛŦƛŜŘ ǿƛǘƘ ƴŜǿ ŎƻƴǘŜȄǘǎΦ aƻǎǘ ŀǊǘƛǎǘǎ ŎǊŜŀǘŜ ŦǊƻƳ ǘƘŜ ΨŜȄƛǎǘƛƴƎ ǊŜǇŜǊǘƻƛǊŜ ƻŦ 

ŎǳƭǘǳǊŀƭ ƛƳŀƎŜǊȅΩ όOwens, 1992: 180). To paraphrase both Owens and Gombrich: all art, whether 

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: formulated within the 

context of systems of social organization i.e., capitalism or communism, which govern societal 

placement and temporal socioeconomics. However, individuals are consciously influenced by quotidian 

mass-culture, their own contemporary colleagues as well as temporality and regionality. Classical 

Marxism recognizes both a social base and superstructure, with the base configuring 

ŜƳǇƭƻȅŜŜκŜƳǇƭƻȅŜǊ ǊŜƭŀǘƛƻƴǎΦ ¢ƘŜ ǎǳǇŜǊǎǘǊǳŎǘǳǊŜ όƛƴŦƭǳŜƴŎŜŘ ōȅ ǘƘŜ ōŀǎŜύΣ ŎƻƳǇǊƛǎŜǎ ŀ ǎƻŎƛŜǘȅΩǎ 

cultural institutions and/or citizen relations. IŜƎŜƭΩǎ όмттл-муомύ ǘƘƻǳƎƘǘǎ ŀƴŘ ŘŜ ¢ƻŎǉǳŜǾƛƭƭŜΩǎ όмулр-

1859) predicted rise of consumerism11  

informed Marx, who considered 

equality as achievable only by worker 

revolution against dominant, 

manufacturing classes. Hegel 

understood law as the foundation of 

human culture, believing free will is 

illusory and ǘƘŀǘ YŀƴǘΩǎ Ǌŀǘƛƻƴŀƭ ŎƛǘƛȊŜƴ 

maintained idealism towards mankind 

(i.e., evolution based on prior lessons). 

Marxism was heavily drawn on by social 

justice theorists in the Bay Area. A Socialistic12 viewpoint (Zakheim and Beatty, 2009: 27-29) is revealed 

in the illustration (above) displaying a 1930s San Franciscan13  egalitarianΣ ΨŘŜƳƻŎǊŀǘƛŎΩ utopia assuming 

                                                             
11

 Lƴ муор ŀƴŘ муплΣ ŘŜ ¢ƻŎǉǳŜǾƛƭƭŜΩǎ two volume On Democracy in America, discussed American equality (he believed equality 
rose with declination of aristocracies) and predicted an industrial gentry, anticipating consumerism. 
12 Socialism posits social ownership of production means as the only avenue to equality among societal classes. Marx viewed 

Socialism as a developmental stage of his economic thought. IŜ ŀƴǘƛŎƛǇŀǘŜŘ DǊŀƳǎŎƛΩǎ ƘŜƎŜƳƻƴȅ ōǳǘ ƳŀƪŜǎ ƴƻ ŀƭƭƻǿŀƴŎŜǎ Ŧor 

difference within a reversed dominance: de Tocqueville does. 

Figure 3. Bernard Zakheim: Library. 1930s. Coit Tower mural. 
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equal access, yet tellingly, excluding obvious racial or sexual difference.  The illustration reveals Marxist-

inflected social concerns prevalent in America after the equalizing economic depression of the 1930s. 

DǊŀƳǎŎƛΩǎ ǊŀŘƛŎŀƭƛȊŜŘ ŘŜƳƻŎǊŀǘƛŎ ǇǊƻŎŜǎǎ14 presupposes original equality between all members 

of democratic bodies (Forgacs, 2000: 380). Allowances for non-majority cultural participation exist 

within {ǘǊƛƴŀǘƛΩǎ concepts of mass-culture which sociologically examine popular culture,15 through the 

deterministic lens of economistic lineage. Strinati claims ǘƘŜ ΨŎǳƭǘǳǊŀƭ ǎǘǳŘƛŜǎΩ ǇŜǊǎǇŜŎǘƛǾŜ ƻƴ ǇƻǇǳƭŀǊ 

cultǳǊŜ Ŧŀƛƭǎ ǘƻ ǊŜŎƻƎƴƛȊŜ ΨŘƛŦŦŜǊŜƴǘ ǘǊŀŘƛǘƛƻƴǎΣ ǘƘŜƻǊŜǘƛŎŀƭ ŀǎǎǳƳǇǘƛƻƴǎΣ ŜƳǇƛǊƛŎŀƭ ŀƴŘ ƘƛǎǘƻǊƛŎŀƭ ŎƻƴŎŜǊƴǎΣ 

ƳŜǘƘƻŘƻƭƻƎƛŜǎΣ Χ ǿƘƛŎƘ ǇǊŜǾŜƴǘ ǘƘŜƳ ŦǊƻƳ ōŜƛƴƎ ǎƛƳǇƭȅ ŀƴŘ ŜŦŦƻǊǘƭŜǎǎƭȅ ƛƴǘŜƎǊŀǘŜŘ ƛƴǘƻ ŀƴ ƻǾŜǊ-

ŀǊŎƘƛƴƎ άƛƴǘŜǊŘƛǎŎƛǇƭƛƴŀǊȅέ perspectiveΩ (Strinati, 2000: 13-14ύΦ DǊŀƳǎŎƛΩǎ ǊŜǾƻƭǳǘƛƻƴŀǊȅ ƛƴǘŜƴǘ ŀƭǎƻ 

presupposes both proletarian alterity and that obstructing dominance could be modified by political 

education. He states:  

/ƻƴǎŎƛƻǳǎƴŜǎǎ ƻŦ ōŜƛƴƎ ǇŀǊǘ ƻŦ ŀ ǇŀǊǘƛŎǳƭŀǊ ƘŜƎŜƳƻƴƛŎ ŦƻǊŎŜ όΧ ǇƻƭƛǘƛŎŀƭ ŎƻƴǎŎƛƻǳǎƴŜǎǎ) is the 
first stage towards a further progressive self-ŎƻƴǎŎƛƻǳǎƴŜǎǎ Χ ƛǘ Ƴǳǎǘ ōŜ ǎǘǊŜǎǎŜŘ ǘƘŀǘ ǘƘŜ 
ǇƻƭƛǘƛŎŀƭ ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ Χ ƘŜƎŜƳƻƴȅ ǊŜǇǊŜǎŜƴǘǎ ŀ ƎǊŜŀǘ ǇƘƛƭƻǎƻǇƘƛŎŀƭ ŀŘǾŀƴŎŜ ŀǎ ǿŜƭƭ ŀǎ ŀ 
politico­practical one. For it necessarily involves and supposes an intellectual unity and an ethic 
ƛƴ ŎƻƴŦƻǊƳƛǘȅ Χ ŀ ŎǊƛǘƛŎŀƭ ŎƻƴŎŜǇǘƛƻƴΦ όForgacs, 2000: 334) 

¢Ƙŀǘ ΨƘŜƎŜƳƻƴƛŎ ŦƻǊŎŜΩ ǿƻǳƭŘ ōŜ ƴƻǘƛƻƴǎ ƻŦ ŎǳƭǘǳǊŜ ŀƴŘ ƛŘŜƴǘƛǘȅ ŘƛŎǘŀǘŜŘ ǘƻ ǇƻǇǳƭŀǘƛƻƴǎΣ ƛƴƘƛōƛǘƛƴƎ 

hegemonic host cultural development. Postmodernism fetishizes difference, in opposition to modernism 

ǿƘƛŎƘ ŦŜǘƛǎƘƛȊŜŘ ΨǎŀƳŜƴŜǎǎΩ (McEvilley, 1992: 11). Arguably, the midcentury shift in cultural 

consciousness summarizes late-modernism, both artistically and in the privileging shift from genuine 

cultural identity to DƻƳōǊƛŎƘΩǎ facsimile image. Poststructuralism (often synonymous with 

                                                                                                                                                                                                    
13 San FranciscoΩǎ /ƻƛǘ ¢ƻǿŜǊΩǎ ǎƻŎƛŀƭ ǊŜŀƭƛǎǘ decorations were created by SF artists and reflected 1930s era leftist, pro-working 

class, Marxist concerns with social entitlement.  
14 Gramsci esǇƻǳǎŜŘ ŎǳƭǘǳǊŀƭ ŎƻƴǎǘǊǳŎǘƛƻƴ ōŀǎŜŘ ƻƴ ΨǇŜƻǇƭŜΩǎ ŀŎǘǳŀƭ ŎǳƭǘǳǊŀƭ ŜȄǇŜǊƛŜƴŎŜΩ e.g., form grows out of content 

(Forgacs, 2000: 395). American war mobilization created new cultural landscapes. New art forms and artists emerged to reflect 

change (Albright, 1985: xvi).   
15 StrinatiΩǎ ΨƳŀǎǎ ŎǳƭǘǳǊŜΩ arises from economic and theoretical societal impositions reflecting both economic organization and 

majority held moral values. Jones indicates ΨǇƻǇǳƭŀǊ ŎǳƭǘǳǊŜΩ ƛǎ ŎǊŜŀǘŜŘ ōȅ ŀŎǘǳŀƭ ŎƛǘƛȊŜƴǎ ƛƴŦƭǳŜƴŎŜŘ ōȅ Ƴŀǎǎ ŎǳƭǘǳǊŜ, reflecting 

quotidian life and demanding ΨŎƻǊǊŜŎǘΩ ōŜƘŀǾƛors compliant with mass culture (Jones, 2006: 27,32) and states Gramsci referred 

ǘƻ ǎǳǇŜǊǎǘǊǳŎǘǳǊŜ ŀǎ ΨŎƛǾƛƭ ǎƻŎƛŜǘȅΩΦ  
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Postmodernist thought), dispels Structuralist myths, attempting to read cultural shifts more inclusively, 

seeking origins and classification, yet searching for underlying reasons and meaning. It is indicative of 

midcentury political and philosophical thought, enabling a cultural (and personal) redefinition and 

created a fundamental shift in cognition. Poststructuralism is not synonymous with Postmodernist 

theorization, but reflects, rather, late modernist interpretation. 

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

ƳƛŘŎŜƴǘǳǊȅ ŎƭƻǎŜΣ ǇƘƻǘƻƎǊŀǇƘȅΩǎ ǾŜǊŀŎƛǘȅ ŎǊŜŀǘŜŘ ŀƴ ƛƭƭǳǎƛƻƴ ƻŦ ΨǘǊǳǘƘΩ ǊŜǇƭŀŎƛƴƎ ǘƘŜ ƘƛǎǘƻǊƛŎŀƭ ŦǳƴŎǘƛƻƴ ƻǊ 

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

citizens sought to discover inner-truths they believed to be certainty. This conundrum becomes 

apparent with 1950s production of Beat era Dada-ŘŜǊƛǾŜŘ Ψŀƴǘƛ-ŀǊǘΩΣ ǊŜŦǳǘƛƴƎ prewar American values. In 

ǘƘŜ ƭŀǘŜǊ мфтлǎΣ ŘƛǎǎŜƴǘ ƛǎ ƛƴǎǘƛǘǳǘƛƻƴŀƭƛȊŜŘ ƻǊ ŀǇǇǊƻǇǊƛŀǘŜŘ ŀƴŘ ƴŀƳŜŘ ΨǇƻǎǘƳƻŘŜǊƴƛǎƳΩ ōȅ ŜǎǘŀōƭƛǎƘŜŘ 

theorists; well before the advent of people like Lyotard or Derrida who gave Postmodernism legitimacy 

as explanatory dialogue. The official art coming out of galleries or discussed in journals (Owens, 1992: 

300) represents the dominant ŀƴŘ ǇǊƛǾƛƭŜƎŜŘ ΨƻŦŦƛŎƛŀƭΩ ŀǊǘ. In other words, the usurpation of 1950s 

dissenters, when artists bypassed official gallery system modes of production and distribution, led to a 

ǘƘŜƻǊƛȊŜŘ ŀǊǘ ǎǘǊŜŀƳ ƳƻǊŜ ŀǘǘǳƴŜŘ ǘƻ ǊŜŎŜǇǘƛƻƴ ōȅ ǎƻŎƛŜǘȅ ƻǊ aŀǊȄΩǎ ΨŎƻƳƳƻƴ ǇŜƻǇƭŜΩ ƛΦŜΦΣ ŀǊǘ ǿŀǎ 

taken out of the hands of official culture, and made available to individuals, not unlike depression-era 

Socialist-inflected art (Social-Realism ς see Figure 3 above), which reaffirmed the widespread experience 

of economic deprivation.  

Art can critique and defy civil discourse; reestablishing itself as cultural commentary, however, 

marginalized societal members can desire assimilation within dominating frameworks. Midcentury Bay 

!ǊŜŀ ŀǊǘƛǎǘǎ ǎȅƴǘƘŜǎƛȊŜŘ ŘƛǎǇŀǊŀǘŜ ǊŜŀƭƛǘƛŜǎ ƛƴǘƻ ǿƘŀǘ {ƳƛǘƘ Ŏŀƭƭǎ ŀƴ ΨƛǊǊŀǘƛƻƴŀƭΩ ƛŘŜƴǘƛǘȅ όSmith, 1995: 

xviii-xix): their Gramscian mythopoeia and self-narration expressed identities validated by period 

societal reorganization, subverting a confining 1950s conformity. Post-war Beats possessed Marxian-
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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 society attempted to silence with discredit. 

Beat utopian culture represented to dominant Americans a Communist threat, and Beat art blended 

dissenting and creative (Phillips, 1995: 23-28) period cultural influences.  

Paulo Friere grew up poor and hungry in Brazil where he learned to equate his problem with his 

social class. He culturally validated dissent and postulated all societal classes as useful to societies, 

ǎŀȅƛƴƎΥ Ψ¢ƘŜ ŎǳǊǊŜƴǘ ƳƻǾŜƳŜƴǘǎ ƻŦ ǊŜōŜƭƭƛƻƴΣ ŜǎǇŜŎƛŀƭƭȅ ǘƘƻǎŜ ƻŦ ȅƻǳǘƘ Χ manifest in their essence this 

ǇǊŜƻŎŎǳǇŀǘƛƻƴ ǿƛǘƘ ǇŜƻǇƭŜ ŀǎ ōŜƛƴƎǎ ƛƴ ǘƘŜ ǿƻǊƭŘ ŀƴŘ ǿƛǘƘ ǘƘŜ ǿƻǊƭŘΩ όFriere, 2005: 41). His Pedagogy of 

the Oppressed Ƴŀȅ ōŜ ǾƛŜǿŜŘ ŀǎ ŜȄǘŜƴǎƛƻƴ ƻŦ CŀƴƻƴΩǎ ǘƘƻǳƎƘǘ ƛƴ The Wretched of the Earth, with both 

calling for overthrow of systems of oppression. Cŀƴƻƴ ǎŀƛŘΥ Ψ¢ƘŜ ǇŜƻǇƭŜ ǿƛƭƭ ǘƘǳǎ ŎƻƳŜ ǘƻ ǳƴŘŜǊǎǘŀƴŘ 

that national independence sheds light upon many facts which are sometimes divergent and 

ŀƴǘŀƎƻƴƛǎǘƛŎΧΩόFanon, 1963: 144), in  other words, inclusivity furthered broad independence (Axner, 

N.D.). Americans demeaned Communism after the Second World War in an attempt to promote 

Ψ!ƳŜǊƛŎŀƴΩ ǾŀƭǳŜǎ ό9ƭƛƴǎƻƴ ŀƴŘ ¸ƻƎƛΣ нллфΥ ннмύ ŀƴŘ ŘƛǎŎǊŜŘƛǘ ǘƘǊŜŀǘǎ ǘƻ ŘƻƳƛƴŀƴŎŜΦ !ǎƛŀƴǎ ŀǎ ŀƴ ŜǘƘƴƛŎ 

group were not dismissed due to sexual inclinations or political dissent, but were instead dismissed as 

non-dominant and of no particular importance despite their desire to be accepted as societal 

components. 

1.2 Philosophical Trends 

Jean-tŀǳƭ {ŀǊǘǊŜΩǎ мфплǎ 9ȄƛǎǘŜƴǘƛŀƭƛǎǘ ǇƘƛƭƻǎƻǇƘȅ ǊŜǎƻƴŀǘŜŘ ƎƭƻōŀƭƭȅΤ ŜƳǇƘŀǎƛȊƛƴƎ ǘƘŜ ŜǎǎŜƴǘƛŀƭ 

aƭƻƴŜƴŜǎǎ ƻŦ ƛƴŘƛǾƛŘǳŀƭǎ ŀƴŘ ŘƻǾŜǘŀƛƭƛƴƎ ǿƛǘƘ DǊŀƳǎŎƛΩǎ ŜƎŀƭƛǘŀǊƛŀƴƛǎƳ, necessitating familiarity. In the 

multicultural Bay Area, art reflecting utopian Beat ethos portrayed diversity as culturally inherent. 

9ȄƛǎǘŜƴǘƛŀƭƛǎƳ ƛǎ {ŀǊǘǊŜΩǎ ǎǳƳƳŀǘƛƻƴ ƻŦ ƳƛŘŎŜƴǘǳǊy life16 and reiterates Marxist calls for ending 

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

                                                             
16 {ŀǊǘǊŜΩǎ ǿǊƛǘƛƴƎǎ ŀǊŜ ƘŜŀǾƛƭȅ ƛƴŦƭǳŜƴŎŜŘ ōȅ aŀǊȄƛǎǘ ǘƘƻǳƎƘǘ ŀƴŘ ǇǊŜƻŎŎǳǇŀǘƛƻns with equality. 
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responsibility upon individuals. Being And Nothingness (Sartre, 2001), posits people searching for 

satisfactions inherent in individuality, when in 

actuality, conceptions of autonomous self-direction 

can isolate individuals seeking a unity. Sartre insists 

people not define themselves in terms of social 

identity, defying cultural dictate. His presence 

without limits allows unfettered self-definition, 

ƭƻŎŀǘƛƴƎ ƛƴŘƛǾƛŘǳŀƭƛǘȅ ƻǊ Ψ.ŜƛƴƎΩ ŀǎ ŎǊŜŀǘŜŘ ƻǳǘ ƻŦ ǘƘŜ 

ΨbƻǘƘƛƴƎƴŜǎǎΩ ƻŦ ŜȄƛǎǘŜƴŎŜΦ CƻƭƭƻǿƛƴƎ ǘƘƛǎ ǘƘƻǳƎƘǘΣ 

humans are ultimately responsible for their own 

actions, reaffirming the Buddhist conception of the 

adherent as responsible for self-salvation. 

Understandably, conceptions of self-responsibility 

resonated with freethinking Bay Area populations 

steeped in Buddhism, tolerance of idiosyncrasy, and the DIY individuality inherent in American Manifest 

Destiny (see Appendix B)Φ tŀǳƭ ²ƻƴƴŜǊΩǎ .ŀȅ !ǊŜŀ CƛƎǳǊŀǘƛǾŜ ǇŀƛƴǘƛƴƎ όabove right) depicts two men, 

seemingly coupled, yet isolated in a bleak world, speaking of cultural invisibility experienced by mid-

century gay men. Reminiscent of photographyΩǎ ǾŜǊŀŎƛǘȅ, the paintingΩǎ isolated coupling defies cultural 

sexual dictates, yet shows us citizens defying conformity to pursue individual satisfaction. 

 In 1947, Adorno and Horkheimer17 viewed Western culture, particularly American, as 

ƛƴǘŜǊǘǿƛƴŜŘ ǿƛǘƘ ΨŜƴǘŜǊǘŀƛƴƳŜƴǘΩ όŦƛƭƳΣ ǊŀŘƛƻΣ magŀȊƛƴŜǎΣ ŜǘŎΦύ ƻǊ ŜǎŎŀǇƛǎǘ ΨǇƭŀȅΩ. In reality the culture at 

                                                             
17 The 1930s Frankfort Philosophical School (Adorno, Horkheimer, Marcuse, Benjamin, Eric Fromm, Jürgen Habermas, among 

others) is associated with the Institute for Social Research at Goethe University in Frankfort Germany.  Their predilection for 

Marxist  teachings influenced subsequent textual productions and they examined society from Sociological, Psychoanalytical, 

Existentialist, viewpoints in addition to other perspectives.  Adorno and Horkheimer disdained the culture of consumption as a 

Figure 4. Paul Wonner: Two Men at the Shore. 1960. 
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ΨǇƭŀȅΩ ǿŀǎ ǘƘŜ ǇǊƛǾƛƭŜƎŜŘ ŎǳƭǘǳǊŜ ƻŦ heterosexual white males. For Benjamin, photography destroyed 

ŀǊǘΩǎ ǎƻǾŜǊŜƛƎƴǘȅ ŀƴŘ ǊŜŘǳŎŜŘ ŀǊǘ ǘƻ ǇƻƭƛǘƛŎŀƭ ŀŎǘǎΣ ƳƻǾƛƴƎ ŦǊƻƳ ŀǇǇǊŜŎƛŀǘŜŘ ōŜŀǳǘȅ ǘƻ aŀǊȄƛǎǘ 

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 importance. Marcuse defies Adorno and Horkheimer, specifically rejecting 

.ŜƴƧŀƳƛƴΩǎ ŀǎǎŜǊǘƛƻƴ ǘƘŀǘ ŀǊǘ Ŝƴǘŀƛƭǎ ǇƻƭƛǘƛŎƛȊŀǘƛƻƴ, 

writingΥ ΨΧ ŀǊǘ ŎǊŜŀǘŜǎ ǘƘŜ ǊŜŀƭƳ ƛƴ ǿƘƛŎƘ ǘƘŜ 

subversion of experience proper to art becomes 

possible: the world formed by art is recognized as a 

reality which is suppressed and distorted in the given 

ǊŜŀƭƛǘȅΧΩ όaŀǊŎǳǎŜΣ мфтуΥ му-19), suggesting the 

necessity for an art divorced from politicization. 

Marcuse wrote during the late 1960s/early 1970s and 

whether knowingly or not, based conclusions upon 

midcentury thought, continuing the Beat legacy of 

social critique. True understanding lies between the 

two extremes ςart employing identity emphasizes 

diversity, but often does so within conventional 

tradition, which is a political act. Artists frequently 

express differing realties in defiance of dictated realities.  

                                                                                                                                                                                                    
form of worker oppression, positing that the culture of entertainment extended work environments (the culture of power) into 

leisure time.   

Figure 5. Wally Hedrick: CǊŜŘΩǎ ¢±. 1956. 
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5Ŝ ¢ƻŎǉǳŜǾƛƭƭŜΩǎ ŎƻƴǎǳƳƛƴƎ ŎǳƭǘǳǊŜ όŀƭǘƘƻǳƎƘ ǇƻǎǎŜǎǎƛƴƎ ǇǊŜŎŜŘŜƴǘύ ŦƻǳƴŘ ƛǘǎ ŦǳƭƭŜǎǘ ŜȄǇǊŜǎǎƛƻƴ 

ƛƴ !ƳŜǊƛŎŀΩǎ ǇƻǎǘǿŀǊ ȅŜŀǊǎΦ IƛƴŜ όмфутύ ŀƴŘ aŀǊƭƛƴƎΣ όмфффύΣ ŘƛǎŎǳǎǎ ǘƘŜ ǇƭŜǘƘƻǊƛŎ ƻōƧŜŎǘǎ ƻōǘŀƛƴŀble by 

Americans: labor-saving devices extolled as necessary by advertisers which diverted active cognition 

from more easily politicized concerns, i.e., the Gramscian dissent from hegemonic societal privileging of 

whites. Marling relates art appreciation to the classless influence of TV, positioning both television and 

ŀǊǘ ŀǎ ŦǊŀƳƛƴƎ ƛƳŀƎŜǎΥ ΨōǊŜŀƪόƛƴƎύ Řƻǿƴ Χ ǘƘŜ ǿŜƭǘŜǊ ƻŦ ǎƘƛŦǘƛƴƎ ƛƳŀƎŜǎΦΩ όaŀǊƭƛƴƎΣ мфффΥ умύΣ ƛΦŜΦΣ 

fragmenting information to enable understanding and cohesive behaviorΦ IŜŘǊƛŎƪΩǎ ƛƭƭǳǎǘǊŀǘion (above 

right) comments obliquely, inserting pictographic images (picture) above technological dials and a red-

lipped mouth, presumably dispensing oracular information. IŜŘǊƛŎƪΩǎ ¢± ƛǎ ƳƻƴƻƭƛǘƘƛŎ ŀƴŘ ŜǾƛƭΣ ƭŜŀǾƛƴƎ 

ƴƻ Řƻǳōǘ ŀǎ ǘƻ IŜŘǊƛŎƪΩǎ Beat-inflected, dissenting opinion of 

official culture. TV is substituted for genuine cultural information, 

yet has selected exposure, thus promoting censorship. Hampered 

art awareness was one result. Midcentury residents experienced 

isolation both culturally and personally as suburbs separated 

privileged white residents from non-white city populations, and 

from self (reflected by cultural enjoinders to acquire diverting 

hobbies, like paintingςby-numbers): replacing experience with 

substitution. Marling averred paint-by-numbers kits allowed 

ƴƻǾƛŎŜ ŀǊǘ ǇǊƻŘǳŎǘƛƻƴΣ ƻǊ ƪƛǘǎŎƘ ŦŀŎǎƛƳƛƭŜ ƻŦ ΨƘƛƎƘΩ ŎǳƭǘǳǊŜ όIbid: 84), 

supposedly producing a pacifying satisfaction, and diverting 

cognizance. Substitution enabled self-censure. 

                       

 

 

Figure 6. Jose Ramon Lerma: Mendocino Storm. 1956. 
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1.3 Mass-Culture and Bay Area Art 

Hine quotes a 1954 Life magazine article as saying ΨNŜǾŜǊ ōŜŦƻǊŜΣ ǎƻ ƳǳŎƘ ŦƻǊ ǎƻ ŦŜǿΩ (Hine, 

1987: 15), noting that consumption trickled-Řƻǿƴ ǘƻ ǎƻŎƛŜǘȅΩǎ ƭƻǿŜǊ ŎƭŀǎǎŜǎ όLōƛŘΥ мнύΣ ōǳǘ ǊŜŀƭƛǘȅ 

reserved financial ability to consume, for the dominant; advertisers illusorily extended that dominance 

ǘƻ ƭƻǿŜǊ ŎƭŀǎǎŜǎΦ ¢ƘŜ ƳŜƴǘƛƻƴŜŘ Ψǎƻ ŦŜǿΩ ǊŜƛŦƛŜǎ elitist favoring.   Television functioned as the 

contemporary internet allowing theoretically classless information distribution, yet actually serving to 

affirm favoring.  Bay Area cultural aims asserted dominant American privileging, yet pursued different 

direction from those of the larger nation (Albright, 1985: xv-xvi) with Gramscian egalitarian social 

concerns accommodating diverse regional realities. Lippard defines identity as important to art 

production,18 ŜȄŀƳƛƴƛƴƎ ŀ ΨƴŜǿ ŀǊǘΩ ǊŜŦƭŜŎǘƛƴƎ ƴŜǿ ƛŘŜƴǘƛǘƛŜǎ ōǳǘ Ŧŀƛƭs to consider midcentury economic 

effects of marginalization as impacting (or inhibiting) cultural development. [ƛǇǇŀǊŘΩǎ ōƻƻƪ ŎƻƴǎƛŘŜǊǎ 

recent art by formerly marginalized artists from a poststructuralist perspective, which does little to 

inform of prior obstructions. Lerma (above left) ǎǘŀǘŜǎΥ Ψ²Ŝ ǿŜǊŜ ŀƭƭ ŘƻƛƴƎ ǊŜŀƭ ŜƳƻǘƛƻƴŀƭ ŀǊǘ Χ ǿŜ ǿŜǊŜ 

involved with the earth ŀƴŘ ǘƘŜ ƭŀƴŘǎŎŀǇŜΩ (McChesney, 1973: 157). Lerma relates his work to 

environmental factors. Psychological topography was confronted. 

Gibson examines Abstract Expressionism, from a multicultural perspective which was culturally 

impossible prewar; exploring changes in societal valuation, arguing that the style was not solely created 

by white males (as popular mythos indicates and which negates actual history). To 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, gender ς traits not sanctioned as 

ŘŜǎƛǊŀōƭŜ ōȅ ǘƘŜ ǊǳƭƛƴƎ Ŏƭŀǎǎ ƻǊ ΨŜƴǘŜǊǇǊƛǎŜ ǎƻŎƛŜǘȅΩ όJones, 2006: 71-72).19 Artworks created by 

marginalized societal members constitute pedagogic/political attempts by artists to subvert hegemonic 

                                                             
18 [ƛǇǇŀǊŘΩǎ ōƻƻƪ ǘƛǘƭŜΣ Mixed Blessings refers to the mixing of unacknowledged cultures into one American homogeneity 

reflecting war mobilization and cultural plurality, i.e., Mixed identities. The word Blessings refers to benisons assumedly 

bestowed upon the resulting multicultural society. 
19 Ψ9ƴǘŜǊǇǊƛǎŜ {ƻŎƛŜǘȅΩ ƛǎ ǘƘŜ ǘŜǊƳ WƻƴŜǎ ƎƛǾŜǎ ǘƻ consumerist culture.  
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institutions: reaffirming non-compliance, yet [ŜǊƳŀΩǎ abstract work (above left) reveals only 

homogenous, if tumultuous human inner states. Alternative Bay Area cultural states existed a priori to 

midcentury (Albright, 1985: xv-xvi; Brook, et al., 1998: viii-ix), 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 Francisco School of Abstract Expressionism 

existed (Landauer, 1996: 1-4, 13-14, 70-75) and 

subsequent regional developments reflected 

defiant deviation from normative postwar mass-

cultural elaboration currents. Information can be 

extrapolated to understand regional artistic 

difference. DŜŎƘǘƻŦŦΩǎ ǇŀƛƴǘƛƴƎ όǊƛƎƘǘύ ǎƘƻǿŎŀǎŜǎ 

non-linear, rounded forms and darker, softer colors 

more prevalent in San Francisco than typical 

postwar Abstract Expressionist works to which were 

ascribed a cohesiveness unseen in historiography.  

Difference characterizes Bay Area deviation 

ȅŜǘ ƭƻŎŀƭ ǇŀƛƴǘŜǊǎ ǊŜƧŜŎǘŜŘ ΨƭƻŎŀƭ ƛŘŜƴǘƛǘȅΩ όIbid: 14). 

In McChesney, artists themselves reject regional 

identity whilst simultaneously acknowledging influence of recent history and period mass-culture 

(Berman, 1992: 82).20 McChesney explores contributions of regional artists directly involved with the 

movement (most were CSFA students21) who helped produce a local Abstract Expressionist variation; 

                                                             
20 Sŀƴ CǊŀƴŎƛǎŎƻΩǎ Jess said: ΨΧ ȅƻǳ ŘƻƴΩǘ ƘŀǾŜ ǘƻ ōƻǿ Řƻǿƴ ǘƻ ŜǾŜǊȅǘƘƛƴƎ ǘƘŀǘ ǿŀǎ ŘƻƴŜ ōŜŦƻǊŜΩ ό.ŜǊƳŀƴΣ мффнΥ уоύΦ 
21 ¢ƘŜ /ŀƭƛŦƻǊƴƛŀ {ŎƘƻƻƭ ƻŦ CƛƴŜ !Ǌǘǎ ό/{C!ύ ǿŀǎ {ŀƴ CǊŀƴŎƛǎŎƻΩǎ ǇǊŜƳƛŜǊ ŀǊǘ ǎŎƘƻƻƭΦ Lƴ ŀŘŘƛǘƛƻƴ ǘƻ ǎŎƘƻƻƭǎ ǎǳŎƘ ŀǎ ǘƘŜ /{C!Σ ǘƘe 

Bay Area is also home to numerous art museums which exhibited the latest period art trends, disseminated information, and 

served as incubatory ground. 

Figure 7. Sonia Gechtoff: Death of a Child. 1957. 

https://artsy.net/artwork/sonia-gechtoff-death-of-a-child
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often voluntarily situating themselves within a dissenting Beat culture, creatively influencing area 

infrastructure and communicating artistic milieus. Made in California examines state contribution to 

American cultural production through artwork and a supplemental volume Reading California, examines 

alteric identity via essays, reaffirming unmentioned ethnographic cultural contribution to self-definition 

and culture. Hidden histories emerge reflecting realities differing from dominant national society and 

introducing an initial dissenting dissemination of difference to midcentury popular national culture. This 

initiates a national discourse designed to accommodate regional discrepancies in period cultural 

dissolution and paves the way for a more pluralistic American society ς ultimately defying European 

feudal models of social control.  

     1.4 Redefinitions 

/ǳǊǊŜƴǘ ŀǊǘ ǇŜǊŎŜǇǘƛƻƴ ǿƻǳƭŘ ƴƻǘ ŜȄƛǎǘ ǿƛǘƘƻǳǘ ǘƘŜ мфрлǎ ŎŜǊŀƳƛŎ ŘŜǾŜƭƻǇƳŜƴǘǎ ŀǘ [ƻǎ !ƴƎŜƭŜǎΩ 

hǘƛǎ !Ǌǘ LƴǎǘƛǘǳǘŜ ŀƴŘ ǎǳōǎŜǉǳŜƴǘƭȅ ŀǘ .ŜǊƪŜƭŜȅΩǎ ¦ƴƛǾŜǊǎƛǘȅ ƻŦ /ŀƭƛŦƻǊƴƛŀ ς both locations overseen by 

Peter Voulkos who, with his students, revolutionized art conception and creation (discussed later in 

chapter three). At Otis, they applied Abstract Expressionist ideals and midcentury cultural influences 

(Pagliaro, 2003: 265) to the field of ceramics and later sculpture; revolutionizing form and content and 

questioning the nature of art and reality. Clay is malleable and conducive to Abstract Expressionist 

gestural treatment. Foley says:  

The opportunity for sculpture to convey the aesthetic of painting with the psychological 
presence of the object was the incentive for artists to develop ceramic sculpture as a new area 
ƻŦ ŜȄǇǊŜǎǎƛƻƴ Χ ²ƘŜƴ ǘƘŜ ǇǊƻōƭŜƳǎ ǘƘŜȅ ǎŜǘ ŦƻǊ ǘƘŜƳǎŜƭǾŜǎ ǿŜƴǘ ōŜȅƻƴŘ ǘƘŜ ƘŀƴŘƭƛƴƎ ƻŦ 
materials to show technical achievement and addressed problems of perception, scale, inherent 
energy, implied human presence, or psychological challenge, the work transcended craft, and 
became a force in painting and sculpture. (Marshall and Foley, 1981: 11) 

 Dispensing with the functional aspects of traditional pottery inadvertently altered parameters 

for art creation by questioning the traditional roles of imagery (function) and iconography. Perchuk and 

¢ŀŦǘ ǎŀȅΥ ΨΧ the visual experience they (Otis artworks) present is, like the temporality of their 

manufacture, not cohesivŜ ōǳǘ ŀŘŘƛǘƛǾŜ ŀƴŘ ŀǎǇŜŎǘǳŀƭΧΩ όPeabody et. al. 2011: 56).  Ensuing painting 
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and sculpture employed new materials and approached 

creation from primary experiential positions. Ceramics was 

first influenced by spontaneous painting (Slivka in Marshall 

and Foley, 1981: 13) and in turn influenced painting (and 

ǎŎǳƭǇǘǳǊŜύΦ aŀǎƻƴΩǎ Orange Cross (left) departs from, yet 

adheres to, the accustomed vessel dynamic; it serves a 

sculptural function reflecting Beat iconoclasm, Duchampian 

object autonomy, and Japanese concepts (wabi, sabi, 

yugen22).  Krauss says: ΨΧŎŀǘŜƎƻǊƛŜǎ ƭƛƪŜ ǎŎǳƭǇǘǳǊŜ ŀƴŘ 

painting have been kneaded and stretched and twisted in an 

extraordinary demonstration of elasticity, a display of the way a cultural term can be extended to 

include just about anytƘƛƴƎΧΩ όKrauss, 1979: 2). 

 hǘƛǎΩ ŀǊǘƛǎǘƛŎ ŘƛǎǎŜƴǘ ŦƛǊǎǘ ŀŦŦŜŎǘŜŘ ŀǊǘ ŀŜǎǘƘŜǘƛŎǎ ŀƴŘ ǉǳƛŎƪƭȅ ǘǊŀƴǎƭŀǘŜŘ ǘƻ Ǝƭƻōŀƭ ƛƴŦƭǳŜƴŎŜ όSlivka 

in Clark, 1978: 133). As midcentury American work mirrored period culture, international creative work 

came to reflect western cultural developments dictated in part by period dialogics, which still govern the 

nature of art and the questions asked today. Given the nature of the change, and the passage of time, 

people currently often experience difficulty in understanding the radicalism of the period. Increased 

inclusivity, personal experience, and redefined language were revolutionary at the time. The history of 

ceramic developments has, like much of the art I examine, remained invisible in official art 

historiography. Yet, OtisΩǎ ǘƘŜƻǊŜǘƛŎŀƭ ƛƴƴƻǾŀǘƛƻƴǎ ǊŜƳŀƛƴ prevalent; its ŎǊŜŀǘƛƻƴǎ ƳŜǊƎŜŘ ΨŎǊŀŦǘΩ ǿƛǘƘ 

ΨŀǊǘΩ, questioning prior privileging and blurring distinctions. Coplans 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 

                                                             
22 See Appendix B for explanation of the three Japanese concepts. 

Figure 8. John Mason: Orange Cross. 1963. 
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questions about the nature of existence. In short, it is concerned with the aesthetic 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 sense of importance tasted during American war 

mobilization (triggering the rise of the gay and the Asian rights movements among others), destroying 

hegemonic distinctions between citizens. In the wartime armed forces, homosexuality was often ignored 

(Bérubé 1990: 2) although inclusion did not translate to peacetime or initially change mass-cultural 

values. Bérubé contrasts military policies labelling homosexuals as psychologically unfit (speciously 

implying threats to American life), with the reality of a differing sexuality. These policies extended to 

other minoritized ethnographic groupings in that non-privileged veracities, although invisible culturally, 

informed difference and cultural totalityΦ wŜǇǊŜǎǎƛƻƴ ŎǊŜŀǘŜǎ ǘƘŜ Ψǳǎ-vs-ǘƘŜƳΩ ƳŜƴǘŀƭƛǘȅ όǿƘƛŎƘ DǊŀƳǎŎƛ 

implied). Dudziak, examines demand by the marginalized for equality and although the civil rights 

movement was originally concerned with the societal rights of African-Americans, numerous minorities 

asserted individuality; calls for equitable treatment microcosmically mirrored the Cold War conflict 

between Communism and Capitalism (Bérubé 1990: 255) yet official governments still attempted to 

suppress marginalized ethnographic groups, despite their increasing visibility. Bérubé traces indirect gay 

emergence into mainstream American life, to recent war mobilization strategies and details concurrent 

schizophrenic armed forces homophobic discrimination. This thought can be extended to include 

increased marginal visibility outside military sectors which redefined identity for non-privileged 

ethnographic subgroups. 

CǊƛŜŘŀƴΩǎ ƭŀǘŜ мфрлǎ ǎǘǳŘȅ ǊŜǎǳƭǘƛƴƎ ƛƴ the publication of The Feminine Mystique is credited with 

ōŜƎƛƴƴƛƴƎ ǘƘŜ ²ƻƳŜƴΩǎ aƻǾŜƳŜƴǘΦ CǊƛŜŘŀƴΩǎ ōƻƻƪ ǿƻǳƭŘ ǇǊƻōŀōƭȅ ƴƻǘ ƘŀǾŜ ōŜŜƴ ǿǊƛǘǘŜƴ ǿƛǘƘƻǳǘ ǘƘŜ 

societal redefinition begun by World War Two and the influence of Marxist egalitarian thought. Feminist 

critical theory is constituted similarly to Queer Theory ς both theoretically demand societal 
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accommodation of all individuals but initially lacked consideration of 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 and incorporating the previous 

Existential concerns and mobilizational inclusivity. Queer theory does not seek evidence of gay presence 

but rather, re-ƛƴǘŜǊǇǊŜǘǎ ŜȄƛǎǘƛƴƎ ŜǇƛǎǘŜƳƻƭƻƎƛŎŀƭ ǾƛŜǿǇƻƛƴǘǎΣ ƘƛƎƘƭƛƎƘǘƛƴƎ ǾŀǊƛŀǘƛƻƴΦ Iŀƭƭ ǎŀȅǎΥ ΨǎŜȄǳŀƭƛǘȅ 

is thoroughly interconnected with (if never wholly determined by,) religion, economics, prevailing 

ǎŎƛŜƴǘƛŦƛŎ ǇŀǊŀŘƛƎƳǎΣ ǘƘŜ ǎƻŎƛŀƭ ǎŎƛŜƴŎŜǎΣ ŀŜǎǘƘŜǘƛŎǎΧΩ όIŀƭƭΣ нлллΥ нύΦ  ¢ƘǳǎΣ vǳŜŜǊ ǘƘŜƻǊȅ ŘƛǎǇŜƴǎŜǎ ǿƛǘƘ 

ΨŦŀŎƛƭŜ ōƛƴŀǊȅ ŘŜŦƛƴƛǘƛƻƴǎΩ όLōƛŘΥ пύ ŀƴŘ ǾƛŜǿŜǊǎ Ƴŀȅ ΨǉǳŜŜǊƭȅΩ ǊŜŀŘ artworks by marginalized artists, or 

from any perspective intended. Queer ǘƘŜƻǊȅ ǊŜŦƭŜŎǘǎ DǊŀƳǎŎƛŀƴ ŜŦŦƻǊǘǎ ǘƻ ΨǳƴƳƻƻǊΩ ǇǊŜŘƻƳƛƴŀƴǘ 

ǎƻŎƛŜǘŀƭ ǾŀƭǳŜǎ ŀƴŘ ŀǎƪǎ Ψ²Ƙƻ ŀǊŜ ȅƻǳΚΩ όLōƛŘΥ мнύΦ .ŀȅ !ǊŜŀ ǊŜǎƛŘŜƴǘǎ ƘŀŘ ƴŜŎŜǎǎŀǊƛƭȅ ΨǉǳŜŜǊŜŘΩ ŎǳƭǘǳǊŀƭƭȅ 

normative considerations in advance of national values, to accommodate unique or ad hoc social 

ǎƛǘǳŀǘƛƻƴǎΦ Iŀƭƭ ŀƭǎƻ ǎŀȅǎΥ ΨΧǉǳŜŜǊ ǘƘŜƻǊƛŜǎ ƳǳƭǘƛǇƭȅ ŀƴŘ ŎƻƳǇƭƛŎŀǘŜ ƻǳǊ ƛŘŜƴǘƛǘȅ ōŀǎŜǎ ǘƻ ǘƘŜ Ǉƻƛƴǘ ǘƘŀǘ 

ǿŜ ŀǊŜ ƭŜǎǎ ƭƛƪŜƭȅ ǘƻ ƭƻƻƪ ŀǘ ƻǘƘŜǊǎ ŀƴŘ ŘŜǎƛǊŜ ǘƻ άǇǳǘέ ǘƘŜƳ ƛƴ ǘƘŜƛǊ άǇƭŀŎŜΦέ bƻƴŜ ƻŦ ǳǎ Ƙŀǎ ŀ ǎƛƴƎƭŜ ŦƛȄŜŘ 

plŀŎŜΧΩ όLōƛŘΥ мсύΦ  

Anticipating Queer 

¢ƘŜƻǊȅΩǎ ƭŀǘŜǊ ǎǘŀƴŎŜ and 

reflecting a midcentury cultural 

perspectiveΣ 5ƻƴŀƭŘ /ƻǊŜȅΩǎ The 

Homosexual in America (1960) 

argues for a societal tolerance of 

homosexuality. It is  an early 

attempt to insert a dialogue on 

homosexuality into mainstream 

consciousness, and mirrors the 

Figure 9. Jess (Collins): The Enamored Mage: Translation # 6. 1965. 
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1950s Homophile movement intent at education, which in itself, attempts to destroy Gramscian 

hegemonic notions of mythos or oppression. Corey examines attempts by gay men to incrementally 

subvert prevailing cultural values: an intent equally applicable to other disenfranchised societal groups. 

Californian homosexual visibility may date to the enforced proximity of the gold rush (Lipsky, 2006: 11) 

and the necessary tolerance of unfamiliar habits. ¢ƘŜ ǎǘŀǘŜΩǎ ƳƻǊŜ ƭƛōŜǊŀƭ ƭŀǿǎ ǊŜƎŀǊŘƛƴƎ ƘƻƳƻǎŜȄǳŀƭƛǘȅ 

attracted large numbers of homosexually-oriented people (5Ω9Ƴƛƭƛƻ ƛƴ /ƘŀǳƴŎŜȅΣ Ŝǘ ŀƭΦΣ мфуфΥ прф-460). 

{ŀƴ CǊŀƴŎƛǎŎƻΩǎ Dŀȅ ŀƴŘ [Ŝǎōƛŀƴ IƛǎǘƻǊȅ !ǊŎƘƛǾŜǎ Ŏƻƴǘŀƛƴ ǘƘŜ ǇŀǇŜǊǎ ƻŦ ²ƛƭƭƛŀƳ DŀŘŘƛǎ, who details 

secretive gay local life before, during, and after WWII military service. GaddisΩ papers recount an 

oppressive atmosphere similarly narrated by Michael Rumaker describing a repressive midcentury San 

Francisco society. Visibility afforded proscribed identities entry to mainstream discussion, and 

conspicuousness demythologizes prevailing, societal, ƳƻǊŜǎΦ WŜǎǎΩ ŜȄŀƳǇƭŜ όŀōƻǾŜ right) depicting his 

partner poet Robert Duncan amidst books, in an art filled interior reifies ǘƘŜ ŎƻǳǇƭŜΩǎ ŎƻƴǎǘǊǳŎǘƛƻƴ ƻŦ 

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 piece reconsiders cultural 

assignation and inserts dialogic presence. 

Midcentury western society equated 

homosexual sensibility or sympathy, with 

Communistic threat (visibility confronted 

societal association with enmity) and Corber 

associates the rise of consumerism with the 

feminization of masculinity, which subverted 

both assumed heterosexual privilege and 

Figure 10. Bernice Bing: Velasquez Family. 1961. 
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Capitalist industry (Corber, 1997: 34). He equates Fordist consumerism with an advantaged heterosexual 

ŘŜǘŜǊƳƛƴƛǎƳ ŜȄǇƭŀƛƴƛƴƎ ǇƻǎǘǿŀǊ ŎǳƭǘǳǊŜ ŀǎ ΨǉǳŜŜǊŜŘΩ ƻǊ ƭŀŎƪƛƴƎ ǇǊŜǿŀǊ hegemonic domination. 

Proponents of social construction theory view sexual identity as human construct. If conceptions of 

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

each society satisfies temporal needs, defining identity differently. Homosexuals in restrictive societies 

often seek ŀƴƻƴȅƳƛǘȅΥ ΨŘƛǎŀǇǇŜŀǊƛƴƎΩ ƛƴǘƻ ŀƴ ŜƴǾŜƭƻǇƛƴƎ ŎǳƭǘǳǊŀƭ ƳƛƭƛŜǳΦ .ƛƴƎΩǎ ǇŀƛƴǘƛƴƎ όabove left) 

based upon a European Velazquez, epitomizes western art-historical influence upon American Asians, 

affirming cross-cultural interaction or global dialectic and upholds assimilationist negation of origin-

based identity. 1940s societal reorganization, began fraying dominant social mores, and increased 

socialization opportunities informed gay people they were not alone (Lipsky, 2006: 49ύΦ  Ψ! ŘƛǎǘƛƴŎǘ 

ƛŘŜƴǘƛǘȅ ƛǎ Ƴƻǎǘ ƭƛƪŜƭȅ ǘƻ ōŜ ƛƴǾƻƭǾŜŘ ƛƴ ǘƘŜ ǇŀǘǘŜǊƴ ǿƛǘƘ ǿƘƛŎƘ ŎƻƴǘŜƳǇƻǊŀǊȅ ²ŜǎǘŜǊƴŜǊǎ ŀǊŜ Χ ŦŀƳƛƭƛŀǊΥ 

ŎƻŜǾŀƭ ŜƎŀƭƛǘŀǊƛŀƴ ǊŜƭŀǘƛƻƴǎƘƛǇǎΧΩ όChauncey, 

Duberman, and Vicinus, 1989: 10).  

The Beats like other marginalized 

subgroups sought redefinition of existing and 

assumed cultural parameters: manifesting 

alternative or vanguardist values (Phillips, 

1995: 28-29). Beat art reified differing values 

by ignoring traditional expressive avenues, 

disseminating alternate opinion in a DIY 

ƳŀƴƴŜǊ ǊŜƳƛƴƛǎŎŜƴǘ ƻŦ ΨaŀƴƛŦŜǎǘ 5ŜǎǘƛƴȅΩ 

(Ibid: 33). The postwar Bay Area region 

ŜȄǇŜǊƛŜƴŎŜŘ ŀƴ ΨŜȄǇƭƻǎƛƻƴΩ ƻŦ ŜȄǇƭƻǊŀǘƻǊȅ 

cultural pursuits (Solnit: 27-30) with the 

Figure 11. Keith Sanzenbach: Mandala. 1960. 
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.Ŝŀǘǎ ǎȅƳōƻƭƛȊƛƴƎ ŀ ΨƭŜƎƛǘƛƳƛȊƛƴƎ ƻŦ ƴƻƴ-ŎƻƴŦƻǊƳƛǘȅΩ όGodfrey, 1988: 113). Gramsci and Friere were 

instrumental, if unacknowledged, in predicting and legitimizing cultural dissent from Capitalist 

hegemony while existentialism validated differing identities.   

 Asian ethnic minorities are prominent in Californian history, and a very visible subgroup in the 

San Francisco Bay Area. Although their art historical influence did not extend to formalized art school 

ŎǳǊǊƛŎǳƭǳƳǎ ǎǳŎƘ ŀǎ ǘƘŜ /{C!Ωǎ  όBeasley, 1998:30-31), Asian Bay Area presence defines experience for 

many residents as does Asian popular culture (Chang, Johnston and Karlstrom, 2008: xviii): describing to 

a large extent, non-Asian experience; an east-ǿŜǎǘ ΨƛƴǘŜǊǇǊŜǘƛǾŜ ǘǊƻǇŜΩ όIbid: 116). Composing the 

ƳŀƧƻǊƛǘȅ ƻŦ ǘƘŜ ŀǊŜŀΩǎ !ǎƛŀƴ ŘŜƳƻƎǊŀǇƘƛŎΣ /ƘƛƴŜǎŜ immigrants began arriving in the Bay Area in the 

nineteenth century seeking financial betterment and fleeing tumultuous geopolitical history (Ibid: 112). 

.Ŝŀǘ ǉǳŜǎǘ ŦƻǊ ŀƭǘŜǊƴŀǘƛǾŜ ǎǇƛǊƛǘǳŀƭƛǘȅ ƛǎ ŜǾƛŘŜƴŎŜŘ ƛƴ {ŀƴȊŜƴōŀŎƘΩǎ ǇŀƛƴǘƛƴƎ όŀōƻǾŜ ƭŜŦǘύΣ ŜƳǇƭƻȅƛƴƎ ŀ 

stylized mandala suggesting inneǊ ǎǇƛǊƛǘǳŀƭ ƳƛƎǊŀǘƛƻƴ όǊŜƛǘŜǊŀǘŜŘ ōȅ 5ŜCŜƻΩǎ The Rose in Figure 46) and 

presents alternative spiritual pursuit. 

For some Asians, participation in American cultural construction enabled self-acceptance of 

their homosexuality (Eng and Hom, 1998: 9) as a valid aspect of a multiple distinctiveness, subverting 

host cultural valuation dynamics, and reaffirming temporal cultural changes. That Asian people should 

reassess core values and publically assert difference, exemplifies the influence of western values upon 

them, arguably not possible without their assimilated presence in America. America utilized assimilation 

when Abstract Expressionist works became cold war propaganda supposedly reflecting American mental 

ΨŦǊŜŜŘƻƳΩ (Cockcroft, 1974: 39-41; McEvilley, 1998: 22; Saunders, 1999: 267-275) which was 

disseminated abroad to combat international perception of Americans as fettered by dated cultural 

mores. Contemporary European-ǊŜƭŜŀǎŜŘ IƻƭƭȅǿƻƻŘ ŦƛƭƳ ǇǊƻŘǳŎǘ ǇǳǊǇƻǊǘŜŘ ΨŜŘǳŎŀǘƛƻƴΩ όSaunders, Ibid: 

288-289), was actually advertising portraying America as culturally cutting-edge, being in reality, an 

attempt to obfuscate an impending Gramscian plurality, implied by increasing subgroup visibility. 
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 Asian experience was not valued at the time of study (Cornell and Johnson, 2008: 9) and Asian-

!ƳŜǊƛŎŀƴǎ ǿƻǳƭŘ ƴƻǘ ƘŀǾŜ ƛŘŜƴǘƛŦƛŜŘ ǘƘŜƳǎŜƭǾŜǎ ŀǎ ǎǳŎƘΦ ΨLƴǎƛŘŜǊ ǇŜǊǎǇŜŎǘƛǾŜǎΩ όIbid: 12) offer glimpses 

into Asian cultural institutions, some of which are reflected in western spiritual traditions (Ibid: 102). 

Buddhism combines elements of religion with those of philosophy (Batchelor 1997: 15); allowing for an 

adherents potential divinity and considering the consequences of anguish or suffering (Ibid: 22-23) while 

placing responsibility for salvation squarely on the follower. Batchelor sets forth Buddhist precepts 

regarding individual integrity and mirrors the Socialistic, humanized concern for difference which 

resonated with Bay Area audiences.  

¢ƘŜ ƳƛŘŎŜƴǘǳǊȅ 9ƴǾƛǊƻƴƳŜƴǘŀƭ ƳƻǾŜƳŜƴǘΩǎ ƛƴŎŜǇǘƛƻƴ ǊŜŦƭŜŎǘǎ ŀ .ǳŘŘƘƛǎǘ ǇǊŜƻŎŎǳǇŀǘƛƻƴ ǿƛǘh 

natural world preservation23 and CSFA instructor Dorr .ƻǘƘǿŜƭƭΩǎ ǿŀǘŜǊŦŀƭƭ ŘŜǇƛŎǘƛƻƴ όbelow right) 

celebrates the natural world. {ƘŜ ǎŀƛŘΥ Ψ¢ƻ ƳŜ ƛǘΩǎ ŜǾŜǊȅǘƘƛƴƎΦ ²ŜΩǊŜ ǇŀǊǘ ƻŦ ƛǘΦ 9ǾŜǊȅǘƘƛƴƎ ǎǘŜƳǎ ŦǊƻƳ ƛǘΦ 

Χ L ŦŜŜƭ ǘƘŀǘ ǘƘŜǊŜ ƛǎ ǎƻƳŜǘƘƛƴƎ ƛƴ ƴŀǘǳǊŜ ǘƘŀǘ people are 

ƳƛǎǎƛƴƎ ŀƴŘ ǘƘŀǘ L Ŏŀƴ Ŏŀƭƭ ǘƘŜƛǊ ŀǘǘŜƴǘƛƻƴ ǘƻΧΩ 

(McChesney, 1973: 16). wŀŎƘŜƭ /ŀǊǎƻƴΩǎ Silent Spring 

described a biosphere in which unchecked pesticide use 

had poisoned the environment leaving many species on 

the brink of extinction and human survival threatened. 

/ŀǊǎƻƴ ǎŀȅǎΥ Ψ!ƭƻƴƎ ǿƛǘƘ ǘƘŜ Ǉƻǎǎƛōƛƭƛǘȅ ƻŦ ǘƘŜ ŜȄǘƛƴŎǘƛƻƴ 

of mankind by nuclear war, the central problem of our 

ŀƎŜ Ƙŀǎ ǘƘŜǊŜŦƻǊŜ ōŜŎƻƳŜ ǘƘŜ ŎƻƴǘŀƳƛƴŀǘƛƻƴ ƻŦ ƳŀƴΩǎ 

total environment with such substances of incredible 

potential for harmΦΩ ό/ŀǊǎƻƴΣ мфснΥ моύΦ ¢Ƙƛǎ ōƻƻƪ ƛǎ 

                                                             
23 Buddhism was fashionable in the late 1950s/early 1960s (Chang, Johnson, and Karlstrom, 2008: 132, 212): dissatisfaction 

ǿƛǘƘ ŎƻƴǾŜƴǘƛƻƴŀƭ ǎǇƛǊƛǘǳŀƭƛǘȅ ǿŀǎ ƴƻǘ ƭƛƳƛǘŜŘ ǘƻ ΨōƻƘŜƳƛŀƴΩ ŎƛǘƛȊŜƴǎΦ 

Figure 12. Dorr Bothwell: Sierra Waterfall. 1955. 
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credited with frightening American (and global) citizens into preserving the environment for future 

generations and (theoretically) ending related cold war era hubris which advocated humans taming 

nature. Carson dissents from official policy and mirrors her temporal, questioning, culture. 

 Bay Area artist Robert McChesney24 ǎŀƛŘΥ Ψ¢ƘŜǊŜ ǿŜǊŜ ǾŜǊȅ ŦŜǿ ŀǊǘƛǎǘǎ ǿƘƻ ƭƛǾŜŘ ŀǊƻǳƴŘ {ŀƴ 

CǊŀƴŎƛǎŎƻ ǿƘƻ ŘƛŘƴΩǘ ƎŜǘ ƻǳǘ ƛƴǘƻ ǘƘŜ ŎƻǳƴǘǊȅǎƛŘŜ ƻƴŎŜ ƛƴ awhileΧΩ όaŎ/ƘŜǎƴŜȅΣ мфтоΥ туύΣ ƛƴŘicating 

regional environmental cognizance and engagement. His serigraph25 (below) abstractly depicts nature 

ŀƴŘ ƘǳƳŀƴǎ ŀƭƛƎƴŜŘ ƛƴ ŀ ƴŀǘǳǊŀƭ ŜƴǾƛǊƻƴƳŜƴǘΦ aŎ/ƘŜǎƴŜȅΩǎ ŎƻƭƭŜŀƎǳŜ WƻƘƴ IǳƭǘōŜǊƎ, referring to 

regional output ǎŀƛŘΥ Ψ¦ǎƛƴƎ ǎƘŀǇŜǎ ŀƴŘ ŦƻǊƳǎΣ ǾŜƎŜǘŀōƭŜ ŦƻǊƳǎΣ ǘǊŜŜ ŦƻǊƳǎΣ ǘƘŜ ōƻƭŜ ƻŦ ŀ ǘǊŜŜΧΣ LǘΩǎ ƛƴ 

terms of feeling.  It would be part of nature, like a rock, wind, rain. You could feel the rain, feel the wind 

ƛƴ ƛǘΩ (Ibid: 79). As Bay Area art incorporates localized and changing sentiments. Buddhism in America 

adapted to new needs 

(Seager, 1999: 106, 111-

112). In the midcentury 

Bay Area, Alan Watts26 

helped popularize an 

alternative approach to 

spiritual thinking 

explaining Buddhism 

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

 

 

                                                             
24 aŎ/ƘŜǎƴŜȅΩǎ ǿƛŦŜ aŀǊȅ όŀƭǎƻ ŀƴ ŀǊǘƛǎǘύ ŀǳǘƘƻǊŜŘ A Period of Exploration. 
25 See Appendix B. 
26 British-born Watts moved 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. 

Figure 13. Robert McChesney: S4. 1951. 

http://1.bp.blogspot.com/-TwLAg-OMCNg/TeuhZWSyxLI/AAAAAAAACpg/rWVN0NJpx44/s1600/Robert-McChesney-S4-1951.jpg
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              1.6 Class Considerations 

DǊŀƳǎŎƛΩǎ ƘŜƎŜƳƻƴƛŎ ŎƻƴŎŜǇǘǎ ŀǇǇƭȅ ǘƻ ŀƭƭ ŎƭŀǎǎŜǎ ƛƴ ŀƴȅ ƎƛǾŜƴ ǎƻŎƛŜǘȅ, a lesson not lost on Paolo 

Friere ς influencing concepts of artistic quality (McEvilley, 1992: 20) with oppressors seeking to establish 

uniformity in appreciation (McEvilley, 1992: 13) and, among other estimations, reinforcing a dominant 

position. Stratification occurs when groups situate privileged members closer to oppressors, and 

prioritize valuations to approximate those of oppressors. What 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 upon output? Lƴ ΨhǾŜǊŎƻƳƛƴƎ 

LƴǾƛǎƛōƛƭƛǘȅΩΣ Dr. Anderson J. CǊŀƴƪƭƛƴ ǊŜŦŜǊǎ ǘƻΥ ΨΧ ŎƭƛŜƴǘǎ ǿƘƻ ǎŀȅ ŦŜŜƭƛƴƎ ƛƴǾƛǎƛōƭŜ ŎŀǳǎŜǎ ǘƘŜƳ ŀ ǊŀƴƎŜ ƻŦ 

ills, including disillusionment, chronic indignation, pervasive discontent, anger, depression, substance 

ŀōǳǎŜ ŀƴŘ ƘƻǇŜƭŜǎǎƴŜǎǎΧΩ όDǊŜŜǊΣ нллпύ. To the above, one might add feelings of uselessness, failure, 

inadequacy, internalized bias, and cultural incompetence; impeding art production, optimal societal 

performance, and resultantly, depriving society of interjecting voices. Hegemonic stereotypes can be 

attacked with art inserting dialogic reappraisal of prior valorization although artworks questioning 

stratification are often dismissed by dominant groups as inferior work because they reflect an alteric 

reality and threaten hegemony. Disenfranchised artists relate a reality dependent upon their personal 

personas and societal positioning, thus placing output at odds with dominant understandings of cultural 

organization.  

Marginalized societal positions relegate people to collective fringes, usually via economic 

deprivations; attendant educational lack limits career opportunities, perpetuating marginalization and 

ōŀǊǊƛƴƎ Ŧǳƭƭ ŎǳƭǘǳǊŀƭ ǇŀǊǘƛŎƛǇŀǘƛƻƴΣ ŀǎ ŜǾƛŘŜƴŎŜŘ ōȅ CǊƛŜǊŜΩǎ ŜȄǇŜǊƛŜƴŎŜǎ ǿƛǘƘ ǇƻǾŜǊǘȅ ŀƴŘ ƘǳƴƎŜǊ. 

{ǘŜǊŜƻǘȅǇŜǎ ŀǊŜ ΨŜȄŀƎƎŜǊŀǘŜŘΩ ό¦ƴƛǾŜǊǎƛǘȅ ƻŦ bƻǘǊŜ 5ŀƳŜΣ N.D.) essentializing misperceptions held 
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against ethnographic groups. Stereotyping should not be confused with prejudice,27 although the result 

is the same: marginalization. 5ƛǎŎǊƛƳƛƴŀǘƛƻƴ ƛǎ ΨΧ the failure to treat all people as of equal worth, and to 

acknowledge their fǳƭƭ ƘǳƳŀƴƛǘȅΩ όAxner, N.D.), differing 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 circumstances, previously marginalized28 

positions can become privileged and vice-versa. 

L ǿƛƭƭ ƴƻǘ ŘƛǎŎǳǎǎ ΨƎƻƻŘΩ ǾǎΦ ΨōŀŘΩ ŀǊǘΥ ǾŀƭǳŜǎ ŎƘŀƴƎŜ ŘƛŀŎƘǊƻƴƛŎŀƭƭȅ όaŎ9ǾƛƭƭŜȅΣ мффнΥ нмΣ нп-25). 

Work excluded from mainstream art histories creates illusory totalities. With redefined 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 (1988) documents several San Francisco neighborhoods associated with 

ŘƛǎŜƴŦǊŀƴŎƘƛǎŜŘ ƎǊƻǳǇǎΣ ŜǉǳŀǘƛƴƎ ŜǎǘŀōƭƛǎƘƳŜƴǘ ƻŦ ΨŜǘƘƴƛŎ ŀƴŘ ƴƻƴ-ŎƻƴŦƻǊƳƛǎǘ ŎƻƳƳǳƴƛǘƛŜǎΩ ǿƛǘƘ 

metropolitan cores. Expansion of community borders can create friction (Godfrey, 1988: 104) with 

ƛƴǘŜǊǇƭŀȅ ōŜǘǿŜŜƴ ŀƭǘŜǊƴŀǘƛǾŜ ŎƻƳƳǳƴƛǘƛŜǎ ŀƴŘ ŘƻƳƛƴŀƴǘ ŎǳƭǘǳǊŜ ŎǊŜŀǘƛƴƎ ǿƘŀǘ ƘŜ ǘŜǊƳǎ ǘƘŜ ΨŎǳƭǘǳǊŜ ƻŦ 

ŎƛǾƛƭƛǘȅΩΦ29 Bay Area prejudicial discord existed but fractional boundary disputes are more precisely an 

intermingling of historical and new values which ΨōƻƴŘΩ ŎƻƳƳǳƴƛǘƛŜǎ όaŎ9ǾƛƭƭŜȅΣмффнΥ ноύ ǎŜŜƪƛƴƎ 

negotiation of cultural terrain, or: ΨΧ ǘƘŜ 9Ǝƻ ƛǎ ǊŜǎǇƻƴǎƛōƭŜ ŦƻǊ ǇǎȅŎƘƛŎ ǎǘŀǘŜǎ όŜΦƎΦ ƭƻǾŜΣ ƘŀǘŜύ ŀƴŘ ǘƘŀǘ 

ǘƘŜǎŜ ƛƴ ǘǳǊƴ ŘŜǘŜǊƳƛƴŜ ƻǳǊ ŎƻƴǎŎƛƻǳǎƴŜǎǎΦΩ ό.ŀǊƴŜǎ ƛƴ {ŀǊǘǊŜΣ нллмΥ ȄƛύΦ ²ƘŜƴ ŀǊǘƛǎǘǎ ƘŀǾŜ ΨǇǎȅŎƘic 

ǎǘŀǘŜǎΩ ŦƻǊŎŜŘ ǳǇƻƴ ǘƘŜƳΣ ǘƘŜƛǊ ǇǎȅŎƘŜǎ ǇǳǎƘ ǘƘŜƳ ǘƻǿŀǊŘǎ ǊŜōŜƭƭƛƻƴΦ  

                                                             
27 Dictionary.com defines prejudice as a prior opinion formed without benefit of reason or knowledge. See: 

<http://dictionary.reference.com/browse/prejudice> - accessed 20/May/2014.  
28 {ŜŜ .ǳǊǘƻƴ ŀƴŘ YŀƎŀƴ ΨaŀǊƎƛƴŀƭƛȊŀǘƛƻƴΩ ƛƴ tǊƛƭƭeltandsky and Nelson (eds) Community Psychology: In Pursuit of Wellness and 

Liberation. Chapter 13 (pp. 1-41). Available: <www.compsy.org.uk/Chapter13all> - accessed 19/May/2014. 
29

 DǊŀƳǎŎƛΩǎ ΨŎƛǾƛƭ ǎƻŎƛŜǘȅΩΦ 

http://dictionary.reference.com/browse/prejudice
http://www.compsy.org.uk/Chapter13all
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California was marginalized within the American ego ς ostensibly because its residents think 

differently ς and within California, Bay Area freethinking is considered to threaten Californian values 

(and thus dominant AmericaΩǎ). Lévi-{ǘǊŀǳǎǎΩ The Savage Mind anthropologically30 examines societal 

construction of non-western cultures around the world  with a special emphasis on what he terms 

ΨōǊƛŎƻƭŀƎŜΩ31  which is a concept applicable to western art considerations, incorporating ideas outside art 

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

citizenry through bricolaged governance, as well as marginalized art output. Lévi-{ǘǊŀǳǎǎΩ ǎŜŀǊŎƘ ŦƻǊ 

defining structures and classificatory 

meanings is flawed:  ΨƳǳƭǘƛǇƭŜ ŎƻƳǇƭŜȄ 

ŦŀŎǘƻǊǎ όŀǊŜύ ŎƻƴǘŀƛƴŜŘ ƛƴ ǘƘŜ ǳƴƛǘǎ ƻŦ ŎǳƭǘǳǊŜΩ 

(Adams, 1996: 141), and Lévi-Strauss fails to 

account for regional or individual autonomic 

idiosyncrasy. His taxonomy conveniently fits 

gridded frameworks, but viable 

contemporary social structures must 

necessarily account for diverse populace 

realities which negate Lévi-{ǘǊŀǳǎǎΩ 

essentializing contexts.   

       1.7 Art as Communication 

Art creation may be construed as the 

construction of semiological signs: 

communication between people within given cultures. Some art is economically co-ƻǇǘŜŘ όƛΦŜΦΣ ΨōƭǳŜ-

                                                             
30 Anthropology studies humans, both historically and in the present-day. I view ethnographic groups marginalized in American 

society from an anthropological stance. 
31

 Bricolage refers to ad hoc artwork creation employing available materials and Lévi-Strauss contrasts bricoleurs with his 

ΨŜƴƎƛƴŜŜǊΩ, who ultimately constructs from a basis of pragmatic assumptions whereas the bricoleur creates from the mind. 

Figure 14. Jess (Collins): Seventy XXth Success Story. 1953. 
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ŎƘƛǇΩ ŀǊǘύΣ ȅŜǘ ƳŀǊƎƛƴŀƭƛȊŜŘ ŀǊǘΣ ƛƎƴƻǊŜŘ ōȅ ƻŦŦƛŎƛŀƭ ŀŎŀŘŜƳŜΣ ƛǎ ŜǎǎŜƴǘƛŀƭƭȅ ƛŘŜƴǘƛŎŀƭ ƛƴ ǇǳǊǇƻǎŜΦ CŜǊŘƛƴŀƴŘ 

de Saussure (Bally and Sechehaye, 1966) assumes that the smallest element of the linguistic sign, the 

signifier, points to the signified, or as Barthes32 Ǉǳǘǎ ƛǘΥ ΨΧ ǘƘŜ ƳŜƴǘŀƭ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ ǘƘŜ άǘƘƛƴƎέΩ 

(Barthes, 1983: 42-43). All art may be considered signage illustrating 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 of lŀƴƎǳŀƎŜΦ WŜǎǎΩ ŜȄŀƳǇƭŜ όabove right) combines the fragmented, painted image 

with pasted words, communicating with viewers in isolated snippets of language and paint. His piece 

projects words as artistic fodder in a war against convention, abstractly revealing a chaotic temporality 

and the influence of mass-culture and/or sympathetic colleagues upon artists. 

According to Hall, artists encode the message which is then decoded by viewers who may share 

ŀƴ ŀǊǘƛǎǘΩǎ ōƛŀǎ ŀƴŘ ŜƴŎƻŘŜŘ ƳŜǎǎŀƎŜǎ Ƴŀȅ ōŜ ǎǇŜŎƛŦƛŎŀƭƭȅ ǘailored to their understanding. Viewers not 

sharing ethnographic affiliation can interpret artwork differently. Thus, an artwork can mean different 

things to different people. Hall says:  

The Ψmessage formΩ is the ƴŜŎŜǎǎŀǊȅ ϥŦƻǊƳΩ ƻŦ ŀǇǇŜŀǊŀƴŎŜ of the event in its passage from 
source to receiver. Thus the transposition into and out of the Ψmessage formΩ (or the mode of 
symbolic exchange) is not a random 'moment', which we can take up or ignore at our 
convenience. The Ψmessage formΩ is a determinate moment; though, 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 whole, of 
which it forms only a part. (Hall, 1980: 52)  
 
Meaning can be intentionally 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 revolutionary possibilities (Hubbs, 2004: 175). Difference can be 

theoretical as well as physical.  

                                                             
32 Lƴ ǘƘŜ ŎŀǎŜ ƻŦ ŀǊǘǿƻǊƪΣ .ŀǊǘƘŜǎ ΨǘƘƛƴƎΩ ǿƻǳƭŘ ōŜ ǘƘŜ ƛƳŀƎŜ ƻǊ ŎƻƳǇƻǎƛǘƛƻƴŀƭ ŜƭŜƳŜƴǘ ŜƳǇƭƻȅed to communicate ideas to 

audiences ς the iconography chosen by an artist.  
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Historians have documented Bay Area distinctiveness as, locale possessing individuality of place 

due to the uniqueness of historical populations and attitudes. General American culture has rendered 

much Bay Area history invisible due to marginalization of California and Bay Area residents, owing 

presumably to perceived threats to American values. Locale inserts itself into discussions of region and 

flavors local art, discussed by artist James Kelly who refers to Bay Area art when he ǎŀȅǎΥ ΨΧ it had the 

stamp of its locality, for instance, in the colors or the value of the colors, things like that Χ I think the 

light has a lot to do with it Χ new York always had brighteǊ ŎƻƭƻǊǎΣ ƳƻǊŜ ƛƴǘŜƴǎŜ ŎƻƭƻǊǎ Χ ǿŜǎǘ Ŏƻŀǎǘ Χ 

ǎƻŦǘŜǊΩΦ όaŎ/ƘŜǎƴŜȅΣ мфтоΥ улύΦ IŜŘǊƛŎƪΩǎ ANGER (below left) combines words with image in a politically 

motivated comment on current 

international policies, yet differing people 

could interpret the image to suit respective 

allegiances. Hedrick also registers dissent 

through color, utilizing the color red to 

imply frustration and in accord with western 

color semiology. He implies sexual activity 

deviating from dominant Christian 

normativity: appropriating traditional 

normativity to cast political suspicion. 

Reclaiming San Francisco (1998) reasserts 

the influences hidden histories have upon populations, implying that unique cultural history produces 

unique populaceΤ ŀ ǊŜǾŜǊǎŜŘ ŀǇǇǊŀƛǎŀƭ ƻŦ ŀ ƭƻŎŀƭŜΩǎ ŜŦŦŜŎǘǎ. As poet, critic, and countercultural icon 

Kenneth Rexroth33 ǎŀȅǎΥ Ψ{ŀƴ CǊŀƴŎƛǎŎƻ ǿŀǎ ƴƻǘ Ƨǳǎǘ ŀ wide-open town. It is the only city in the United 

                                                             
33 Kenneth Rexroth (1905-мфунύ ǿŀǎ ŎƻƴǎƛŘŜǊŜŘ ŀƳƻƴƎ ǘƘŜ Ψ{ŀƴ CǊŀƴŎƛǎŎƻ wŜƴŀƛǎǎŀƴŎŜΩ ǿǊƛǘŜǊǎ and was MC at the legendary 

Six Gallery reading where Howl was publically debuted.  

Figure 15. Wally Hedrick: ANGER. 1953ς63. 
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States which was not settled overland by spreading puritan tradition Χ More important, nobody cared 

what you did as lƻƴƎ ŀǎ ȅƻǳ ŘƛŘƴΩǘ ŎƻƳƳƛǘ ŀƴȅ ƎǊƻǎǎ ǇǳōƭƛŎ ŎǊƛƳŜǎΩ ό.ǊƻƻƪΣ /ŀǊƭǎƻƴΣ ŀƴŘ tŜǘŜǊǎΣ мффуΥ 

viii). The area is characterized by migrations (both internal and external) and perseverance despite 

national disapproval; a stubborn insistence upon an individual path reified in 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 leftist orientation. This ultimately allows vanguard identity expression, 

despite cultural approbation and how midcentury philosophical trends such as existentialism, coupled 

with traditional American thought trends, produced a unique citizenry and a regional variation of then-

current art expression. Midcentury art toils within, yet reifies, temporal cultural paradigms. Insistent 

assertion of difference, would then, enable broader, cultural, acceptance of deviance. That the question 

(and acceptance) of difference has been 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 American cultural life. In the 

next chapter I will explain the research methods employed in the course of this project. 
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Chapter Two - Methodologies  

ΨTo be in the margin is to be part of the whole but outside the main bodyΩ  
          ς bell hooks (1984: unpaginated) 

2.1 Project Structure and Research Methods 

As a researcher living in the twenty-first century, I am unable to experience first-hand the 

conditions leading to creation of the artworks I consider. I rely upon the following methodologies to 

partially reconstruct quotidian conditions during the American midcentury period. I have relied heavily 

upon textual analysis. As an artist, I possess insight into creative drive, i.e., I am active within the artistic 

field and I have endeavored to avoid pure data collection, and attempted instead, to present 

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 innocent. It becomes necessary to conceive of ethnography not as the experience 

ŀƴŘ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ ŀ ŎƛǊŎǳƳǎŎǊƛōŜŘ ΨƻǘƘŜǊΩ ǊŜŀƭƛǘȅΣ ōǳǘ ǊŀǘƘŜǊ ŀǎ ŀ ŎƻƴǎǘǊǳŎǘƛǾŜ ƴŜƎƻǘƛŀǘƛƻƴ 

involving at least two, and usually more, conscious, political significant subjects. Paradigms of 

experience and interpretation are yielding to discursive paradigms of dialogue and polyphony. 

(Clifford in Sobers, 1988: 108)  

This includes researching living conditions (both general and marginal) in archival collections 

pertaining to the period under consideration. I 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: xiii). It is 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 realization that the onus is upon them 

to accept or reject the findings discoveredΦ LƴŦƻǊƳŀǘƛƻƴ ƛǎ ΨƛƴŜǾƛǘŀōƭȅ ƛƴŎƻƳǇƭŜǘŜΩ όCŜǊƎǳǎƻƴΣ мффлΥ фύΦ 

The nature of this project and its structure, dictates employment of both qualitative and 

quantitative methodologies to answer research questions. Four particular methods are employed. These 
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are:  textual or hermeneutic analysis, on-site, empirical analysis of physical artwork, heuristic combing of 

archival records and quantitative interpretation of U.S. Census Bureau data.  

Textual/hermeneutic research (conducted within 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, I possessed mental maps of dominant period 

art movements. As a Bay Area resident I am aware of west coast regional variants, and the nature of San 

Francisco Bay Area art, culture, and mindset. I renewed these familiarities and explored tangential 

pathways of interest, examining political, philosophical, and theoretical approaches to interpretation, 

i.e., Marxist and Queer Theories. I familiarized myself with political, scientific, philosophical, and 

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 communication. Textual examination reveals plethoric scrutiny of realities differing from accepted 

social and artistic perspectives. Artistically abridged or constrained production results from imposed 

social proscription.  

On-site empirical analysis of artworks verifies contexts within which various artists functioned as 

well as revealing available dissemination opportunities outside the art-world. Most art viewable in 

museums or galleries falls within the economically advantaged area of dominant culture and does not 

reflect the marginalized persons I seek to reveal. Many artists of interest are little known today: records 

of their lives and work have disappeared, considered worthless in a society valuing economic advantage. 

I 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, permitting critical analysis 

of period quotidian popular culture; the physical characteristics of artwork; employed iconography, 

ǇǊŜǎŜƴǘ ŎƻƴŘƛǘƛƻƴ όƛΦŜΦ ǳǘƛƭƛȊŀǘƛƻƴ ƻŦ ΨŎƘŜŀǇΩ ƳŀǘŜǊƛŀƭǎ ƛƴŘƛŎŀǘƛƴƎ ƭƻǿŜǊ ŜŎƻƴƻƳƛŎ ǎǘŀǘǳǎύΦ ! ǊƛƎƻǊƻǳǎ 

process of subjective/objective analysis 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 for artistic expression not 

reflective of dominant values; thus, much of the history I seek was considered disposable during the 

midcentury period and is now lost and  many reproductions result from obscure sources. To understand 

visual images, viewers must understaƴŘ ŀƴ ŀǊǘǿƻǊƪǎΩ ŎƻƴǘŜȄǘ ŀƴŘ ǘƘŜ ŎƻƴǘŜȄǘ ŦǊƻƳ ǿƘƛŎƘ ǾƛŜǿŜǊǎ 

currently observe that site as well as the technological standpoint of medium limitations (i.e., the 

physical limits of paint or clay).  

I found that museums were perhaps the least helpful when it came to researching marginalized 

period art as they contain none of what I 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, reflect the dominant valuations of a society (and are affected by societal economic 

vicissitudes). I was unable to gain access to museum stacks or to view entire collection holdings. 

Museum bookstores permitted retrieval of publications difficult to find in more conventional bookstores 

as my quests were often specialized or esoteric and thus not cost-effective to stock. 

!ǊŎƘƛǾŜŘ ŎƻƭƭŜŎǘƛƻƴǎ Ŏŀƴ ǊŜǾŜŀƭ ŀƴ ŀǊǘƛǎǘΩǎ ŜǾŜǊȅŘŀȅ ǎƻŎƛŀƭ ŎƻƴǘŜȄǘ ŀƴŘ ǎƻŎƛŜǘŀƭ Ǿŀƭǳŀǘƛƻƴ 

challenges. Many archival acquisitions recount history too 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 

collection shed light on the cultural milieu surrounding various ethnographic groups and videotaped 

interviews with artists illuminated artistic motivation and provided first-hand accounts of period 

milieu/status. However, little remains of period non-dominant artistic 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 record non-dominant activity, it is of a cultural 
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nature elucidating the milieu in which art was created but providing little accessible information 

ŘƻŎǳƳŜƴǘƛƴƎ ŀǊǘƛǎǘǎΩ ƭƛǾŜǎ ƻǊ ŀŎŎƻƳǇƭƛǎƘŜŘ ǿƻǊƪΦ  

Nonetheless, I spent considerable time in archives researching period cultural conditions of 

disenfranchised people and ethnographic groups. I found relevant primary material largely nonexistent.  

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 history of Chinese 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, I found 

them wanting when it came to recording artistic activity. They reflected the dominant cultural bias that 

considers art and artists irrelevant. Some curators/librarians helped by pointing me in beneficial 

research directions or alerting me to obscure art examples (if only documentary) but as the groups I 

examine were marginalized; I 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 complicated knots of personal lives reflecting complex social situations. Although 

archival research can be time-consuming, archives illuminate the history of groups or regions by 

contrasting daily reality with historical dominant preconception. 

For more general information regarding cultural context, I relied upon decennial data collected 

and published by the U.S. Census Bureau. Interpreted quantitatively, data obliquely revealed 

ethnographic positionings relevant to this study.  Census Bureau data is valuable for tracking mobility,34 

however, it rarely mentions artistic activity, being instead standardized to reflect dominating trends and 

values.  I reformat much material after interpretive analysis to highlight revealing and salient points 

concerning the siting of artists in society and within ethnographic subgroups. Census records provide 

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

                                                             
34

 I refer both to physical mobility (i.e., moving across country) as well as societal mobility. 
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path to uncovering documentation, although usually considered secondary (and unreliable) 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 discover what I could with respect to the art and artists of the 

period and region; however, I take this information with knowledge of the potential inaccuracy of 

Internet material. At times, Internet information seemingly contradicted textual source material. In 

some cases, I was able to download copies of publications as well as examples of period artworks; both 

of which furthered my pursuits. I was additionally enabled to retrieve quick definitions and to clarify 

minor points.  

I located more success with public libraries and found their personal eager to assist; occasionally 

undereducated yet often endeavoring to set up interviews with persons perhaps possessing data I 

sought, however, regarding collections, I found information was often uncatalogued and libraries were 

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 I                  Structures II    

      

         Framework of         Framework of   

 Knowledge         Knowledge 

        Technical Infrastructure        Technical Infrastructure

 ARTISTS            Chart Two. Encoding and Decoding Artistic Messages.    VIEWERS  
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      2.2 Considering Interpretation 

Chart Two35 όŀōƻǾŜύ ǊŜǇǊŜǎŜƴǘǎ ŀ ǾƛŜǿŜǊΩǎ ǊŜǎǇƻƴǎƛōƛƭƛǘȅ ƛƴ ŘŜŎƻŘƛƴƎ ŀƴ ŀǊǘƛǎǘΩǎ ƛƴǘŜƴǘƛƻƴǎΦ !Ǌǘ 

ƻǳǘǇǳǘ ƛǎ ŜƴŎƻŘŜŘ ōȅ ŀǊǘƛǎǘǎ ŀƴŘ ŘŜŎƻŘƛƴƎ ƛǎ ŀŎŎƻƳǇƭƛǎƘŜŘ ōȅ ǾƛŜǿŜǊǎ όǇƻǎǎƛōƭȅ ƻŦ ŀƴ ŀǊǘƛǎǘΩ ŜǘƘƴƻƎǊŀǇƘƛŎ 

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

ŀƴ ŀǊǘƛǎǘ ŎǊŜŀǘŜǎ ŀƴŘ ΨƳŜŀƴƛƴƎ ǎǘǊǳŎǘǳǊŜǎΩ όōƻǘƘ L ŀƴŘ LLύ ǊŜŦŜǊ ǘƻ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎ ŀǎǎǳƳŜŘ ōȅ ŀǊǘƛǎǘǎ ŀǎ 

ǿŜƭƭ ŀǎ ǘƘƻǎŜ ǎǳǇǇƭƛŜŘ ōȅ ǾƛŜǿŜǊǎΦ ¢ƘŜ ΨaŜŀƴƛƴƎŦǳƭ 5ƛǎŎƻǳǊǎŜΩ ǊŜŦŜǊǎ ǘƻ ƛƴŦƻǊmation contained within 

encoded artwork. An understanding of economic or other sanctions placed upon marginalized visual 

artists is critical to conversance with the meanings employed by artists and supplied to intended 

audiences (including diachronic viewers). 

Culture, it is argued, is not so much a set of things ς novels and paintings or TV programmes    or 
comics ς as a process, a set of practices. Primarily, culture is concerned with the production and 
exchange of meanings ς άthe giving and taking of meaningέ - between the members of a society 
ƻǊ ƎǊƻǳǇΧ όHall in Rose, 2005: 6)36  

IŀƭƭΩǎ ǉǳƻǘŀǘƛƻƴ ǊŜŦŜǊŜƴŎŜǎ ŎƻƴǘŜȄǘǳŀƭ ŀǎǎƻŎƛŀǘƛƻƴ ŀǎ ƳǳŎƘ ŀǎ ƛǘ ŘŜƳŀƴŘǎ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ 

communication, situating identity as part of a larger positioning dialogue. A society is composed 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 in marginalization. The chart below (Rose, 2005: 30), 

details analytical considerations for interpreting visual images. I do not consciously pursue 

psychoanalytical analysis37 for example, but the chart indicates avenues for output interpretation. What 

do artists say about themselves and the temporal period in which they created? I am interested in 

                                                             
35 The second Chart is taken from Encoding/Decoding by Stuart Hall, originally appearing in Hall, S. et al, Culture Media, 

Language (1980). See: <www.art.buffalo.edu/coursenotes/.../encoding_decoding_hall.pdf> : 54. Accessed 08/June/ 2014. 
36 See Hall, S. Representation: Cultural Representations and Signifying Practices, (1997): 2.  
37 Psychoanalysis per se limits full interpretation of the visual by dismissing aspects of cultural coding and decoding with its too 

heavy reliance upon structural analysis of social conditions creating art producers.  

http://www.art.buffalo.edu/coursenotes/.../encoding_decoding_hall.pdf
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identity, period contextual productions, included iconography, and intended audience as well as 

present-day semiological understanding (discourse analysis).  

          Chart Three - Methods of visual interpretation. 

 

 wƻǎŜΩǎ ŎƘŀǊǘ ŜȄǇƭƛŎŀǘŜǎ ŀǎǇŜŎǘǎ ǇŜǊǘƛƴŜƴǘ ǘƻ ƛƴǘŜǊǇǊŜǘƛƴƎ Ǿƛǎǳŀƭ ƳŀǘŜǊƛŀƭΦ IŜǊ ŘŜŦƛƴƛǘƛƻƴ ƻŦ ŎǳƭǘǳǊŜ 

could be augmented by referring to visual culture as that which we are capable of seeing and available 

in a surrounding cultural milieu. I do not refer to print or aural cultural manifestations although both can 

augment the visual.38 {ǘǊƛƴŀǘƛΩǎ ŎƻƴŎŜǇǘƛƻƴ ƻŦ Ƴŀǎǎ-culture is applicable as an outgrowth of collective 

mentality and experience. Visuals reference communally-held 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 and ethnic studies to 

understand artistic production. 

                                                             
38 Beat writers, for example, described their particular cultural milieu employing visual or aural aspects in a literary production. 
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 wƻǎŜ ōŀǎŜǎ Ƴŀƴȅ ƻōǎŜǊǾŀǘƛƻƴǎ ǳǇƻƴ CƻǳŎŀǳƭǘΩǎ ǿƻǊƪ ŀƭǘƘƻǳƎƘ ǎƘŜ ŎǊƛǘƛŎƛȊŜǎ ƘƛƳ ŦƻǊ ƴƻǘ 

exploring visual manifestation far enough. Among Foucaultian terminologies, she employs the term 

Discourse and divides it into parts I & II (ǎƛƳƛƭŀǊ ǘƻ ΨƳŜŀƴƛƴƎ ŘƛǎŎƻǳǊǎŜΩ ƛƴ ŎƘŀǊǘ ¢ǿƻΣ above). Discourse I 

Ƴŀȅ ōŜ ŜǉǳŀǘŜŘ ǿƛǘƘ ŜȄǇƭƻǊƛƴƎ ΨǾŀǊƛƻǳǎ ƪƛƴŘǎ ƻŦ Ǿƛǎǳŀƭ ƛƳŀƎŜǎΩ όƛƴŎƭǳŘƛƴƎ ǘŜȄǘǳŀƭύ ŀƴŘ ǘƘŜƛǊ 

interpretation relying upon immediately apparent factors in production such as medium, current 

condition, and period valuation. She ŘŜŦƛƴŜǎ 5ƛǎŎƻǳǊǎŜ LL ŀǎ ΨǇŀȅƛƴƎ ƳƻǊŜ ŀǘǘŜƴǘƛƻƴ ǘƻ ǘƘŜ ǇǊŀŎǘƛŎŜǎ ƻŦ 

ƛƴǎǘƛǘǳǘƛƻƴǎΩ όwƻǎŜΣ нллрΥ мплύΦ wƻǎŜ Ƴƻǎǘ ƻŦǘŜƴ ƛŘŜƴǘƛŦƛŜǎ 5ƛǎŎƻǳǊǎŜ LL ǿƛǘƘ DŀƭƭŜǊƛŜǎ ŀƴŘ aǳǎŜǳƳǎΦ I am 

more concerned with Discourse I. The former 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 dissemination opportunities for all examined societal 

groups. The Semina Gallery for example, permitted visitors to directly observe Beat mentality and reality 

in situ, in a setting lacking roof and wall text. Images were displayed as iconic representation of artistic 

intent, i.e., isolated images opposing earlier gallery convention of multiple examples distributed without 

consideration for classifications and enabling simplistic understandings. The King Ubu Gallery,39 an 

ΨǳƴŘŜǊƎǊƻǳƴŘΩ ƎŀƭƭŜǊȅ ǎǘŀǊǘŜŘ ōȅ ǘǿƻ /{C! ǎǘǳŘŜƴǘǎ ǿŀǎ ƛƴǘŜƴŘŜŘ ǘƻ ΨǎƘƻǿ ŜȄǇƭƻǊŀǘƻǊȅ ǿƻǊƪǎ ōȅ ŦŜƭƭƻǿ-

ǎǘǳŘŜƴǘǎ ŀƴŘ ǘƘŜƛǊ ǘŜŀŎƘŜǊǎΩ (Natsoulas, 1996: 23). Midcentury San Francisco lacked an art market for 

ƳŀǊƎƛƴŀƭ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴΦ !Ǌǘƛǎǘ .ǊǳŎŜ /ƻƴƴŜǊ ǎŀƛŘΥ ΨΧȅƻǳ ƪƴŜǿ ȅƻǳ ǿŜǊŜƴΩǘ ƎƻƛƴƎ ǘƻ ƳŀƪŜ ŀƴȅ money. 

You did it because you felt no other choice, and you worked in a society that either had little interest in 

ǿƘŀǘ ȅƻǳ ǿŜǊŜ ŘƻƛƴƎ ƻǊ ǎŀǿ ƛǘ ŀǎ ŀ ǘƘǊŜŀǘΧΦΩ όbŀǘǎƻǳƭŀǎΣ мффсΥ мрлύΦ  .ƻǘƘ WŀŘŜ {ƴƻǿ ²ƻƴƎ ŀƴŘ ²ŀȅƴŜ 

Ng promoted their art within a business context (see Asian Artists in Chapter Three), however, other 

marginalized artists were less fortunate or innovative. Given western societal proscription prohibiting 

deviating sexuality, gayςoriented or themed galleries were non-existent at this time. 

                                                             
39 The King Ubu Gallery opened in 1952, founded by painters IŀǊǊȅ WŀŎƻōǳǎΣ WŜǎǎ /ƻƭƭƛƴǎ ŀƴŘ /ƻƭƭƛƴǎΩ ƭƻǾŜǊ ǇƻŜǘ wƻōŜǊǘ 5ǳƴŎŀƴΦ  
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 Lasswell in Power and Personality (1948) defines content analysis as what is said, whom it is 

said to and what the effect is. I am concerned with creative intent (or coding), although equally 

ŎƻƴŎŜǊƴŜŘ ǿƛǘƘ ǾƛŜǿŜǊ ǊŜŎŜǇǘƛƻƴ όƻǊ ŘŜŎƻŘƛƴƎύΦ Lƴ wƻǎŜΩǎ ŎƘŀǊǘ ǉǳŀŘǊŀƴǘ ƭŀōŜƭƭŜŘ ΨǎƛǘŜ ƻŦ ƛƳŀƎŜ ƛǘǎŜƭŦΩΣ 

ƻƴŜ ŎƻƴǎƛŘŜǊǎ ǊŀƳƛŦƛŎŀǘƛƻƴǎ ƻŦ ŀƴ ŀǊǘƛǎǘΩǎ ǎƻŎƛŜǘŀƭ ǇƻǎƛǘƛƻƴƛƴƎΣ ƛΦŜΦΣ ŜŎƻƴƻƳƛŎ ǎǘŀǘǳǎ όŀǎ ǊŜŦƭŜŎǘŜŘ ƛƴ 

ŘƛǎǎŜƳƛƴŀǘƛƻƴ ƻǇǇƻǊǘǳƴƛǘƛŜǎΣ ƳŀǘŜǊƛŀƭ ŜƳǇƭƻȅŜŘΣ ŀƴŘ ǉǳƻǘƛŘƛŀƴ ǎǳǊǾƛǾŀƭύΦ L ǿƻǳƭŘ ǇƭŀŎŜ Ψ5ƛǎŎƻǳǊǎŜ LLΩ 

within this quŀŘǊŀƴǘ ŀǎ ŀ ǎǳōǎŜǘ ƻŦ 5ƛǎŎƻǳǊǎŜ L ŀƴŘ ŎƻƴǘŜƴŘ wƻǎŜΩǎ ΨƳƻŘŀƭƛǘƛŜǎΩ όǘŜŎƘƴƻƭƻƎƛŎŀƭΣ 

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 social standing, their time, and culture?  

Merlou-Ponty describes artists as essentially manipulating perception; however, temporal culture is 

essential to diachronic understanding (Adams, 1996: 141), and enables historical boundary-crossing. 

Marginalized artists were poor by societal design and employed materials were often more readily 

available, a construction concept explained by Lévi-{ǘǊŀǳǎǎΩ ōǊƛŎƻƭŀƎŜΦ  

Lƴ Ψ{ǘǊǳŎǘǳǊŜΣ {ƛƎƴΣ ŀƴŘ tƭŀȅ ƛƴ ǘƘŜ 5ƛǎŎƻǳǊǎŜ ƻŦ ǘƘŜ IǳƳŀƴ {ŎƛŜƴŎŜǎΣΩ 5ŜǊǊƛŘŀ ōŀǎƛŎŀƭƭȅ 

deconstructed western thinking, positing that semiological structures had been re-defined i.e., that 

language could be broken-down into subsets of meaning enabling a coherent, syntagmatic whole, not 

ǳƴƭƛƪŜ ŀŘǾŜǊǘƛǎƛƴƎ ŀƴŘ ǘŜƭŜǾƛǎƛƻƴΩǎ ƛǎƻƭŀǘŜŘ ǳƴƛǘǎ ƻŦ ƳŜŀƴƛƴƎ ŎƻƴǾŜȅƛƴƎ ǳƴƛtary messages. This had 

implications for both art production (its creation and understanding) as well as human/cultural 

interaction via language. 

ά5ŜŎƻƴǎǘǊǳŎǘƛƻƴέ ƛǎ ŀ ŦƻǊƳ ƻŦ ǘŜȄǘǳŀƭ ŀƴŀƭȅǎƛǎ ǘƘŀǘ ŘŜŎƻƴǎǘǊǳŎǘǎ ǘƘŜ ƭŀƴƎǳŀƎŜ ƻŦ ǘƘŜ ǘŜȄǘ ŀƴŘ 
focuses on the self-ǊŜŦŜǊŜƴǘƛŀƭ ŀǎǇŜŎǘǎ ƻŦ ƭŀƴƎǳŀƎŜΧ 5ŜǊǊƛŘŀ ƛƴǾŜƴǘŜŘ ǘƘŜ ǘŜǊƳ différance to 
ŎƻƴǾŜȅ ǘƘŜ ŘƛǾƛŘŜŘ ƴŀǘǳǊŜ ƻŦ ǘƘŜ ǎƛƎƴ Χ ƳŜŀƴƛƴƎ ƛǎ ǘƘŜ ǊŜǎǳƭǘ ƻŦ ŘƛŦŦŜǊŜƴŎŜ ōŜǘǿŜŜƴ ǎƛƎƴ ŀƴŘ 
ǎƛƎƴƛŦƛŜǊΧ ŀƴŘ Ƙƻǿ ōƻǘƘ όǎǇŜŜŎƘ ŀƴŘ ǿǊƛǘƛƴƎύ ŜȄƛǎǘ ƛƴ ŀ Ƴǳǘǳŀƭƭȅ ǊŜŎƛǇǊƻŎŀƭ ŘŜǇŜƴŘŜƴŎŜ marked 
différance. (Ryan, N.D.) 

Saussurean linguistic structure explained speech and communication (including that of art) and 

.ŀǊǘƘŜǎΩ ǎŜƳƛƻƭƻƎȅ ǳǘƛƭƛȊŜŘ ŘŜ {ŀǳǎǎǳǊŜΩǎ ŎƻƴŎŜǇǘǎ ƻŦ ǘƘŜ ǎƛƎƴΣ ǎƛƎƴƛŦƛŜǊΣ ŀƴŘ ǎƛƎƴƛŦƛŜŘ ό.ŀƭƭȅ ŀƴŘ 

Sechehaye, 1966: 66-67) 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 including ethnographic 

group members and generalized communicants (Adams, 1996: 140, 141), while disseminating that 

communication to broader audiences, who may or may not comprehend the message.  

 5ŜǊǊƛŘŀΩǎ difference implies a distinction between two things. Most ΨǘƘƛƴƎǎΩ Ŏƻƴǘŀƛƴ ǿƛǘƘƛƴ 

ǘƘŜƳǎŜƭǾŜǎ ƛƳǇƭƛŜŘ ƻǇǇƻǎƛǘŜǎ ƛƴ ŀ ōƛƴŀǊȅ ŘǳŀƭƛǘȅΦ 9ǘƘƴƻƎǊŀǇƘŜǊǎ ƘŀǾŜ ƴŀƳŜŘ ǘƘƛǎ ŘƛǎǘƛƴŎǘƛƻƴ ǘƘŜ ΨƻǘƘŜǊΣΩ 

ƛƳǇƭȅƛƴƎ ŘƛǎǘŀƴŎŜ ŀƴŘ ŀƴ Ψǳǎ-vs-ǘƘŜƳΩ ŘƛǎǎƛƳƛƭŀǊƛǘȅ όǳǘƛƭƛȊŜŘ ƛƴ ǘƘŜ ŎƻƭŘ ǿŀǊ ŜǊŀύΦ aŀǊƎƛƴŀƭƛȊŜŘ ǇŜƻǇƭŜǎ 

Ƴŀȅ ōŜ ŎƻƴǎƛŘŜǊŜŘ ΨƻǘƘŜǊΩ ǘƻ ŘƻƳƛƴŀƴǘ ǎƻŎƛŜǘŀƭ ŎƭŀǎǎŜǎΦ  West says  

ΨΧ ǘƘŜ ƴŜǿ ŎǳƭǘǳǊŀƭ ǇƻƭƛǘƛŎǎ ƻŦ ŘƛŦŦŜǊŜƴŎŜ Χ ǘǊŀǎƘ ǘƘŜ ƳƻƴƻƭƛǘƘƛŎ ŀƴŘ ƘƻƳƻƎŜƴŜƻǳǎ ƛƴ ǘƘŜ ƴŀƳŜ 
ƻŦ ŘƛǾŜǊǎƛǘȅΣ ŀƴŘ ƘŜǘŜǊƻƎŜƴŜƛǘȅΤ Χ ƛƴ ƭƛƎƘǘ ƻŦ ǘƘŜ ŎƻƴŎǊŜǘŜΣ ǎǇŜŎƛŦƛŎΣ ŀƴŘ ǇŀǊǘƛŎǳƭŀǊΤ ŀƴŘ Χ 
historicize, contextualize and pluralize by highlighting the contingent, provisional, variable, 
tentative, shifting, and changing.Ω(West in Ferguson, 1990: 19) 

 and, ΨΧ ǎƻŎƛŀƭ ǘƘŜƻǊȅ ƛǎ ǿƘŀǘ ƛǎ ƴŜŜŘŜŘ ǘƻ ŜȄŀƳƛƴŜ ŀƴŘ ŜȄǇƭŀƛƴ ǘƘŜ ƘƛǎǘƻǊƛŎŀƭƭȅ ǎǇŜŎƛŦƛŎ ǿŀȅǎ ƛƴ ǿƘƛŎƘ 

Ψ²ƘƛǘŜƴŜǎǎΩ ƛǎ ŀ ǇƻƭƛǘƛŎŀƭƭȅ ŎƻƴǎǘǊǳŎǘŜŘ ŎŀǘŜƎƻǊȅΧΩ (West in Ferguson, 1990: 29), referring to the 

ŘƻƳƛƴŀƴǘ ǇǊƛǾƛƭŜƎƛƴƎ ƻŦ ǿƘƛǘŜ ǇŜƻǇƭŜ ŀǘ ǘƘŜ ŜȄǇŜƴǎŜ ƻŦ ΨƻǘƘŜǊǎΩ ς the social construction of the notion of 

difference ǇǊŜŜƳƛƴŜƴǘ ƛƴ /ŀǇƛǘŀƭƛǎǘ ǎƻŎƛŜǘƛŜǎΦ CƻǊ ΨǿƘƛǘŜƴŜǎǎΩ ƻne could substitute any societally 

conforming group.  For artists positioned outside dominant structures, Minh-Ƙŀ ǎŀȅǎΥ ΨLƴŜǾƛǘŀōƭȅΣ ŀ ǿƻǊƪ 

ƛǎ ŀƭǿŀȅǎ ŀ ŦƻǊƳ ƻŦ ǘŀƴƎƛōƭŜ ŎƭƻǎǳǊŜΩ ς a means of suggesting internal coherence; a disseminated (or not) 

resolution of identity and conflict; an assertion of self (Ferguson, 1991: 329). She states elsewhere that 

artists are ΨΧentirely involved with the now-and-here, one is also elsewhere, exceeding one's limits even 

as one works intimately with them. This is a dimension that one develops simultaneously, not something 

that happens linearly and successively in two time-phases, with one coming before the otherΩ (Grzinic, 

1998). 

 wƻǎŜΩǎ ǇƭŀŎŜƳŜƴǘ ƻŦ ǎƻŎƛŀƭ ǇƻǎƛǘƛƻƴƛƴƎ ŀǎ ŀƴ ŀǊǘ ǇǊƻŘǳŎǘƛƻƴ ŦŀŎǘƻǊ όǿƘŜǘƘŜǊ ŜȄŀƳƛƴŜŘ ŀǎ 

economic element or as oppositional self-assertion tool) creates a politicized realm in which art ceases 

to be mere expression of difference and more expression of defiance. I look to social factors in artwork 
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interpretation as methods by which artistic intent may be understood to influence creation and 

dissemination and contrasted with those employed by privileged artists. Employment of differing 

creation techniques produces differing visual effects and thus differing messages. 

 The methods employed to achieve knowledge of this particular period and region, have proved 

unsatisfactory with the exception of examination of textual or hermeneutic sources, and work in 

ŀǊŎƘƛǾŜǎΦ .ƻƻƪǎ ŀǊŜ ŀƴ ŜȄŎŜƭƭŜƴǘ ǎǘŀǊǘƛƴƎ ǇƻƛƴǘΣ ōǳǘ ǘƘŜȅ ƻƴƭȅ ǊŜƛŦȅ ǘƘŜƛǊ ŀǳǘƘƻǊΩǎ ƛƴǘŜƴǘ ŀƴŘ L ǊŜǉǳƛred 

tangential subject matter to flesh-out considerations. Research took me into the realm of political and 

sociological thought with works by Gramsci, Strinati, Lévi-Strauss, de Saussure, Barthes, Friere, and 

Marcuse. They were consulted in order to comprehend 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 I have inferred conditions from both primary and secondary 

sources. Publications dealing with midcentury Bay Area art are few yet I 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 time I examine are now deceased; precluding interviews 

and published interviews conducted before death are few. Existing or documented artworks produced 

ŘǳǊƛƴƎ ǘƘŜ ƛƴŘƛŎŀǘŜŘ ȅŜŀǊǎ ŎƻƴǘƛƴǳŜ ǘƻ ƭƛǾŜ ŀƴŘ ǎǇŜŀƪ ƻŦ ŀ ŎǊŜŀǘƻǊΩǎ ǘŜƳǇƻǊŀƭƛǘȅΣ ƎŜƻƎǊŀǇƘƛŎŀƭ ƭƻŎŀǘƛƻƴΣ 

and social status. 

       2.4 Reviewing Mass-Cultural Influence 

 L ŘƛǎŎƻǾŜǊŜŘ ǳǇƻƴ ǊŜǘǳǊƴƛƴƎ ǘƻ ǘƘŜ .ŀȅ !ǊŜŀ ŀŦǘŜǊ ǘƛƳŜ ǎǇŜƴǘ ƛƴ {ŎƻǘƭŀƴŘ ǘƘŀǘ !ƳŜǊƛŎŀΩǎ tǳōƭƛŎ 

.ǊƻŀŘŎŀǎǘƛƴƎ {ŜǊǾƛŎŜ ŘƻŎǳƳŜƴǘŀǊƛŜǎ ǿŜǊŜ ƻŦǘŜƴ ŀǇǇƭƛŎŀōƭŜ ǘƻ Ƴȅ ǇǊƻƧŜŎǘΩǎ ƳƻǊŜ ǘŀƴƎŜƴǘƛŀƭ ŀǎǇŜŎǘǎ ŀƴŘΣ 

over time, wove together previously partial threads of knowledge. I was able to view programs 

ŎƻƴŎŜǊƴƛƴƎ ǘƘŜ .ŀȅ !ǊŜŀΩǎ ƎŜƻƎǊŀǇƘƛŎŀƭΣ ŘŜƳƻƎǊŀǇƘƛŎΣ ŜƴǾƛǊƻƴƳŜƴǘŀƭΣ ŀƴŘ ǇƻƭƛǘƛŎŀƭ ƘƛǎǘƻǊƛŜǎ. Chinese, 

gold rush, homosexual, San Francisco cultures, and the SecoƴŘ ²ƻǊƭŘ ²ŀǊΩǎ ŜŦŦŜŎǘ ƻƴ ǊŜƎƛƻƴŀƭ ŀƴŘ 

national residents were all applicable to my project and enhanced gleaned knowledge. 
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 The midcentury introduction of television united people (possessing financial wherewithal) in an 

unheralded exchange of information (not unlike the present-day Internet), revolutionizing ways in which 

people communicated and thus, ways in which artworks were 

created and presented. However, television (left) and 

advertising reinforced a conformity deemed necessary; 

dissenters were shunned ς 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 in textual or visual sources. Empirical inspection of reproduced 

work constitutes a methodology in itself, supplemental to knowledge gleaned from textual examination.  

  One influence upon all midcentury artists would be quotidian social reality (or {ǘǊƛƴŀǘƛΩǎ mass 

culture) considered as contrast to realities experienced by ethnographic groups yet uniting societal 

members in experience. Were there disparate experiences?  Yes, in that there was a disparity in quality 

of life as experienced by rich or poor, white and non-white peoples. Do differing realities rarefy 

experience or reify societal privileging? Basically both, in that artists possess rarefying abilities to 

communicate, yet inevitably display evidence of temporal and societal placement. I approach culture 

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 

prevailing societal conditions. In Chapter Three I examine artworks by marginalized artists. 

 

 

 

Figure 16. Family watching TV. c. 1958. 
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Chapter Three ς Empirical Investigations 

ΨI think it was a period of exploration as much as anything else, an effort to find out what painting could 

ōŜ ǿƛǘƘƻǳǘ ƳŜǊŜƭȅ ǊŜǇŜŀǘƛƴƎ ǿƘŀǘ ƘŀŘ ōŜŜƴ ŀƭǊŜŀŘȅ ŀŎŎƻƳǇƭƛǎƘŜŘΧΩ                                 

                 - Ed Corbett (McChesney 1973: 16) 

Part One: Mass Culture 

3.1 Quotidian, Regional and Popular Culture 

  Before and after statehood, California hosted differing cultures (Chan in Starr and Orsi, 

2000: 44-45) and {ŀƴ CǊŀƴŎƛǎŎƻΩǎ ƻcean proximity indicated trade potential; later, permitting businesses 

to corner world markets while intercontinental railroads enabled American business ties (Starr, 2007: 

115-119; Dinkelspiel, 2008: 53-54, 83). The state promoted itself as Edenic, ripe for development; 

offering prosperity to potential migrants. /ŀƭƛŦƻǊƴƛŀΩǎ ƴŀǘǳǊŀƭ ǿŜŀƭǘƘ ǿŀǎ ǊŜƎŀǊŘŜŘ ŀǎ ŀ ƳŀƴƛǇǳƭŀōƭŜ 

asset and boosterists promoted arable areas as potential farmland, city land as potential business or 

residential property. The warm (southern) Californian climate was promoted as remedy for physical 

complaints and tourist destination (Barron, 2000a: 65). Sustainable resource management was 

uncharacteristic of nineteenth century American 

thought although Transcendentalist Henry David 

Thoreau (Phillips, 1995: 29)40 wrote about living 

in harmony with nature, based in part upon 

study of Eastern religion.41 His injunction to 

simplify daily life subverted American materialist 

paradigms, advocating inner contemplation as 

exemplified by quintessential Beat Wallace Berman (above) studying in a rowboat (Krutch, 1965: 247). 

                                                             
40 Transcendentalist philosophers included Emerson, Thoreau, Margaret Fuller, Amos Bronson Alcott, Frederic Henry Hedge, 

and Theodore Parker. See: Krutch (1965) and: <http://plato.stanford.edu/archives/fall2013/entries/transcendentalism/> - 

accessed 11/July/2014.  
41 ¢ƘǊƻǳƎƘƻǳǘ Ƙƛǎ ǿǊƛǘƛƴƎǎΣ ¢ƘƻǊŜŀǳ ŜǾƛŘŜƴŎŜǎ ŦŀƳƛƭƛŀǊƛǘȅ ǿƛǘƘ 9ŀǎǘŜǊƴ ǇƘƛƭƻǎƻǇƘƛŜǎ ǊŜŦŜǊǊƛƴƎ ǘƻ ΨIƛƴŘƻƻǎΩΣ ǘƘŜ ΨƎŀƴƎŀΩ όƎŀƴƎŜǎύΣ 

ŀƴŘ ǘƘŜ Ψ.ƘŀƎaǾŀǘ DŜŜǘŀΦΩ See: Krutch (Ibid) and: <http://www.hinduwisdom.info/quotes1_20.htm> - accessed 

18/August/2014. 

Figure 17. Wallace Berman in a rowboat, Larkspur. 1961. 


