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Title: Between Indoor and Outdoor: The Graffiti dndtallations of Barry McGee

(“Twist”)

This thesis traces the transformation of graffititaravels from the street to the

art institution by closely examining the graffincinstallations of Barry McGee
(“Twist”). As a graffitist-turned-artist, McGee l&ed to his environment and experiences
for his art, incorporating the language of graffitio his installations. They exhibit what |
describe as histhnography of graffitbbecause he creates them from his unique position
as a graffiti writer, representing graffiti as baih aesthetic expression and established
youth culture. In order to explain this re-mediataf graffiti, the thesis aligns McGee’s
works with the sculptural tableaus of Edward Kidmhio emphasize his use of the

narrative to bring the audience into both the agttand the social world of graffiti.



CURRICULUM VITAE

NAME OF AUTHOR: Sarah Hwang

GRADUATE AND UNDERGRADUATE SCHOOLS ATTENDED:
University of Oregon, Eugene
Boston University, Boston, MA
DEGREES AWARDED:
Master of Arts, History of Art and ArchitectureQ®4, University of Oregon
Bachelor of Arts, History of Art and Architectur2Q11, Boston University
AREAS OF SPECIAL INTEREST:
Graffiti and Street Art
Modern and Contemporary Art
GRANTS, AWARDS, AND HONORS:
Graduate Teaching Fellow, University of Oregorl 22014
Finalist, Three Minute Thesis, University of Oreg@014

A&AA/PODS Graduate Student Grant. University oe@on, 2014



ACKNOWLEDGMENTS

| wish to express my gratitude to my thesis conerithembers, Professors
Ocean Howell, Jenny Lin, and Loren Kajikawa, fagithnvaluable comments and advice
on my thesis research. Professor Howell desenagaghanks for his time and effort in
reading and editing numerous drafts, meeting wighregularly, and being readily
available when | needed help. Julia Simic in thgital Scholarship Center also deserves
credit for the many slide images received fromYleeba Buena Center for the Arts,
which she digitally scanned and formatted for masb want to thank Renny Pritikin,
Alex Baker, Susan Cervantes, and Rigel Juratovaspeaking with me to answer the
guestions | had about the artist. This project fuasled with help from the A&AA and
PODS Student Grant Award. Lastly, | would like bhank the staff at Gallery Paule
Anglim and the Yerba Buena Center for the Artsgiming me access to their archives

and use of their facilities.

Vi



For my mother and my brother, the eternal optimist.

Vii



TABLE OF CONTENTS

Chapter Page

[. INTRODUGCTION ... e e e e e e e e e 1

II. THE OUTDOOR PERIOD: THE GRAFFITI OF TWIST, LATE980s-1990s ... 13
The Everyman: The Beginning of Twist’'s Ethnography..........cccccevvvveiieeennn... 15
Between Outdoor and Indoor: CAMP Mural, 1995.....cveeiiiiiiiiiiieiniiiinnnn. 21

lll. THE INDOOR PERIOD: THE INSTALLATIONS OF BARRYCGEE,

L1990-2000 ...ttt e e e e e e e e e e aaa e e e e e eearn e aaaeaes 26
Moving Indoors: Yerba Buena Center for the Art894),Regards, Barry
McGee(1998), andndelible Market(2000) ...........ccceevviiviiieeeiiiccmmmme e 29
Barry McGee’'sTableausof Graffiti............ccccceeeviiiiiiiiiiiiceee e, 42
IV. CONCLUSION. ... e e e e e eeennnnans 52
APPENDICES ... e et e e s 54
A. GLOSSARY OF TERMS ... 54
B. FIGURES ... 55
REFERENCES CITED ... .ot 86

viii



CHAPTER |
INTRODUCTION

Barry McGee is a graffitist-turned-gallery artishavbrought the world of graffiti
into the realm of the art institution. Known as “i6W in San Francisco in the late 1980s
and 1990s, he tagged graffiti as a way of leavisgivn mark and “getting up” in the
city.! He was most well-known for his characters of edagyobjects and figures from
his surroundings—bumblebees, hardware screws, iarablvn-and-out male figures,
which he called the “everyman.” Always depictediack and white, these characters
exemplify McGee’s hand-drawn style of graffiti trdgmonstrate his mastery over spray-
can painting and his knowledge of academic artrtiegles. This combination became a
significant contribution to graffiti aesthetics la@ise he invented a new style that put San
Francisco and the West Coast on the map duringiadoehen graffiti writers were
mimicking the writing styles of New York and thedE&oast. Ultimately, his innovative
style made his transition into the fine art worlcetative success.

McGee’s characters were numerous; he spray-paimtages of overturned cars,
policemen, screws, animals, and so on. His mostfgignt characters were the
everyman and hardware screws. These characteesesiped the people and events he
was in contact with daily living in the city. Thatdware screws represented his
memories of his father, who ran an autobody shdaim Francisco, and also, possibly a
visual pun on McGee’s tag name, Twisthe everyman, who is portrayed differently

with the creation of each image, represented tkeyeay people the artist saw while

! “Getting up” is a term used by graffiti writerseaming getting public exposure or recognition foe's
pieces.

2«Barry McGee and Renny Pritikin,” Vimeo video, 8;osted by Kadist San Francisco, November 6,
2012.http://vimeo.com/54001730
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tagging the streets, such as the homeless, urhghsyand office workers. These
characters, especially the everyman, were presagi@d and again as he exhibited in
galleries and museums.

Just like any other artist, McGee looked to hisiemment and experiences as
inspiration for his artistic creations, but he ¢egbthem from his position as a graffiti
writer; this is what | describe as the beginnindpisfethnography of graffitiMcGee
transforms his personal experiences of taggindnerstreet into images and large-scale
installations that tell a story about graffiti auke. This is seen in the graffiti iconography
and texts he incorporates in his installations e & the combination of painting with
both spray-can and paintbrush, sculptural methanis,constant repetition of forms. His
art blur the boundaries of being autobiographical semi-ethnographic.

While this method of creation is not new to artdrg, the subject of his art being
associated with a specific cultural group is imanttto consider for this thesis. Hal
Foster writes iMhe Return of the Re#lat art since 1960s witnessed the return of
subjects grounded in the materiality of actual bedind sites. He even poses the idea of
the artist as ethnographer, explaining that thgestimatter of post-war avant-garde
artists is rooted in the cultural and/or ethnicisTihtroduces a quasi-anthropological
mode of representation associated with the cultother,” which becomes the “primary
point of subversion of dominant culture” for théistrand the site of both artistic and
political transformatiori.McGee’s case is unique due to his actual participan the
graffiti subculture. It gives his art the mark aftlenticity that attracts many people, and

at the same time, reveals intimate details of Brsgnal life.

% Hal Foster, “The Artist as Ethnographer?,Tine Return of the Reald. Hal Foster (Cambridge, MA:
MIT Press, 1996), 302.
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Foster also notes the implications of viewing thestas ethnographer, stating
that it delves into the dangers of “ideologicalrpagge.? Artists who take on the
perspectives of the cultural other in their artsera fine line between justly representing
the marginalized and taking advantage of the primsitfantasy associated with them for
capital means. While | agree that this is a serissise to consider, my purpose for using
the term “ethnography” is not to validate (or indate) McGee’s representation of
graffiti culture, or to even state that it is agrethnography. Rather, it is a way to
reconcile the artist’'s way of representing his iifeart while also representing graffiti
culture and its validity as a method of artistioghuction.

McGee adapts his art as he transitions from producutdoor graffiti to indoor
art. His street art depict everyday objects angleelbe encountered tagging the streets of
San Francisco. His mural for the Clarion Alley Mupaoject, which | discuss in the
subsequent chapter, utilizes the same iconograpthgigle that he used for his graffiti,
but also incorporates fine art conventions, suctr@gping and framing. His gallery
installations, a new hybrid of graffiti, sculptusad painting, include representations of
other writers and artists he was close to, theruladscape of San Francisco and other
cities he visited, and the history and rituals i@ffiti. His ethnography of graffiti
becomes layered with meaning as he moves his peaatloors, and at the same time,
increasingly different from graffiti itself. Therta “ethnography” explains these
simultaneous continuities and discontinuities betwkis graffiti and early installations,
and introduces the significant role cultural conf@ays in the practice of graffiti.

In order to explain this argument, | use a widegeaaf sources, which include

exhibition catalogs, published artist interviewsary sources looking at graffiti and

“ 1bid 303.



urban histories (newspaper articles, graffiti texd films), commercial and academic
texts dealing with graffiti art and culture, gréffvebsites and blogs, and most
importantly, personal interviews | conducted witjufes from San Francisco’s graffiti
culture and those who have personally worked with lkenown McGee, such as curators
and graffiti writers.

Twist, or McGee, grew up writing with crews and expnced writers, who
taught him the fundamentals of graffiti painting.the 1980s, writer crews were common
in San Francisco due to the publication and releés&o important graffiti documents,
Subway AreindStyle WarsSubway Ar{1984) was a photographic survey authored by
Henry Chalfant and Martha Cooper that documentedstioway graffiti in New York
City. In colored photographs, the book containedges of full-train pieces produced by
fabled writers, such as Lee Quifiones (“Lee”), Sarkhbara (“Lady Pink”), and Donald
White (“Dondi”). While the text brought attentioa the artistry involved in producing
street art, it did not provide analysis or commpgntan the artists or their works. The
majority of the images were only of the paintedafdes of the trains, giving the
impression that all of New York’s subways were geden these vibrant paintings.
Influenced bySubway ArtSan Francisco writers became very concerned wathagcs,
and would even have graffiti battles against otiéters to promote their styles as the
best in the city. According to “Crayone,” the foemef the San Francisco crew TWS
(“Together with Style”), San Francisco became ‘dinéy city to ever have a full-on city
battle just because of a styfe.”

Style Warsvas also influential to disseminating graffiti auk nationally. First

broadcasted on the Public Broadcasting Servic®82 1the documentary film featured

® Rigel Juratovac (“Crayone”), email interview byr&aHwang, May 5, 2013.
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interviews of several subway artists, members efMletropolitan Transit Authority and
then New York City Mayor Ed Koch along with sequesof the city’s subways being
tagged by the featured arti§tShe film provided a politically balanced picturktbe
“War on Graffiti” that was declared by KocHt also gave a glimpse of the cultural
institution of hip-hop and graffiti that was orgaed by the youths from the South Bronx.
The combination of the film’s sequences of the ywpgraffiti artists tagging together and
interviews with figures on both sides of the “waggve the impression that the young
writers banded together to fight for their clainthe city. While the film’s contribution
to the rise of writer crews has not been studiedidirecord real moments of writers
illicitly tagging trains that informed aspiring wers around the country about the new
subculture of hip-hop and grafft.

One of the crews Twist was a member of was the TH® (“The Human

Race”)? He met the founder of THR, SR-1, who quickly beeaarmentor to Twist. SR-1

® Style Warss filmed by Henry Chalfant and Tony Silver in 298t subsequently became available in
VHS format in 1984.

" Mayor John Lindsay declared the first “War On @téfin 1971. During a period when Manhattan saw
an increase in crime rates, Lindsay viewed gradite sign of crime and deemed it a blight to the He
centralized New York City’s public transportatioysgems by forming the Metropolitan Transit Authgrit
as a way of preventing further vandalism and criamé¢he subways. After Lindsay left the Mayor’'s O#i
in 1973, his quality of life policies were contirtlby successive mayors (Abraham Beame spent $20
million to buff all the trains). The most radicat@mns against graffiti were executed by Ed Kochpw
introduced new train cars coated with an anti-gffaffibstance that could not be marked by pairngl
with the installment of barbed wire fencing and gudogs). Though Koch accomplished many things for
the city, such as saving it from declaring bankeyphis quality of life policies further marginadid the
outer boroughs of New York City and its mostly &&ih-American and Latino residents, perpetuating
unresolved racial tensions that can be traced twattie Civil Rights Movement. For more on the higtof
graffiti as an urban problem, see Joe Ausliaking the Train: How Graffiti Art Became an UrbBnoblem
in New York CityNew York: Columbia University Press, 2001).

& In my interview with Crayone, he stated that fillike Style WarsandWild Styleinformed his knowledge
about the culture when he started painting gradfitli breakdancing.

® According to SR-1, THR was a play off of anothesve's name TMR (The Master Race), a Latino graffiti
crew from Queens. For more information, see Ardesletion’s interview with SR-1: “Interview: SR-1
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taught Twist about various techniques that credterdnt painterly effects and lines,
particularly with the use of different kinds of agrpaint nozzles. What Twist gained as a
member of THR was his motivation to create moreatiyaconscious pieces. THR was
unique for its utopian philosophy on painting, whis that graffiti is created “by all the
people and for all the peopl&”They were well-known for doing collaborative pisce
with other local crews in the cify.During this time, Twist began to rapidly evolve hi
characters, including his everyman figures. Higbland white images of male figures
proliferated throughout the city, and many writetso knew him personally or heard of
him began to recognize them as his logo. Not orytltese characters exemplify the
hand-drawn style that is unique to the artist,thay also immediately identified with the
writer community.

Twist was also affiliated with a group of artises tmet as a student at the San
Francisco Art Institute (SFAI) where he receivediegree in painting and printmaking.
They were known as the “Mission School,” a namg thequired due to their association

with the SFAI and their residence in the Missiostict'? The Mission School had a

(Founder and President of THR Crew),” Arrested Miotiaccessed June 28, 2014,
http://arrestedmotion.com/2011/01/interview-sr-itider-and-president-of-thr-crew/.

04 nterview: SR-1 (Founder and President of THR\@Fe

M THR is probably most known for their collaborasomith AMPM (“All Mighty Psychedelic
Mutherfuckers”) founded by Dan Plasma.

12«The Mission School” was a term originally coined Glen Helfand in his similarly-tittle@an Francisco
Bay Guardiararticle (2002), which was written around the saimetas when some of these artists were
exhibiting at the Whitney Biennial. The Mission ohartists include Chris Johanson, Margaret Kikgal
Alicia McCarthy, Barry McGee, Ruby Neri (Reminiscejc. According to Helfand, the term became
officially associated with the aforementioned astis an article byhe GuardianTo read the originaBay
Guardian article,see Glen Helfand, "The Mission School: San Frawssireet artists deliver their
neighborhood to the art worldSan Francisco Bay Guardiaduly 17, 2002, accessed July 17,

2013, http://www.sfbg.com/36/28/art_mission_school.html
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common interest in the handmade aesthetic andmgeabrks, mainly paintings and
prints, which voiced the everyday grit and poetitisf the urban environment.

McGee was married to one of these artists, Mardélgallen, who passed away
in 2001 of breast cancer. Both were very influenogttandmade and found objects,
such as hand-painted signs, prints, and transraffitgfound on freight trains. Kilgallen
was very skilled at figure drawing in a similaricature aesthetic that is seen in McGee'’s
characters. Her subject matter was also similapmntent to McGee'’s; Glen Helfand
described her work in his article that coined #ent “Mission School” as dealing with
“street scenes [that] are populated with iconic adim women—banjo players, surfers,
and full-figured matrons*® Both of their respective figures are a result efrale-stroke
technique that can be seen in hand-painted silgas; their figures appear flat and
caricaturized. Even in their exhibitions, theyiagla similar method of display to present
their works. In a 1999 exhibition at the InstitofeContemporary Art, Boston, Kilgallen
clustered her painted panels and drawings of meiniee characters and signs close
together in a corner space of a wall similar to Me@ own clustered display of framed
images (Figure 1; see Appendix B for all figures).

Twist’s involvement in communities of writers andists became the formative
period of his artistic career. It shaped his ddtstyle of writing and formalized his
representation of his graffiti life. It also affedtthe way he views his own body of work.
In a 1998 interview, McGee explained his discométrout viewing his graffiti and
gallery art as being continuous, and stated tlgatdutdoor” and “indoor” works should
be viewed as separate entities instead. In facttdmped producing his trademark wall

murals of his down-and-out male characters (“evenyinin 2003 and began to make

13 Helfand, “The Mission School.”



abstract, optical-art works as a way of leavinggnedfiti past behind and moving
towards a new stage in his artistic caréedowever, his “outdoor” period, or the period
in which McGee participated in the city’s graffiinderground, became a prominent
feature in his exhibitions as he moved toward mddor” period, or the period in which
the artist began exhibiting in art galleries anstitations. Rather than presenting graffiti
as an art object or form, he portrayed graffitaagilture or an outlet for youths who are
constantly marginalized by society.

In order to distinguish graffiti as a culture, Me&chose to portray his subject
with installation pieces. His installations durimig “indoor” period included large wall
paintings representing the history of graffititéepress plate murals, clusters of wall
hangings, such as framed images and empty botilbgainted faces of the everyman,
animatronic sculptures of figures tagging, and tweed vehicles that were tagged by
the artist. These installation pieces were effectivrepresenting his complete graffiti
world, which encompassed and confronted the vieWaey were also one of the first
instances that sculpture was used to represeriitgrathe history of graffiti and street
art.

Many graffiti artists who transitioned to galleny eaned towards producing
canvas paintings to represent their graffiti livelse New York subway artists are a
prime example of those who followed this trend, #redr art became the subject of much
exploitation and criticism by the Manhattan art ldan the 1970s and 1980s. In the early
1980s, the Manhattan art galleries organized skeeghabitions featuring the infamous

Subway Artists and their “graffiti canvases.” Thaststs were known for tagging New

14 Alex Baker, “Chaos and Control” Barry McGeegd. Lawrence Rinder (New York: Distributed Art
Publishers, Inc., 2012), 84.
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York’s subway trains with large top-to-bottom pisdkat were colorful, dynamic, and
most importantly, illegally produced. For the extidns, the Subway Artists tried to
recreate the experience of tagging graffiti onttaes via canvas painting. Since many
of these artists were very young (only teenaget®nathey were exhibiting in the
Manhattan galleries, the transition to canvas sdamée the most logical solution. Due
to lack of a formal art education or training, graffiti artists saw canvas painting as
being inherently similar to spray-painting traiaed possibly a way of displaying their
talents as an artist versus a graffiti writer. Whsnartists were “discovered” by the art
world, they were immediately recruited to exhibitgallery exhibitions, and did not have
the time or experience to develop their artistry.aresult, these canvases were viewed
by New York’s art elites as overly literal transbais of their subway pieces painted on a
stationary surfac®

One such exhibition was tirRost-Graffitishow at the Sidney Janis Gallery in
1983.Post-Graffitiwas conceived as an exhibition, which attributedighbway artists’
“transition from subway surfaces to canvas, anresite in scope and content of their
spontaneous imagery>Unfortunately, the show was not well received hias. In a
review printed inThe NationArthur C. Danto accused the show as being supaifici
its presentation of two of the subway graffitiskshn Matos (“Crash”) and Chris Ellis

(“Daze”), and their works:

15 According to Richard Lachmann, the paintings prsdliby the Subway Artists were actually advertised
as one-to-one translations of their works from sajptrains to canvases. The United Graffiti Artists,
collective of New York graffiti artists founded bjugo Martinez, promoted their artists by tryingan

their members recognition as serious artists bp@raging writers to produce graffiti-style works on
canvas and various other media with a view towheit tsale to art collectors.” For more on this tygiee
Richard Lachmann, “Graffiti as Career and Ideoldgymerican Journal of Sociolo@4 (1988).

1% Dolores Neumann and Sidney Janis,Rast-Graffiti (New York: Sidney Janis Gallery, 1983), np.
9



their show is advertised by Janis as “graffiti aréis though they or the

gallery had not enough confidence to display thairk without benefit of

a sociological excuse. But in candor, | think neitbf them could survive

without benefit of the pedigree and parapherndlth® culture that

formed them, which raises a question of paternadisfeast. | was not

even tempted to say something like, Not bad fora#figj writer, since |

think well of graffiti when it is good, and as diitifwriters they are good

to very good. But working under the imperativegallery artists, DAZE

and CRASH, for all the vividness of their imagendahe

phosphorescence of their coloration, are prettiglégd
Even though these artists were attempting to réeitba phenomenon of the subway
pieces in their studio paintings, the actual caesad Daze and Crash lost the dynamism
and excitement in producing a work on a subwawtranother of the “post-graffitists”
featured in Janis’ show is “Futura” (Leonard McGQuwho commented on the artists’
intentions for their paintings: “the idea was tokagraffiti on plywood...to do the
subway stuff on something that wouldn’t be moviihgvould just sit on a wall. That was
the moment of transition, trying to capture theaignce to be looked at in a galle!y.”
What Futura pointed out is that these graffiti cses were a result of the compression of
the subway graffiti experience onto a flat surfagkich essentially made the art static
and unexciting. The physical “flatness” of the casmypresented graffiti as
phenomenologically flat in the gallery.

Barry McGee’s own “post-graffiti” works portrayetgraffiti experience as well,
but uses a different approach by incorporating the installation format. The
installation’s sculptural qualities allow for McGseestreet art to be conveyed as a

realistic experience, and it accounts for the depithnuances of graffiti culture that is

not necessarily possible to capture in canvas ipginit is also more confrontational

7 Arthur C. Danto, “Post-Graffiti Art: CRASH, DAZEThe Nation January 12, 1985, 26.

18 Suzi Gablick, “Graffiti in Well-Lighted Rooms” iRlas Modernism Failed®New York: Thames and
Hudson, 1984), 109.
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towards the viewer, and forces the individual tgaage with it immediately, mimicking
graffiti's nature to challenge boundaries. Paintiaguires an introspective response from
its viewer, which lacks the physical engagement seaculpture or installations. Due to
this transformation of graffiti's form in McGee’stascholars compare graffiti and street
art to Marcel Duchamp’s readymades. The readymaseusually an everyday object,
such as a urinal or bottle rack, that is selectetimodified as sculpture by the artist.
Most readymades were minimally manipulated eitlyerepositioning the object, titling
and signing it, and/or simply being chosen by thistaln my discussion of this subject

in the second chapter, | reassess this claim byigag McGee’s indoor period more
closely and provide a new approach to reading &liery art.

While his installations move between indoor anttloar, they are distinct from
his graffiti and street art. His indoor works deliaately represent his ethnography of
graffiti, which, to McGee, is not the same as ggalfiti. As he moves his practice
indoors, his representation of graffiti becomeshfer removed from its original form. His
installations reflect his interpretation of grafilturewhereas his graffiti represented
the writer’s impression of San Francisco. Whiletile are distinct, they are still
connected by the artist’s intervention. His instiddins take on another layer of meaning
in this ethnography as it is displayed in the mastitution, which both connects it to and
removes it from his outdoor works.

The thesis addresses this subject by tracing éjectory of the artist’s graffiti as
it travels from the street to the art institutibdemonstrate that McGee conveys graffiti
as an artistic practice rather than an artistimfor his installations. | examine his

outdoor graffiti and indoor installations closetydxplain the simultaneous continuities

11



and discontinuities between the two. The firstisaatliscusses the artist’s outdoor period
when he was tagging graffiti as Twist and beginrimmdevelop his ethnographic
representation. The second section looks at hoinperiod and the effect of the
installation format on his ethnography. Becausthefcritical claims made about

graffiti’'s movement indoors to Marcel Duchamp’sdgmades, | also provide in the
indoor section an alternative approach to readicgde’s installations by comparing it
to Edward Kienholz’ installations, ¢ableaus Kienholz is one of the first and significant
installation artists of the post-war period, wheaalised his unique position as a non-
traditional artist to reproduce real moments atessrom his life in the exhibition space.
His representations of brothels, psychiatric wadilsers, and so on point out the realities
of human relationships, of society, and of the emwnents themselves. Like McGee, he
uses unconventional techniques to create his iastads and found object sculptures that
bring out the grittiness and shock of the real moina¢ hand, producing a visceral
response from the viewer. Both artists emphasigaé#nrative aspect of the installation
format to convey the world around them, making Kigla a more suitable comparison to

McGee.

12



CHAPTER Il
THE OUTDOOR PERIOD: THE GRAFFITI OF TWIST, LATE 108-1990s

Barry McGee, also known as “Twist,” became a gtiatfon for his
monochromatic figures of everyday urban objectsclviexemplified his drawing style.
His signature character, or figure, was of whatdtiest calls theverymar(Figure 2),
which portrayed a caricature of the homeless inF3ancisco. Though Twist’s images
were caricatures of everyday life, they conveysgrapathetic perspective toward the
ever-present grit of the urban environment. Whersthegan exhibiting in galleries and
art institutions, he incorporated his graffiti caeters and technique in his murals and
installations; as a result, the artist exhibitesithybrid works both nationally and
internationally, including at the Venice Biennate2001, and his gallery art enjoys much
demand from contemporary collectors. Though bo#ffigrand fine art influence
McGee’s art, the artist is uncomfortable about gdateled as a graffiti writeand artist.
In a 1998 interview for his exhibition at the Walléat Center, he explicitly described a
strong division between his graffiti and gallerynka

Graffiti is very dear to me. | am very protectivieito Early on, | wanted to

share the streets by trying to bring the feelinthefstreets indoors. Now

it's a little more separate. | do indoor work amdbl outdoor work. These

contexts require peculiar attention. | like therspoeity of the outdoors:

the walls that are seasoned with layers and ydaheaontributions of

various writers, amateur and experienced. Kids teadvalls like history

books, naming off each style and era in which nmaykihave taken place.

Stories are exchanged about the individual whe regmve the “norms”

and becomes “the kid who is up” for any given mowthvery curious

stuff. I'd hope in the gallery, or in an indoor ¢ext, that people can just

think about it more and accept it. Or at leastizeahe thinking that goes

into it. If there’s one thing that I'd want to coraeross, it's that work in
informal spaces has a lot more depth than peopjétrfirst think

¥ Eungie Joo, edRegards, Barry McGeéMinneapolis: Walker Art Center, 1998), np.
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Here, the artist points out the deep history offgr#hat is visible in its very form and
context. The walls tagged with graffiti contain th@mes of a long lineage of writers
(“seasoned with layers and years of the contrilmgtiof various writers”), which lead to
the sharing of oral histories (“Stories exchandgeaolua the individual who rises above the
‘norms’...). He wants to show that graffiti is a aukt with its own history and rules,
much like fine art, yet he no longer wants to “shtlre streets” in the indoor context. As
a successful artist who is marketed as a figurebé#ue graffiti world, why would
McGee separate his “indoor” works from his “outdoeorks?

According to the curator Alex Baker, McGee’s gallart attempts to resolve the
contradiction of representing graffiti as an aitigiractice, and addresses the question of
how art and life may be reconcilédFor McGee, this reconciliation is personal as it
addresses the defining boundary between graffttiaaty which makes his gallery art
even more convincing as authentic reproductionsléNlagree that his installations are
the results of grappling with these central questjd argue in this chapter that the artist
actually began this exploration of art and graffitring his “outdoor” period. While he
was getting up as “Twist,” he began to developduiasi-ethnographic representation of
the graffiti culture he grew up in through his ineagf the urban vernacular. The
monochromatic images of the everyman represergvtiets and people Twist saw living
in San Francisco’s Mission District. This outdoeripd became the formative years for

McGee to develop his interests in using his persexygeriences as the subject of his

2 Alex Baker, “Chaos and Contrblin Barry McGeegd. Lawrence Rinder (New York: Distributed Art
Publishers, Inc., 201283.
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art?* To support this argument, | examine the artistsks, published artist interviews
and statements, exhibition catalogs, and othercesutealing with graffiti and urban
histories, such as newspaper articles, commenschhaademic texts, and interviews,

including those | conducted for the purpose of thesis.

The Everyman: The Beginning of Twist’s Ethnography

Twist became a graffiti legend for his unique gtafharacters, or figures,
especially the everyma&A.The everyman is usually a generic male figure sheither as
a partial or whole figure and depicted with a melalic expression that includes
drooping eyes and brows, a bald head, and exagganase and lips. Sometimes the
everyman is dressed in a white-collared shirt adsbmetimes he is holding a beer
bottle, other times he is wearing a backward bdsel—his identity varies with the
creation of each new image. These everyman chasaetsemble not only the everyday
person one sees in the city, but also those whoarstantly ignored by the passerby, the
ubiquitous homeless population of San Francisca.2002 interview, McGee explained:

The presence of this male figure is kind of likestbveryman, and it is

very specific to San Francisco, where there’s ahameless population

that everyone wants to be free of, a bit like gtiaffhe subject has to do

with graffiti and the homeless, [which are] kindlide outcasts, things

that the city is trying to get rid of, or trying kode, or pretending doesn’t
exist. With my work, I'm trying to reveal thfs.

21| continue to refer to the periods of Barry McGeeareer when he was producing graffiti versuseggll
art as “outdoor” and “indoor,” respectively. McGgébutdoor” period can be dated from approximately
late 1980s to early 1990s, and his “indoor” petiedins in conjunction to his exhibitions from ttelg to
mid-1990s to the present day.

22 For my discussion of Barry McGee's graffiti cargewill address the artist by his tag name “Twiist.
Later in the chapter, | will again refer to theigtrby his given name when discussing his CAMP tnasa
an indication of the artist’s transition to his awt period and becoming an installation artist.

% Germano Celant, edBarry McGegMilan: Prada Fondazione, 2002), np.
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The artist’s choice to represent the homelesssmraffiti voiced a very real
social concern about those “outside” of societyisbw representation of the everyman
became even more significant as he lived in thesidrsDistrict, where there was a high
density of homeless residents, during a time whercity was actively removing the
homeless and other offenders of society from itdipispaces. Twist encountered them
on a daily basis as both a resident and writernwligessed the homeless being ignored,
begging for food and money on the street, and cagnipi public spaces. The everyman
provides evidence of the artist’s interest in repraging the real world around him from a
felt perspective prior to his entrance into thdegglcircuit.

McGee’s focus on homelessness in his graffiti atsanects to San Francisco’s
history and character. When Art Agnos became ttyésainayor in 1987, the city saw
increased rates in homelessness due to federaébodiy made by the Reagan
Administration and the rise of the AIDS/HIV crigfsAgnos attempted to resolve the
issue by reforming the city’s welfare and publi@alie policies, but was pressured by the
public to execute a policy of order maintenancks, theant enforcing police to break up
homeless encampments in many of the city’s centés.most significant homeless
encampment he forcibly dispersed was one in froQlity Hall that became known as
“Camp Agnos,” in reference to Agnos’s previoushelial platform on homelessnéss.

The dispersal of Camp Agnos marked the end of tagdvis policy of tolerance,

and the beginning of his new policy of order manatece. WWhen Frank Jordan succeeded

24 Josh SidesErotic City: Sexual Revolutions and the Making afddrn San FranciscNew York:
Oxford University Press, 2009), 187.

% Associated Press, “San Francisco’s Mayor Oustséfess Camp,New York Timesluly 6, 1990,
accessed June 11, 2008p://www.nytimes.com/1990/07/06/us/san-francisemayor-ousts-homeless-
camp.html?src=pm
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Agnos as Mayor in 1992, he continued Agnos’ legafogrder maintenance by
implementing Operation Matri¥. Inspired by the Broken Windows theory, the goal of
Operation Matrix was to improve the quality of Id€everyday citizens by cracking
down on signs of disorder and reclaiming the aioynt those who were deemed derelicts,
including the homeless and graffiti writéfsThe policy was comprised of two major
parts: implementing law enforcement agencies toattine homeless population in the
city, and providing social services in the fieldoffer the destitute with the resources and
medical attention they need to bring them out oingpoverished state.

Unfortunately, Operation Matrix became only known the former. Jordan
initiated the Van Outreach Program, which sentaaeorkers, nurses and police officers
in vans to patrol business and tourist districts provide services and treatment to the
homeless. While on paper this program offered agiree and multidimensional method
of helping the homeless, in actuality, it was meantd high traffic business and tourist

centers of homeless residefitdordan’s neoconservative approach toward the issue

% Frank Jordan was appointed Chief of Police by tagor Dianne Feinstein in 1986 and continued to
fill the role during Art Agnos’ administration frot988 to 1992.

"|n 1982, an article published in tAglantic Monthly spoke about a new criminological theory on the
origins of crime in neighborhoods. Famously knowrite “broken windows theory,” authors George L.
Kelling and James Q. Wilson wrote: “at the commyietvel, disorder and crime are usually inextrigabl
linked, in a kind of developmental sequence...if adaw in a building is broken and left unrepairdtipf
the rest of the windows in the building will sooa broken.” Essentially, the article explained tifnet
presence of visible signs of crime in a commurstych as broken windows, graffiti and the homeless,
signifies that the neighborhood is dangerous aimdecridden. This theory was extremely controversial
and continues to be a topic of debate for manylach@and politicians. To view the original articéee
George L. Kelling and James Q. Wilson, “Broken Wing: The police and neighborhood safefifie
Atlantic, March 1982, accessed February 21, 2013,
http://www.theatlantic.com/magazine/archive/1982608ken-windows/304465/

% The program policy justifies its plans, statinig,i$ vital that the number of homeless be redlpetiese
areas in order to promote a clean and safe enveanfor tourist shoppers, and the business commuinit
As a result, the Jordan administration encountsigificant problems in coordinating the Van Outiea
program. First, the program received much criticfssm social services agencies for being a media
spectacle rather than directly addressing the ppeeisis. Second, the amount of funding needdditate
the program was extremely high due to the inclusibregistered nurses and police. In the end, the
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urban poverty was eventually criticized on a natlatale for its severity and injustice
towards the homeless; the situation even gaineshreicon from Amnesty International
for his harsh retaliations against activists aratgstors™

As with any artist, Twist’s upbringings as a wripgedisposed him to focus his
subject matter on his personal experiences. Motstesfe experiences are of his
involvement in San Francisco’s graffiti and arttauts. Twist championed a distinct
hand-drawn style that required much skill to praglwudth spray-paint. In his characters,
one can see the writer’s ability to create a ciumgdr mark with a medium that is difficult
to control. He is also able to provide a sense @deting to his figures by decreasing the
pressure of the spray; this creates a contrasteetwght and dark, which only adds to
the hand-drawn quality of his images. His intentdcreating pieces of handmade
guality and personal relevance was due to botinlidvement in writer crews, and his
formal education at the San Francisco Art Institute

Twist was a member of the TMF crew (“The Most Falogl’ or “The Mellow
Fellows”), one of the major crews in San Francidaong the 1980s. His involvement
with TMF allowed him to be in an environment whaeelearned to tag graffiti from
more experienced writers and be among likeminddividuals. Having chosen his tag
from a scooter fanzine, Twist began his graffitiema by mastering the letters of his own

tag®® The tag offered him a chance to practice perfgdiis letters using spray-paint and

program was reduced to only one outreach van withnwfficer or nurse on board. For more on the
subject, see John M. Quigley, Steven Raphael, aiggrte Smolenskydomelessness in Californ{&an
Francisco: Public Policy Institute of CaliforniaQ®L), and Sean Michael Parsons, “An Ungovernable
Force? Food Not Bombs, Homeless Activism and Rsliti San Francisco” (PhD diss., University of
Oregon, 2010).

% Sean Michael Parsons, “An Ungovernable Force? RamidBombs, Homeless Activism and Politics in
San Francisco” (PhD diss., University of Oregoril @0
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produce his own distinct style. Twist was knowrcteate multiple variations of his tags,
which allowed him to tag a variety of letter styls evade police officers.

In a sequence of film stills by Thomas Campbelljskws shown tagging a
variation of his tag “Twister” step-by-step (Figu8¥ His control of the spray-can is
steady and deliberate as he writes his name imacaligraphic form with minimal
amount of paint dripping from the letters. He fires the tag with a rounded line that
circles his name; the tag’s form almost resemblespgright symbol. The execution of
this tag shows not only the artist’'s eagernes®tdig name up, but it also demonstrates
his artistic ability to create a curvilinear marikmthe spray-can medium. This delineated
form becomes the foundation for his later graffigces; just as the line is the foundation
for all art, the letter is the basis of all graffiteces. By perfecting the various strokes and
lines with the spray paint, Twist accumulates arepre of forms and techniques, with
which he can create more complex forms.

Twist uses similar techniques and form in his thups; which are larger
variations of the tag and is generally formed witiite bubble letters overlaid with a
black outline. In these forms, one can see theamnite of other writers in his works.
Particularly, Twist’s throwups were very similarttiose of a New York writer, KR
(Craig Costello). KR was known for creating hisotvups with silvery ink he invented
and called “Krink.®? The use of Krink allowed for his throwups to bermuisible than

others that only use black and white ink. In thedyeB990s, KR moved to San Francisco

30 Alex Baker, “Chaos and Control”, 91.

31 Twist had several tags that he used during thie.tSome of these are “Twisto,” “Twister,” “Ray Eph
“Lydia Fong,” “Bernon Vernon,” and “Fonger.”

%2 The name “Krink” came from a combination of Colstsltag “KR” and the word “ink”. Krink is now an
art supply brand, specializing in spray paints anadkers. For more information, see “Krink: Histdry,
Krink, accessed June 28, 20b4tp://shop.krink.com/
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from New York and befriended Twist and membershef TMF crew. KR introduced
Twist to Krink, which Twist began to use for his m#hrowups.

When viewing Twist's throwup with KR’s, one can g&e influence they have on
each other (Figure 4). However, the typographim®of their respective letters are
unique to each individual artist. KR uses the feanibar or funk letters of the New York
style for his throwup, while Twist’s letters haveetsame organic delineation seen in his
previous tags. Arguably, Twist’s letters, when veelnext to KR’s, are stylistically
similar to the New Wave letters of TWS (“TogetheitMStyle”), another major crew in
San Francisco and the former rival of TMF. TWS Wwaswn for championing the New
Wave style, which uses chunky, volumetric lettegsally filled in with colors
reminiscent of the Mexican heritage murals seeoutiinout San Francisco (Figure).
Here, Twist seems to be choosing the distinctlyn“Beancisco style” to form his
throwup. When viewed next to KR’s throwup, the eraid able to see that the artist is
simultaneously representing himself as an individia as a part of the larger graffiti
community in San Francisco. Already, he employsraubaneous subjective and
objective approach to painting graffiti within thentext of lettering styles. He makes his
own tag stand out next to KR’s through the usénefNew Wave typeface while
complementing it at the same time by the use aflKrmwist’'s throwup becomes a sign
that tries to reconcile the representations of blfress a writer and of the writers who
influenced his style. McGee continues to resolve plolarity of representing his artistic

identities as being personal and communal in &3 allery installations.

¥ Rigel Juratovac (“Crayone”), email interview byr&aHwang, May 5, 2013.
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Between Outdoor and Indoor: CAMP Mural, 1995

Twist's representations of the city from his poaftview remain a central part of
his artistic works as he moved toward producingordvorks. As he transitioned from
producing illegal graffiti to sanctioned art, Twssartistic practice gradually hybridized
graffiti technique with fine art conventions. BaivicGee’s (Twist) CAMP mural is an
example of a work made during this “transitiona#tipd >* Created in 1995 for the
Clarion Alley Mural Project (CAMP), CAMP is a grassts mural project founded by
Aaron Noble and other San Francisco street aitist991, whose mission is to create a
neighborhood mural program similar to the Balmyef&lmurals. Located several blocks
south of Clarion Alley in the Mission, Balmy Allgtso contained a mural program
produced and organized by community artists arglaganizations, such as Precita
Eyes. Both neighborhood projects contain muralsfdifferent artists varying in subject
and styles, which decorate the walls of the all&y® key difference between Balmy
Alley and CAMP is that the former focuses on bdgung and preserving the
neighborhood with the display of murals, while thger acts more as a gallery to display
murals and artwork; this means that the muralslani@h Alley are periodically removed

and replaced with new murafs.

34 Even though McGee’s CAMP mural was produced dfieexhibition at the Yerba Buena Center for the
Arts in 1994 (which | discuss in the succeedingotég, | consider it as a transition piece betweisn
outdoor and indoor periods. By general definitithe mural is a permissioned form of street art, intak

a type of transitional form between graffiti andlggy art. Chronologically, the CAMP mural fits &s part

of the transitional period since he was produciathtexhibition and public art synchronously in daly
1990s after he graduated from the San Francisctn8iitute.

% Susan Cervantes, phone interview by Sarah HwaagghVB, 2014.
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McGee painted his mural on the roll-up metal ddo€ommunity Thrift, a
partner of CAMP and site of several CAMP muralg(ié 6)°° His mural consisted of
his signature monochromatic objects and figuresdbald be seen on the streets of San
Francisco. In fact, much of the iconography wasoslinidentical to those he painted
illegally, but this time, they were painted in tt@ntext of a community mural. The artist
arranged the figures within the mural as an arfagnages positioned throughout the
field of the garage door in a seemingly random woritethe center is a flaccid needle and
around it are images of other familiar objects hsas the caricatured head of a
policeman, hardware screw, bumblebee, and theattéesso of the everyman. Each
image consists of the same careful design as t®sags on the street—the use of black
and white to mimic line drawing and modeling toateevolume and contrast. Though
much of the iconography and the outdoor viewin$lof>ee’s mural contain overlaps
with those of his graffiti pieces, he pays attemtio the formal aspects of the mural that
he does not necessarily consider when tagging.wassperhaps the first time that the
artist painted a concentrated amount of objectsfigndes on a single site. The format of
the mural forces the artist to adjust his paintprictice. For example, the artist chose to
partially crop the tip of the bumblebee’s left wiagthe top left and the duck-headed
figure at the bottom right, making the frame amadited field of the door apparent.

The placement of the mural along Clarion Alleylsoasignificant to consider in
observing the formal differences between McGeéegdl and permissioned works.
Initially, McGee’s mural was placed next to anotherral by a member of the CAMP

collective, Sebastiana Pastor, which no longernexfsccording to the founder of Precita

% Megan Wilson, email interview by Sarah Hwang, feeloy 20, 2014.
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Eyes, Susan Cervantes, Pastor's mural depictethiaiféd message about women’s
struggles in society. Next to this politically charged wall painting, K8ee’s painting of
everyday objects seems whimsical and ideologigalytral in tone. As one spends more
time viewing McGee’s mural, the viewer begins talize that each object is a symbolic
reference to the everyday experience of livinghmurban environment. The needle
becomes a metaphor for the mental and physicakatiisrof the homeless, the
policeman’s head represents the ostensibly prompresence of law enforcement in
San Francisco, and the everyman reflects the maig#a groups of society. While
McGee depicts images of social relevance, his msinrabt necessarily political in its
message. Rather, he is articulating an ethnograpteiqretation of the environment
around him, of which each portrayed object becoae®tnote based on his own
personal immersion in said environment.

He even includes whimsical and personal symbolsréfar to his identity as a
writer. The limp screw and bumblebee are commonmacters that the artist often tagged,
so much so that they became known signifiers ofiST\aamong writers. In an intimate
video interview with Renny Pritikin for McGee’s mahreer retrospective, he explains
that his father and brother both ran an auto bbdy $n San Francisco and grew up
around mechanical devices and hardwai#hile the screw may have personal relevance
to Twist, the bumblebee may not and could simply lebaracter that he enjoyed
creating, which is not uncommon in graffiti praeti¢-or example, many graffiti writers

reproduce images from popular culture, such asackens in comic books or lettering

37 Susan Cervantes, interview.

3 «Barry McGee and Renny Pritikin”, Vimeo video, 8;osted by Kadist San Francisco, November 6,
2012, http://vimeo.com/54001730
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from street signs and music records. Even McGaak figure reminds viewers of
graffiti's tendency to be self-referential, suchLa® Quifiones’ famous Howard the Duck
mural painted at his high school in the Bronx (fFegd). Twist is essentially portraying
the state of mind possessed by the graffiti writer.

His CAMP mural is one of the first instances in &istic career when both
graffiti and fine art intersect (he graduated frarhschool in 1991). He takes the same
imagery of his graffiti and reworks them in the @uo create a product that represents
both the artist and the neighborhood. Twist’s idgr@nd environment are intricately
connected (just as any other writer), evidencetibyamiliarity with the city and his
style. The CAMP mural exhibits this complex relasbip—the combined use of graffiti
and fine art conventions, the incorporation of paed characters with more widely
understood images, and the mural’s purpose assbi@ét art and sanctioned work. It
develops into a meta-commentary on his own grdifi@j an ethnography of his own
practice. The mural becomes a work that is neitiswor nor outdoor, but somewhere in-

between the two.

McGee continued to grapple with his ethnographpcasentation of graffiti in his
installations. Similar to his CAMP mural, he useaffiti technique and images in his
gallery art to represent the subculture from thatpof-view of the writer (i.e. McGee
himself). However, unlike his mural, his instaltats are not “in-between” works; they
are clearly “indoor” works. The sculptural charaistic of the installation provides a
theatrical representation of this ethnography tloatvinces viewers as being authentic

graffiti, but also asserts that these are notHilseoutdoor works. McGee is reminding us
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that the indoor works “require peculiar attentia@lfferent from his outdoor works, that
is, the indoor works aneotto be viewed as authentic graffiti, but ratherpdisit they
are—fabrications. Another significant element af thdoor-outdoor distinction is the
illegality issue surrounding his outdoor works. fMeGee (and many other writers),
graffiti “operates outside the system...It's not ae&n by panels or committees that have
the power to reject or censor £’He views graffiti as a political act in the setisat it
provides an avenue for youths to voice themselvessociety that will not listen to
them. While his indoor installations include graffags and imagery, they are still
created under the auspices of the art institutiwnms, his representation of graffiti is more
pronounced in his installations due to his newtpmsias a gallery artist rather than a
graffiti writer. In order to understand this distiion between his indoor and outdoor
works, the following chapter lays out McGee’s indperiod and provides a new way of

reading his installations that complies with this#is vision.

3% Raphaela Platow, edBarry McGee (Waltham: Rose Art Museum, 2004), np.
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CHAPTER I
THE INDOOR PERIOD: THE INSTALLATIONS OF BARRY MCGEEL990-2000

Twist’s ability to create pieces of handmade gyalitd personal relevance was
developed through his involvement in San Francsgaoaffiti crew culture as well as his
fine art education from the San Francisco Art tnsti (SFAI). Because of this, Twist’s
style was very innovative in the graffiti spherets time, which was based on the New
York tradition of lettering’® He was able to use traditional graffiti convensida produce
image-based graffiti of a certain sentiment; iradistic tradition that focuses on the
formation of letters, Twist’s ability to create figes and objects using fine art techniques,
such as chiaroscuro, is impressive. His style esipbd the importance of the individual
writer in a time when writing with a crew was thestom, and marked the rise of image-
based street art.

After graduating from the SFAI in 1991, Barry McG@devist) began to shift his
attention toward creating indoor exhibitions rattiemn outdoor graffiti. McGee
incorporated the language of graffiti in his gaflarstallations, which blurred the
boundary between graffiti and art. Many critics acetiolars made the comparison of the
artist's installations, as well as graffiti in geale with multiple modes of the Z@entury

avant-garde, including Marcel Duchamp’s readyméd@&ne of these advocates is the

0 Graffiti in the ‘80s was based on the New Yorldttan that originated from the burgeoning hip-hop
culture from the South Bronx. Lettering was highlued among writers because it signified the wite
crew’s style and it was the foundation for creattgporate pieces and images.

*LIn his essay “The Painters of Contemporary Lifétiom Collins takes on a similar lens as Charles
Baudelaire’s writings about the French watercotdBisnstantin Guys and relates the youth cultures of
skateboarding and graffiti, specifically the MigsiBchool artists, as a new mode of representing the
vernacular in the postmodern era. Another connectiade with graffiti is with the phenomenon of Pop
Art in the 1950s and 1960s. Jean Baudrillard wiiteSymbolic Exchange and Deathout graffiti’s birth
from the protest movements of the late 1960s af@4.8nd its inherent ability to disrupt the “ghittr
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curator ofBarry McGee(2004) at Brandeis University’s Rose Art MuseumpRaela
Platow, who interviewed Barry McGee about his ad practice; she points out this
comparison in their interview:

RP: As Marcel Duchamp observed, as soon as yolbiedmything within

the museum walls it's considered art, just becaluses the ascribed

function of the place.

BM: This is true to some degree. At The Rose, theeall these things

that | can’t control...a truck driver and a dumpsté¥e. have to work

together for it to function. And then it’s just tieefor people to deal with.

It's similar to graffiti that way: Graffiti just $ there until someone

decides they don't like it anymore, paints ovéfit.
McGee understands the significance of contexttte seception and is extremely wary
of the context in which he is presenting his ownmkgoHowever, Duchamp was making
a statement about the readymade’s status as ahjact that primarily exhibits a surface
value (its aesthetic form), while McGee is pregantiis installations as an ethnographic
art object that emphasizes the human element &ftgfa..a truck driver and a

dumpster...We have to work together for it to funieti Just as his illicit graffiti pieces

represent his unique perspective, McGee’s instailatrepresent the subculture of

the homogenized and repressive environment ofitheEven the public opinion of graffiti indicataslink
with art. In one letter to the editor in thew York Timefom 1973, a reader describes the New York
subway art from the period as “primitive pop arttba part of inarticulate people looking for somaywto

say ‘I'm alive.” The writer, Norman Mailer, wrotkis seminal essay on graffiti “The Faith of Graffilso
linking subway graffiti with Robert Rauschenbergisd Willem de Kooning’s art. McGee’s own works has
been linked to Jackson Pollock’s action paintingshe famous and controversial figure, Jeffrey Breit
Deitch described McGee’s 2010 mural on the famedhdéan location on Houston and Bowery streets as
“an allover composition that compounds graffitigagto a street art dialogue with Jackson Pollo&lf a

full description of these claims, see Thom Collifiie Painters of Contemporary Life” Beautiful
Losers,ed. Aaron Rose and Christian Strike (New York: lmdast Productions, 2004); Jean Baudrillard,
“Kool Killer, or the Insurrection of Signs,” iBymbolic Exchange and Degffhousand Oaks, CA: Sage
Publications, 1993); Margaret F. Donaldson, lettethe editor (“Underground ConfusionNiew York

Times October 11, 1973, 90; Jeffrey Deiteh,al, ed.,Art in the StreetéNew York: Skira Rizzoli, 2011);
and Norman Mailer, “The Faith of Graffiti” ilthe Faith of Graffitied. Mervyn Kurlansky (New York:
Praeger, 1974).

2 Raphaela Platow, eBarry McGeg(Waltham: Rose Art Museum, 2004), np.
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graffiti as a complete sensory experience, fortivegviewer to engage with the work at
hand, and make a statement about graffiti as @tiagpractice.

In order to demonstrate this distinction in McGe@'stallations, | introduce an
alternative comparison in this chapter that inctudealiscussion of Edward Kienholz’
tableaus. Kienholz was a member of a talented génarof artists (Donald Judd, Dan
Flavin, Claes Oldenburg are some of his contempsathat emerged in the 1950s in the
wake of Abstract Expressionism, eventually forsgkpainting for three-dimensional art.
He used the installation to represent his livedlav@ableau3, which slowly unraveled a
larger narrative about a common experience. Healdounded the famous Ferus
Gallery in Los Angeles, and his serieGafncept Tableaysvhich consisted of
preliminary drawings and written descriptions ofepdial tableaus, were one of the
earliest works of conceptual art. He is often avekled in the history of American art
despite the important role he played to transfoomt@mporary art practice and bring the
art world’s attention to Los Angeles during the they of Greenberg’s modernism. By
comparing his tableaus with McGee'’s installatidrezgue that McGee used the
installation format in a similar manner as Kienhimlorder to narrate a history of graffiti
that could be understood by his audience.

In this chapter, | closely examine three of hisibitions between 1990-2000,
which included many of the familiar works that done to be seen in subsequent
exhibits and evolved to manifest his ethnographéerte. | use many of the same types of
sources as the previous chapter to support my aguatong with sociological and art
historical texts on graffiti, documentary films,dagraffiti websites, such as “Art Crimes”

(www.qgraffiti.orqg).
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Moving Indoors: Yerba Buena Center for the Artsd4PReqgards, Barry McGef 998),

andIndelible Market(2000)

As McGee continued to utilize the same techniquelsfarms of graffiti in his
indoor works, he expanded his street art exhilstioyn permeating the interior and
exterior spaces; he created billboards, taggethttaale of host institutions, and brought
overturned cars indoof3.The curator ofndelible Market Alex Baker, describes this
expansion as arexplorationof graffiti rather than the thing itself** Unlike his outdoor
works, which are made spontaneously, McGee comgtatsed and reworked his indoor
works in order to perfect his representation offgras an artistic practice and dialogue.

One of Barry McGee’s first institutional exhibitisnmvas in 1994 at the Yerba
Buena Center for the Arts (YBCA) in San Francigooganized by then chief curator
Renny Pritikin, the exhibition was conceptualizedagoart of an initial series of
exhibitions linked with the grand opening of thetitution. Prior to its opening in 1993,
the YBCA also commissioned a series of murals prediby McGee and two other Bay
Area artists, Brett Cook and Eduardo Pineda, whichld be displayed along the walls
of the construction site (Figure 8). Cook’s muraswa series of impressionistic portraits
of everyday people with quotes of inspiration, etaaton, and fear written next to their
pictures (Figure 9). Pineda’s consisted of imag#sgurecognizable motifs to connect art
with society; one particular portion of his murahsisted of a white worker in overalls
and an African-American white collar figure weariaguit, stretching their arms toward

each other in a gesture similar to that used irhglengelo’Creation of AdanfFigure

3 Many of these works and features are a part ofyBdcGee’s later exhibitions post-2000.

“ Alex Baker, “Chaos and Control,” Barry McGeegd. Lawrence Rinder (New York: Distributed Art
Publishers, Inc., 2012), 95-96.
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10). McGee’s mural was very similar to his CAMP @auconsisting of the same
monochrome figures, but this time, the figures weaeed on a bright red ground (Figure
11). The artist himself commented on his use ofazd reference to the red doors he
would tag in Chinatowf> From a formal perspective, the use of the red mpiaiso

made his figures seem more prominent and sculptemgbhasizing the grisaille effect he
was able to achieve with the spray can.

Thematically, McGee’s mural fit in fairly well witthe social messages conveyed
in Cook’s and Pineda’s murals. Cook portrayed tiieimost thoughts and emotions of
contemporary society through his portraits of redlviduals. Pineda’s followed the
tradition of the Mexican Muralists, representingogialist utopia where members of
different ethnicities and classes coincided togeth@armony. Similar to his mural for
CAMP, McGee’s mural depicted the mindset of a giaffriter; though his mural was
not political, per say, it did reveal his sympaiheissessment of graffiti. While the
murals were as diverse in style and subject aartigts who created them, they also
complemented each other in a way that correspowitedhe YBCA’s own mission
statement to promote the arts in the Bay Area.

McGee's gallery exhibition at the YBCA was one o first iterations of his
signature wall paintings and framed objects. Acocwydo Renny Pritikin, the curator had
very limited involvement with the actual curatiohtlee exhibition, and in fact, it was
Barry McGee who conceptualized and installed itsrentirety. He stated that McGee

and his affiliates would lock themselves in the gngallery for 24 consecutive hours

4> Germano Celant, interview with Barry McGeeBarry McGee ed. Lawrence Rinder (New York:
Distributed Art Publishers, Inc., 2012), 144.
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and completed a full-scale exhibition the next #aylcGee lined the gallery walls with
butcher paper on which he spray-painted his iconages of objects, similar to those
from his CAMP and YBCA murals. This time, howewre objects covered the entire
length and area of the walls with a single everyiingure standing before them. There
was also a single-standing wall in the center efgallery covered with letterpress plates
and clustered frames that extended to the surragrittior (Figure 12). On another wall,
a Buddha figure sits in a lotus position with hyg® closed and shelves of spray cans
flanking either side of him (Figure 13). The usdhw sepia-colored butcher paper as his
surface produces an appearance of wear and tirhaltitacontributed to the wistful
appearance of his objeétsln the side gallery that faces the open streetattist placed
another letterpress plate mural with a birds-egswof his everyman figure walking or
running (Figure 14). From the street, passers-ayqa the role of voyeurs looking down
onto the figure.

The overwhelming effect of images throughout thielleition space forces the
viewer to investigate the room to observe everyriggside, and corner. There is a feeling
of being physically enclosed in McGee’s personainoees of living in the city. The
overt baroque quality of the YBCA exhibition maywkeeen influenced by the artist’s

time spent in Brazif® In an interview, McGee recalled his time in Sas®rao, located

“® Renny Pritikin, interview by Sarah Hwang, March 2814.

*" The sepia tone quality is utilized again in hikiekion at the Prada Fondazione calRarry McGee
(2002).

“8 The Wallace Alexander Gerbode Foundation provigtasts and funding for special projects conducted
in the Bay Area and Hawaii, including those in #ints. The Foundation was established in 1961 by the
family who founded the Hawaiian sugar company, Aleder & Baldwin. The Foundation’s mission is to
support work that is committed to creating new glead sometimes “unpopular causes.” In 1992, Rritik
helped McGee complete the grant application foMtadlace Alexander Gerbode grant in exchange fer th
artist’s first exhibition to be shown at the Centipon its opening. In 1993, McGee received th@vedhip
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along the eastern coast, where he was taken alyable Imumber of offerings given by
the townspeople in a local church:

The strongest emotion I've felt was the small tafi$&0 Cristovao, in

Brazil, where | saw thousands of ex-votos in a chulegs, silver heatrts,

wooden inscriptions, paintings, photographs, aherothings. This

directly influenced my way of displaying objecti&el empty liquor bottles

and drawing$?

McGee’s notation of the wide array of offeringgtas chapel is the exact sensation of
horror vacuithat he was trying to achieve in his own exhilntidust as the ex-votos
represent the immense love and faith the people favtheir God and patron saint,
McGee filled every nook and cranny of the galleithvhis typographic forms and
images in order to convey the sense of a livelyroamty within the graffiti world he
was once a part of as Twist. The fact that he @wated his fellow writer peers to help
him design the exhibition also contributes to leian of re-creating this sense of
community. McGee attempts to de-mystify the mispptions of the youth culture as
rebellious against society and rebuild its repatais a close-knit community.

The key distinction between the wall paintings &artdCAMP mural, or any of his
outdoor works, is the portrayal of the figures. 3&&ere not the usual caricatures and
cartoon-like images he tagged on the streets abher, they were heroicized versions of
their predecessors. One of his male figures steodpletely naked before the array of
monochrome objects. His body is truly grotesque-hdm®a giant torso, skinny arms and

legs, a large belly, and four toes on each foat [@gure 12). Despite its grotesque

nature, the monumental figure maintains a certaioumt of dignity and shamelessness

grant after having graduated from the San Frandigténstitute and traveled to Brazil. For more
information on the grant, see “The Wallace Alexar@erbode Foundation,” The Wallace Alexander
Gerbode Foundation, accessed July 16, 20ttd://foundationcenter.org/grantmaker/gerbodefiiaten|.

9 Germano Celant, e@arry McGegMilan: Prada Fondazione, 2002), 141.
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in presenting his exposed body to the viewer halwhile keeping a smile on his face.
The other difference is the expanse in which thetpas covered. The CAMP mural
forced McGee to paint a limited amount of spacegside other murals. The YBCA
exhibition allowed McGee to do practically as hegsled with the space. His paintings
took over the entire gallery space, engulfing hidiance into a representation of his
graffiti world.

Another exhibition in which the artist attempted¢create an all-encompassing
experience of graffiti culture is tHeegards, Barry McGeghow (1998) at the Walker Art
Center in Minneapolis. This particular exhibit atsmtained many works similar to those
from the YBCA exhibit, but in a more mature formshed mural moved indoors and
contained more than just his figures. There wese tlgs, paint drippings, and stylized
fields of white that resemble the buff markingddeér from the chemical removal of
graffiti (Figure 15). These elements juxtapose eztbler to symbolically represent the
visual battle between writers and society overcihgs surfaces. His clustered masses of
frames increased in number and expanded in sikeeasroached the adjacent wall
(Figure 16). In the adjacent gallery, there weresd shelves of empty spray-cans,
framed prints of the hangdog everyman, tools acoled with spray-cans and markers
stuffed in the inner pockets hanging from the Wigure 17). These artifacts are
presented as an assortment of archaeological &hthe culture’s rituals, specifically
showing the viewer exactly how graffiti writers aele to transport their materials.
There is even a sign above these objects, pleadthghe graffitists to resist tagging:
“To All Taggers, Please do NOT mark on this truokl@o NOT remove this sign. Thank

you.” The rebellious intention of graffitists isisted into a moment of comedy as
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viewers realize that the sign was most likely stolehe new edits made for the Walker
exhibit also indicates McGee’s interest in commatiigy his own subjectivity about
graffiti culture. Even the title of the show, “Reds, Barry McGee,” implies a certain
amount of nostalgia, which is fused in his workd aresented as a memoir of his graffiti
past.

The accompanying catalog is as much a significsetiufe of the exhibit as the
actual works on display. The catalog is printed fianzine format filled with pictures of
not only the exhibition, but also, other works heg trtist, photographs of Brazil and San
Francisco, homeless people sleeping on open sidlswalff markings on walls, and
other types of street imagery familiar to the &fisgure 18). This format is reminiscent
of graffiti fanzines, which were circulated amongters as a way of communicating
news and pictures of new pieces that were visibleeatime. A grassroots form of
publication, fanzines were a way writers would ti@imed about the new happenings of
the graffiti world. Many graffiti fanzines were spie paper booklets with Xeroxed
images of pieces and text detailing current news.

The catalog’s format also refers to another pathefculture in which writers
would exchange sketches from their blackbooks dadqgraphs of pieces by their
heroes, friends, or even rare works that no loegested, similar to the exchange of
baseball cards. Blackbooks, or piece books, aetdketchbooks or autograph books for
writers (Figure 19). Writers illustrate pieces d@htbwups in their blackbooks as detailed
and vibrant blueprints for the eventual wall vensioln his study of New York graffiti

culture, Greg Snyder described the sketches ibldekbook of New York writer “Clif”
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as having “so much energy on those pageslot only do these blackbooks and
photographs record graffiti pieces and their cotioapbut they also consecrate graffiti
as an artistic institution. Similarly, McGee is sewgrating his personal memories of his
graffiti life in the zine format of the catalog &m intimate manner. The catalog represents
the extent to which the artist would create and wreatze graffiti as an inspirational
experience to his audience. The artist describgdljective best in his interview with
then Walker Curatorial Assistant, Eungie Joo:

EJ: Finally, describe the body of work you are trggfor the exhibition

at the Walker Art Center.

BM: Large wall drawings. Bottles. Framed sketched drawings. Metal

wall. Things that float in and out of the urban dget: A man passed out

in the middle of the street. A graffitied truck. ATM machine. An Apple

Computer “Think Differently” billboard. An old-tinre’ bar. A guy

walking down Market Street in just a hospital goBarger King. A

Budweiser ad. Graffitied MUNI buses. A pitbull ortlaain leash. Squatter

kids. A nice tag on a roll-down gate. A guy blinginncontrollably. A 75-

year-old man on a five-year-old’s bike. A womanhwtelts all over her

body, in a fluorescent green mini skirt and higkleeA car on fire. A 13-

foot-tall scribe on Nordstrom’s glass.
While McGee was interested in creating an overgleeience of the urban environment,
the format of his works were still, for the mosttpawo-dimensional; many of his works
were in the form of paintings and prints. Thesedlafaces present his memories of
tagging graffiti as a journal or novel that thewes reads and internally synthesizes,
rather than fully engages. The viewer’'s own expegewith McGee’s works is only

ascertained by what is portrayed on the surfacd;lévis was another reason why

McGee moves toward installation pieces as theyroohthe viewer directly about the

*0 Gregory J. SnydeGraffiti Lives: Beyond the Tag in New York’s Urbanderground(New York: New
York University Press, 200988.

*1 Eungie Joo, interview with Barry McGee,Regards, Barry McGeed. Eungie Joo (Minneapolis:
Walker Art Center, 1998), np.

35



artist's message. With the installation, the arisible to represent the world of graffiti
that gives his audience the context in which hiske#@an be understood. McGee realized
the limitations of painting while partaking indelible Marketwith two other street

artists, Stephen Powers and Todd James, who imakehis decision to produce
installations.

Indelible Market(May-July 2000) was a joint exhibition at the Ihste of
Contemporary Art at the University of Pennsylvaoédween three street artists: Barry
McGee, Stephen Powers (“Espo”), and Todd Jamesa&ReThe exhibition was one
component of several different shows with the ©ity?hiladelphia Mural Arts Program
and the University of Pennsylvania, celebratingdelalphia’s colorful history of public
art. The curator for this exhibition, Alex BakeretrStephen Powers, who proposed to
put on a street art exhibition at the InstitutiBowers asked McGee and James, both of
whom he knew from tagging in New York, to be invadvin the show. Powers and James
conjured the idea of producing and displaying daarcorner store in the exhibition.
They wanted to create a store in which the sigrejyxt labels, and commercial
packaging for goods would be designed to theingkiEventually, the two artists sourced
a real bodega from New York’s Little Italy neighbood and completely re-designed all
of the signs and products that featured their aler styles (Figure 20). Billboards with
advertisements parodying the capitalist naturesaf bbillboard advertisements (“Check
Writer/STAY PAID”), or even those with just the igtt tags and stacked one above the
other to intrude into the viewer’s visual spacey(ffe 21). Inside, the store is filled with
typical products bearing carefully designed labedsda bottles labeled with abstract

coloration and shapes, cans with colorful bullssegmed stripes, and even packaged
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products of “STREET CRED” and “SHIT"—and more sigmarning customers of the
consequences of shoplifting (Figure 22)Vall tags and chemical buffs were also added
on the exterior of the bodega to recreate the udoaironment from which the bodega
originated.

Compared to the collaborative effort of Powers dawhes, McGee’s contribution
was virtually separate from the market installatidot only was it in a different gallery
than the bodega, but it was also much differefivim. Many of his works were in fact
reiterations of previous works he created for pasibitions. His famous red mural with
monochromatic faces, tags, and stylized “buffspaiint was displayed on one wall of the
room (Figure 23¥2 Other recognizable pieces, such as the letterptass mural, bottle
installation, and clustered display of frames ooedphe rest of the space; the majority of
McGee’s works were still two-dimensional in formd#re 24). Overallindelible Market
may have appeared to be comprised of two separhikitons rather than a cohesive
single show. However, McGee’s contribution may hange in common with Power’s
and James’ than meets the eye. What appears todreaechical slap-in-the-face of
visual imagery can be understood as the exploratigmaffiti, or the recognition of
graffiti as an artistic practice and experient@hile Powers and James exploit the
similarities between graffiti and advertisementhair installation, McGee’s wall murals
and clusters exemplify graffiti's overlap with staghainting—the relationship between

medium (spray paint) and surface (wall).

2 The mise-en-scéne of the market’s interior co@dlpossible reference to Apu Nahasapeemapetilon’s
Kwik-E-Mart in the animated sitcoffihe Simpsons.

%3 Buffs are the markings leftover from the chemieathoval of graffiti.

54 Alex Baker, “Chaos and Control,” 83.
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The placement of McGee’s pieces before the maskaso important to consider
in the artist’s exploration of graffiti. By placirtge two-dimensional pieces of McGee’s
before the three-dimensional installation of threedt market, the viewer must engage
with the exhibition’s chronology. Viewing McGee’'sepes first, the audience is
observing the formal qualities that are producedhieyspray-paint medium, i.e. graffiti as
a form of its underground roots. Once the audiencees to the next gallery, they can
see the form becoming the foundation for graffiicculturation. Powers and James both
use the language of advertisements and corporatidhe urban market in order to
transform it into the graffiti writer’s utopia.

All together, the exhibition presented a discowfgraffiti on the level of what
Benjamin Buchloh calls the aesthetic “instituticAJust like the Conceptual artists of the
post-war period about whom Buchloh writes, McGemy&'s, and James present graffiti
as having already inscribed within its languageét-reflexivity as a medium and form.
The graffiti tradition is presented, here, as atgpinstitution. Writers learn how to build
technique and form through other experienced va;jteruch like a studio artist will learn
his craft from taking studio classes or studyingeman experienced artist. And through
repetition, writers perfect their craft and devetbgeir own style, which is to be produced
all throughout the city (“getting up”). Hopefullthese new accomplished writers will
pass down the tradition to the new generation deve by teaching (“schooling”) them.
McGee shows the language of graffiti as very muphiaterly form and a product of
these cultural traditions. Powers and James préisembstitution of graffiti as a physical

structure, from which writers can acquire “STREERED.”

%> Benjamin Buchloh, “Conceptual Art 1962-1969: Frira Aesthetic of Administration to the Critique of
Institutions,”October55(1990): 136.
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After Indelible Marketwas exhibited in 2000, McGee began to embrace the
installation format in his own work and exhibitior&hortly afteindelible Marketwas
exhibited at the ICA, it traveled to Deitch Progaot New York, where McGee included
overturned vans and trucks covered in graffiti t&fgs also brought along his assistant,
Josh Lazcano (“Amaze”), another fellow graffitistrh San Francisco. Along with
Lazcano, McGee contributed billboard signs and petsifor the bodegas as well as his
usual clustered frames and bottles. Rena8teekt Marketthe Deitch Projects show was
much more cohesive and expansive compared to tipaarlCA exhibition with
additions of several bodegas and billboards.

His switch to installation from painting can bedited to his collaboration with
Powers and James, who are known to create workedyinty the graffiti writer persona.
As “Espo,” Powers was known for tagging his nama large, block-like typeface on the
streets that are similar in form to old factoryr&gainted on the side of buildings (Figure
25)>° Espo is known in his pieces to exploit the visoain of the logo, the ultimate form
of corporate culture, in order to present himsslhs own corporatior. In fact, he
transformed his own tag, which was originally a urthe first letters of his first and last
name, into a corporatized acronym, standing foohgsnization, “Exterior Surface
Painting Outreach.” As Powers illegally paintedlfldwn metal doors of New York

markets, he would present himself as a membereoE®PO corporation in order to

* The recent documenta8ign Painterg2014) interviews many current and retired sigmfsis about the
profession and its history. Stephen Powers wasifedtas an interviewee. In the film, he considérssklf
a sign painter and states that he paints fromgtiet of view of the sign painter.” His conceptaplproach
to graffiti production shows the similarities irsuial advertisements and graffiti both in form aodtent.
SeeSign Paintersdirected by Faythe Levine and Sam Macon (2014eBbagen, Denmark, 2014),
iTunes/DVD.

*" Tristan MancoStreet LogogNew York: Thames & Hudson, 20048.
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evade police arrest. He even created a websithédicompany” with the fictional Chief
Financial Officer, Mark Surface, making a statemadydut the company’s philosophy:

The Exterior Surface Painting Outreach is a notpi@ps volunteer

organization dedicated to making the world a défémplace. We

accomplish sweated-status by stepping up and gespace wholesale,

and selling it back to the public at retail. Affgxying pound royalties to

Revs, and reinvesting in Home Depot Futures, theiseure profit. We

tax toys, stay tax-exempt, and hold slackers irtezopt. Currently we

have over 28 sites on visual lockdown in the 5 bghs of New York. In

order to demonstrate the effectiveness of the comerate keepers are

dispatched at all hours, and have a get-over f836.6%. That's over

62% more dope than the leading brand. The bottoenfor ESPO is oil-

based Gloss Black, and the future holds nothingAbwiinum for the

stockholders of this fine company.” —Mark SurfadeG from the annual

stockholders meeting keynote spe&th.
Surface’s commentary takes the form of a corpapéech, replacing corporate jargon
with graffiti terminology (“not-for-props”, “toys,*get-over”, etc.). The language, here,
is used to parody the complex and confusing natticerporate jargon, which many
people have trouble understanding, while simultasiotargeting a specific audience:
only those who are familiar with graffiti cultureg. graffiti writers) can understand the
satirical language Powers uses here to describ@ams‘corporation.”

The partnership between Powers and James in ggghgrmarket is seemingly
natural as they both exhibit a similar approachmage-making. Todd James also takes
on a satirical approach in his graffiti. Having @roup tagging the New York subways,
many of his signs, drawings, and sculptures refadtis personal life and graffiti
experiences in the city. Many of his works exploietag “Reas” in various media and

formats, such as painting and graphic prints. Ide akes “street” iconography in his

pieces, such as caricatures of young and oftere waanen in pink and white performing

8 “ESPO: Exterior Surface Painting Outreach,” Espd Art Crimes, accessed April 13, 2014,
http://www.artcrimes.com/espo/speech.html
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everyday activities, and sculptures of automatiape®s and brass knuckles (Figure 26).
His contribution tdndelible Marketalso utilized what Rachel Greene calls his “bravur
and a taste for the fucked up” that were incorpmtatto elements of the larger, operatic
scene’ He produced objects, such as cans of “STREET CRED™SHIT” as well as
billboard signs with the letters of REAS formedthg heads of his female figures. Along
with the market, both James and Powers coveredetyewalls around the installation
with more of their familiar and stylistically sinait iconographies, such as prints of
bikini-clad women and a wall painting of a cartdzank robber.

McGee witnessed the efficacy of the market instialteto grab the viewer’s
attention firsthand durintndelible MarketNot only were visitors able to interact with
the art, but it also embodied Powers’ and Jamessage about the underground
institution of graffiti®® It is able to portray the culture of graffiti itsientirety, or as
Eungie Joo describes, “its attitude, process, @stugal elements® This embodiment
of graffiti's culture in their art as well as th@wn personas also confuse whether the
installation is authentic graffiti. The installatis large scale and ability to reproduce the
real world contribute to the viewer’s perceptiorttug subject at hand as real. Scholars
made claims connecting graffiti to readymades duée reappropriation of graffiti into
the art context, and failed to take into accouatrthery different origins. In the
following section, | demonstrate why the claimsmecting Duchamp’s readymades and

McGee's installations fail as a framework for regggraffiti in the institutional context

*¥ Todd JamesTodd JamegHong Kong: Testify Books, 2002), np.

%9 Baker wrote, “The bodega is one of those urbadddk resistant to gentrification and corporatimati-
a fitting metaphor for the graffiti writer. Alex Bar, “Chaos and Contrb) 86.

®1 Eungie Joo, interview, np.
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and then introduce a comparison between Edwardhientableaus and Barry McGee’s

installations as an alternative context for readitafsee’s art.

Barry McGee'sTableausof Graffiti

One of the most influential contributions of'2Gentury art was the readymade
exposed by Marcel Duchamp. In 1913, Duchamp pratlcefirst prototype of the
readymadeBicycle Whee{Roué de bicycletjecomposed of a bicycle wheel mounted
upside-down on top of a wooden stool (Figure 28 aAsculpture already made,”
Duchamp did not manipulate the material8afycle Wheehs a sculptor would
manipulate a slab of marble with a chi¥aHe chose his materials, the bicycle wheel and
the stool, and simply positioned them in a manhat provided a new meaning to the
object. TheBicycle Wheetransformed two mass-produced, utilitarian objetis a
nonfunctional aesthetic form. William Camfield deked the new product: “Though
composed of two distinct parts (the bicycle whewl the stool), it exists as a well-
proportioned whole, human in its scale and uprigbsrand Brancusi-like in the dialogue
between ‘base’ and ‘object,” which share such fest@as light, taut, open constructions
based on circles and spok&3.”

Arguably Duchamp’s most famous readymdé@yntainalso transformed a
utilitarian object, the urinal, into a work of sptuire (Figure 28). Purchased from the

showroom of J.L. Mott Iron Works, the porcelainnaliwas rotated 90 degrees from its

2 william Camfield, “Marcel Duchamp’s Fountain: aestic object, icon, or anti-art?” ifhe Definitively
unfinished Marcel Duchamd. Thierry de Duve (Cambridge, MA: MIT Press91§ 140.

5 bid, 149-152.
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usual position and placed on a pede¥tsigned and dated by Duchamp masquerading as
the mysterious “R. Mutt,Fountaincaused a great scandal when it was submitted to the
1917 New York exhibition of the Society of IndepentArtists. A commentary on the
incident entitled “The Richard Mutt Case” in theijoal The Blind Mardefended
Fountainas a significant work of art:

Whether Mr. Mutt with his own hands made the founta not has no

importance. He CHOSE it. He took an ordinary aetwd life, placed it so

that its useful significance disappeared undenthe title and point of

view—created a new thought for that obj&ct.
The controversy behinBountainwas that it was clearly not a conventional scuktu
one that contained the visible markings of thestisthand on its surface, by the standards
of the Salon. While supporters of the urinal painbeit the aesthetic appeal of its form, it
exposed the significant role the institution playassigning an object’s art value. What
made the urinal into an art object is the artis€kection of it as a worthy submission for
the salon exhibition. By displacing the readymadenfits original context (of the
restroom) and re-placing it into a new art-cont&utchamp transformed the urinal, a
product of industrial design, into art, more speaify modern art.

According to Thierry de Duve, Duchamp’s readymaces & result of a new
“category” of art that was no longer absorbed mttiaditional disciplines, but rather in
the tradition of Clement Greenberg’s modernism,chhis to question the nature of art

through the means of art. He states, “Duchampfsgymade] went straight to the most

primary convention, the most elementary (I donit ‘®ssential’) of allmodernistartistic

54 1bid 137.

% Moure, Gloria, edMarcel Duchamp: Works, Writings and Intervie(@arcelona: Ediciones Poligrafa,
2009), 118.
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practice, namely that works of art are shown ireotd be judged as sucff Though
Fountainwas never shown at the American Society of IndepehArtists, it was
recognized and even defended by some of its memalean aesthetic form. The context
in which the object was presented is also imporitaris reception as art object; simply,
by subjecting it to be judged in the context olaanhexhibition elevated its status to that
of art, and revealed all of the unspoken rulehefibstitution’s own criteria for what
constitutes art. Therefore, the readymade simubtasig criticizes the nature of art as
well as the institution that elevates it to sugdtaus.

McGee understands the significance of context iitlwvhe is presenting his own
works. He himself stated that he keeps his indamkwand outdoor work separate. He,
too, is subjecting his own work in a similar manasDuchamp did with his readymades;
he displaces his graffiti practice from its oridicantext of the street and re-places it in
the gallery context to provide a new meaning tdfgreHowever, the objectives of the
two artists in re-contextualizing their art arefelient. de Duve points out that Duchamp’s
intention for the readymade was to present it slm@ment of itself as art objéétHis
presentation of the urinal &untainin an institutional context hones in on the work’s
ostensive nature. McGee, too, presents his graffictice in the same context, but his
works are shown as a statement of negatidrolintaindeclares “This is art,” then
McGee’s indoor works state “This is not graffitHis purpose is to convey graffiti as a
practice, rather than graffiti as an art objectisT# not to say that McGee does not view

his installations as art. Whereas Duchamp demdasthas art as autonomous objects,

% Thierry de Duve, “Echoes of the Readymade Tire Duchamp Effeced. Martha Buskirk and Mignon
Nixon (Cambridge, MA: MIT Press, 1996), 96.

57 bid, 97.
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McGee presents his art as a result of its socigins—qgraffiti as an artistic forrmnda
culture.

Another key difference between the two is how thstagements are
communicated. The term “readymade” implies thaag already achieved its status as art
in its most reductive state; all aesthetic artifcdenied ifFountain reducing it to solely
an object of institutional critique. In additiolgturinal is gre-made&unctional object
that is reconfigured as art. Meanwhile, McGee’sl waintings and assemblages are
unmistakably objects of artifice. The overt barogess and exuberance of his works
provide clear evidence of his hand in their falifaoa The rich details of his paintings
mimic the spontaneity and chaos of graffiti in Hteeets, described by the artist himself
as “seasoned with layers and years of the contoibsibf various writers, amateur and
experienced®® With these fabricated works, he is presentingssohy of graffiti from the
subjective experience of the writer. For many yegraffiti was a tradition that was
passed down from experienced to amateur writetts @gttain rules and rites—this is the
crux of McGee'’s art. The subject of his art is tiaerative of graffiti, the long history of
the culture told by its participants. His indoorne®become physical manifestations of
this history that inform those who may not know atibthe inner workings of graffiti
culture. Essentially, he is validating graffiti ketques as a method of artistic production.

Because of the emphasis on the narrative of grafigé comparison to
Duchamp’s readymades is unsatisfactory. The readgrabruptly pointed out the
limitations of the institution’s definition of aftom within rather than provide an
alternative history from a new perspective. | idtroe an alternative framework for

reading McGee’s indoor art by comparing it with Edad/ Kienholz’s tableaus. Having no

% Eungie Joo, interview.
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formal degree in fine art, Kienholz brings his uredpackground and memories of living
in rural American towns into his tableaus. Like Mes installations, his tableaus bring
attention to the grim reality of the places andntésdne represents, producing a visceral
reaction from the viewer. With this comparisonppk to bring attention to Kienholz’s
contributions to this history and bridge the gapween graffiti and fine art.

Kienholz was an installation artist and sculptoinowvorked during the post-
World War 1l period. He began his artistic caregiaa assemblage painter, combining
found objects with canvas paintings. He grew ugdarm in Eastern Washington, where
he learned a range of mechanical and physicaksKik ability to perform carpentry,
plumbing, and other kinds of trade became the Basisis unconventional approach to
producing sculpture. His sculptures consist of tbobjects he would find from
junkyards, which would then be juxtaposed in digjed ways and combinations to evoke
the grotesque. The use of found objects is sigmtito Kienholz’ sculptures as the
aesthetic appearance of wear contributes to theieggue nature and personal
histories—each sculpture is presented with a stopersona, giving the figures a lifelike
presence. At the beginning of the 1960s, Kienhelgam to create immense installations
calledtableaus.These tableaus were completely large, enclosezksmantaining an
arrangement of his found sculptures and objectghwieferred to real human situations
and environments. As viewers enter the tableaey, tiove through the space
encountering the sculptures, which provide a stiactor that forces viewers to confront
them and the surrounding environment.

One of the artist’s first tableaus of this scalesWaxys1961-1962)Roxyswas

based on the brothels the artist saw living in &as¥Vashington and Idaho (Figure 29).
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Inside are a series of furnished rooms with manmefigures composed from various
objects, including stools, sack bags, puppet hesadging tables, and bedpans. These
figures are posed in various positions and rolespdaced throughout the enclosed
domestic environment. These prostitutes, who arengnames, like Five Dollar Billy and
Cockeyed Jenny, are presented as fetish dolls teasbrve their customers. There is
even a Madam with the head of an animal’s skuiliditag in the middle of the room,
waiting to greet entering visitors. Viewers areeata walk intoRoxysand explore the
scene around them.

ThoughRoxysrepresents a commonplace setting, Kienholz focosets
grotesque nature. The figures’ bodies are mutilatetideformed, and their placement
throughout the brothel feels more like a houseasfdrs than a place for sex. Each
prostitute with her own given name also brings viagn a backstory that strikes at the
viewer’s pathos. One figure named Miss Cherry Delig represented by a dressing table
with an array of perfume bottles, make-up, andlésdoead suspended over the table’s
surface (Figure 30). In one of the drawers ist@idtom her sister, which was sent to
another address before it was forwarded to theénbloThe letter describes their family
situation back at home to whom Miss Cherry Delggrtds money each month, and
expresses pride and happiness that her sisteirig go well financially®® The spatial
context of this mise-en-scene also grabs the aiteof the viewer. The interior space is
an ordinary domestic setting furnished with soéas] tables, lamps, and pictures hanging
on the wall. Upon entering the unexceptional spteeyiewer’s confrontation of the

figures’ vulgarity becomes even more jarring. As timly source of light in the brothel,

9 Walter Hopps, edKienholz: A Retrospectivélew York: Whitney Museum of American Art, 1996),
90.
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the lamps illuminate certain parts of the room wiuhsting others in shadow. This high
range of light and dark creates a sense of anaistiyuncertainty as one enters the room
and meets the individuals one by one.

A later tableauThe State HospitdlL966), consisted of a similar fragmentary
mode of representation Boxys'® Inspired by the hospital where Kienholz worked th
tableau was constructed as a closed, sterile patem of a psychiatric ward (Figure
31). Inside is a rusty set of bunk beds with twenitical figures lying on each bed and an
empty bedpan on the floor in front of them. Theidies are naked and have a
mummified appearance to them. Their heads are ceeapaf fishbowls with goldfish
swimming inside as if the figures’ mental capasitee reduced to that of a goldfish. The
figure above is encircled in the thought bubbl¢hef figure below, which is made of a
singular florescent tube of bright neon light. Hdteenholz shows the audience a
fragment of the real world—the private hospitalmoof a mental patient—that has been
displaced from its “real” context of the hospiféhere are no attendants or objects, and
the only window in the room is the one that is dron the door. The viewers must piece
the narrative together via their interaction whie enclosed space. The viewer is
presented with what is essentially a large white. Atne door with the barred window
entices the viewer to approach the box and looki@®nce they do look, they see the
lifeless figures of the patients lit by the glowtbé neon tube and the single light bulb on

the ceiling. The viewer's position as the voyewvamkes mixed feelings of compassion

0 State Hospitabegan as a part of another series Kienholz c#fiedconcept tableau”, where the artist
produced a detailed, written description and prielary sketches of a tableau concept that is toolkte a
collector. Kienholz also draws up a legal contfacthe purchaser (“Contract for Purchase of a @phc
Tableau”), transferring the ownership of the condeghe purchaser and negotiating the price of the
concept tableaus for one-third of the estimatedepoi productionState Hospitalvas never sold as a
concept tableau, and in 1966, the artist took eriritiative of actualizing it in physical form.
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and pity for the figures inside. As Marco Livingseowrote about the artist in his essay,
the tableau “confirms the limited lifespace oftaihgs and bring us face-to-face with our
own mortality.”*

Just as Kienholz takes on the role of casting thrdor his tableaus, Barry
McGee presents the viewer with different componenhtss graffiti story throughout the
exhibition space in order for the viewer to gratiuabme to an understanding about the
culture. This tableau-style representation alldwesdrtist to unfold the story in
fragments. In the three-dimensional form of theahation, the tableaus become realized
as tableau vivants, or “living pictures”, which peat the subject at hand as a staged
performance—much like the display of wax sculptunea museum. Looking at
McGee's oeuvre as a whole, he is presenting theerigvith a staged performance of
graffiti. His red mural presents what he himselfezha “history” of graffiti, indicated by
the spontaneous juxtaposition of tags, characeis puffs. His “hyper-salon style”
display of frames, which contain photographs of figares and locations, drawings and
prints, proliferate like graffiti in the urban emenment as writers try to outdo each
other’s pieces, testing the spatial capacity ofettigre wall until it begins to swell
outward. The clustered hanging of empty liquor lesttvith the everyman figures remind
us of the homeless population on the streets amdrttental and health afflictions as well
as of the overflow of offerings given to the beldygatron saints of the people of Brazil,
where the artist lived for a brief interlude. Thewer gathers these bits and pieces of
information as they move through McGee'’s instadiasi in order to reveal an

encompassing representation of graffiti that unsatree secrets of its mysterious rituals.

" Nancy Redding Kienholz and Marco Livingstone, &lenholz: Tableau Drawingd.os Angeles: LA
Louver Publications, 2001), 91.
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McGee’s creation of an ethnography of graffitiealty a reproduction of the
writer's world from his subjectivity, and it is tHact that his indoor works are
reproductions that become the point of divergenaen this outdoor works. What the
artist is presenting in his indoor works is grafiivalue as an artistic practice, which is
different from an art. Graffiti as a practice isma@ppropriate than as an art because it
includes both the form and the act in its defimtigvhile an art is a product of an artistic
practice (and sometimes as the practice itselpyjmarily refers to the physical form or
object. Even though graffiti has a discrete forinis & habit, an inherent need to affirm
oneself, which can be traced back to prehistone gaintings. Graffiti cannot be
autonomous to the same degree as painting or scgjfiitecause it is too closely
intertwined with its maker, history, and culturdnelTact of tagging one’s name is the most
intimate form of self-expression there is.

Through the combination of graffiti techniques, fidwbjects and surfaces,
academic techniques, and configuration of the llagian format, McGee is displaying a
new type of practice in his installations. In henmsnal essay “Sculpture in the Expanded
Field,” Rosalind Krauss redefines the artistic pcacof the postmodern era as being “no
longer organized around the definition of a giveedimm on the grounds of material, or,
for that matter, the perception of material. Ibrganized instead through the universe of

"2 Under this new

terms that are felt to be in opposition within #w@l situation.
definition, McGee'’s installations fit in well ase display the culture of graffiti down to
its intimate details. In the gallery context, git#ff transgressive nature becomes benign

and is given a certain amount of historicism thaldjes it as an alternative mode of

representation. Therefore, the artist knows theghilery works are not fit to be

"2 Rosalind Krauss, “Sculpture in the Expanded Figlititober8 (1979): 43.
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considered “graffiti” or “art,” but instead, theyquuce a new form that reconciles graffiti

as a method of artistic creation and a way of life.

When Eungie Joo asked Barry McGee in their intevwiggether for th&kegards,
Barry McGeecatalog what he believes to be graffiti, McGee argd, “I'm not sure
what graffiti is. | know it when | see it, thougihat | mean by graffiti is markings
applied onto a given surface with almost anythimag ts available * His response to the
guestion unveiled that graffiti is something thah ©nly be recognized with experience.
Graffiti, then, is not necessarily about the madade, but rather, the act of making the
mark. When one considers the consequences a Vawes in order to paint his tag, one
recognizes the tradition and commitment the wnteist possess to execute it. Graffiti, to
McGee, is a practice, just as canvas paintingoisaatice. Therefore, the artist does not
want the viewer to focus on graffiti's nature amark of opposition against an
institution, but instead, as a rich and close-kninhmunity of accomplished and aspiring
individuals engaging in an artistic dialogue. Mc@Gagstallations reflect this new
practice by recasting “our understanding of discaddjects, painting as action, and the
use of text in contemporary art” through the inavgtion of “the attitude, process, and

gestural elements of unsanctioned street’art.”

3 Eungie Joo, interview, np.

" Eungie JooRegards, Barry McGegMinneapolis: Walker Art Center, 1998), np.
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CHAPTER IV
CONCLUSION

Barry McGee continues to exhibit and produceathis day, but has left his
graffiti days behind him. In 2012, the Berkeley Mtseum hosted McGee’s mid-career
retrospective, which included works both new ard 6lling the entire interior. His
filling the museum space with his art is a cleaig¢ation of his desire to provide an
experience of the graffiti writer’s life. Todayreet art is a hot commodity in the art
market. News stories about walls tagged by stiatitsts, such as Banksy, Shepherd
Fairey, and even McGee himself, being torn downaudioned for large sums of money
are becoming more frequent. These artists’ stylelsl@gos are also being used on
limited edition prints, books, and apparel, whicé also sold for profit in mass
guantities. In the contemporary moment where gtirmarily linked to a monetary
value, McGee reminds us with his installations #rais a product of the human
experience, and that, in and of itself, gives ltea

Graffiti and street art are not new to the acaddiaid. In fact, there are studies
conducted in the fields of sociology, criminologgography and archaeology. Yet, art
historians and aestheticians have conducted vi#leydesearch on its close relationship to
visual art. Modern and contemporary art celebrttesndividual experiences of the
everyday, and it only seems fitting that graffitidestreet art would be included in this
category. By including more vernacular forms ofsdit production as objects of study,
we can examine the times that they manifest, apdagaly with graffiti and street art,
we can scrutinize the direct exchange of discocoseerning the norms and conventions
of society that we tend to take for granted. Gtiasfiould no longer be viewed as
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vandalism or a form that lacks any finesse or tidudnesss in its production because of
its impact on our current culture and times.

The street art movement has invaded not only oacesy but popular culture as
well. It is now an international movement that udes innumerable styles, media and
techniques, and is being featured in many of oustmenowned institutions. By
historicizing the present, we preserve parts ofanlture that would be otherwise

forgotten in the future.
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APPENDIX A
GLOSSARY OF TERMS

Bar or Funk style- lettering style characterizediagple block letters seen on bar signs,
or vivacious lettering seen on funk albums.

Blackbook- a writer’s sketchbook; also called “@dmoks”
Buff- markings leftover from the chemical removéboaffiti
Character- graffiti figure

Crew- a group of writers that formally come togettzepromote a particular writing
style. A crew is also formed for protection fromal crews and camaraderie.

“Get up’- a phrase used by graffiti writers, meangetting public exposure or
recognition for one’s pieces.

Graffiti- writing; writings or drawings scribbledcratched, or painted illicitly.

Letters- refers to letterforms in a piece; writing.

New Wave- the style championed by TWS crew (“Togeilith Style”). It is
characterized by chunky lettering and multiple colg reminiscent of San Francisco’s

murals. It is described as a distinctly “San Fracaistyle.”

Piece- a graffiti “masterpiece.” It usually consisf large elaborate letters and coloring.
Sometimes a piece can contain scenes or characters.

Style- refers to a type of writing or aesthetic.

Tag- a writer’s name or the act of painting grgféitso referred to as writing.

Throwup- a larger variation of a tag that is gelgfarmed with outlined bubble letters.
Writer- another name for a graffiti artist. Whileetname refers to the graffiti artist’s act

of tagging letters, the terminology originated fréme sign painting industry that boomed
in the 19" century.
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APPENDIX B

FIGURES

Fig. 1. Margaret Killgalle, detail of installatic the Institute of Contemporary Art,
Boston, 1999. Image reproduced fr@mautiful Loserexhibition catalog (2004).
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Fig. 2. Twist (Barry McGee), Twist painting an Eyeran character, date unknown.
Photo by Craig Costello.
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Fig. 3. Film sequence of Twist painting his tag ‘i$ter,” San Francisco, 1998. Photos by
Thomas Campbell. Reproduced fr@wvautiful Loser£2004).
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Fig. 4. Twist, Reminisce and KR, Pieces on Sandisan building, c. 1993. Photograph
by Jim Prigoff. Reproduced froifhe History of American Graffi{2010).
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Fig. 5. Crayone, “Ceen,” ca. 1980s. Photographtesyrof Rigel Juratovac.
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i:ig. 6. Barry McGee, mural for Clarion AIIMurBoject, 195, San Francisco.
Photograph reproduced fragarry McGegPrada Fondazione, 2002).
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Fig. 7. Lee Quifionesjoward the Duck1979. Photograph by Henry Chalfant and James
Prigoff. Image reproduced froRity as Canva$2014).
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Fig. 8. Construction of the Yerba Buena CentetlierArts, 1992, San Francisco.
Photographs courtesy of the Yerba Buena CenteghéoArts.

62



Fig. 9. Brett Cook, portraits along constructiotesca. 1992, Yerba Buena Center for the
Arts, San Francisco. Photos courtesy of the YenbenB Center for the Arts.
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Fig. 10. Eduardo Pineda, detail of mural for camsion site, ca. 1992, Yerba Buena

Center for the Arts, San Francisco. Photo courtéslge Yerba Buena Center for the
Arts.
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Fig. 11. Barry McGee, panel details of McGee’s rmitoaconstruction site, ca. 1992,

Yerba Buena Center for the Arts, San Francisco.
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Fig. 12. Barry McGee, installation view of Yerbadbha Center for the Arts exhibition,
1994, Yerba Buena Center for the Arts, San FranciBhotos courtesy of the Yerba
Buena Center for the Arts.
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Fig. 13. Barry McGee, Buddha detail of YBCA exhjldi®94, Yerba Buena Center for
the Arts, San Francisco. Photo courtesy of the ¥ &bena Center for the Arts.
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Fig. 14. Street view of Everyman mural, 1994, YeBog@na Center for the Arts, San
Francisco. Photo courtesy of the Yerba Buena Céottehe Arts.
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Fig. 15. Barry McGedJntitled, 1998, mixed media. Photograph by Dan Dennehy.
Courtesy of the artist, San Francisco. Image rapred fromRegards, Barry McGee
exhibition catalog (1998).

69



Fig. 16. Barry McGedJntitled (installation detail), 1998, mixed media. Photodray
Dan Dennehy. Courtesy of the artist, San Francisecage reproduced froiRegards,
Barry McGee.
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Fig. 17. Barry McGedJntitled (installation view), 1998, mixed media. Photogréyyh
Dan Dennehy. Courtesy of the artist, San Francisecage reproduced frolRegards,
Barry McGee.
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Fig. 18. Cover and sample pages of exhibition ogtédr Regards, Barry McGed998,
Walker Art Center, Minneapolis. Images reproducedifRegards Barry McGee.
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Fig. 19. Blackbook pages by Reas and Daze, 1980;198rtin Wong Collection,
Museum of the City of New York. Images reproducexhfCity as Canva$2014).
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Fig. 20. Installation views dhdelible Market,2000, Institute of Contemporary Art,
Philadelphia. Photos courtesy of the Institute ohtémporary Art, Philadelphia.
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Fig. 21. Installation view adindelible Market
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Fig. 22. Interior views of market installation loddelible Market Photograph by Adam
Wallacavage. Photos courtesy of the Institute aft€mporary Art, Philadelphia.
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Fig. 23. Barry McGedntitled (detail), 2000, Institute of Contemporary Art,
Philadelphia. Photograph by Adam Wallacavage. Pbototesy of the Institute of
Contemporary Art, Philadelphia.
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Fig. 24. Installation views of Barry McGee’s wotfks Indelible MarketPhotos by
Adam Wallacavage.
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Fig. 25. Top: Northern Engineering Works buildimgtroit, Ml, date unknown. Bottom:
Stephen Powers, “ESPO,” December 20-23, 1997, BldstHighway, New York.
Image reproduced froffihe Art of Getting Over: Graffiti at the Millenniu¢h999).
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Fig. 26. Todd James (“Reas”), drawings and scufistura. early 2000s. Images
reproduced fronTodd Jame$§2002).
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Fig. 27. Marcel Duchamgicycle Wheell913 (replica of original, 1951), The Sidney
and Harriet Janis Collection, Museum of Modern Atrt.
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Fig. 28. Marcel Duchamyountain 1917 (replica of original, 1964), San Francisco
Museum of Modern Art.
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Fig. 29. Edward KienholZRoxyg(installation views), 1961. Images reproduced from
Kienholz: A Retrospecti @ 996).
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Fig. 30. Edward Kienholz, detail diss Cherry Delightn Roxys1961. Image
reproduced fronKienholz: A Retrospecti@996).
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Fig. 31. Edward Kienhol%tate Hospital1966.
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