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I. Introduction

March 27, 2010, 4:00 pm.

Across the sticky counter-tops, a barista bobbed his head up and down to the beat of a metal song while pouring a customer a Lagunitas draft IPA. Another served up a hummus sandwich and jokingly announced that someone’s “McDouble” was ready. The back patio was lined with tattooed and pierced customers, mostly in their 20s and 30s, some older, chatting or reading their copies of the San Francisco Bay Guardian or the East Bay Express, or perhaps lighting up a cigarette while hunched over a laptop and a cup of coffee. I watched a young man meticulously shading detail onto his drawing of an armor-wielding-dragon with a ballpoint pen on a napkin. The scenery had a broken, “found” feel to it – an amalgam of tables and chairs, cracked windows and snaking vines, a drainpipe covered with band stickers, an aquarium full of fish. 

Mama Buzz café is the anti-Starbucks of coffee shops. Entering the building, there’s an immediate sense of a scene, a community of loyal clientele and staff, whose ethos and aesthetic is vastly grounded in a rejection of the mainstream, the corporate, the homogenous. This is one of the cultural hubs of Oakland’s art scene, a site where the artistic community of Oakland surfaces and becomes visible.

The room adjacent to the serving area is a gallery, and oftentimes a venue for musical performances. One day out of each month, this room swells up with an influx of clientele so massive that people usually flood out onto the streets. They are waiting in line to come in and look at the art inside, and perhaps to buy one of the Pabst Blue Ribbon Beers sold out of a plastic tub on one end of the room.

Why the influx? Since January of 2006, the monthly Oakland art walk known as “Art Murmur” has increasingly attracted hundreds – even thousands – to the nineteen galleries participating in the event, including Mama Buzz cafe. The galleries located in the Koreatown/Northgate neighborhood of Oakland, in the area surrounding what is known as the 23rd Street “Art Corridor,” receive the largest influx of foot traffic. Street permits on 23rd allow participants to gather amongst vendors, performance artists, and musicians. While this area is certainly the most bustling during the Art Murmur, there are two other neighborhoods with galleries participating: Temescal, and North Oakland.

These galleries represent the growth of a distinct cultural scene in Oakland. Ten years ago, the art scene was hardly present in Oakland; today, Oakland is home to over 50 galleries (City of Oakland Visual Arts Map: 2008), and that number is steadily increasing, despite the effects of the current economic recession. The unemployment rate in March 2010 was 17.7%, an increase from 2009’s 16% (Oakland CEDA Labor Force: 2010). Running a gallery, or being an artist, is generally not a lucrative career, unless one is a part of the upper echelons of the art world. Yet the scene has markedly developed and evolved, and if this growth continues, Oakland is well positioned to receive attention from the national art market. Whence did this scene emerge? How has it managed to survive, and even thrive, in the face of economic recession?

These two questions have guided my research. In order to answer them, I have used a two-pronged approach, combining ethnographic fieldwork and application of sociological theory written by the late anthropologist, sociologist, and philosopher Pierre Bourdieu. His analysis posits that economic capital alone is not enough to explain the structure and hierarchy of social life, and that other forms of capital – cultural, social, and symbolic – must be taken into consideration. I have applied these concepts, as well as his notions of field and habitus, to show how this particular scene has emerged and evolved. 

This paper intends to show how the symbolic economy of the Oakland Art Murmur operates within a greater economic and geographic context, the city of Oakland itself. Art Murmur materialized from the collective efforts of eight galleries that primarily sought social and symbolic capital rather than economic capital. Their efforts were well received, and audiences continue to benefit from participating in the artistic milieu, accumulating symbolic and social capital themselves through attendance. As the event has progressed over the last four years and received a variety of press attention, Oakland has increasingly become a city where galleries can convert their social, cultural, and symbolic capital into economic capital.  


My own ethnographic research has consisted of observation, documentation in the form of photography and video, research, and interviews. I could not have completed my research without the incredible amount of knowledge imparted on me by my informants, who graciously set aside their time to meet with me for an interview. (For an idea of the questions I asked during interviews, see Appendix 1.) My interviewees are listed below, in the order that I spoke with them:

1. Chandra Cerrito of Chandra Cerrito Contemporary

2. Jen Zoom of Rock Paper Scissors Gallery

3. Adam Hatch of Hatch Gallery

4. Sas Colby, who showed at Oakopolis

5. Kerri Johnson of Blankspace and Professor Squirrel

6. Jasmine Moorshead of Krowswork

7. Susan Casentini and Kyle Milligan of Studio Quercus

8. Joell Jones of Oakopolis

9. Cory Jones of The Moon

10. Jennifer Strate O’Neil of Creative Growth

11. Conor Ottenweiler of Forthrite Printing

12. Matt Draving, intern at Johnansson Projects

13. Danielle Fox of Slate Gallery

14. Sarah Lockhart of 21 Grand

15. Nicole Nedditch, formerly of Mama Buzz and Kitchen Sink magazine

16. Kevin Clarke of Macarthur b Arthur

17. I Madé Moja of Desa Arts

18. Angela Scrivani of Warehouse 416

19. Travis Kuhl of Kuhl Frames and Art

20. Derek Weisberg, formerly of Boontling Gallery

21. Liz and Carrie of Royal Nonesuch Gallery

22. Laura van Duren of Mercury Twenty

In addition to these interviews, I also conducted twenty-five brief, 2-question interviews with Art Murmur audiences, where we spoke in an anonymous capacity. I asked them two questions: “Why are you here?” and “What do you think of this event?” For a complete list of their answers, see Appendix 2.  

II. The Forms of Capital, Habitus, and Field: Bourdieu’s Model

“The people that run galleries - tend to be people who don’t have a lot of money. They just like the kind of underground, wild west, entrepreneurial, anarchic kind of thing that is the aesthetic that drives the scene.” 

–Sarah Lockhart, Co-owner of 21 Grand

“It is the aesthetic eye that transforms ugliness into a source of admiration […] Such an aesthetic sensibility is found particularly among social groups rich in cultural capital but poor in economic capital. At the core of such groups is the urban artist.”

-David Ley (1996: 301)

Adam Smith’s notion that agents in a free marketplace will act out of self-interest to maximize profit, and will thus specialize without government intervention (by the power of the “invisible hand”) has profoundly influenced our understanding of economic theory. But what of those whose actions do not directly reflect a desire to maximize economic profit? Bourdieu argues that framing the world in terms of economic capital alone is insufficient to explaining practices and social inequality. This is particularly true for those agents involved in the fields of literary and artistic production:

If economics deals only with practices that have narrowly economic interest as their principle and only with goods that are directly and immediately convertible into money (which makes them quantifiable), then the universe of bourgeois production and exchange becomes an exception and can see itself and present itself as a realm of disinterestedness. As everyone knows, priceless things have their price, and the extreme difficulty of converting certain practices and certain objects into money is only due to the fact that this conversion is refused in the very intention that produces them, which is nothing other than the denial (Verneinung) of the economy. [Bourdieu 1986:250]


These forms - though convertible to economic capital - are primarily a rejection of economic practices, a commitment to “an interest in disinterestedness” (Bourdieu 1984:71) The intention of art is generally not to maximize economic profit, but a variety of other functions, whether it be an investigation of the self and/or others, to provoke a certain experience by an audience, or limitless other motivations. Understanding why artists produce art is a difficult question with a variety of answers; the point here is that it cannot be explained by economic profit alone.  Other forms of capital must be taken into account when considering the decisions of actors: namely cultural capital, social capital, and symbolic capital. Bourdieu’s main concern with these forms of capital was how their transmission and accumulation perpetuates social inequalities, such that a hierarchy is formed. 

Cultural capital is the set of preferences, orientations, and competencies (whether skills or education) which are both consciously acquired and unconsciously inherited over the course of one’s life; Bourdieu calls them “the subtle modalities in the relationship to culture and language” (Bourdieu 1984:82). Possessing cultural capital, along with economic capital, is what Bourdieu argues distinguishes the classes: “The distribution of different classes (class fractions) thus runs from those who are best provided with economic and cultural capital to those who are most deprived in both respects” (Bourdieu 1984:114). Cultural capital exists in three forms: embodied, institutionalized, and objectified. First, embodied forms are those linked to the properties of mind and body, such as the ability to draw figures or a preference for abstract art. It is not transmitted immediately like a gift, but is acquired over time and has a profound impact on the decisions one makes (as well as on the habitus). Taste is an important marker of one’s embodied cultural capital, as it shapes and reflects one’s social background and is used to secure positions of status.

“ It [Taste] functions as a sort of social orientation, a ‘sense of one’s place’ guiding the occupants of a given place in social space towards the social positions adjusted to their properties, and towards the practices or goods which befit the occupants of that position. It implies a practical anticipation of what the social meaning and value of the chosen practice or thing will probably be, given their distribution in social space and the practical knowledge the other agents have of the correspondence between goods and groups.” [Bourdieu 1984: 466-467]


Second, objectified forms of cultural capital are those goods owned which are created as a product of embodied forms of cultural capital, such as works of art or specialized machines. Bourdieu is careful to note that while objectified forms are easily exchanged, sold, or transferred, their instrumental use or consumption is only available to those who possess the embodied capital necessary to do so. For instance, Kazimir Malevich’s famous painting Black Square, or Robert Rauschenberg’s series “White Paintings,” could easily be dismissed as simple and meaningless by one who does not have the embodied cultural knowledge of their historical significance in modern art history. By the same token, one who finds such paintings to be the pinnacle of minimalist art may find graffiti tags on a passing train to be a sign of vulgarity or crudeness. Neither party understands the other; the lack of embodied cultural capital acts as a screen that prevents cultural understanding. The last form of cultural capital is institutionalized capital, which is linked to institutional recognition, and can include one’s academic credentials or qualifications. All forms of embodied capital can be converted into economic capital indirectly through application.

Cultural capital has the power to unify communities, yet it also pits them against those other communities who do not share similar socio-cultural backgrounds and tastes. Participation in the scene requires a certain type of knowledge and understanding. As Bourdieu explains quite simply, "A work of art has meaning and interest only for someone who possesses the cultural competence, that is, the code, into which it is encoded" (Bourdieu 1984:2)  It is important to note that not a single gallery owner in Art Murmur is black, despite African-Americans accounting for 35.7% of Oakland’s overall population in the 2000 Census (U.S. Bureau of the Census:2006) While Oakland may be remarkably racially diverse, it is a stratified diversity. The whiteness of the scene overall, and of the art world in general, is perhaps attributable to the differing tastes and preferences that class fractions teach to their young. In Distinction, Bourdieu argues that aesthetic dispositions are generated early in life, as one’s cognitive structures are shaped by their family, education, and surroundings. Thus it may not be entirely surprising that, despite Oakland’s relatively high levels of diversity, the scene has attracted an audience of a particular cultural upbringing: mostly young, white, educated, middle to upper-middle class individuals. 

Social capital, the second form of capital identified by Bourdieu, extends beyond oneself, and is acquired through participation in social networks. It is particularly important to my research, as the Art Murmur event itself is a network that unites actors. Bourdieu defines social capital as:

the aggregate of the actual or potential resources which are linked to possession of a durable network of more or less institutionalized relationships of mutual acquaintance and recognition – or in other words, to membership in a group – which provides each of its members with the backing of the collectivity-owned capital, a ‘credential’ which entitles them to credit, in the various senses of the word. [Bourdieu 1986:255]

Social capital, like cultural capital, can be converted into economic capital through its instrumental value.  The Oakland Art Murmur is an event that primarily garners social capital for the owners of galleries (who possess varying levels of cultural capital), as well as for the artists who show their work in these galleries. As the event is generally quite well-attended, the social capital increases quickly with press attention, generation of membership lists (which can be used to send mass e-mails regarding future events and sales), artistic respect, popularity, etc..  Theoretically, with this level of networking, social capital should be generating economic capital – yet this is not always the case. I have found a striking difference between those galleries whose primary objective is to create a non-economic experience (which tend to be interested in social capital) and those that are more commercial, or interested in economic capital. Both are interested in social capital, but the first group uses it to an end in itself and the second uses it instrumentally to achieve economic capital. The former tend to be artist-run spaces, oftentimes collective spaces, that do not hold regular hours and to varying degrees rely on Art Murmur as a vehicle for bringing individuals into the gallery. The latter offer more expensive pieces, hold more regular business hours, and rely on selling works to exist.  Those who attend the event are also seeking a form of social capital, which comes in the form of the relationships benefiting from the get-together; people are encouraged to hang out together, walk around, drink, and look at art as a group. 

The last form of non-economic capital presented by Bourdieu is symbolic capital, which can encompass both cultural capital and social capital. Symbolic capital is that which is available to individuals on the basis of the prestige or merits they have already acquired, a form of public legitimacy. Bourdieu gives the example of professionals who accumulate economic and symbolic capital such that they obtain “a reputation for competence and an image of respectability and honorability that are easily converted into political positions as a local or national notable” (Bourdieu 1984:291).  In the case of Art Murmur, simply being involved with the event generates a sort of symbolic capital – the honor of being an artist, or being part of the milieu of the scene. Disinterest in economics is itself a form of symbolic capital.

Bourdieu attempts to reconcile the objective world of social structure and the subjective world of personal experience through his concepts of field and habitus. Habitus operates on the subjective level, as it is as a system of unconscious dispositions that inclines individuals to act – a sort of practical sensibility. These dispositions do not follow an objective set of rules, but are responsive to external stimuli and dynamically changing as one accumulates various forms of capital. Cultural capital is specifically influential in its contribution to the formation of habitus, as it shapes the individual’s cognitive structures from an early age in life. Formally, Bourdieu defines habitus as:

“[The system of] durable, transposable dispositions, structured structures predisposed to function as structuring structures, that is, as principles which generate and organize practices and representations that can be objectively adapted to their outcomes without presupposing a conscious aiming at ends or an express mastery of the operations necessary in order to attain them” (Bourdieu 1990:53). 

Thus, habitus is both a system of “structured structures” because it incorporates pre-existing social conditions and simultaneously “structuring structures” because it shapes one’s experience with social reality and generates practices. 

External to the habitus is the field, which is also subject to change, but without the consciousness to guide it (hence it is objective, not subjective). According to Bourdieu, any social formation is shaped by a hierarchically organized series of fields, each defined as structured spaces regulated by its own set of laws of functioning. It is occupied by “position-takers” and is highly dynamic internally, as individuals acquire or lose capital. It is also shaped by outside fields, such as political and economic fields, which can have impact on the laws ruling the internal structure of a field. 


The relation of the field of artistic production to social reality occurs on a number of levels [Figure 1]. The negative and positive poles in each rectangle signify positions of power and domination. The artistic field is one situated within a dominant position of the overall field of class relations (within the field of power) because it possesses relatively high levels of symbolic forms of capital, but in a dominated position because of its relatively low level of economic capital. Within the smallest box, the field of literary and artistic production, individuals can be hierarchically organized in response to two principles: one which organizes on the basis of accumulation of economic capital (the heteronomous principle of hierarchization),, and one which organizes on the basis of accumulation of cultural capital (the autonomous principle of hierarchization). If located on the negatively marked [image: image1.jpg]
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economically-driven pole on the right actors are more driven by money, whereas if they are located on the more autonomous, positively marked pole on the left, they are more driven by cultural capital. There is constant internal tension between these types of artists, who compete for control over economic and cultural resources:

Successful artists, or the consecrated avant-garde, gain recognition outside of the restricted subfield as well, cashing in some of their symbolic profits for the economic kind. This stimulates the less successful high artists, or the bohemian avant-garde, to vehemently reject the consecrates artists as “sell outs” and to pioneer art that is pure and free of monetary taint in order to distinguish themselves [Gartman 2002:258]. 

 This visualization certainly applies to the Oakland Art Murmur community, who 1) tend to possess high levels of symbolic capital, situating them in the dominant end of the field of class relations 2) are located within the field of power, yet in a dominated position as they lack economic capital which others within the field of power possess and 3) are motivated by a mixture of heteronomous and autonomous principles in their pursuits.

III. History of the Art Murmur 

“When I first got to Oakland, and that was 10 years ago, I was like – there’s a very famous art school in this town (California College of the Arts), and there’s no art scene. And that’s weird. And with CCA, there’s a scene on campus, but in that schlocky area where they do art. And… it is pretty phenomenal that in 10 years it went from absolutely no art scene to a place where – people are talking about Oakland.” 

– Kyle Milligan, Studio Quercus
The Oakland Art Murmur emerged out of the collective efforts of eight galleries - 21 Grand, 33 Grand, Auto 3321, Boontling Gallery, Buzz Gallery, Ego Park, Front Gallery, and Rock Paper Scissors Collective, who held their first event in January of 2006. Though most of the galleries were located in the Northgate neighborhood, close to the 19th Street BART station, two of these galleries – Auto 3321, and Boontling, were located significantly further away, near MacArthur BART and in the Temescal neighborhood, respectively [Figure 2]. Over the past four years, five of these eight galleries have closed, with the exceptions of Mama Buzz, 21 Grand, and Rock Paper Scissors. Furthermore, fifteen other galleries have joined and left the Art Murmur, a reflection of the volatile nature of owning a gallery, and of the scene itself.

In this chapter, I will show how the art scene began out of an earnest desire to generate social and symbolic forms of capital. The initial galleries were owned by individuals that were rich in cultural capital, but had low levels of economic capital, contributing to their choice to open in Oakland rather than the expensive neighboring city of San Francisco. In addition to providing a historical background, based on the narratives of my interviewees, I will also describe the effects of the creation of this network, both on the neighborhood and on the scene itself.

How was Art Murmur first conceived? Derek Weisberg, co-owner of Boontling gallery (along with artist Mike Simpson), explained that he and a few of his friends wanted to start an art walk in Oakland after being inspired by a similar, but much more short-lived art walk that occurred in San Francisco:

There were all these spaces opening up, right around the same time, in the same neighborhood. In the Mission in San Francisco, also right around that time, they were doing something. The Low gallery, John Tripp, the guy who does Fecal Face now, Needles and Pins, the bikeshop – they were having art openings. Mike and I, we’d go to these things with our friend Theo Auer, who writes about art in the Bay Area, and runs the Oakbook – we’d go to openings with him and John Casey, another artist in the area. We’d go to these events and walk around and say, “Hey, we should do something like this too.” And I talked about it, and we kind of spearheaded it – I sent out the first e-mail to everybody to see if they wanted to meet, and if we could figure out some sort of artwalk. The first meeting was at Mama Buzz […] and from there it sort of took on its own life. 

With this initial meeting, the Art Murmur began to take its shape. A name was decided upon, promotional cards were made with a buy-in from participating galleries, an announcement was placed in the East Bay Express, and eventually a website was set up. At this point, the galleries were already having their own art openings, and it was merely a matter of coordinating them to maximize visibility and encourage participation. Yet before this could happen, several necessary precluding factors allowed for the rise of galleries in the Northgate neighborhood in the early 2000s. 

First, the affordability of Northgate made it an ideal place where artists with little economic capital could open their spaces. Northgate is one of the poorest neighborhoods in Oakland; according to the 2000 census, between 27% and 52% of residents were below the poverty line. Sarah Lockhart and Darren Jenkin’s gallery, 21 Grand, was one of the first galleries in this neighborhood, opening in June of 2000 as a co-operative gallery with six members. The rate was $900/month for 2400 square feet (less than 50 cents a square foot), and the space was shared with an accordion shop (Smythe’s Accordian Center) that paid $300 out of the total. Each artist paid $100/month for studio space and participation in shows, a fairly modest rate.

The relative poverty of the neighborhood goes hand-in-hand with what Adam Hatch has described as “economic tension” and “racial tension” that makes Oakland a more ideal space for emerging artists, especially in comparison with other cities that are more integrated with the national art market:

There’s been a lot of really good artists to come out of here, but I think one of the defining qualities for Bay Area artists is that there is no powerful art market.  So artists tend to move away eventually.  You know, the good artists tend to move away to LA or New York.  Mostly, if they want to be a serious artist, mostly to New York. But I think what Oakland offers is a little bit of a sanctuary for emerging artists especially.  Because you can get a cheap studio space and there’s tons of cool people, you know, it’s not like “oh man, there’s nothing much to do in Oakland."  There's clubs and bars and parties and shit … and it’s not like San Francisco.  San Francisco's got "The Mission" to walk around and draw, and that’s cool.  But, I think Oakland, it has that edge to it, that rawness that really feeds artists.  I think that racial tension; I think the economic tension - it feeds the artist.  You know? It feeds their practice.  It raises the level of excitement.  It generates more energy.  I think people are tucked away in industrial warehouses working and stuff.  There’s a magic with that.  There’s like a nighttime magic feeling, like you’re doing something secret, or like you’re surviving. It’s like, you hear gun shots from like your studio and you just turn up the music and keep going.

These low-cost, diverse neighborhoods are appealing to artists with limited economic capital, who seek to create cutting-edge work that is not shaped by the demands of the market. They also serve as a low-cost alternative to San Francisco, where rents are notably higher. Kyle Milligan (co-owner of Studio Quercus with Susan Casentini) lived and worked as an artist in West Oakland for seven years before he opened Studio Quercus in 2008. He views the highly affordable West Oakland as the neighborhood that activated the art scene, and notes the visibility of the “do it yourself” (DIY) ethos in the weeks leading up to the annual week-long summer festival, Burning Man, that attracts hundreds of thousands of artists:

The art scene did start in West Oakland. And there is – and I know I’m going to get in trouble for this, because some people like to downplay it, some people like to elevate it – but the amount of Burning Man stuff that’s happening in West Oakland – if you go to West Oakland the week before, and I was in West Oakland for seven years. And the week before Burning Man, you’ll just see tractor-trailors with containers on the back getting filled up and driving out. And its not even U-Hauls, they’re like actual trucks getting filled out with the whole installation that’s going to Burning Man. And art cars too. And I was also part of The Crucible when I came out, and things like that have been major players. And what that just means to me is that there’s lots of small, do it yourself kind of stuff here in Oakland. Versus, what I guess you would call in San Francisco, more the Grand Damme sort of, of art – like at 49 Geary.

In contrasting West Oakland to San Francisco, Milligan is elucidating an essential difference between the two; the economical nature of Oakland’s rent prices makes it a realistic option for experimental, emerging artists, while the costly San Francisco fosters high-end, commercial spaces with established artists. 

 
A second factor that contributed to the rise of the Art Murmur galleries was the role of the art warehouses in Oakland. These served as living and working spaces for artists, creating an important social base for the art scene. Here, social capital could be generated without high economic costs. “It’s in all one warehouse.  It’s like, we share one big kitchen, you know, share 4 bathrooms; there’s 14 studios, a gallery and a bike shop,” explained Adam Hatch, the director of the LoBot (Lower Bottom) gallery in West Oakland and current owner of Art Murmur gallery, Hatch. “People are all friends.  It’s very, very family oriented in that sense.  When somebody moves in it’s not like moving into a room.  It’s like moving in to 13 new friends.” Many of the artists who lived in these warehouses, like Hatch, eventually founded their own gallery spaces, and the social capital that they acquired in the warehouse scene traveled with them to their new spaces.  Nicole Nedditch, the owner of Mama Buzz café, mentioned several of these warehouses: “There was the French Fry Factory, Liminal, LoBoT (Lower Bottom Gallery), and Grandpa’s House,” and added that some of these spaces had closed down, or had come close to shutting down, especially failing to meet building and fire codes. 

Furthermore, these warehouse communities were also intricately linked to the music scene, which was a key factor in increasing the social capital and momentum of the already developing art scene. As Sarah Lockhart, co-owner of 21 Grand explained:

Around 2003, 2004, most of the art scene was like – big warehouse parties in West Oakland. Also at that time, most of the art scene was based around music. We’d have an art opening, whoever was showing would get their friend’s bands to play, or their band would play – it was like “Okay, how do we get people to come out to an art opening?” People say “Oh, I can check out the band, check out the art, check out the scene, go to the liquor store, get beers and stuff them in a brown paper bag, and hang out.” It gives them a whole evening.

Today, Art Murmur is less about music than it once was, but bands still perform on the street and occasionally in galleries. There is even a large bus parked on 23rd street that packs bands and a small crowd inside – from down the street one can see it rocking back and forth during the event.
Moreover, the 2002 creation of the non-profit, quarterly magazine, Kitchen Sink, led to the formulation of a specific social community that increased visibility and cohesiveness of the scene. The magazine was spearheaded by Nicole Nedditch and Jen Loy, who would later become the co-owners of Mama Buzz café. “It was about 15 people or so who just really wanted to start a publication that was really true to what was going on, and not advertising funded, and not under the rules of the traditional,” explained Nedditch. This disinterest in advertising and “the traditional” is also in accordance with the magazine’s mission statement, which notes a desire to “expand our sense of ourselves, our community, our culture and politics" (Kitchen Sink Magazine) Though the magazine never turned profits, it drew attention to the neighborhood and endowed its creators with a symbolic form of capital, the prestige of being involved with a socially aware, culturally rich magazine that was also disinterested in economic goals.

Two other important establishments in the neighborhood, apart from the aforementioned 21 Grand, generated much of the social capital of the blossoming scene – Mama Buzz café and Ego Park, which is now Hatch Gallery. Currently, Mama Buzz is owned by two individuals, who purchased it from the original owners, Jen Loy and Nicole Nedditch (of Kitchen Sink), in January of 2003. Loy and Nedditch acquired it from former owner Tim Martinez, who had started the gallery in the café, and had originally named the café Papa Buzz. Interestingly, the owners of Ego Park (Kevin Slagle and Aisha Burnes) met at Papa Buzz café before deciding to launch their own gallery around the corner. Amy Gelbach, writer for the SF Station, explained Slagle’s approach to his gallery space in a 2003 article:

Described by its proud and enthusiastic founder as "a non-funded, non-profit," Ego Park is not run like a traditional gallery space. There is no business model and they do not go after grants, seeking instead to work without a structure, covering the expenses they can and paying the rest with day jobs. […] While Ego Park is certainly acquiring the clout to gain itself some serious funding, the feeling seems to be that anything that gets in the way of letting the artistic community function freely is out. Money generated from outside of the space would end up dictating what went on inside the space, and to Slagle and Burns this is unacceptable. They prefer a process that employs only enthusiasm for the art. [Gelbach 2002]
This ideological model perfectly reflects Bourdieu’s notion of the disinterested artist, who sees involvement with the market as a hindrance to artistic goals. Kitchen Sink magazine threw its launch party at Ego Park, and with the help of some well-known bands, generated a massive crowd, as Nedditch describes:

A lot of drawing in people was hand in hand with Kitchen Sink. We threw this big party at Ego Park, and maybe about a thousand people showed up. And we didn’t know any of the people, and don’t really know how the word got out. But we had Eraserada play, and they were really popular, and Deerhoof. At that time we were more connected with the bands. A lot of their followers came. The place was packed – we couldn’t move in there. But we didn’t know anyone. People were just really hungry for a community space like that, and a place to hang out. There was already momentum in that neighborhood from 21 Grand, and from Ego Park, but it was really taking shape.

a. Geographic Boundaries and Street Permits
Each month, the galleries participating hold a group meeting where they make decisions about the event. During the first few meetings, there were concerns about geographic boundaries, particularly due to the growing popularity of the event and the amount of galleries that sought to participate. Lockhart explained some of the concerns:

We had these questions. Does everybody get to be a member? What if they’re a restaurant, and they put some art on the walls? What if they’re father away, like on the other side of the lake – do they get to be a member? What if the city wants to be a member? Seriously, the EBMUD [the East Bay Municipal District] gallery wanted to be a part of Art Murmur. The city was doing the wall display thing and they wanted to be a member. So we had to come up with some guidelines, and we did.


The guidelines for participation are the following five rules, as listed on the official Art Murmur website:

1) Gallery is located within the defined geographic area:

- Grand Ave. and North

- San Pablo Ave. and East

- The Oakland / Berkeley border and South West of a border drawn from Grand Ave and Harrison St., along 27th St., along Broadway, and 

down 51st St.

2) Gallery features rotating fine art exhibitions.

3) Gallery holds public receptions or events on the evening of the first Friday of

every month.

4) Gallery participates in group discussions, meetings, and design tasks.

5) Gallery pays dues on a quarterly basis. [Oakland Art Murmur]
Originally, the geographic cutoff was intended to promote the arts in a specific neighborhood of Oakland, with the idea in mind that other neighborhoods could promote their own art walks on different nights if so desired. It was also intended to ensure that the galleries could be reasonably traveled to on foot. However, it has become somewhat controversial as exceptions have been made to the rule. When the event began, it was already occurring in two different official neighborhoods in Oakland - Koreatown/Northgate, and Temescal, where Boontling gallery was located. When Blankspace and The Compound opened later in 2006 in North Oakland (also referred to as the “Golden Gate Gallery District”), they were allowed to participate despite the 3 mile distance from the center of the event. An exception was also made for Kuhl Frames and Art, which is located one block south of the Grand Avenue cutoff. Today the event is spread out among three different neighborhoods, and it remains practically impossible to see all of the galleries between the hours of the Murmur (6-10 pm), even with a car, let alone by foot.  Nedditch, who believes the event should be city wide, expressed her opinion on the matter:

First of all, we started working with Boontling, which wasn’t really walkable, and then Blankspace joined, and we really wanted Blankspace to join, but that’s not walkable. But, for some reason everybody held firm that past Grand Avenue nobody could be included. And so it was a struggle for me, because I didn’t really think that was fair; if we were going to have the boundaries be that big, then why not just make it a city-wide event? But its still something I’m working towards.

Furthermore, this geographic boundary is isolating the few pre-established galleries in Oakland that are operated by non-white gallery owners. While this is surely not a direct attempt to exclude on the basis of racial terms – it can be perceived as having the indirect effect of doing so. Kuhl mentioned two galleries in Oakland – Joyce Gordon and the 57th Street Gallery – that are run by African-Americans, and both are excluded as a result of the boundaries:

We have a lot of press attention – a poster and a website and news articles – but people forget about galleries like Joyce Gordon and 57th Street gallery, because they’re not getting their names out there. The East Bay express publishes a list before the opening of every month listing all the galleries in Oakland and their receptions. And I was glad to at least see that they added a few other people. But its kind of like the squeaky wheel gets the oil you know, and Art Murmur’s got that kind of commotion, but when people cling to it, they disenfranchise the other galleries. And if we want them to stay open, we really all have to support each other […] I find that the whole cause of the thing was to bring people together, and its just not that anymore. It’s a weird thing. You think about race and stuff – to be in Oakland, you look around and see people of all different groups. You go to Art Murmur and see all these white kids and its like, what, is this sponsored by Clorox? We need to take a step back.


As the event progressed, the attendance increased drastically, creating problems with crowding along the street, particularly in the Art Corridor on 23rd, where many galleries were located. Street permits were eventually obtained through the efforts of the Rock Paper Scissors gallery. Jen Zoom from RPS explains what happened one night when permits were not acquired:

The Oakland critical mass [a biking event] would stop by, and there happened to be someone who was part of that who was very angry about cars, and it was a month where no one had gotten a permit, and she like, got up on someone’s car and was jumping on it. And at that point we kind of realized that we needed to have something on the street that would clear out the cars and allow people to walk back and forth in that area, and that was community based.

In addition to street permits, security guards were also hired in 2010 by the Koreatown Northgate Oakland Business District, a local community organization whose goals are to keep the neighborhood “safe, clean, and promoted” (Koreatown/Northgate Community Benefit District). This community business district was formed in July 2007, because “commercial property owners […] were unhappy about the long economic decline of the area and wanted to band together for positive change”. While public drinking was much more pervasive in the early years of the Murmur, it has been cut back significantly with the aid of these security guards. Local bars such as the Stork Club, The Uptown, Lukas’ Taproom, and Kim’s Backyard tend to be packed on Art Murmur nights, benefiting greatly from the influx of customers and economic capital. The Stork Club also holds donation-based burlesque shows each first Friday, making it an ideal destination for those looking for free events. 

b. Neighborhood Transformations
Cultural analysts have assessed the role that artists play in the process of gentrification of neighborhoods (e.g. Ley 1996; Cameron and Coaffee 2005), suggesting that through transformation of space, artists make neighborhoods more enticing places for both businesses and residents, who then move into the neighborhoods. As a result, average rents increase, sometimes to the extent that the artists who initiated the transformation are themselves forced to leave due to a lack of economic capital. To what extent have neighborhoods transformed to reflect the presence of the growing art scene in Oakland?
 

It is meaningful to note that many recently-opened galleries specifically selected their locations because they wanted to be included within the geographic boundaries of Art Murmur. The owners of Studio Quercus, Slate, Mercury Twenty, and Royal Nonesuch all expressed that the event played a decisive role in the locale selected for their space. Furthermore, a new development on 25th Street, a complex that includes space for 20 galleries and studios (opening May 2010), is likely an attempt to capitalize on Northgate’s growing art district. Art Murmur has thus created a ripple effect within its geographic boundaries, such that the main neighborhoods involved are becoming known as hot-spots for artistic development, a form of symbolic capital which attracts certain types of people to the neighborhood. 

Nedditch, former owner of Mama Buzz, explained that the Northgate area of Oakland – the main hub of the Art Murmur – has rapidly developed over the last decade, transforming from a “rough neighborhood” to a more of a destination point for those interested in the art scene. For Mama Buzz, this was aided by the City of Oakland’s matching grant program for façade redevelopment, which facilitated the removal of the bars from the windows of the café.

Before we took over, there wasn’t so much of a scene. We really built up that kind of base of clientele when we took over. It was a pretty rough neighborhood when we moved in there – I mean, when we applied for a beer and wine license, the cops laughed at us. He looked at us and was like, “Oh, you two?” [laugh] There were times I’d get there at six and lock the door until the first customer came, and if they left I’d lock the door again. There were a lot of crackheads floating around. We had break-ins at least 3 times a year. When we first moved in there were bars across the windows, so it was much more difficult to break in. […]  The city has gone through a lot of transformations since then. The city has a matching grant program, where they will work with landlords to reform the facades of buildings, and if the landlord puts up 50%, they’ll match and do the other 50%. But they have you work with their architects, so that they can keep the style of Oakland intact – which is really cool. So they worked with our landlord to have the façade redeveloped, at the same time Jerry Brown moved into our neighborhood and he said, “I don’t want bars on any of the windows, it makes the neighborhood look blighted!” and this and that. And so they put big beautiful window panes into our window instead, and it has… well, really invited people to smash them.

Travis Kuhl, of Kuhl Frames and Art, offered another, similar account of the Uptown and Northgate areas, noting that the area is still undergoing a period of transition.

This neighborhood is definitely a transitional neighborhood. Five years ago this little patio outside this place was like crackville. Drunks would sleep there all day. Abandoned, ruined, garbage everywhere. Most of the people who would work in this neighborhood told me that they would essentially leave work and ran to their cars. This was a pretty nasty neighborhood. One of the first businesses to move over here was Lukas Taproom, and they really changed this neighborhood. Like most of Oakland, the economy had been booming for the last, you know, seven years prior to our decline. Oakland was sort of late in the development so it never got its roots firmly planted in this neighborhood. Like this nine-story building across the street from me, this blue glass building – only the top floors are rented, and the rest of its still empty. The month that they finished it was the month that the housing crisis hit. So this nine story building is essentially almost totally empty. Most large cities need a large residential downtown core, or else businesses like myself don’t survive.

Kuhl was not the only one to note that Lukas Taproom, a bar located in the heart of Northgate, played a considerable role in the gentrification of the Uptown/Northgate neighborhood. Lukas opened in 2003, replacing The Hofbrau, a bar and restaurant that opened in the 1950s (Lukas Taproom and Lounge: About). Lockhart (21 Grand) recalls the prior establishment:

That place [Lukas] definitely spurred the gentrification of the area. It used to be this place called Hofbrau – there’d be old men drinking there, and you’d get roast beef and mashed potatoes, and a stout… it was kind of run down, and I think there were rats, and it wasn’t the cleanest place. But I think it was also the only place around here, except for the Korean supermarket, that you could get anything to eat around here after 5 o clock. 

 

Temescal, like Northgate, has also seen significant changes since the Art Murmur began in 2006.  A Wall Street Journal article dubbed the area “Oakland’s answer to San Francisco’s Mission District,” describing the development of culinary and arts businesses in the area, “drawing a mix of yuppies and plaid-wearing hipsters” (Woo 2009). The article cites City of Oakland retail specialist, Keira Williams: “From fiscal year 2004 to fiscal year 2008, the latest year for which data are available, Oakland's sales-tax receipts from the Temescal area rose 18% from $294,735 to $348,917” (Woo 2009). 

Temescal’s economic growth has also been partially fostered by the city, which has designated it a BID (Business Improvement District), a “self-imposed assessment districts established by a majority vote of licensed businesses and/or property owners in the district" (Oakland Commercial District Incentives, 2010). Danielle Fox of Temescal’s Slate gallery, which opened in April of 2009, described the BID in the area:

The property owners here voted five years ago to designate this area as a BID. They all pay excess property tax, and X amount goes into a pot that’s administered and just spent on its neighborhood. So Temescal has this pot spent only on this area. They’ve spent it on a patrol officer, to make the area safer. They pay for the planters out on the street, sweeping on the street. They pay for the signage – like the big banners out there – Welcome to Temescal or, the Farmers Market. They spend it on events, like the Taste of Temescal, the Street fairs, Halloween…”


These bits of evidence suggest that the neighborhoods are in fact developing to become safer, cleaner, and more eventful, particularly through the aid of the gallery presence. The artistic presence thus increases the symbolic capital of the area, making it appealing to those who want to live in diverse, artistic areas. As symbolic capital increases, so too does the economic capital of the areas. This raises the question of diversity: to what extent will these neighborhoods suffer a loss of diversity as economic influx increases?

All of my informants were aware of the issue of artist-led gentrification, and many, like Jasmine Moorhead from Krowswork, expressed feelings of  discomfort with the lack of racial diversity within the art scene as compared to the city itself:

I like San Francisco, but I don’t really feel comfortable there. It doesn’t fit with my energy. Oakland’s very racially diverse, and that’s important to me – I grew up in Mississippi. The art scene itself is not racially diverse, but at least the city is. And this area is great. It’s remarkable and unique for these restaurants – you go in any night and its 50% white, 50% black. And there’s no noticible divide. And I think that’s really amazing. And San Francisco is so white. I’d love to have the art scene be a little bit more integrated, though.

Carrie and Elizabeth from Royal Nonesuch Gallery in Temescal were also very open about the issue of gentrification and race, reluctantly noting that their galleries were not increasing diversity:

I hate to say this, but we’re definitely not bridge building here, we’re making divides. At the same time what we’re doing isn’t bad, because we’re making cultural contributions, which is good. […]  But I mean, when you think about how it during openings, when you walk by the gallery and see a roomful of beautiful, fancy-dressed white people looking at wine and chatting, that’s not exactly the most welcoming thing.

Jen Zoom of Rock Paper Scissors, located in Northgate, has a different take on the issue, arguing that the community-driven model of the gallery makes it more responsive to those living in the surrounding area:

We want to be something good for everyone, not just good for white hipsters, you know? The community that’s here. Like for instance there’s a woman from the area whose life is very hard. Her life is hard. And she made friends with us just by coming in all the time, and in some ways we started becoming her caretakers, and we were an outlet for her to talk about how horrible her life was, and we tried to find resources for her – people that she could be in contact with that would help her out, you know. And that’s not what she wanted. She just wanted someone to talk to. And sometimes its really hard, because we’re not set up to be someone’s social worker.


Jen Zoom's response raises an interesting question: Does the transformation of these neighborhoods via the art scene’s associations with upper-class white culture increase the racial stratification of Oakland, or can galleries adopt to fit the needs of communities? Is Rock Paper Scissors, with its weekly pilates classes, vegan cupcake contests, and bicycle workshops, actually responsive to community needs, or only to the needs of a specific clientele?  
IV. Gallery Strategies for Economic Capital Accumulation


This straight-in-your-face exhibition of cluttered trash objects and faceless pornographic collages feels like an overcaffeinated artistic indulgence -- the crass themes of violence, anonymous sex and cheeky anti-art posturing all included. What it lacks in subtlety it makes up for in frenetic, eccentric visual gratification, like falling suddenly into the unfettered and unedited super-ego of a teenage boy.

-Review of Hatch’s March show, “UR BEST FRIEND,” by DeWitt Cheng and Pilar Vree (Cheng and Vree 2010)
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Figure 3: Hatch's March Show, "UR BEST FRIEND"

In March 2010, Hatch Gallery exhibited three New York artists, Diego Benavente, Kelly Best, and Jonah Emerson-Bell in the show entitled “UR BEST FRIEND.”  The show, as partially depicted in the above photograph, featured a pastiche of objects, collages, and drawings, chaotically assembled across the walls of the gallery. Pornographic cut-outs, cigarette ads, and a large image of James Dean had silver paint-pen scribbled across them, generating a sense of iconographic frenzy. T-shirts were also on sale in the exhibition for $20, that had the slogan, “Free Lil’ Wayne” written on them in black lettering. Though pieces from this show were marked at $2000, the price-list appeared to be more taunting than serious; everything at the show was for sale, including the gathering of people drinking on the back patio, “Untitled with Black balloon and purses” ($1500). Predictably, nothing from the show sold, save for a few t-shirts. Shows like this expose an important paradox at the heart of the art world: art is supposed to be disinterested in economics, and at the same time is subject to its rules. How do galleries manage to survive economically, especially those featuring highly experimental works that are unlikely to sell at all?

The Oakland Art Murmur features a vast array of gallery types: artist-run collectives, non-profits, combination business/galleries, live/work spaces, studio/galleries, and educational institutions. There is certainly a spectrum of experimentation, however, ranging from those galleries who seem least interested in appealing to the market to those who see the saleability of work as an integral factor in its selection. In Bourdieu’s model, as discussed in Chapter 2, the field of artistic and literary production is organized around two competing principles: that of economic capital and that of cultural capital. In this section I will compare and contrast different gallery models along this spectrum, showing various ways that spaces of symbolic capital acquisition function within an economic context.


 In a broad categorical sense, galleries can be divided into different types based upon their models. First, there are those galleries that primarily rely upon another function of the space for economic profit. There are four such places: Mama Buzz, which is foremost a café; Kuhl Frames and Art, a frame and matte shop that also sells art and furniture; Desa Arts, featuring handmade home and garden products in addition to paintings produced by one of the owners; and Forthrite Printing, a printing shop with a front-room gallery. These spaces hold regular hours, and do not need to rely on selling work from the gallery to continue to draw in economic capital.


Second, there are community-based models, such as Rock Paper Scissors, Pro Arts, and Creative Growth. These organizations, like the first type, do not necessarily require the gallery to exist, though it plays a crucial role in providing a space for visitors to view artwork made at the organization (Rock Paper Scissors, however, usually shows work made outside of the organization). All three are grant-funded, non-profit organizations that offer classes and events. Creative Growth’s classes are specifically geared toward serving adults with developmental, mental, and physical disabilities.


The remainder of the spaces are ones whose principle function is a gallery. Of these spaces, many are highly experimental, concerned more with increasing visibility of art than with selling works from shows. Yet there are a few galleries that tend toward a more “professional” aesthetic; their work is meant to be sold, so its quality is less experimental and more broadly pleasing. Kimberly Johannson of Johannson Projects, Chandra Cerrito of Chandra Cerrito Contemporary, and Danielle Fox of Slate, are all gallery-owners who have clear business models and audiences. When asked what type of art she selects for her gallery, Cerrito responded:

It’s probably more intuitive of a thing, but in terms of my personal penchant, where I lean – I love minimalism and post-minimalism, so I tend toward that. But you’ll see a lot of exceptions to that as well. And I like that sort of challenge that interests me despite that. I often think about the spaces the art is going into, corporate or residential, and it usually rules out a lot of work that’s very, very quirky or very, very personal, confrontational, or disturbing, you know? I certainly have an appreciation for all those things as a viewer, but they aren’t generally what I work with.

This model sees the gallery as an intermediary between the artist and the client, and thus requires a certain economic sensibility as well as a feel for what is considered to be “high art” taste. Danielle Fox of Slate recounted recent tactics for selling work and better providing the link between artist and client:

I’m just starting to shift a little more into trying to work private sales, so its not just having people come in who buy the work that they see. I’ve got work that’s been sitting around here for years. So I’ve got this PDF brochure that I’ve been mailing out to customers, clients, and friends who are accountants, and saying, this would look great in your office or your bedroom. Its not mass-marketing; I’m not sending it out to my whole mailing list, but to specific people, but I’m trying to do it virally. Or when people come in and say, “Oh, this isn’t quite what I need, I want something six feet wide, a little more nature, something blue.” So I’m starting to troll around looking for other artists, and see if we can work out some sort of a deal.

All three of these women have high levels of cultural capital, and the works in the galleries – their objectified cultural capital – reflect this. All are highly educated in the arts through schooling, meaning that they have a powerful source of institutionalized cultural capital. Danielle Fox, for instance, has a PhD in Art History and worked at Sotheby’s art auction in London for several years. After stepping inside her gallery, one notices that the objects inside are presented cleanly, are well-lit, and well-framed. Presentation is of the essence. Travis Kuhl, of Kuhl Frames and Art, described the importance of presentation in a business-oriented art model, contrasting it with the “image” model:

You can have your gallery anywhere you want, but it goes back to what you decide to put on your walls and how you market it. But it also goes back to, how do you finish the rest of your gallery? You can’t sell someone a $300 frame job if what you put on your walls looks like crap. If you’re not going to display things, and put in the right track lights, and curate a show that has interest to people, they’re going to walk in the door and there’s going to be a disconnect between the work that you’re showing and the pricetag on the wall.  It’s just sort of basic business sensibilities. And I find that a lot of galleries don’t understand the business aspect, they do it for the image aspect. Hence, a lot of why the Art Murmur crowd are these wannabees that just hang out on the street and drink on the corner over at 23rd.

Johannson Projects, perhaps unknowingly, has one tactic that may make the gallery’s expensive works even more saleable. Theo Auer, a prominent East Bay arts writer, noted that Johannson Projects is unique in that it straddles the lines between saleable and nonsaleable, showing both types of work alongside each other:

Her gallery, Johansson Projects, blurs the lines between the business of art and the art of art. She has shown intricately crafted and designed works by artists like Jen Stark and David Hamill that one could easily picture in an established San Francisco gallery alongside the edgier, grittier work of folks like Nathan Cordero. When you first enter the exhibition space, a permanent moss installation growing from the ceiling by Misako Inaoka gives you the sense that up is down and down is up. [Auer 2008]
By having highly saleable works alongside those that are obviously not, Johannson is carefully crafting an illusion of disinterestedness in economic capital. By seeing experimental works, such as the moss on the ceiling, one senses that the gallery owner is not only trying to make sales; she is trying to promote art for art’s sake. This illusion lends merit toward her taste, which appears to be concerned with art regardless of its economic draw. Though Johannson did not personally agree to an interview, one of her interns, Matt Draving, explained to me that she tends to show one emerging artist and one established artist per show. This further increases her gallery’s credibility. The emerging artists are often pushing boundaries, making the gallery seem more experimental and disinterested in economic capital, while the established artists have work that is already known to sell, and more likely to line her pockets.


Adam Hatch likewise expressed that he wanted his gallery to blend experimental and traditional; not every show is as “out there” as the one described at the beginning of this chapter. In his words:

I want more galleries like Kimberly’s, and like mine, where it’s just like, we’re a gallery and we choose good artists and we don’t, and fuck it, we really try to push it.  Like I do these more traditional shows, but I also do really out there shows.  Try to keep it edgy, keep it raw, keep it real.

By having experimental shows, he increases his gallery’s symbolic capital; by having traditional shows he is more likely to receive economic capital. By alternating, he is able to have the best of both worlds. 

While Slate, Johansson Projects, Chandra Cerrito, and Hatch (periodically) take the business aspect of their galleries seriously, there are also those galleries that do not. For these people, being a gallery owner is a job that they pay to do, and not the other way around. When I walked into the recently-opened (October 2009) Royal Nonesuch gallery  in April, the walls were skillfully painted by artist Lauren Francis Adams with images of American soldiers in Afghani poppy fields in a vivid pink and yellow design. Entitled “Bitter Harvest,” the piece was remarkable, yet there was absolutely no way this could sell, since it was painted directly onto the walls of the gallery. When I asked Royal Nonesuch’s owners, Carrie Hott and Liz Bernstein, if they had made any sales and if it was a concern, Bernstein replied:

We have made sales. We had an art show in December that featured small works for under $100 bucks, but it wasn’t necessarily the type of show that either of us want to do on a regular basis at all. And I think that both of us think in terms of providing art that gives people an experience, and offers something new and different, and both of those things are not necessarily sales friendly, so its not even been a consideration. I even forget sometimes, yeah, we sell too, but that’s not the priority. We do this because we love it, it’s a pleasure. It’s a labor of love.

They also sponsored a three-week long artistic  project (from April 8-25, 2010) entitled “21 Projects,” where each day featured a different artist offering a group presentation at the gallery. They called this a “community social experiment.” Nothing was meant to sell, or did, but when considering the amount of effort required to find artists to present, publicize the events, and conduct set-up and take down, it is clear that these two artists see their gallery as a labor of love, and not of profit. This raises important questions: if it’s not about the money, are they in it for the social capital, or the symbolic capital of being part of the art world? Is there a genuine “love of art” that can compel one to act out of a sense of duty and appreciation, extending deeper than Bourdieu’s social model? Or is this merely a hobby? “The payoffs aren’t monetary. It’s not just about that. We want to create experiences,” said Hott. To keep it open, they both have day jobs, an addition to being artists themselves: Hott works for the Berkeley Art Museum in Membership and Marketing Development as an administrator, and Bernstein works at an afterschool art program at a Boys and Girls Club, a national organization for low-income students. 

Similarly, Kevin Clarke, owner of MacArthur b Arthur gallery, reflects an attitude of economic disinterest. However, he differs in one major way; the gallery is also his home. The 900 square foot building, costing him $1000/month, has a front room gallery as well as a kitchen and bedroom.  The space is afforded by his day job as a woodworker at a collectively-run furniture shop in Oakland. Prior to opening his gallery, he had started an artist cooperative in San Francisco called Million Fishes while a student at the California College of the Arts:

When I was at CCA, I started as a painting and drawing major, and I went there so I could feel like I was part of a community. And I didn’t like how I’d go into my painting studio and do these insular projects, and then work on them for a while, and sort of have no communication with people. So I decided I wanted to start an art collective, so I wrote up this manifesto of what I thought would be a good art collective, and I posted it on Craigslist, and found a space and a couple of other guys who were both interested in doing this. The three of us worked on creating the collective, and we worked for a few months before we moved in.

This desire for community – social capital – is what seems to drive Clarke’s motivations. While primarily an ends in itself for Clarke, who seems to truly enjoy being part of a community, he has also used social capital as a means of acquiring economic capital. When presented with the opportunity to go to graduate school in arts, he shied away in favor of starting a collective furniture shop, where he could make enough money to get by:

I stepped away for it for a few years thinking I’d go to grad school. And I applied at CCA and got in. And the day before I was supposed to enroll, I changed my mind. I just couldn’t - I was afraid of the money. I wanted to make furniture. So I stepped away from fine art for a little while so I could do woodworking for a while. So I did that, and started an art gallery furniture shop.

When I asked why he decided to start the Mac Arthur b Arthur gallery, he expressed similar motivations to starting the collective, social capital as an ends itself: “There’s nothing better than to be around creative people who are in that… who are somehow getting to express their creativity. And just a need for community. Wanting to be around people.” I attended one event at Mac Arthur b Arthur that was part of a weeklong series put on by three artists who call themselves SERG (The Social Evolution Research Group). Like the 21 Projects event at Royal Nonesuch, this series was also about community social experimentation as a form of artwork. The three artists hosted simple community projects in the space: letter-writing, listening to records, reading stories aloud, and even a sleepover. There was no economic benefit for the artists – especially for two of the three that had flown in from out-of-state – nor was there an economic benefit for Clarke. 

As evidenced, there is simply not enough capital influx from artwork to keep the doors open from sales alone. Taking another job is the most common strategy; of the independent galleries, most are subsidized by other work. See Appendix 3 for a table which compares various structural aspects of the galleries; as can be seen, in 10 of the spaces, gallery owners have other jobs. Some jobs, like Danielle Fox’s work as an interior designer, are related to their galleries – when she works with clients, she can recommend pieces from the gallery:

Every month I wonder where it’s [her payment] going to come from. For the first six months or so, I dumped all my savings into it to keep it going, or borrowing money. And now, there’s just no more there. So I have a design job, I sell some furniture, I get a commission. I do that on the side. I’d rather just do the gallery, but the gallery isn’t selling enough. I had declared my design business closed, and I was just focusing on this, but its just not making enough money to support itself.


Other people, like Adam Hatch, have jobs that are completely unrelated to art; he works as a part-time independent contractor for green building and design. Angela Scrivani of Warehouse 416 is also a bartender in San Francisco. The need to have a second job often explains the sparse hours that the galleries generally have; most are only open a few days out of the week.

Another means for acquiring economic capital is selling small art-related goods in addition to the works in the shows. Many of the Art Murmur participants are young, unable to afford expensive pieces, so they are more inclined toward small items, like notebooks, jewelry, home items, or prints. “Most of what we sell, like 90% of it, like throughout the year averaged, come from this store, and then artwork itself. We usually sell like, 1 or 2 pieces out of a show, but they're usually smaller pieces,” said Kerri Johnson of Blankspace. The gallery shut down in February 2010, but Kerri continued to run the store in a new space called Professor Squirrel, a few blocks down the street. Rock Paper Scissors also sells many small-scale goods in addition to its shows, as does Creative Growth. The Compound has many small items for sale in addition to a vending machine that dispenses art. The Moon is entirely a store for small art goods, selling primarily hand-made clothing and jewelry.


The Compound gallery has also come up an unusual, yet highly effective strategy for selling art. The idea is called “Art in a Box,” and has kept the gallery afloat. This functions much like a book-of-the-month or wine-of-the-month club. The subscriber pays $50 a month (for a minimum of three months) to have a work of art delivered to their door on a monthly basis. There is also an option to nix delivery, making the works $30 for a monthly pick-up. The subscriber doesn’t select artists or works, but can pick from a variety of mediums: painting, printmaking, photography, mixed media, watercolor, drawing, collage, ceramic, and sculpture. Essentially, the work that arrives will be a complete surprise to the viewer. Art in a Box allows for customers to give the gift of art – a form of objectified cultural capital – without the pressure of selecting the pieces themselves. An acquaintance of mine, Rebecca Taylor-Perryman, ordered Art in a Box as a Christmas present for her sister, Gabriela. When I asked her why she did it, she replied, “I thought it would be a cool present. I wanted to get her something hip. How many people can say that they own “original art” you know?” 


Another way that spaces afford to stay open is by adopting a collective model. Mercury Twenty is one such space; the collective of twenty artists pay a membership fee to show their work within the gallery, both in group shows and in solo exhibitions. When asked about sales, Kathleen King, one of the artists, stated:

We do make decent sales and they have been increasing over time as we become better known. We also have membership fees, which cover our basic costs. Our members are completely responsible for running all aspects of the gallery including recruiting new members, planning and participating in exhibitions, maintaining the gallery, hanging shows, gallery sitting, publicity and promotions, bookkeeping, etc.
Thus by running their own gallery, the artists are able to make economic capital though sales, as well as increase their cultural capital by familiarizing themselves with the profession of running a gallery. They gain the support of a social network, a form of social capital that strengthens their ties to the artistic community.


Clearly, owning a gallery is not an easy feat in an economical sense. This is especially true for those spaces showing work that is more experimental and less saleable. Thus in order to acquire the money needed to keep spaces open, certain strategies must be adopted, such as taking second jobs, selling small-scale goods, or adopting a collective model. What it often boils down to is the ambitious desires of the gallery owners, who see the gallery as such a strong source of social capital and symbolic capital that they keep it open despite overall losses in economic capital.

V. Hipsters, Appropriation, and Symbolic Capital
“It's amazing sometimes. The attitude that people [at Art Murmur] have. Like the sense of privilege when they’re walking around with their brown bag and their 40 and they’re like how important everything is.  And it’s like dude.  Dudes, you’re standing here in the doorway talking and you’re blocking the traffic and it’s just like, people out there selling PBR out of their car and $1 cupcakes and shit.  And it’s like all of the people that I have that buy art do not come to Art Murmur, they hate it.  People hate it!  You know who likes it?  Young fucking dudes and girls, hipsters who wanna get wasted and walk around and smoke.  Um, or like you know an artist.  Basically, everybody that doesn’t have enough money to buy art loves Art Murmur.”

-Adam Hatch, owner of Hatch Gallery

Since its inception, Art Murmur has been notoriously associated with the social group known as “hipsters,” particularly after journalist David Downs pegged the event as a “Hipster Invasion” in an August 2006 East Bay Express article (Downs). “Once it got called hipster, that was it,” said Kerri Johnson, former co-owner of Blankspace, “Every other writer after that made sure they mentioned the hipster.” This conclusion, though a stereotype, is not wholly inaccurate; looking around the event, one readily sees hundreds – perhaps at times a thousand – of mostly young, white, “creative-types” boasting clever hairdos, tight pants, tattoos, piercings – iconic trademarks of hipster culture.  Who are these people? What do they want from Art Murmur? Why does this event lure them out in droves?

Over the last eighty years, the meaning of the term “hipster” has evolved, describing a number of different social groups. The original hipsters of the 1940s - smooth-talking jazz aficionados, typically members of the black urban working classes – hardly resemble the white upper-middle class individuals who have come to be typified as contemporary hipsters. Even the etymological transition reflects a key aspect of what it means today; the [white] hipster has continually been a description for one who appropriates cultural elements from outsider groups in an attempt to assert his or her own authentic nature.
 The term “hipster” originated in the 1940s, a modern jazz parlance for an individual who was socially adept and usually enjoyed the lifestyle of a jazz musician. The Oxford English Dictionary defines it first as “One who is ‘hip’; a hip- (or hep-)cat.” As noted by Dick Hebdige, white hipsters appropriated their style from the black urban working class: “The hipster style was assembled in relatively close proximity to the ghetto black: it gave formal expression to an experienced bond, it shared a certain amount of community space, a common language, and revolved around similar concerns” (Hebdige 1979:48). He also cites Goldman, in describing the hipster:

The hipster was… [a] typical lower-class dandy, dressed up like a pimp, affecting a very cool, cerebral tone – to distinguish him from the gross, impulsive types that surround him in the ghetto – and aspiring to the finer things in life, like very good ‘tea,’ the finest of sounds – jazz or Afro-Cuban… (Hebdige 1979:49). 

Norman Mailer, in his 1957 article entitled “The White Negro,” describes white hipsters as racial role-reversers, reinventing themselves stylistically through the adoption of a lifestyle that transcended the concerns of everyday economic life: 

[They are individuals] with a middle-class background [who] attempt to put down their whiteness and adopt what they believe is the carefree, spontaneous, cool lifestyle of Negro hipsters: their manner of speaking and language, their use of milder narcotics, their appreciation of jazz and the blues, and their supposed concern with the good orgasm. [Mailer 1957:280]

The term was revived in the 1990s and 2000s. While the contemporary meaning is often debated, the word “hipster” is most generally used as a blanket term to describe middle and upper-class youth that are associated with a certain “alternative” culture. Hipsters distinguish themselves through style and taste, and are often obsessed with constant redefinition as a way to express their individuality. While the 1940s hipster appropriated solely from black urban culture, contemporary hipsters appropriate style from a variety of different subcultures in an ironic attempt to become “authentic”:

Hipsterism fetishizes the authentic and regurgitates it with a winking inauthenticity. Those 18-to-34-year-olds called hipsters have defanged, skinned and consumed the fringe movements of the postwar era—Beat, hippie, punk, even grunge. Hungry for more, and sick with the anxiety of influence, they feed as well from the trough of the uncool, turning white trash chic, and gouging the husks of long-expired subcultures—vaudeville, burlesque, cowboys and pirates. [Lorentzen 2007]

One notable difference between the hipsters of the 1940s and the hipsters of today is that contemporary hipsters rarely self-identify; the term is often negatively evoked to describe individuals who latch onto “alternative” trends that are actually mass-marketed. Rob Horning, who has written a number of essays on hipster culture, describes hipsters as

…a kind of permanent cultural middleman in hypermediated late capitalism, selling out alternative sources of social power developed by outsider groups, just as the original “white negros” evinced by Norman Mailer did to the original, pre-pejorative “hipsters”—blacks looking for modes of social expression that could serve as a source of pride, power, unification, and emblems of resistance. Hipsters are the infiltrators who spoil the resistance—the coolhunting collaborators and spies. [Horning 2009]


As a “permanent cultural middleman in hypermediated late capitalism,” hipsters no longer are their own distinct subculture, but are part of a commercialized, global phenomenon. The hipster obsession with the “authentic” is one trait that, somewhat ironically becomes quite difficult to achieve in this late capitalist society, in which advanced technology has made it easy to reproduce any aspect of artistic culture; the production of cultural goods is taken over by large industries motivated by profit to distribute those goods that make people feel “authentic.”

This tendency to snub hipsters can be understood through Bourdieu’s model as a rejection of those who distinguish themselves through styles produced by the field of large-scale production. Bourdieu distinguishes between two main types of artistic fields: the field of restricted production, and the field of large-scale cultural production. The distinction is important, particularly as each operate in accordance to very different social rules. The field of restricted production tends to be associated with what we think of as “high art” and is highly disinterested in economics, whereas the field of large-scale cultural production tends to be associated with popular art and mass culture. Within the field of restricted production, there is a general tendency to discredit those driven by heteronomous, market principles. Thus Bourdieu argues that the field of large-scale cultural production is “symbolically excluded and discredited” (Bourdieu 1993:39) for its inability to remain true to the “pure” artistic intentions of those artists producing art-for-art’s-sake. This criticism reveals the paradox of hipsterdom; they simultaneously tout their authenticity while participating in the field of large-scale cultural production. 

Thus, as trends become too popular, they no longer have the initial artistic appeal and fall out of use by hipsters. Pabst Blue Ribbon beer, the quintessential beverage choice of hipsters, is an interesting case: although it has been steadily rising in popularity for nearly a decade, it is still a favorite in hipster circles. PBR traces its roots to a Milwaukee brewing company, founded there in 1844 (Walker 2003). During the 23 straight years leading up to 2002, the company had been losing sales volume; yet in 2002 the beer’s sales rose 5.9% (Walker 2003). By 2009, the trend had skyrocketed; in this year alone, the beer’s sales rose 25% (Bartosik 2009). What can explain the sudden spike in the beer’s popularity and its preferred status? 


First, a few obscure counter-culture references helped to boost the beer’s image among the artistic youth, as explained by Michael Edwards:
An interesting thing happened: counterculture icon Dennis Hopper was heard to spout the praises of Pabst Blue Ribbon in David Lynch’s (at the time) art-house film Blue Velvet. Hopper’s PBR quotations were sampled and recycled into songs by such 1980s and 1990s avant-gardists as Skinny Puppy and Mr. Bungle, to the point where drinking PBR — perhaps in part due to its cheapness but also because of the generational associations made by David Lynch — became an in-joke among hipsters, something to drink to be funny and witty and to display one’s ironic cultural affiliations. [Edwards 2005]

Furthermore, the 2003 publication of Robert Lanham’s The Hipster Handbook, a satirical guide to hipster culture, advocated consumption of the cheap beverage as an ironic downscale chic choice. The book, which sold over 40,000 copies by 2008, certainly played a role in spreading the popularity of the beverage (Bennett 2008)

Second, the company itself adopted a rather unusual marketing strategy after the beer suddenly spiked in popularity. While the American beer industry spends 1 billion dollars a year on average on elaborate advertising, PBR had not had a single ad in over 20 years (Bartosik 2009). Unlike its competitors, who had relentlessly hyped up their products, PBR had no image at all. The company’s seeming disinterest in commercialism had made the beer exactly what the hipster sought: a unique, authentic choice. So the company simply continued to rely on the beer’s word-of-mouth popularity to boost its success. In short, they did nothing - and sales continued to rise.


I have observed PBR to be one of the most popular beverage choices at Art Murmur. In August 2009, I watched thee young fellows illegally selling “a can of PBR, a shot of whiskey, and a hit of hash” for three dollars out of a cooler on 23rd street. The Stork Club on Telegraph, the bar at the epicenter of the event, not only has PBR on tap, but they also have 12 oz. and 24 oz. cans for sale. PBR invades other venues as well; Mama Buzz sells cans of PBR for a dollar inside the gallery.  And while the other galleries lack the licenses to sell PBR (or any other form of alcohol) on their premises, the telltale can often peeks out of brown paper bags clutched in the hands of attendants. These forms of objectified cultural capital are converted into social capital, not only because the alcohol acts as a social lubricant, but because the brand’s negligent marketing strategy makes it seem like a more authentic choice.

Status as a hipster is not the only reason to attend Art Murmur.  First, the event is free, so its not a hindrance to anyone’s economic capital. (Of course, many Murmur-goers and the contents of their wallets end up at nearby bars.)  In a time of recession, the relatively low cost may make this event a more likely choice for a Friday night out than more expensive alternatives, like going to see Avatar in 3D. Second, the scene, particularly in its early days, seems fairly “authentic” in that it is strongly linked with the DIY scene, the music scene, and the experimental art scene (as discussed in Chapter 3), This immediately established the event in opposition to the high-end San Francisco art openings on the first Thursdays of the month that take place at more established, commercial galleries. By being part of the scene audience members gain the symbolic capital of association with the artistic crowd. Third, and perhaps most importantly, the event fosters social capital. As can be seen by glancing at Appendix 2, (which depicts a variety of responses by attendees to the questions “Why are you here?” and “What do you think of Art Murmur?”) many of the respondents I surveyed mentioned that they were there to meet up with friends, fostering their social capital. This provides a satisfying network in itself, regardless of its potential to be converted into economic capital. 

The gallery owners are seeking symbolic capital in their efforts to produce art that is experientially driven, proudly displaying its lack of economic sensibility. And while some gallery owners may mock the PBR-lubricated Murmur-goers, the relationship is decidedly symbiotic: without these droves of attendees, there would be no capital for anyone, social, symbolic, or otherwise. This system relies not on economics, but on the underlying social structures that place a high value on image.
Conclusions
The Oakland arts scene has blossomed in the last ten years, owing significantly to the Art Murmur. What began as a small community of young gallery owners grew into an expansive network that made Oakland’s artistic presence readily visible to the public eye, uniting people, music, and art in shared spaces.

When I first became interested in Art Murmur, I wanted to understand the strategies that enabled such an experientially-driven event to gather the necessary economic capital to continue. I discovered, to put it simply, that economic capital was not the point. Money is a limitation, but not a goal. Galleries continue to surface that challenge traditional models of business, opting for prestige rather than paychecks. Bourdieu’s model enables a much more complex understanding of this economy, which is driven by the forces of social, symbolic, and cultural capital. 

The rise of galleries has contributed to the transformation of neighborhoods; Koreatown / Northgate has most notably become a known arts district, while Temescal and North Oakland are becoming increasingly hip and upscale residential and commercial areas. Of course, this sort of neighborhood change evokes a variety of issues. Does the transformation of these neighborhoods via the art scene’s associations with upper-class white culture increase the racial stratification of Oakland? What does this mean for residents who can no longer afford increasing rents?

For gallery owners, acquiring the necessary economic capital to stay open is often a challenge, and this may become increasingly so if their rents increase. Thus they often develop a number of strategies for staying in business, besides simply selling art. These strategies include taking other jobs, selling small-scale art goods, obtaining non-profit status, applying for grants, and hiring unpaid interns. Gallery owners often pay to work, and not the other way around.

The audience, hipster or not, has also played an integral role in perpetuating the symbolic economy; without them, the art would have no social value. This system relies not on economics, but on the underlying social structures that make its creation, reception, and circulation possible. Or as Hatch bluntly put it: 

Art does not exist in a vaccuum outside people's perceptions or outside the economy of art, you know? If any piece of art was made and then shot into space, nobody would even give a shit. The essence that it has wouldn't even exist. It's the space between the art and the viewer and the matrix of the whole scenario. And so I think that artist and the art are definitely one in the same. 
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Appendix 1: Guiding Interview Questions

Background Information
Name, Age, Education, Family?
When did you decide you wanted to be an artist? Why?

The Process of Art Making
What mediums do you use?
How often do you work?
Do you have a statement of purpose? What is your work about? Give me some words that describe themes in your work.
Do you plan out your pieces or work spontaneously? Both?
Do you see your work as a critique? If so, what are you critiquing?
Tell me how you felt when you were working on your most recent piece/series. Why did you make it?

The Gallery and the Economy (Space and Money)
Do you make art on commission? If so, how does it change your process?
How do you decide how much a work is worth? Who helps you decide?
How did you start selling your work? 
Has the recent economic downturn affected sales?
Do you see being an artist as an economic sacrifice?
Do you consider yourself to be living comfortably?
Do you have a dealer? 50/50 split? How do you feel about that?
Where do you display your work outside the gallery? At home? At work? Do you give it away to others?
Do you ever feel confined by the space in a gallery?
Oakland - Uniqueness, Politics
How long have you lived in Oakland?
Why is your gallery in Oakland?
What makes you an Oakland artist versus a "Bay Area artist" or a "California artist"? How do you perceive the art “scene” in Oakland? What makes it different than the art scene in San Francisco? 
Where do you go from Oakland, as an artist? Is there a sense that you will work here and then "move on" or "move up"? 
How do you see your gallery in relation to other galleries in Oakland? What is similar and what is different?
Have you ever made works about your experiences in Oakland?

Multiple Roles / Dual Lives
What else do you do?
If you have another job, which do you consider to be primary?
How does your life outside art-making affect your art?

Appendix 2: Anonymous Survey Responses
During the February 5th Art Murmur, I stopped several people (and groups of people) and asked them to answer two very simple questions, anonymously, for me. Why are you here? and What do you think of Art Murmur? My questions are marked by italics, while the answers are marked by the letter “A” (if there was more than one respondent, they are demarcated by A1, A2, etc.)

Why are you here?
A. I'm glad its here! My impression is positive. Its pretty young. Free flowing. I like it. Aesthetically I don't think there's a wide range - the art - I haven't actually gone into all the spaces so its probably not fair, but I think there's a particular aesthetic that I could probably articulate if I spent some time thinking about it.

How would you describe that?
A. It's like a crafted, chaotic, very intentionally rough at the fringes, artsy-craftsy... but I like it. It's a little self-conscious, which I guess art should be.

--

Why are you here?
A. I'm here because its so active and lively and interesting.

Have you been here before?
A. This is the first place I ever sold a CD. In that store there [points to RPS] I think I got five dollars for it. I've been here a few times, but I'm back!

A. To characterize it - revitalizing Oakland's downtown and uptown district. I was just having this conversation with someone. Its great for all the local businesses, like restaurants and bars, it gets people out, it gets people on the street, makes them more active. Now it is going to shut down pretty soon - the fun ends very soon. Its very short-lived. Maybe if it went on longer it would be better.

--

Why are you here?
A. I come down here pretty much every month to see some music, meet up with friends. And the galleries too. I came early enough this time to see art without getting scuffled along and getting claustrophobic

What do you think of Art Murmur?
A. I love it! I really hope they keep it going. Its a great community event. Music and food and art

--

Why are you here?
A. We're here to perform! We are performing on the street. They asked us to come. We are an acapella jazz choir.

What do you think of Art Murmur?
A. We love it! I'm so glad its not raining and uh its warm and art murmur rules. I always see interesting bands here, and some good art, and there's some good people watching

--

Why are you here?
A. I have some friends playing in the bus down there.

What do you think of Art Murmur?
A. I think its cool. I think it should be bigger. Its pretty cool, its pretty young.

--

Why are you here?
A. I'm here to meet some friends - I work around here, down the street. They're supposed to meet me right at this spot. I'm a victim of social pressure, I guess you could say.

Had you heard of Art Mumur before?
A. No, not before this week - last week someone said, why don't we meet at Art murmur? I said oh well maybe, there's something going on at the Berkeley Art Museum so I thought I wanted to do that, but I had another request to meet here so I said alright!

--

Why are you here?
A1. To have fun, see what's out.

A2. To have some cocktails and take a walk!

A1. Yeah we have our drinks, now we're looking for some dinner.

Have you been to Art Murmur before?
A1. I've been once.

What do you think?
A1. I think its a great idea - I think it hasn't hit its critical mass yet - it needs a few more galleries to be really happening. Its definitely, you know, on the way.

A2. I think its a great start to a communal space which was much needed in Oakland.

What do you think of the crowd here?
A1. I haven't really ever interacted with anyone - to me it looks like a bunch of hipsters [laughs]

A2. Yeah I think it could be a little more diverse, racially, and also age-wise, that would be kind of nice. But you know, everyone's nice, haven't bumped into any problems with that!

--

Why are you here?
A1. This is my store. I live upstairs. This is an apartment building upstairs and my store downstairs.

A2. I live a couple blocks away. Something to do. Look at people. I like to look at people.

A1. You're also into art.

What do you think of Art Murmur?
A1. That's not an easy question. That's a long answer. Caus I've been - I've lived here a long time and I've been involved a long time.

A2. It's lookin a little skinny tonight, I have to say

A1. Which is a relief. When it gets to be... My answer could all be summed up with... I wish it was all about the art. The first year that it was going on, it was unbelievable. It was really all about the art. It wasn't this weird little sideshow, get together, on the street. It was really just the galleries. There was a party on the street, but not an organized party on the street. It seemed like there was a lot more going on... I don't know, maybe I'm nostalgic. That said, I still think its a really positive thing.

Cool. I've been in your space before - I remember when you had wallets here. 
A1. Yeah, Luke's wallets! Lake County Luke. He makes stuff out of tough material.

What's the name of this space?
A1. Roy.

Noted.
A1. I work with jeans, mostly denim. [goes onto explain this, but loudness of background noise makes it difficult for me to decipher what he was saying]

--

Why are you here?
A1. Because I'm an artist in the Bay Area. I really dislike calling people on the phone, and if I come here I know I will see at least one other person who is an artist, who was in the art department I was in. Its kind of like, you go, not necessarily to see the art, but like 'Hey, give me your phone number man.' It's also nice to see artwork and see what art is out there. It's like "hey, 80,000 bucks for this?" Okay.

A2. Sense of guilt, I don't know. I have an interest in art, I guess. I'm planning to be a professional art historian. I studied Art History at Berkeley, I'm applying to grad school on the east coast. I'd like to see what's happening. I don't know, kind of wakes you up - its like Oh this is what people do on a Friday evening with their time?

A1. We're also kind of like hippies, we don't see people most of the time. We only see hippies.

What do you think of Art Murmur?
A1. It is what is is. As God said to Moses, I am what I am.

A2. It's really small. I mean if you want to trek down to LoBot or something, but is it worth it?

A1. I mean it is just a bunch of art galleries trying to make money and it is akin to the First Thursdays in the City, but its not like a bunch of underground cooperative space where art is being made. And for more intense performances and shows you have to go elsewhere, and in that sense its pretty superficial.

A2. Its kind of an excuse for everyone to get really excited, but its such an anemic kind of art scene. Its like this is it? People are here for this? But they seem to enjoy it.

A1. I'd rather go to the MOMA honestly.

A2. Or to the Legion of Honor. I'd rather be at home, reading.

A1. I'd rather go to the galleries in San Francisco on my own, any day of the week.

A2. They're soul crushing.

A1. But you can't drink in the streets.

A2. That's what its all about I think, drinking in the streets.

--

Why are you here?
A1. I'm sober and bored. And I like art.

A2. I was going to meet my friend Aaron here.

A1. Artistically this really isn't my cup of tea, I'm more of a fan of impressionism and like, actual good art, but I'm here for social and drinking reasons.

A2. I like social/drinking as one category, and I'm here for artistic reasons in that I think there's a lot of very interesting things to look at here every once in a while. Like that huge projection on that wall, I don't know what it is. But its so cool.

What do you think of Art Murmur?
A1. I think its a good way to showcase artwork for people who don't have that exposure or accessibility. I know a couple of friends of mine who normally do grafitti and they've had shows here, and its cool because they won't get arrested for like, pasting some shit on a building. So its good in that respect, however it can be kind of problematic having this much street traffic, contributing to the overall decay of the neighborhood.

A2. I don't know, last time I was here it was only for about half an hour and I spent most of it drinking, and this time I've only been here about ten minutes, but so far I like it better this time. Last time I only got the tail end of it, and it seemed like a bunch of drunk people on the streets being like, "Let's take over, we can!" But, I dunno, its cool. I haven't seen too much of the art, but I'm glad they have the street vendors, thats really important.

--

A1.  I'm here because my friend Peter brought me along to have me look at the artwork in downtown Oakland.

A2. A couple of reasons actually. I came here before with a friend, with a friend who is a great art appreciator, and was impressed with the scene. Tonight I have a friend, Alan Chin is his name, whose work is showing right around the corner, great vast and energetic canvases. On 24th street. I suggest you look at it. Wonderful, large, energetic works. Alan is a friend of one of my housemates and I wanted to see more of it.

What do you think of Art Murmur?
A1. I think its wonderful. San Francisco was never quite like this. When I used to live in the city, I would often go to galleries and openings as I had many friends in that scene. And this very refreshing because its wild and crazy, a lot of youth.

A2. And also outdoors! And an occasion for public drinking - I think is wonderful. Its a great scene. And I hope you'll give it a good writeup.

--

.

Why are you here?
Because I really love it. I think there's a lot of great art coming into the east bay. I'm not from here, but I think there's a lot of great artists here, and great people... its great! I'm also here because my friend has some photographs in one of the galleries - well its more of an art bar. It's called Era. Its a new space - they have photography and paintings - its huge! You should check it out.

What do you think of Art Murmur?
I think its nice because it gives you something to do at night, because sometimes there's not much to do. I actually don't know if there are many other bars around here. I think its a great community, its really awesome to see all the people here. I like it a lot!

--

Why are you here?
A1. Its a good excuse not to sit at home.

A2. good excuse to hang out with people!

A1. Yeah. Not for the art.

Have you been before?
A1 and A2. Yes.

Has it always been about socializing?
A1. Well the first time I was here to see the art.

A2. I came here the first few times to see the art. I always check out Creative Growth, I love the art there.

A3. I have a completely different answer. I'm pretty anti-social, and I just like to look at the art [laughs]. Why are you here?

Lately my reasons have been very different because of the project I'm working on - but generally to look at the art, look at the people. Okay so my second question - what do you think of Art Murmur?
A3. Well I think it depends on what aspect of it you're talking about. I think the sort of sense about this whole phenomenon, is that its a lot of white people who are gathering in large numbers in public in the streets, drinking and smoking, without any consequence, which probably would not be possible in a black community. I think its just sort of indicative of... I don't know... injustice. You know, when I first came here - I was just telling this to my friend - some people rolled up in a big, I think it was a Cadillac Escalade, and were just being kinda foolish, and dancing provocatively on the hood of the car, being loud, blasting rap music -

A1. Wait who was it?

A3. Just some random people, some black girls, whatever... and I think that was kind of a way to ridicule this. Or I don't know, maybe it wasn't. Its hard to tell what their motivations were.

--

Why are you here?
A1. Just for the vibe mostly. For the people out here, and the art too.

Have you been here before?
A1. This is my third time.

What do you think of this whole scene?
It's great. It embodies Oakland. And its something different, like you can't find it anywhere else I think.

--

Why are you here?
A1. I am here because I'm a gallery director, and I'm here scoping out talent. I'm a director at the Kay Gallery in Alameda,

A2. My friend of mine is part of a gallery around the corner, so I usually come here to see her and check out the zoo-like nature of it all.

What do you think of Art Murmur?
A1. I think its great! It reminds me a little of the Art Walk they have on Alberta Street in Portland. I think its nice and fun and rowdy. Its way not snooty like San Francisco, I think the First Friday there is a whole different crowd. Its more of a scene. Its kind of hard to see the art, but thats okay, you can come back! [laugh]

A2. Well I like it. Its like a blend between the Venice Boardwalk and Portland, so geographically its in the right place. But its really more of like a scene, compared to just a bunch of people. And sometimes I actually see the art, but it depends on what time I get there. But there's so many people in there moving around... if you're looking for physical contact its a great place to go. [laugh]

A1. Its a great place to see the human art!

--

Why are you here?
A1. Because its fun! I mean, I love it. It's a warm night, and I could go for a ride, and I knew there'd be a lot of people, and cool art and music and stuff going on.

What do you think of Art Murmur?
I like it a lot! There's great energy, there's great art. But everyone is all dressed up and having fun, there's a great amount of people. It can be really hard to get in the gallery and see the art after some point, but its because its really popular. If they took another lane off of Telegraph for people to stand in, that would be great. A couple months ago there was a party at a warehouse, at a bike shop -

Around Christmas time?
Yeah!

Right on, I was there.
It was great because there was another event that stretched on into the evening so it gave me something else to do.

--

Why are you here?
A1. Do you like music? Want to come to a show next Wednesday? We are The Secret Opening Act.

Do the other bands know that you're the secret opening act?
A1. Yeah they know.

So its not a secret?
A1. No, not really. The name of our band is, though.

Wait, is the name of your band "The Secret Opening Act"?
A1. I don't know, it might be.

I respect that. So you're strictly here for promotional reasons?
A1. Yeah. We will probably get drunk at some point but we don't know where. Probably not here.

Have you been to Art Murmur before?
A1. Yes, I have. So this is called The Art Murmur? People have been calling it Art Murmur, but I thought it was First Friday.

Well, Art Murmur is a specific group of galleries that shows on first Friday. There are more that show on First Friday, that aren't affiliated with Art Murmur. Anyway, so my second question is, what do you think of Art Murmur?
A1. I enjoy it. It's got a good vibe. This scene is diverse and bohemian. Welcoming, I think. It smells nice. Like booze and cigarettes and weed occasionally. Innocuous.

--

Why are you here?

A1. Well uh, I have a friend, and he's visiting from Sweden right now, [person tries to give her a flier, she says "no interest" and laughs] and I thought this would be a cool Oakland for him to see to show him that the city here is much more dynamic than one would expect. In San Francisco, everything seems really accessible, but its a little more closed off than you would think. I lived in San Francisco for a long time, but I'm living in Oakland now. I just discovered Art Murmur maybe in August, so it hasn't been that long.

When you come out, do you come to look at art or hang out or both?
I generally come to look at the art. There's a man who has been putting up his drawings in the porn shop, like right near 40th and Plaza (???), and I really enjoy whatever it is that he decides to display, I think its really funny. I sort of have to search amongst all the dildos to find something really cool. Also I like to come because its a really nice excuse to be a part of a block party, which you really don't get too often.

What do you think of Art Murmur?
I think its a wonderful idea. I think its good for community. I always see different people aside from the regulars, like the people who go to Mama Buzz all the time and whatnot. Its pretty easy to get into the scene, or at least recognize the people who associate with it. Yeah, I come for the art, but I think there's some pretensions, which I think comes along with any art scene.

--

Why are you here?
To see the art, and to see people that like to see the arts. I came with a bunch of other people.  I saw the rocking bus, and I'm very curious as to why its rocking.

There's a band playing inside.
Oh! Cool.

So my second question is - what do you think about Art Murmur?
I think its a good idea. I think that anything that tries to bring people out into the galleries is a great idea, because maybe if they come out once a month, they'll come out twice a month. Or they'll tell their friends and their friends will come out. It's a force that brings people together and promotes patronage to the galleries. I think its a great idea.

--

Why are you here?
A1. I actually didn't know it was happening tonight. We were going to something else, another art show, and we saw something was going on, so we came over here.

So is this your first time at Art Murmur?
A1. Yep.

You too?
A2. Yes.

What do you think about Art Murmur?
A1. I enjoy it. I live in Hayward, not too far. I like the scene - its what I'm comfortable with - it's good for me. I do designs and arts as well, galleries, so I enjoy it.

A2. I love it. Its a riot. Put that down. It's a riot.

--

A1. My life is boring.

A2. I'm looking for all the sleazebags I slept with in college.

A3. This is the answer, just don't hold it against me - I'm here for the hipster pussy. That's not the reason why I'm here right now, but thats definitely the overriding reason why I've come here.

A2. Pussy is as pussy does. And I does pussy.

What do you think about Art Murmur?
A1. I like it. its cool.

A2. You suck, your answers are terrible.

A3. Most hipster events turn really lame really quick. This is the only time thats focused on getting a bunch of hipsters together where it gets like, cooler. Its like the more people that show up it gets cooler, and its a really cool place, whereas usually hipster events turn into really horrible inbred places, whereas this is pretty open for something thats supposed to be like, exclusive. I've been able to drink everywhere and never gotten yelled at and never gotten kicked out, so that's cool.

A4. I want to have a cute hipster boy have sex with me, that's why I'm here. That's not even a fucking lie.

Appendix Three: Shared Traits Among Galleries

	Gallery
	Person Interviewed
	Collec-tive
	Non Profit
	Two People
	One Person
	Interns/Volunteers
	Primary function is store
	Small goods for sale
	Studio space


	Classes / Work shops
	Grant funding
	Multiple Jobs

	1. 21 Grand
	Sarah Lockhart
	
	X
	X
	
	
	
	
	
	
	X
	X

	2. Blankspace
	Kerri Johnson
	
	
	X
	
	
	
	X
	
	
	
	X

	3. Chandra Cerrito Contemporary
	Chandra Cerrito
	
	
	
	X
	X
	
	
	
	
	
	

	4. The Compound
	Matt and Lena
	X
	
	X
	
	?
	
	X
	X
	
	
	?

	5. Creative Growth
	Jennifer
	
	X
	X*
	
	X
	
	X
	X
	X
	X
	Varies

	6. Desa Arts
	I Made Moja
	
	
	X
	
	
	X
	X
	X
	
	
	

	7. Forthrite Gallery
	Conor Ottenweiler
	
	
	
	X
	X
	X
	
	*
	
	
	

	8. Hatch Gallery
	Adam Hatch
	
	
	
	X
	X
	
	
	
	
	
	X

	9. Johansson Projects
	Matt
	
	
	
	X
	X
	
	
	
	
	
	X

	10. Krowswork
	Jasmine Moorhead
	
	
	
	X
	?
	
	
	
	
	
	

	11. Kuhl Frames and Art
	Travis Kuhl
	
	
	
	X
	X
	X
	
	*
	
	
	

	12. MacArthur b Arthur
	Kevin
	
	
	
	X
	
	
	
	*
	
	
	X

	13. Mama Buzz Cafe
	Sarah Lockhart
	
	
	X
	
	
	X
	
	
	
	
	

	14. Mercury 20
	Kathleen
	X
	X?
	
	
	
	
	
	
	
	
	X

	15. The Moon
	
	
	
	X
	
	
	X
	X
	X
	
	
	

	16. Oakopolis
	Joell Jones and Cory 
	
	X
	
	
	
	
	
	
	X
	
	

	17. Rock Paper Scissors
	Jen Zoom
	X
	
	
	
	X
	
	X
	X
	X
	X
	X

	18. Royal NoneSuch
	Elizabeth and Carrie
	
	
	X
	
	
	
	
	
	
	
	X

	19. Slate 
	Danielle Fox
	
	
	
	X
	
	
	
	
	
	
	X

	20. Smokey’s Tangle 
	Emily and Brian
	
	
	X
	
	
	
	
	*
	
	
	X

	21. Studio One 
	
	
	X?
	
	
	X?
	
	
	X
	X
	X?
	Var

	22. Studio Quercus
	Susan and Kyle
	
	X
	X
	
	
	
	
	X
	
	
	X

	23. Warehouse 416
	Angela Scrivani
	
	Considering
	
	
	Acquiring
	
	
	X
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  Figure 2: The initial 2006 Art Murmur map.











Figure 1: Fields within Fields. From Bourdieu 1993:38.








� This section would greatly benefit from a comparison of the data from the upcoming 2010 census to the 2000 census. Although zip-code specific information regarding median income and housing prices are available in the 2000 census, this level of information is not included in the annual community census. Since this information is currently unavailable, I describe the transformations through a perspective granted by my informants and from news articles, as well as from my own observations.





