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INTRODUCTION
W e appreciate the opportunity to show these uncommon scenes of  San Francisco 

from our collection. We’ve had much pleasure from living with these works. And just 
as memorable have been the associations and friendships that developed from working 
with these artists and their families.

I came to an art career at midlife. After raising four children in San Francisco, I 
became a full-time volunteer on various boards and worked on several local political 
campaigns. I took some art history courses and then the docent course at the San 
Francisco Museum of  Modern Art. It was especially fun introducing school children 
to the museum. Then, my interest piqued, I decided I wanted to be a part of  the 
commercial art world. 

I was fortunate in 1980 to be hired by the well-established Maxwell Galleries in the 
heart of  San Francisco’s art scene near Union Square. It was a turning point for me. 
Maxwell’s afforded me an opportunity to become acquainted with a wide range of  
American and European art from the late 19th and early 20th centuries. It was also a 

owner of  Maxwell Galleries, who was a genial gentleman and an old pro.   
I enjoyed the challenge. Every day was an opportunity to discover another new 

name and explore just how complex it can be to acquire and sell the works of  historic 
painters and sculptors. Maxwell’s also showed the works of  a few contemporary artists.  

experience at Maxwell’s and my husband Maurice’s support, I went out on my own. After 
a few years of  operating as a private dealer, I found a little storefront on Francisco Street 
in North Beach and opened there in 1988.  

My intention was to show contemporary work by local artists working in a realist 

acquainted with a few of  the artists who had worked on the Coit Tower murals and 
with many of  their families. I began showing their work. Then more and more art of  
the 1930s and early 1940s — which I had always admired — came into my inventory. 
I had help from friends including researcher-writer Raymond Wilson and a group of  
“runners,” as they’re known — people who search out paintings and other objects 
created by well-known or sometimes forgotten artists.   

By 1990 I was engaged mainly in re-introducing the work of  artists whose names 
had faded from general view, even though they had noted careers during their prime 
years. I was energized by the work and it introduced me to much under-appreciated 
older talent. Images from the early years of  the 20th century were hugely appealing 
to me. The directness of  the often rawly conceived  pictures of  the American scene 
dramatized both the good and the bad of  those years.



 I came to know and love the work of  the surprisingly small 
circle of  artists who had been critically acknowledged in San 
Francisco and the surrounding area in the 1920s and ’30s. 
They basically were all friends; it seemed that competition and their alienation from 
the outside world didn’t affect many of  them. Some bucked the prevailing styles 
and institutions and started their own collegial associations. Aspiring women artists 

Fine Arts included more women than men. There was a comparatively open attitude 
in the art world of  the American west. It was not without its critics, of  course, but 
generally there was a place for a progressive artistic bent. Many young artists had 
made the big voyage to Europe, returning to America inspired by both the traditional 
and innovative artistic “isms.”

The strong historic component of  art from the 1920s, ’30s and ’40s appealed to 
me because of  my local roots. I have always been interested in the history of  San 
Francisco and grew up hearing about life on the waterfront. And we had raised our 
four children here and come to know the city’s diverse neighborhoods  

After getting my feet wet with a gallery in North Beach, I was curious to see if  I 
could handle a downtown location. So in 1991, with not a little trepidation, I found 
a space near Union Square. There I continued to discover new “forgotten” artists as 
well as contemporary work — while also exhibiting in art fairs in California and the 
East. I enjoyed the art fairs. This was new, hard work, but rewarding in so many ways.  

In 1997 my husband sold his business and retired, and I followed suit by closing my 
gallery. But when I was offered a few different art projects, I jumped at the chance. 
Whether it was guest curating or helping arrange an art auction raising funds for 

exposure. The message of  many of  them is what I’ve responded to. I hope viewers 

good times and the hard times — as seen and captured by its artists, just as I have 
throughout my involvement in the city’s art scene.

– JAN HOLLOWAY



MAURY LAPP, Jan Holloway Gallery, San Francisco, 1988
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The three works by Victor Arnautoff  in the collection 
demonstrate the breadth of  the artist’s interests. His feelings for 
family and his sympathy for the struggle of  America’s working 
class were subjects for this observer of  the human condition.

Arnautoff  had an interesting background. Born in Russia, 

California School of  Fine Arts, where he studied with Ralph 
Stackpole and Diego Rivera. From 1939 to 1963, he taught 
at Stanford University, engaging in all art forms — painting, 
lithography, murals and sculpture. When his wife died soon after 
his retirement, he no longer felt at home in the United States. 
So he returned to the Soviet Union, where he worked on murals 
and mosaics until his death in Leningrad in 1979.

I was attracted to the vitality of  the family group, the 
billowing towel and the rare sight of  swimmers in the rough San 

Zest for Life  — 

VICTOR ARNAUTOFF 
(1896 - 1979)



VICTOR ARNAUTOFF, At Baker Beach, circa 1945, oil on panel, 28 x 24 inches
Exhibited: California Palace of the Legion of Honor, 1946
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With the exception of  Emmy Lou Packard, I’m not aware 
of  any other artist who depicted the tough days of  farm labor 
in Northern California. A close childhood friend of  mine 
worked his way through the University of  California at Berkeley 
similarly crouched on his knees picking up prune plums in the 
hot San Jose summers. It was tough, dirty work, but it provided 
a hefty wage for high school kids during World War II. This 
lithograph is a study for a very large painting that I once owned, 
but sold. Sadly, I understand it did not survive the disastrous 



VICTOR ARNAUTOFF, Prune Pickers, circa 1940s, block print, 6! x 8" inches
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This work captures the waterfront strike in 1934,  a strike that 
shut down San Francisco for three days. My stepfather, Eyvind 
Normann, was a longshoreman during those years and he told 

labor struggles were well photographed, but there are very few 
paintings and prints describing those stormy, bloody days.
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VICTOR ARNAUTOFF, Strike Don’t Scab, 1934, block print, 8" x 5" inches
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You never knew what you might discover at Marty Martinez’s 

fell for it because it had the dramatic element of  the German 

of  my mother in her only wedding photo, which was taken in a 
photo kiosk when she married my stepfather in 1937. 

Andre Boratko was a relatively unknown local artist. I 
acquired several of  his watercolors from Marty’s gallery — 

Boratko, an Austrian, came here in the ’30s to study art 
and taught during the ’40s at the California College of  Arts 
& Crafts. His work was included in exhibitions here and in 
Southern California. He continued to make art, but supported 
himself  as a painting contractor.

ANDRE BORATKO

(1912 - 1990)



ANDRE BORATKO, Woman in Green, circa 1938, oil on canvas, 16 x 14 inches
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This still life is typical of  Anne Bremer’s bold style. I was attracted by the liveliness 
of  the composition, the intense color and the intellectual challenges a still life inspires.

career. I was working for Maxwell Galleries, where we had just begun preparing for 
a watershed exhibition of  work by early California women artists. Penny Perlmutter, 

candidates for the exhibition. Anne Bremer’s name had come up time and again, and 
we had seen a few of  her paintings in private collections.  

I spied a huge 10-foot by 9-foot mural at one end of  an enormous outlet store in San 
Francisco. My eyes popped when I saw the enormous painting of  several lovely young 

center. I was certain — a bit naively, now that I think about it — it was a Bremer. I 

and show interest in acquiring it. After a few minutes we struck a moderate price.  
Years at the Spring, originally conceived in 

1914 for installation at Mt. Zion Hospital, then under construction.  We had it cleaned 
and beautifully framed and it was featured on the announcement, the advertising and 
the catalog of  the exhibition. It was not an easy painting to sell, but eventually it was 
purchased for a residence in San Antonio, Texas, where family or friends could stay 
temporarily while a patient received treatment at a nearby hospital.  

Bremer was a success from her earliest showings. She showed early promise, and 
her parents had been able to send her to good schools in San Francisco and on to 

she followed no currently popular style, but slowly developed her own strong clean 
line — and after her studies in Paris, her palette took on strong Cezanne-like color.

At that time, she was recognized as “a woman who painted with a man’s touch.” 
Most of  her reviews were positive; a few critics, however, derided her modernist ways. 

San Francisco arts patron Albert Bender, a supporter of  many artists’ careers, 
was her cousin. They had a lifelong bond that was severed by the illness that took 
her life when she was only 55. Upon her death, Bender established several important 
memorial prizes in her name and commissioned works by contemporary artists to be 
installed at the San Francisco Art Institute.
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ANNE BREMER 
(1868 - 1923)



ANNE BREMER, The Green Cup, circa 1917, oil on canvas, 16 x 20 inches
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I represented the estate of  this pharmacist and master sculptor 
for many years, enjoying the association with his widow Jessie and 
their daughter Carrie. They were an affectionate family and his wife 
and daughter were excellent promoters of  Brents Carlton’s estate. His 
work — bold, with careful craftsmanship — was popular both in the 
gallery and when I took it to several art fairs.

In 1993, San Francisco’s de Young Museum acquired a beautiful 
carved mahogany sculpture, Lady with Braid, from 1933. Lady had been 
exhibited at the Legion of  Honor in 1933 and 1938. San Francisco 
Chronicle critic Alfred Frankenstein in 1938 commented that Carlton 
was “a splendid craftsman and lyric poet.” In 1942, reviewing the 

whole group is Carlton’s Girl and Snail, a piece that rejoices in all the 
qualities — sharp cleanliness in surface and exceptionally musical 
beauty of  rhythm in its undulating lines and contrasting volumes.”

By his teens, the New Mexico-born Carlton knew he wanted to 
pursue formal art training. So in 1924 he enrolled at the California 
School of  Fine Arts in San Francisco. To support himself  he worked 
in a pharmacy, a profession that he would maintain for life.

Studying all disciplines, he soon gained attention by winning 
the Anne Bremer Memorial Scholarship, among other awards, for 

among his teachers. Another scholarship enabled his enrollment at 
the prestigious Art Students League of  New York. While there he 

examination. Returning to San Francisco, he focused his artistic 
energy solely on sculpture. In 1931, he also became a licensed 
pharmacist.

able to maintain a studio on Montgomery Street. His sculpture was 
exhibited regularly in Bay Area museums, and he was commissioned to 
create four pieces for the 1939 Golden Gate International Exposition.

By the 1940s he was a husband and father. He continued to 
pursue art, but declining health lessened his ability to engage in 
the hard work of  direct sculpting that he loved. Carlton died of  
cancer in 1958.
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BRENTS CARLTON 
(1903 - 1962)



BRENTS CARLTON, Girl with Snail, 1937, cast plaster of Paris, 16! x 17! x 7 inches
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shyly through the door with the name of  someone I knew as 
an introduction. Holding a somewhat battered scrapbook he 
introduced himself  as Guido (“Wedo”) Georgetti and wondered 
if  I had time to look at pictures of  his work. The work was quite 

given him a one-person show in the 1940s.
Guido had a few years of  art training before he shipped out 

on a merchant ship for several years. He traveled throughout the 
world and said he was always sketching.

After he left the merchant marine, he concentrated on his 
artwork. He had several one-person shows beginning in the 1940s 

Galleries, the Crocker Art Gallery, the de Young Museum and 
others in the East. 

I always enjoyed his visits to the gallery. He loved to talk 
and was happy to have people enjoy his work. His wonderful 
Embarcadero scenes sold well, but I saved this charming Golden 
Gate Park merry-go-round scene for myself. It surprised me that 
I’d never come across our well-known park featured in a painting, 
watercolor or print — at least not from the bygone days. 

Guido never made enough money from his art to live on, 
so for decades he was employed as a graphic sign painter by 
San Francisco department stores. He and his beloved wife, Dora, 
lived for decades in a wonderful old house in Sausalito, where he 
died at 94.
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GUIDO GEORGETTI 
(1911 - 2005)



GUIDO GEORGETTI, Merry Go Round, 1942, oil on canvas, 9! x 15! inches
Exhibited: San Francisco Museum of Art, 1942
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In my decades in the art business, I have seen very few images 

acquainted with the work of  two women — Leah Rinne Hamilton 
and Esther Meyer — who chronicled the military’s local presence.

Painter in the War Zone presents a clear statement of  the artist’s 
political beliefs.  Hamilton renders the ominously large warships 
in precise brushstrokes juxtaposed with the single rose of  peace 
near a somber self-portrait. The site of  the painting was of  
particular interest to me because for several years we lived on 
the top of  Telegraph Hill.  

Born in Finland, Hamilton immigrated to California in 
1921, enrolled in University of  California, Berkeley, where she 

in the mid-1930s married a Berkeley scientist. She formed close 
associations with her UC professors John Haley and Erle Loran, 
the originators of  what has been termed the Berkeley School.  

Painter in the War Zone
and Loran: their “school” featured paint, often watercolor or 

depth of  perspective was eliminated. Hamilton’s work was 
included in many exhibitions here and across the United States. 
She continued to paint and exhibit until her early death in 1960.

I had a show for the Hamilton estate in 1991. At that time, 
Hamilton’s sister told me that Leah’s husband had worked at the 

bomb. He died soon after, reportedly from radiation exposure. 
Her sister thought Leah’s early death at 51 was due to secondary 
exposure to radioactive material he must have unknowingly 
brought home. 
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LEAH RINNE HAMILTON 
(1909 - 1960)



LEAH RINNE HAMILTON, Painter in the War Zone, 1942, oil on canvas, 24 x 30 inches
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Hotel is about as Ash Can School as you can get. This painting 
— along with the painter’s entire artistic estate — was found 
mixed in with items ready to be picked up and remaindered to 
the dump.

Santa Cruz. After his death, the home was sold and the new 
owner wanted to get rid of  everything inside, which included 

owner called in a trash hauler, Harold “Bart” Wilson, who said 
he didn’t know much about art, but liked what he saw and knew 

contents of  the cottage on the spot and eventually unearthed 

what he had purchased.
A few years later Bart came to see me, and we had a very 

successful show of  the couple’s paintings and watercolors. We 
also exhibited their work at the Bank of  America concourse 
gallery. I liked the mood of  this noir scene. It seems so alive to 
me.

He studied art, but soon turned his back on the comfortable 
life he might have inherited. Emigrating here in 1924, he took 
more art classes but needed employment, so he began working 
as a technical employee at a metal production company in the 
South of  Market neighborhood. He painted constantly. His 
subjects were the streets of  San Francisco — gritty scenes in 
the area where he worked of  the men he worked with at the 
factory. His theme was the common man at labor. His best 
years were the 1930s and ’40s, when his work was included in 
many local exhibitions.
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OSWALD KURMAN 
(1900 - 1991)



OSWALD KURMAN, Hotel (San Francisco), circa 1930s, oil on canvas, 16 x 14 inches
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Paris 
Scene and Girl Dressing, it was in the collection of  William and 
Zelma Bowser, major collectors of  late 19th and early 20th 
California art. I had become very interested in the California 
tonalist painters — Arthur Mathews, early Granville Redmond, 
Charles Rollo Peters. The subdued limited palette and soft light 
were poetic to me. I was drawn to Martinez’s painting, not least 
because of  the lovely nude whose cool tones were juxtaposed 
to the glowing coals of  that pot-bellied stove — an important 
feature of  so many artists’ studios. Several years later, after the 
Bowsers’ deaths, it came up for auction and I was delighted to 
acquire it.

Martinez, of  Spanish and Indian heritage, came to San 
Francisco from Mexico in 1893. He enrolled at the California 
School of  Fine Art. In 1895 the San Francisco Art Association 
awarded him a gold medal plus a scholarship to study in Paris, 

friends with James Whistler (1834-1903), whose work profoundly 
impressed its low-key tonal qualities on Martinez and many 
other artists. 

Martinez’s long successful career included many honors, 
membership in the important art associations and inclusion in 

Exposition, he was recognized with an honorable mention award 
— a major honor given the strong competition from the East 
Coast and Europe.

Martinez was a charming, colorful character. He and his 
wife Elsie hosted many Sunday salons where similar bohemian 
artists and writers gathered for food, wine and lively discussion.
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XAVIER MARTINEZ 
(1869 - 1943)



XAVIER MARTINEZ, Girl Dressing, circa 1900, oil on canvas board, 11 x 9 inches
Exhibited: “Xavier Martinez Retrospective,” Oakland Museum, 1974
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Martinez’s charcoal drawing, Gottardo Piazzoni and Xavier 
Martinez in Paris, later inscribed to their friend Ralph Stackpole, 
depict in a charming snapshot the two artists living the good 
student life.



XAVIER MARTINEZ, Gottardo Piazzoni and Xavier Martinez in Paris, October 1900, charcoal, 12 x 14! inches
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We purchased San Francisco Bay Scene when we had just moved to a 
condominium on Telegraph Hill with a view of  the bay. Even though 
our view wasn’t exactly the same as Mathews’ outlook, we felt a strong 
connection to his early bay scene.

Mathews and other tonalist painters had long been among my favorite 
artists. In this painting, I was intrigued by the little white ship in the 
foreground; I thought it might be a straggler from the great White Fleet. I 

with great excitement about it in Philophilus, a literary magazine he and 
his wife Lucia had established. But an interesting visit to the maritime 
museum set me straight. The old-time sailors who hang out at the museum 

merely a mundane commercial vessel, a “banana boat” plying the bay 
waters hauling imported tropical fruit to Bay Area distributors.

Design in San Francisco, but then discovered his talents as a painter.  
By 1885 he was in Paris at the Academie Julian and exposed to the 
modern masters, whose styles he embraced. Before long he had 
developed his own style.  

Mathews went on to serve as dean of  the California School of  
Design, now known as the San Francisco Art Institute. During his 17-

Their marriage in 1894 linked two remarkable talents. After the 1906 
earthquake, together they founded a workshop producing handcrafted 
furniture and decorative items in what would become known as the 
California Decorative Style.

work, with many items permanently on view. In 2006, curator Harvey 
Jones, long the expert on the lives and work of  Arthur and Lucia 

salute to the amazing couple before he retired. The handsome book 
accompanying the exhibit is a work of  art in itself. We were delighted 
that our painting, San Francisco Bay Scene, was included in the exhibition.

ARTHUR MATHEWS 
(1862 - 1945)



ARTHUR MATHEWS, San Francisco Bay Scene, circa 1900, oil on canvas, 23 x 26 inches
Exhibited: "The Art of Arthur & Lucia Mathews," Oakland Museum, 2006
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1915, studied at the California School of  Fine Arts and soon 
began exhibiting her sensitive depictions of  everyday life around 
the Bay Area. There were only few artists of  the early 1900s who 
captured profound drama within the docks, piers and ferries of  
the bay waters — or humor in the society matrons who attended 
the art-laden events mainly to see and be seen.

In 1939, she had a solo show at San Francisco Museum of  
Art, where she won the attention of  art critic Alfred Frankenstein, 
who commented favorably on her paintings and etchings: “Miss 
Meyer’s watercolor drawings show a spontaneous, quick, but 
forceful appreciation of  the true local scene in its more weather-
beaten and ramshackle aspects. … The excellent sketches provide 
a foil to the sharply satiric exposures of  ladies’ club meetings 
and such in her etchings, which prove the artist has thorough 
command of  several kinds of  acid.”

ESTHER MEYER 
(1897 - 2000)

Fillmore Street documents the last night the sparkling string 
of  arcade lights shone over this neighborhood shopping district. 
Wartime regulations required evening blackouts throughout 
much of  the Bay Area. The metal arches supporting the lights 
were torn down and the scrap iron used in the war effort.



ESTHER MEYER, Fillmore Street (San Francisco), 1942, watercolor, 14 x 11 inches
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Submarine Net is one of  my favorite San Francisco Bay scenes. 

emotion into a small format. Depicted in her typically raw, 
exuberant style, it describes the military surveillance in place to 
intercept enemy submarines from gaining entrance into the bay. 

wars being fought far from our shores. But the hefty winds also 
allow the sailor to cradle his partner, protecting her as they gaze 
out at the fog-shrouded Golden Gate Bridge.
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ESTHER MEYER, Submarine Net (Ships That Pass in the Night), 1944, oil on canvas, 16 x 20 inches 
Exhibited: San Francisco Museum of Art, 1945 

35



are caught in a charming print. War or not, they were going 
to kick up their heels. Meyer was a passionate observer of  
local people and places, circuses, rodeos, commuters on the 
ferries; she captured the historic moment — even the last 
night in 1940 of  the Golden Gate International Exposition 
at Treasure Island. During the fair’s run, she demonstrated 
printmaking.
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ESTHER MEYER, Goin’ Places, 1944, aquatint etching, 11 x 8 inches
Exhibited: San Francisco Museum of Art, 1944

37



Describing Irving Norman’s works without seeing them is nearly impossible. He is described as a 
social surrealist. Coming into contact with his monumental canvases can be so challenging you might 
turn away from such dramatic imagery. Irving’s giant works speak to his giant intellect and passion 
for the human condition. His quiet, measured speaking voice belied the storm that raged within. He 
breathed to tell the story of  man’s inhumanity to man. He had earned the right to shout this out because 

ruthlessness of  capitalism and the arrogance of  the elite. Later, for nearly 50 years, he was followed by 

After he returned to the United States in 1940 and began studying art, the San Francisco Museum 
of  Art, because of  his obvious talent, mounted a solo show of  his drawings in 1942. He was largely self-
taught. He learned by visiting as many museums as he could manage. From the start, he was singled out 
for praise. San Francisco Chronicle critic Alfred Frankenstein repeatedly called for greater notice among the 
city’s art institutions. In 1977 Frankenstein claimed: “Norman scares people … his social criticism hits 
below the belt.”

In 1955, Norman married a German woman, Hela, who also had lived through a world war with 

understood him totally and supported everything he did. Unsurprisingly, his work didn’t sell widely — 
but there were a few collectors who continued to support his iconoclastic vision.

inside was destroyed. Fortunately, the large canvases were stored in a nearby warehouse. Irving continued 
to paint but lived only a few more years, when he collapsed and died at his easel. After his death, Hela 
taught herself  to use a computer and began a hunt to locate his works so she could produce a catalogue 
raisonne. This truly remarkable effort ferreted out the whereabouts of  many of  his works. She carried on 
for years, helping curatorial staffs produce several one-person exhibitions. Most important were tributes 
at the de Young Museum in San Francisco in 1996 and at the Crocker Museum in Sacramento in 2006. 

Norman was, above all, a teacher, painting his own brand of  civic art for public institutions. As he 
said in 1954, “The museums are very important in our society. They are today’s cathedrals. I would like 
to see my works there where people could come and study them and contemplate.”

City Rush is special to me because Irving drew it in 1941 during the war. I recall the crowding on 
public transportation at all hours of  days and night, all of  us crushed together, the war workers in their 
uniforms of  heavy coveralls and work shirts, the women in their bandanaed hair lugging large metal 
lunchboxes. 

through my inventory looking for possible additions for a California landscape show. She spied City Rush 
and exclaimed, “Who is this?” The drawing was accepted for the exhibition and her enthusiasm for 
Norman’s work lead to an important one-person exhibition at the museum in 1996.

I had two gallery shows for Irving Norman. Hela and Irving were heroes to me. I feel so very 
fortunate to have been part of  their life for a while. 

38

IRVING NORMAN 
(1906 - 1989)



IRVING NORMAN, City Rush, 1941, graphite, 30 x 24 inches

Exhibited: Facing Eden: 100 Years of Landscape in the Bay Area, de Young Museum, San Francisco, 1995

The Measure of All Things, de Young Museum, San Francisco, 1996

At Work: The Art of California Labor, Fine Art Gallery, San Francisco State University, 2003

Dark Metropolis: Irving Norman’s Social Surrealism, Crocker Art Museum, Sacramento, 2006
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explorations during his career. Woman in Bath was done in the early 1930s when he 

and two daughters. The family was living on Telegraph Hill, where he chronicled the 
colorful life on that hilltop. 

At the same time, he was making more exacting paintings and prints of  the 
Embarcadero, the bay and a masterful series of  lithographs depicting the construction 

A lifelong interest in the maritime industry led him to take passage on one of  the 

Those trips led to the Louise Series: intensely descriptive pictures of  the ships and 
hard life aboard. 

he could. Finally reaching San Francisco, the 19-year-old enrolled in the A.W. Best Art 
School, but was soon bored. Still wanting to pursue art, he pushed on to Paris, which 
was much more to his liking. Very quickly he immersed himself  in the established 
Paris art academy scene and before long was exhibiting at the salons. While in Paris, 

the Bay Area. He soon secured a job teaching at the California School of  Fine Art. 
He was invited to exhibit in private galleries and museums in the Bay Area and his 
work was included in exhibitions in New York at the Whitney Museum and at several 
galleries. He also worked on the Federal Art Project murals in Coit Tower.

In 1933 he scandalized some of  the public at the California State Fair by submitting 
— and winning a prize for — a painting of  his wife entitled Lady in Panties, which now 

painting of  his wife Helen, now seated and dressed in a conservative long black sweater 
dress — which was daringly hiked up and revealing much leg. That painting went on 
to win a medal and entry into the painting section of  the Golden Gate International 
Exposition in 1939.

His style continued to evolve and many of  his later paintings were more 
impressionistic, some urban views and others somewhat dreamlike images of  scenes 
of  his earlier days.

 I collaborated with his daughter Jayne for many years. Always organized and 
totally devoted to the highest standards in maintaining her father’s legacy,  Jayne’s close 
attention to the many details in presenting and maintaining a large and varied estate, 
including preparing a catalog for one of  our shows, was of  immeasurable help.

OTIS OLDFIELD 
(1890 - 1969)



OTIS OLDFIELD, Woman in Bath, 1932, oil on canvas, 18 x 16 inches
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OTIS OLDFIELD, Telegraph Hill, 1926, ink, 9! x 8# inches



OTIS OLDFIELD, Paris Courtyard, 1924, oil on panel, 6# x 8" inches
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Early in the 1950s, David Park had been scrambling to make 
ends meet for his family. Among the jobs he took was designing 
sheets and posters for theatres. In the early 1980s while I was 
working at Maxwell Galleries, which then represented the David 
Park estate, I discovered this big theatre poster folded up among 
the many drawings. I was taken by it because of  a humorous link 
between Curvaceous Gay and my husband, Maurice. I related 
the story to gallery owner Mark Hoffman, who laughed and 
insisted I should have the poster.

Gay Dawn had been infamous to burlesque-goers in the 
Bay Area in the 1950s and ’60s; she worked a lot in Berkeley. 
When Maurice was a senior at the University of  California, 
Berkeley, he and two buddies developed and executed a rather 
daring prank for those times. They entered Gay Dawn into the 
popular university Soph Doll contest under the pseudonym 
Dolores Jones. The contest was held at Bowles Hall. The plan 
was to douse the lights and spirit her — fully and appropriately 
clothed — into the lineup of  college coeds. She was immediately 
recognized by the judges — notably football stars — who had 
seen her in person in another venue.

Maurice’s part in the escapade had been to turn out all of  the 
lights in the hall to let Gay sneak in. It took longer than planned, 
however, and the lights were out for 10 minutes. Unbeknownst 
to Maurice, the hall switch was connected to a university main 
switch, thus leaving many other buildings and students also in 

plead his case — which he did, and thankfully suffered no harsh 
punishment. We have a great photo of  the miscreants sitting in 
the hall library with a totally clothed Gay Dawn as she reads to 
them from a massive leather-bound tome.

Ah, life in 1952! It seems so tame by today’s standards. 

his skill with gestural movement. His prominence in advancing 
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DAVID PARK

(1911 - 1960)



DAVID PARK, Downtown Theatre, Gorgeous, Curvaceous Gay Dawn, circa 1957, seriagraph poster, 84 x 56 inches 
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Becoming acquainted with the Piazzoni family was pure delight. 
They are a great bunch — full of  talent, energy and a wonderful 
sense of  humor. My association with the family began in 1982 when I 
met Russell Chatham, Gottardo Piazzoni’s grandson, when Maxwell 
Galleries held a one-person exhibition of  his spectacular Montana 

grandfather. A few years later, when I began working with the Ralph 
Stackpole estate in my North Beach gallery, I met all the Piazzonis 
because the two families had been friends for decades.

I then conceived the idea of  a Piazzoni family exhibition, which 
included Gottardo’s daughter, Mireille Piazzoni Wood, whose subjects 
often were happy beach scenes at the Russian River; her husband, the 

of  the natural world — plus Russell Chatham and a few paintings by 
grandfather Gottardo. It was a great and positive learning experience 
for me. 

Gottardo Piazzoni devoted his life to a study of  landscape. Never 
interested in merely copying what he saw in nature, he sought to express 
its inner meaning.  For decades his very modern compositions did just 
that in lyric soft poetry.

His early years here in the United States were complex as he 
struggled between his family responsibilities and a strong desire to be 
a painter. He had been born in Switzerland into a ranching family. 
After years of  working on the family ranch in the Carmel Valley, he 
managed to get to San Francisco in 1891 to study art. His talent shone, 
and by 1893 he received a gold medal for drawing. Paris was the next 
step, studying at the leading academies. He returned to San Francisco 
in 1901, and from then until his death in 1945, his work was highly 
acclaimed.

In his own unmistakable spare modern style, he produced easel 
paintings, etchings, monoprints and many large murals. In 1929 he was 
commissioned to paint 10 mural panels for the San Francisco Public 
Library. In 2005, after intense lobbying when the library became the 

panels were reinstalled in their own room at the new de Young 
Museum. Today thousands of  visitors appreciate the work of  one of  
San Francisco’s most distinguished artists.

46

GOTTARDO PIAZZONI

(1872 - 1945)



GOTTARDO PIAZZONI, Greenbrae Hill, 1913, oil on board, 6" x 8! inches
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Joseph Raphael’s San Francisco bathing scene Bay at Van 
Ness is a rare San Francisco setting. Lying on a lawn in bathing 
suits? At Aquatic Park? Everyone looks comfortably warm — 
unusual in San Francisco. It must have been in the fall season, 
San Francisco’s summer. The short pier is where the Sea Scouts 
had their boats moored. In the 1960s, my husband and I often 
took our kids for walks in that park on our way to or from 
Fisherman’s Wharf.  

This picture was executed during the last years of  Raphael’s 
life, when he was mainly making works on paper: watercolor and 
gouache, wood block prints, etchings. I’ve dated it circa 1940, 
mainly because of  the bathing suits and hair snoods.

A Californian by birth, Raphael lived most of  his life in 
Europe. During his student days at the California School of  
Design, his work was noticed and he soon became acquainted with 
Albert Bender, an important San Francisco philanthropist, whose 
passion to support struggling artists in San Francisco was lifeblood 
to many. Raphael, like so many other San Francisco artists of  the 
time, was drawn to study in Paris, and then moved on to an artists’ 
colony near Amsterdam. Already winning prizes, he continually 
searched for new locations as he recorded his impressions of  life 
around him. In Amsterdam he met and married a Dutch woman 

painted glorious Impressionist works in high color, mainly of  his 
children and garden. Bender’s attention was critically important, 
and he continued to champion Raphael’s work, showing paintings 
and encouraging sales wherever he could.

struggled to support his large family. In 1939, in distress, he came 
back to San Francisco hoping to sell paintings and prints. But 
before he could return to his family, World War II broke out and 
he was destined to remain here. His wife died quite suddenly 
before he was able to return to her.

large canvases, he turned to producing watercolors and prints of  
San Francisco cityscapes. In 1984 I met one of  his daughters, 
Johanna Tibbett, and with her help I purchased this nostalgic 
glimpse of  sunbathing in an earlier day in our cool city.

JOSEPH (JOE) RAPHAEL

(1872 - 1950)



JOSEPH (JOE) RAPHAEL, Bay at Van Ness, circa 1940, watercolor and gouache, 19! x 27 inches
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LOUIS SIEGRIEST, Three Nudes, 1946, oil on board, 8 x 7 inches
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Three Nudes is a curious little painting, but I enjoy its 
spontaneity and the joyful juxtaposition of  the bright orange 

In the 1940s, in mid-career, Louis Siegriest — who reportedly 
was not interested in painting nudes — was living in Virginia 

guess.  
This picture falls between Siegriest’s early color-centered 

paintings, when he was a member of  the Society of  Six, and 
his later desert-inspired earth-toned mixed-media work. Early 
on, the Six had been inspired by the French modernist painters 
whose work was brought to San Francisco for the 1915 Panama-

Nudes.
In his 70s, Siegriest has said that he was doing his best work, 

producing abstracted landscapes and using organic materials 
such as sand, gypsum and asphalt. But then he suffered a 
stroke, forcing him to give up the heavy work required in their 
construction.

He continued to paint landscapes out of  doors with a group 
of  young artists that included his talented son, Lundy. Siegriest’s 
career spanned many decades, but at the end deteriorating 
eyesight kept him from painting. He died at age 90 in 1989.

Nancy Boas notes in her excellent book, The Society of  Six: 
“Although [Siegriest] gave up the Six’s color for earth tones, he 
adopted forever their values of  keeping one’s life simple and 
knowing one’s surroundings thoroughly and of  the primary 
importance of  working to satisfy oneself.”

LOUIS SIEGRIEST

(1899 - 1989)



LOUIS SIEGRIEST, Three Nudes, 1946, oil on board, 8 x 7 inches
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Peter Stackpole had a grin that was a mile wide. When he 
approached me about taking on his father Ralph Stackpole’s 

with his wife Heba, also a talented artist and author, and 

experience for me.
I came to know of  Peter’s own successful artistic career as a 

of  the Bay Bridge, when he scrambled around on the cables 
and catwalks, as well as his life amidst the glamorous legends of  
Hollywood when he worked for Life magazine.

Peter introduced me to many of  this friends and colleagues 
and the families of  some of  the Coit Tower mural artists, making 
my early gallery days very special. After Peter and Heba died, 

estate. I was living on Telegraph Hill, very near the site of  
Telegraph Hill with Sailors.

The Black Cat Cafe, a legendary artists’ haunt on Montgomery 
Street, was off  limits to military personnel during the war, but 
Peter caught the interested looks.

PETER STACKPOLE

(1913 - 1997)
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PETER STACKPOLE, Bay Bridge Series, 1935, gelatin silver print, 6 x 9 inches
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PETER STACKPOLE, Telegraph Hill with Sailors, gelatin silver print, circa 1942, 9 x 12! inches



PETER STACKPOLE, Black Cat Cafe, gelatin silver print, circa 1942, 9 x 9 inches
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PETER STACKPOLE, Telegraph Hill with Sailors, gelatin silver print, circa 1942, 9 x 12! inches



I hadn’t been in business very long. I had begun to recognize names of  the Coit Tower 
muralists, including Ralph Stackpole, but I was unaware he had also been responsible 
for the signature sculpture of  the 1939 Golden Gate International Exposition on Trea-
sure Island. Even though I was only six years old when the exposition opened, I had a 
strong memory of  , the monumental icon of  the fair Stackpole sculpted. Helped 
by the fact that I still had a few mementos of  the fair, I was excited to meet Peter and see 
photographs of  the considerable number of  his father’s paintings, drawing, prints and 
sculptures remaining in the estate.

view the work of  a revered artist who had had been a star in the San Francisco art commu-
nity. The estate contained a cornucopia of  Stackpole’s work. Every aspect of  his career was 
represented by drawings, etchings, paintings, maquettes for his best sculptures, cartoons for 
the Coit Tower murals — even large carved sculptures created later in his life.

Among his most important work still prominent in San Francisco are the monumental 

Diego Rivera to San Francisco and from this Mexican master he learned the true fresco 

Tower.

of  Design in 1904. From the start he excelled in everything he tried. He also had the per-
sonality to form close friendships with fellow students and teachers. Sculptor Arthur Putnam 
and painter Gottardo Piazzoni gave him valuable assistance. And he passed along that at-
tention to the young students he taught for years at what in 1916 had become the California 
School of  Fine Arts and at his “stoneyard” on Hotaling Place. The stoneyard was a mecca 

me of  the parties he attended at Ralph’s place, with lots of  wine and gaiety. Jacques recalled 
the artist Dorr Bothwell dancing on the tables and doing her mean south seas wiggle. We 
now live four blocks from the site of  the stoneyard, and I often walk down Hotaling Place 
imagining the lively scenes that took place there.

Art archivist, author and dear friend Colette Tanaka wrote in the catalog for our exhi-
bition: “In his dialogue between sculpture and painting, Stackpole denied the iconoclastic 
treatment of  media that characterized the prevailing 19th-century academic approach to 
art. This balancing between sculpture and painting was not simply a challenge to artistic 
convention; it was an early expression of  Stackpole’s desire to create and participate in a new 
visual language and most eloquently embodied in his work of  the ’20s and ’30s.”

and roughly model the surfaces. I acquired this sculpture from the family. I love the grace-

modern to me.
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RALPH STACKPOLE

(1885 - 1973)

RALPH STACKPOLE, Untitled (Seated Nude), 1916, bronze, 13! x 11 x 9 inches
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RALPH STACKPOLE, Untitled (Seated Nude), 1916, bronze, 13! x 11 x 9 inches



I love the architectural form and the stark geometric style 
that Herman Volz, a highly talented Swiss immigrant, brought 
with him when he came to San Francisco in 1933. He had 

prizes won in many European competitions. He was not in the 
Bay Area long before his talent was recognized. In 1938 he 
was put in charge of  the design and execution of  the Federal 
Building murals at the Golden Gate International Exposition 
on Treasure Island. He also created monumental murals made 
of  polished marble tiles at San Francisco City College that 
were installed in 1942.

Given his strong social conscience, political activism left 
its mark on Volz’s artistic career. He lobbied on behalf  of  
artists’ rights in San Francisco in the 1930s, and his etching 
job at the Samuel Gompers School was threatened after Volz 
repudiated his signature on the state loyalty oath. His widow, 
Friedel Volz, said he had also been deeply affected by the 
Spanish Civil War in the late 1930s and the strong empathy 
he felt for the striking longshoremen in San Francisco. His 
political agenda found its clearest expression in his lithographs, 
including Picket Line from 1938.

The Volz prints Ship and Dock and One at Bat
series of  San Francisco waterfront scenes. They resonated with 
me not only because of  the quality of  his line but also because of  
my stepfather Eyvind Normann’s long years of  working on the 
waterfront. I never heard him speak of  baseball, but he talked 
about a lot of  pinochle games while waiting for jobs; there was a 

Death of  a Partisan was painted around the time of  the 1936 
longshoreman’s strike. His often large canvases were emotional, 

Mexican muralists, whose work he knew. The retrospective 
exhibition I had for him in 1991 included many paintings from 
his European years as well as prints, watercolors and paintings 
from his San Francisco days. 
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HERMAN VOLZ

(1904 - 1990)
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HERMAN VOLZ, Picket Line,1938, lithograph, 10 x 13 inches
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HERMAN VOLZ, One at Bat, 1936, lithograph, 14! x 10! inches



HERMAN VOLZ, Ship and Dock, 1937, lithograph, 12! x 9" inches
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HERMAN VOLZ, Death of a Partisan, circa 1936, oil on canvas, 22 x 28 inches
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William Wilke was a native San Franciscan who grew up 
in the Mission District. He attended the California School of  
Design, then directed by Arthur Mathews. Like so many of  his 
fellow students, he also studied in Paris. He worked for Shreve’s, 
the well-known San Francisco jewelers, for 33 years and also 
assisted the famed printer John Henry Nash. Somehow during 
that time he produced hundreds of  his own works of  art. Among 
Wilke’s many honors and exhibitions was a gold medal at the 

I am fond of  this Telegraph Hill etching because of  the 
wonderfully descriptive details of  life in the cottages that once 
lined the hill.

WILLIAM WILKE

(1879 - 1958)
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WILLIAM WILKE, Telegraph Hill, 1918, etching, 9 x 6 inches
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From a Viennese military family, John Winkler came to 
America at age 16 seeking adventure. He traveled everywhere, 
mining for copper, even shucking corn. When he got to San 
Francisco he impulsively enrolled in the California School of  
Design, although he had never previously made any art work.   

 Mainly interested in etching, Winkler worked directly on 
the plate, recording scenes of  the lively city rebuilding after the 
1906 earthquake and its citizens going about their daily lives in 
its colorful neighborhoods. Winkler was heralded for his mastery 
of  line. During his lifetime he produced nearly 400 plates and 
hundreds of  drawings. He once reported that whatever art 
media he was engaged with, it was “all made for fun.”

The etching Fisherman’s Cottage describes everything that 
made Telegraph Hill the colorful place it was in the old days. It 
is a humble rustic cottage, but so homey and appealing. Winkler 
chronicled with great detail the streets and buildings of  San 
Francisco, as he had done during his many travels in Europe.

JOHN WINKLER

(1890 - 1979)



JOHN WINKLER, Sacramento Street, 1913-14, etching, 5" x 8" inches
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JOHN WINKLER, Fisherman’s Cottage (Telegraph Hill), circa 1924, etching, 6 x 10 inches
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VICTOR ARNAUTOFF, At Baker Beach, circa 1945, oil on panel, 28 x 24 inches

VICTOR ARNAUTOFF, Prune Pickers, circa 1940s, block print, 6! x 8" inches

VICTOR ARNAUTOFF, Strike Don’t Scab, 1934, block print, 8" x 5" inches

ANDRE BORATKO, Woman in Green, circa 1938, oil on canvas, 16 x 14 inches

ANNE BREMER, The Green Cup, circa 1917, oil on canvas, 16 x 20 inches

BRENTS CARLTON, Girl with Snail, 1937, cast plaster of Paris, 16! x 17! x 7 inches

GUIDO GEORGETTI, Merry Go Round, 1942, oil on canvas, 9! x 15! inches

LEAH RINNE HAMILTON, Painter in the War Zone, 1942, oil on canvas, 24 x 30 inches

OSWALD KURMAN, Hotel (San Francisco), circa 1930s, oil on canvas, 16 x 14 inches

XAVIER MARTINEZ, Girl Dressing, circa 1900, oil on canvas board, 11 x 9 inches

XAVIER MARTINEZ, Gottardo Piazzoni and Xavier Martinez in Paris, October 1900, charcoal, 12 x 14! inches

ARTHUR MATHEWS, San Francisco Bay Scene, circa 1900, oil on canvas, 23 x 26 inches

ESTHER MEYER, Fillmore Street (San Francisco), 1942, watercolor, 14 x 11 inches

ESTHER MEYER, Submarine Net (Ships That Pass in the Night), 1944, oil on canvas, 16 x 20 inches 

ESTHER MEYER, Goin’ Places, 1944, aquatint etching, 11 x 8 inches

IRVING NORMAN, City Rush, 1941, graphite, 30 x 24 inches

OTIS OLDFIELD, Woman in Bath, 1932, oil on canvas, 18 x 16 inches

OTIS OLDFIELD, Paris Courtyard, 1924, oil on panel, 6# x 8" inches

OTIS OLDFIELD, Telegraph Hill, 1926, ink, 9! x 8# inches

DAVID PARK, Downtown Theatre, Gorgeous, Curvaceous Gay Dawn, circa 1957, seriagraph poster, 84 x 56 inches 
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PETER STACKPOLE, Black Cat Cafe, gelatin silver print, circa 1942, 9 x 9 inches

RALPH STACKPOLE, Untitled (Seated Nude), 1916, bronze, 13! x 11 x 9 inches

HERMAN VOLZ, Picket Line,1938, lithograph, 10 x 13 inches

HERMAN VOLZ, One at Bat, 1936, lithograph, 14! x 10! inches

HERMAN VOLZ, Ship and Dock, 1937, lithograph, 12! x 9" inches

HERMAN VOLZ, Death of a Partisan, circa 1936, oil on canvas, 22 x 28 inches
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JOHN WINKLER, Fisherman’s Cottage (Telegraph Hill), circa 1924, etching, 6 x 10 inches
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