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David Kordansky Gallery is pleased to announce the opening of its new exhibition space with the gallery’s first show 
of new paintings and works on paper by Linda Stark. Titled Hearts, this inaugural exhibition will be on view 
September 19 through October 24, 2020. David Kordansky Gallery is currently open by appointment. Virtual visits are 
available. 
  
David Kordansky Gallery’s new exhibition space forms part of its expanded Edgewood Place location in Mid-City, Los 
Angeles. Designed by the architecture practice wHY, the 12,800-square-foot expansion adds an intimate, skylit 2,000 
square feet of indoor exhibition space, as well as areas for storage and operations, all located around a landscaped 
courtyard built for a range of programming, including performance, film, and outdoor sculpture. 
  
Over the course of three decades, Los Angeles-based Linda Stark has produced a body of painting in which material 
experimentation and concentrated symbolic energy go hand in hand. The work is visionary, open, and suffused with 
an unlikely combination of humor and pathos; at the same time, it represents one of the most sustained investigations 
of the mutable potential of paint––as both a physical medium and a site of rich cultural discourse––in contemporary 
art. 
  
As the exhibition’s title suggests, the paintings in Hearts frequently address varied iconographies associated with this 
most resonant of forms. Hearts occupy the literal and figurative centers of human and animal life, but they also 
appear in a wide range of social and narrative contexts. Emphasizing the physical, even sculptural, qualities of paint 
as much as its visual or color-based ones, Stark creates objects that reflect the multivalent potential of the heart as 
vessel and beacon, physical organ and mystical source. In so doing, she reveals a broad array of interests, notable 
for their historical depth and up-to-the-minute urgency alike. The suffragette movement and the fight for women’s 
right to vote; the use of hearts in medals for military purposes; the emotional power of religious imagery; and the 
ability of a heart to transform another image, like a watering eye, into something richly metaphorical are a few of the 
thematic areas Stark explores in the show. But these are also highly personal paintings that arise as responses to 
inner experiences of mind and body. Often years in the making, they are meticulously planned and executed so that 
they engender intimacy, wonder, and surprise. 
  
Linda Stark (b. 1956, San Diego) was previously the subject of a MATRIX series solo show at the UC Berkeley Art 
Museum and Pacific Film Archive (BAMPFA), Berkeley, California (2013). Recent and forthcoming group exhibitions 
include New Time: Art and Feminisms in the 21st Century, BAMPFA (2021); Painting: Now and Forever, Part III, 
Matthew Marks Gallery and Greene Naftali, New York (2018); Made in L.A. 2018, Hammer Museum, Los Angeles; 
and Forms of Identity: Women Artists in the 90s, Orange County Museum of Art, Newport Beach, California (2017). 
Her work is in the public collections of institutions that include the Albright-Knox Art Gallery, Buffalo; Hammer 
Museum, Los Angeles; Los Angeles County Museum of Art; and Museum of Contemporary Art San Diego. Stark lives 
and works in Los Angeles. 
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Linda Stark
Burr Heart II, 2020
oil and burrs on canvas over panel
20 1/4 x 20 1/4 x 2 1/4 inches
(51.4 x 51.4 x 5.7 cm)
(Inv# LST 19.005)

West Gallery

Linda Stark
Bleeding Hearts, 2020
oil on canvas over panel
12 1/4 x 12 x 2 inches
(31.1 x 30.5 x 5.1 cm)
(Inv# LST 19.006)

Linda Stark
Suffragette, 2019
oil on canvas over panel
16 1/4 x 16 x 2 inches
(41.3 x 40.6 x 5.1 cm)
(Inv# LST 19.002)

Linda Stark
Perylene Heart Weave, 2020
oil on panel
13 x 12 1/2 x 2 1/4 inches
(34.3 x 31.8 x 6.4 cm)
(Inv# LST 19.008)



Linda Stark
Cyclops Fountain, 2020
oil on linen over panel
20 5/8 x 20 5/8 x 2 1/2 inches
(52.4 x 52.4 x 6.4 cm)
(Inv# LST 19.007)

Linda Stark
Purple Heart, 2018
oil and flowers on canvas over panel
12 x 12 x 2 inches
(30.5 x 30.5 x 5.1 cm)
(Inv# LST 19.001)

Linda Stark
Sacred Heart, 2020
oil on canvas over panel
16 x 16 x 1 3/4 inches
(40.6 x 40.6 x 4.4 cm)
(Inv# LST 19.004)

Linda Stark
Telltale Heart, 2016
oil on secondhand army jacket over
panel
12 x 12 x 2 1/4 inches
(30.5 x 30.5 x 5.7 cm)
(Inv# LST 19.003)

Linda Stark
Valentine, 2020
oil on panel
7 x 7 x 1 3/8 inches
(17.8 x 17.8 x 3.5 cm)
(Inv# LST 20.001)



Linda Stark
Fly Paper Heart, 2014
oil on flypaper mounted on rag board
10 1/4 x 7 3/4 inches
(26 x 19.7 cm)
framed:
11 3/8 x 9 x 1 1/4 inches
(28.9 x 22.9 x 3.2 cm)
(Inv# LST 19.043)

Viewing Room

Linda Stark
The Star., 2018
graphite, watercolor, and acrylic on
paper
15 x 11 inches
(38.1 x 27.9 cm)
framed:
15 1/4 x 11 1/4 x 1 1/4 inches
(38.7 x 28.6 x 3.2 cm)
(Inv# LST 19.042)

Linda Stark
Feminist (with pool), 2011
graphite and watercolor on paper
11 x 15 inches
(27.9 x 38.1 cm)
framed:
11 1/4 x 15 1/4 x 1 1/4 inches
(28.6 x 38.7 x 3.2 cm)
(Inv# LST 19.012)

Linda Stark
Study for Bearded Lady, 2014
graphite, watercolor, gouache, and
acrylic on paper
10 x 10 inches
(25.4 x 25.4 cm)
framed:
10 1/4 x 10 1/4 x 1 1/4 inches
(26 x 26 x 3.2 cm)
(Inv# LST 19.027)



Linda Stark
Flame Drop, 2013
colored pencil on paper collage
11 x 11 inches
(27.9 x 27.9 cm)
framed:
11 1/4 x 11 1/4 x 1 1/4 inches
(28.6 x 28.6 x 3.2 cm)
(Inv# LST 19.018)

Linda Stark
French Blue Hope #3, 2013
watercolor and acrylic on paper
11 x 14 inches
(27.9 x 27.9 cm)
framed:
11 1/4 x 14 1/4 x 1 1/4 inches
(28.6 x 28.6 x 3.2 cm)
(Inv# LST 19.020)

Linda Stark
I Heart NY, 2012
ink, watercolor, and gouache on
paper
10 x 13 1/4 inches
(25.4 x 33.7 cm)
framed:
10 1/4 x 13 1/2 x 1 1/4 inches
(26 x 34.3 x 3.2 cm)
(Inv# LST 19.013)

Linda Stark
Painting (stigmata), 2013
graphite and gouache on pierced
paper
10 7/8 x 11 1/2 inches
(27.6 x 29.2 cm)
framed:
11 x 11 3/4 x 1 1/4 inches
(27.9 x 29.8 x 3.2 cm)
(Inv# LST 19.021)

Linda Stark
Ether Drop, 2014
graphite and acrylic on paper collage
12 x 12 inches
(30.5 x 30.5 cm)
framed:
12 1/4 x 12 1/4 x 1 1/4 inches
(31.1 x 31.1 x 3.2 cm)
(Inv# LST 19.025)



Linda Stark
Two Eyes, 2016
graphite and acrylic on paper
10 3/4 x 10 5/8 inches
(27.3 x 27 cm)
framed:
11 x 10 7/8 x 1 1/4 inches
(27.9 x 27.6 x 3.2 cm)
(Inv# LST 19.033)

Linda Stark
Perforated Web, 2013
graphite and gouache on pierced
paper
11 x 11 3/8 inches
(27.9 x 28.9 cm)
framed:
11 1/4 x 11 5/8 x 1 1/4 inches
(28.6 x 29.5 x 3.2 cm)
(Inv# LST 19.022)

Linda Stark
Fixed Wave Study #4, 2016
graphite, watercolor, and acrylic on
paper
15 x 11 inches
(38.1 x 27.9 cm)
framed:
15 1/4 x 11 1/4 x 1 1/4 inches
(38.7 x 28.6 x 3.2 cm)
(Inv# LST 19.029)

Linda Stark
Ruins Study #1, 2012
graphite and watercolor on paper 
12 x 11 inches
(30.5 x 27.9 cm)
framed:
12 1/4 x 11 1/4 x 1 1/4 inches
(31.1 x 28.6 x 3.2 cm)
(Inv# LST 19.036)

Linda Stark
Mermaid Study #1, 2016
acrylic on paper
15 x 11 inches
(38.1 x 27.9 cm)
framed:
15 1/4 x 11 1/4 x 1 1/4 inches
(38.7 x 28.6 x 3.2 cm)
(Inv# LST 19.031)
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LINDA STARK 
 
 

born 1956, San Diego, CA 
lives and works in Los Angeles, CA 

 
 

EDUCATION 
 
1985 MFA, University of California, Irvine, CA 
1978     BA, University of California, Davis, CA 
 

 
SELECTED SOLO / TWO PERSON EXHIBITIONS 
(* indicates a publication) 
 

2020 Hearts, David Kordansky Gallery, Los Angeles, CA 
  
2017 Painted Ladies, Jenny’s, Los Angeles, CA 
  
2013 Linda Stark / MATRIX 250, Berkeley Art Museum and Pacific Film 

Archive, University of California, Berkeley, CA 
  
2011 Adorned Paintings (and more), Angles Gallery, Los Angeles, CA 
  
2007 Potion Paintings and Drawings, Angles Gallery, Santa Monica, CA 
  
2006 Oracles, Pyramids and Rotations, Angles Gallery, Santa Monica, CA 
  
2002 *Linda Stark: Runaway Love, Santa Barbara Contemporary Arts Forum, 

Santa Barbara, CA 
  
1999 Jesus, Ophelia, The Black Widow and Curtains, Angles Gallery, Santa 

Monica, CA 
  
1998 Angles Gallery, Santa Monica, CA 
  
1997 Jack Shainman Gallery, New York, NY 
  
1996 Runaway Love, Jack Shainman Gallery, New York, NY 
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1995 Be The Rainbow, Marc Foxx, Santa Monica, California 
Feigen Incorporated, Chicago, IL 

  
1994 Jack Shainman Gallery, New York, NY 
  
1993 Cirrus, Los Angeles, CA 
  
1991 Cirrus, Los Angeles, CA 
  
1990 Cirrus, Los Angeles, CA 
  
1985 Fine Arts Gallery, UC Irvine, Irvine, CA 
  
1984 Fine Arts Gallery, UC Irvine, Irvine, CA 

 
 
SELECTED GROUP EXHIBITIONS  
(* indicates a publication) 
 

2021 *New Time: Art and Feminism in the 21st Century, curated by Apsara 
DiQuinzio, Berkeley Art Museum and Pacific Film Archive, Berkeley, CA 

  
2019 *Dreamhouse VS. Punk House (plus Cat House), Serious Topics, Los 

Angeles, CA 
*Re-Verb, Baik Art, Los Angeles, CA 
B.A.T. State III: Women Artists in Conversation with El Nopal Press, 
guest curated by Anita Bunn and Francesco X. Siqueiros, Kleefeld 
Contemporary Art Museum, Cal State University Long Beach, Long 
Beach, CA 
100 Drawings, Matthew Marks Gallery, New York, NY 

  
2018 My Most Striking Feature Is My Fist, Karma International, Los Angeles, 

CA 
Painting: Now and Forever – Part III, Matthew Marks Gallery & Green 
Naftali Gallery, New York, NY 
*Made in L.A. 2018, Hammer Museum, Los Angeles, CA 
Collapsing Stage, The Todd Madigan Gallery, California State 
University, Bakersfield, CA 

  
2017 Transborder traces/Communicating lines – 25 years of El Nopal Press, 

Consulado General de Mexico en Los Angeles, Los Angeles, CA 
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Prick Up Your Ears, Karma International LA, Los Angeles, CA 
The Coffins of Paa Joe and the Pursuit of Happiness, The School/Jack 
Shainman Gallery, Kinderhook, New York 
*COLA 20 Anniversary Exhibition, Los Angeles Municipal Art Gallery, 
Los Angeles, CA 
Forms of Identity: Women Artists in the 90s, Orange County Museum of 
Art, Newport Beach, CA 

  
2016 The Ocular Bowl, Kayne Griffin Corcoran, Los Angeles, CA 

Urbanature, Williamson Gallery, ArtCenter College of Design, 
Pasadena, CA 

  
2015 Calisthenics, Thomas Duncan Gallery, Los Angeles, CA 

Space Invasion, 978 Chung King Rd. Los Angeles, CA 
  
2014 HIDDEN AND REVEALED: Representations of Women by Women, 

Angles Gallery, Los Angeles, CA 
Another Cats Show, 356 Mission, Los Angeles, CA 

  
2013 B.A.T (Bon a Tirer / Good to go), Offramp Gallery, Pasadena, CA 

Faculty Exhibition, Weingart Gallery, Occidental College, Los Angeles, 
CA 
Tapping the Third Realm, Ben Maltz Gallery, Otis College of Art and 
Design, Los Angeles, CA 
Serious Play, Caelum Gallery, New York, NY 
From the Desert, Hudson/Linc, Pacific Design Center, West Hollywood, 
CA 
Sanctified, Vincent Price Art Museum, East Los Angeles College, Los 
Angeles, CA 

  
2012 Deep Paint, Hudson/Linc, Pacific Design Center, West Hollywood, CA 

Viva la Raspberries, Harris Lieberman Gallery, New York, NY 
*Meticulosity, Ben Maltz Gallery, Otis College of Art and Design, Los 
Angeles, CA  
*FINDS! The Unusual Object, FOCA Curator’s Lab, Los Angeles, CA  

  
2011 Unfinished Paintings, Los Angeles Contemporary Exhibitions (LACE), 

Los Angeles, CA 
One Night Stand, Beacon Arts Building, Los Angeles, CA 
*GOLDMINE, University Art Museum California State Long Beach, Long 
Beach, CA 
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2010 Desire: Six Los Angeles Artists, Pasadena Museum of California Art, 

Pasadena, CA 
  
2009 Small Paintings do Mighty Daggers Throw, Angles Gallery, Santa 

Monica, CA 
Seduction of a Blossom, Long Beach City College Art Gallery, Long 
Beach, CA 

  
2008 *LA Paint, Oakland Museum of California, Oakland, CA 

*Mel’s Hole, California State Fullerton Grand Central Arts Center, Santa 
Ana, CA  
El Nopal Press, Carl Berg Gallery, Los Angeles, CA 
Some Paintings, Track 16 Gallery, Santa Monica, CA 

  
2007 COLA, 10th Anniversary Exhibition, Tom Bradley International Terminal, 

Los Angeles, CA 
  
2006 COLA, 10th Anniversary Exhibition, Los Angeles Municipal Art Gallery, , 

Los Angeles, CA 
New and Almost New, Angles Gallery, Santa Monica, CA 

  
2005 *Extreme Abstraction, Albright-Knox Art Gallery, Buffalo, New York 
  
2003 Omnivores, Michael's, Santa Monica, CA 

intimates, Angles Gallery, Santa Monica, CA 
Los Angeles Printmaking Society 17th Annual Exhibition, Center for the 
Arts, Pasadena, CA 

  
2002 Faculty Exhibition, Weingart Gallery, Occidental College, Los Angeles, 

CA 
prima facie New Abstract Painting, Angles Gallery, Santa Monica, CA 
*COLA 2002, Japanese American National Museum, Los Angeles, CA 

  
2001 *The Myth and Madness of Ophelia, Mead Art Museum, Amherst 

College, Amherst, MA 
  
2000 *Made in California: Art, Image, and Identity, 1900-2000, Los Angeles 

County Museum of Art, Los Angeles, CA 
Group Painting Show, Angles Gallery, Santa Monica, CA 
Radar Love, Galleria Marabini, Bologna, Italy  
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Pop and After: 1965-2000, Beth Urdang Gallery, Boston, MA 
  
1999 Beyond The Facade, Freddie Fong Contemporary Art, San Francisco, 

CA 
*POSTMARK: An Abstract Effect, Site Santa Fe, Santa Fe, NM 

  
1998 Ecstasy, Jack Shainman Gallery, New York, NY                     

Precious, Jan Baum Gallery, Santa Monica, CA 
*Pop Surrealism, The Aldrich Museum of Contemporary Art, Ridgefield, 
CT 

  
1997 In Touch With..., Galerie + Edition Renate Schroder, Koln, Germany 

Beau Geste, Angles Gallery, Santa Monica, CA 
The Curiosity Room, Jack Shainman Gallery, New York, NY 

  
1996 Recent Acquisitions, Los Angeles County Museum of Art, Los Angeles, 

CA 
Codpiece, Griffin Linton Gallery, Venice, CA 
Untitled, Jack Shainman Gallery, New York, NY 

  
1995 And the Verdict is..., Jack Shainman Gallery, New York, NY 

Sexy: Sensual Abstraction in California Art, 1960's-1990's, Temporary 
Contemporary, Las Vegas, NV 
Skew: The Unruly Grid, Gallery 400, School of Art and Design, 
University of Illinois, Chicago, IL 

  
1994 *Promising Suspects, The Aldrich Museum of Contemporary Art, 

Ridgefield, CT 
*In Plain Sight: Abstract Painting in Los Angeles, Blue Star Art Space, 
San Antonio, TX  
Collector's Choice: Homage to Paint, Surface: A Step Beyond, Charlotte 
Jackson Fine Art, Santa Fe, NM 
Some Like It Hot, Jack Shainman Gallery, New York, NY 
Paintings, Rhona Hoffman Gallery, Chicago, IL 
*Current Abstractions, Los Angeles Municipal Art Gallery, Barnsdall Art 
Park, Los Angeles, CA 
Sourball, Sue Spaid Fine Art, Los Angeles, CA 
Damned: Life, Death and Surface, John Thomas Gallery, Santa Monica, 
CA 

  
1993 Peculiar Paintings, The Momentary Contemporary, Los Angeles, CA 
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Peculiar Paintings, Woodbury University Art Gallery, Burbank, CA 
Beau Dommage, Jack Shainman Gallery, New York, NY 
Mimosa, Food House, Santa Monica, CA 

  
1992 Abstraction for the Information Age, The Works Gallery, Costa Mesa, CA 

I to Eye 2, Cirrus, Los Angeles, CA 
Not Men, TRI Gallery, Los Angeles, CA 
Cruciforms, Susan Landau, Los Angeles, CA 
Feminine Ascension, Momentum Gallery, Ventura, CA 

  
1990 Matthew Scott Fine Art, Los Angeles, CA 
  
1987 Variations III, Northridge State University, Northridge, CA 
  
1986 Variations III, Fine Arts Gallery, University of California, Irvine, CA 

*catalVariations III, Los Angeles Contemporary Exhibitions, Los 
Angeles, CA 
Staff Show, Newport Harbor Art Museum, Newport Beach, CA 

  
1985 East and West Galleries, Claremont Graduate School, Claremont, CA 

Fine Arts Gallery, University of California, Irvine, CA 
  
1984 Irvine Fine Arts Center, Irvine, CA 

East and West Galleries, Claremont Graduate School, Claremont, CA 
Fine Arts Gallery, University of California, Irvine, CA 

 
 
GRANTS / AWARDS / RESIDENCIES 

 
2018 Artist’s Acquisition Club Recipient 
  
2008 California Community Foundation Artist Fellowship 
  
2001 Visual Artist Fellowship, COLA, Los Angeles, CA 
  
1998 Visual Artist Fellowship, California Arts Council, Sacramento, CA 

Cleveland Art Institute, Cleveland, OH 
  
1995 Visual Artist Fellowship, National Endowment for the Arts 
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1992 Regional Fellowship, Western States Arts Federation/National 
Endowment for the Arts 

  
1983 Regents Fellowship, University of California, Irvine, CA 
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(* indicates non-periodical book, catalogue, or other publication) 
 

2020 Donoghue, Katy, “David Kordansky Expands L.A. Space,” Whitewaller, 
Up Close, issue 31, 2020, pp. 36-37 
Brady, Anna and Margaret Carrigan, “Private view: must-see gallery 
shows opening in September,” TheArtNewspaper.com, August 31, 2020 
“Linda Stark: Hearts,” SurfaceMag.com, August 25, 2020 
Loos, Ted, “Room to Show,” Galerie, Spring 2020, pp. 56-57 
Donoghue, Katy, “A Few Finds in Frieze New York’s Online Viewing 
Rooms,” Whitewall.art, May 6, 2020 
Medford, Sarah, “Double Vision,” WSJ., March 2020, pp. 79-80 
Ben Yehuda Rahmanan, Anna, “Over 70 museums across the U.S. have 
committed to showcasing feminist art,” Fortune.com, March 2, 2020 
Almino, Elisa Wouk, “Meet LA’s Art Community: Linda Stark Likes the 
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February 25, 2020 
“ICA Miami and LA MOCA among new Andy Warhol Foundation 
Grantees,” Artforum.com, January 16, 2020 

  
2019 *Agnes Pelton, Desert Transcendentalist, Phoenix: Phoenix Art Museum, 

2019 
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Female Artists,” KECT.org, December 9, 2019 
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Hudson, Suzanne, “The Ocular Bowl at Kayne Griffin 
Corcoran,” Artforum, June 2016 
Osberg, Annabel, “Kayne Griffin Corcoran: The Ocular 
Bowl,” ArtilleryMagazine.com, May 19, 2016 
Wagley, Catherine, “A Maniacal Cartoon Cobra Slithers into a Mid-
Wilshire Gallery,” LAWeekly.com, May 18, 2016 
Muenzer, David, “Critics’ Pick: The Ocular Bowl at Kayne Griffin 
Corcoran,” Artforum.com, April 22, 2016 
Pagel, David, “Critics’ Choice: Group Show at Kayne Griffin Corcoran 
Delivers Beauty with an Occasional Bite,” LATimes.com, April 16, 2016 

  
2015 Martens, Anne, "Space Invasion, Painting's Sculptural 

Presence," Artillery, March-April 2015, pp. 40-45 
  
2014 Berens, Stephen and Jan Tumlir, “In and Out of the Studio: Conversation 

with Michelle Grabner,” Xtra, Vol. 16, number 2, 2014 
Fecteau, Vincent, "Best of 2014 Artists' Artists, Linda Stark, UC Berkeley 
Art Museum/Pacific Film Archive, Berkeley, CA,” Artforum, December 
2014, p. 130 
Triliegi, Joshua, "The Linda Stark Interview," Bureau of Arts and Culture 
Magazine, December 2014/January 2015, pp. 152-153 
Wood, Eve, “Killer Pick of the Week” Artillery.com, January 10, 2014 

  



press@davidkordanskygallery.com    
www.davidkordanskygallery.com    
T: 323.935.3030   F: 323.935.3031

 

 

2013 DiQuinzio, Apsara, “Linda Stark Matrix 250,” exhibition brochure, UC 
Berkeley Art Museum and Pacific Film Archive, Berkeley, CA, 2013 
“SFAQ International Arts and Culture, SFAQ Pick: ‘MATRIX 250’ 
featuring Linda Stark at the Berkeley Art Museum/Pacific Film Archive 
(BAM/PFA),” SFAQ.us, November 22, 2013 

  
2012 *Linton, Meg, Meticulosity, Ben Maltz Gallery, Los Angeles: Otis College 

of Art and Design, 2012 
*Calibrace, Kristin, FINDS! the Unusual Object, Los Angeles: FOCA 
Gallery, 2012 
Johnson, Ken, “Viva la Raspberries,” The New York Times, August 2, 
2012 
Ollman, Leah, “Intricate Meldings of Mind and Spirit,” The Los Angeles 
Times, April 29, 2012, p. E6 
Harvey, Doug, “Linda Stark at Angles Gallery,” Modern Painters, March 
2012, p. 80 
Frank, Peter, “From Vivaldi To Vivid Pop Art,” HuffingtonPost.com, 
January 6, 2012 

  
2011 *Scoates, Christopher, GOLDMINE, Long Beach: University Art Museum, 

2011 
Pagel, David, “Disquieting Emblems of Time,” The Los Angeles 
Times, November 18, 2011, p. D21 
Cheh, Carol, “LACE’s ‘Unfinished Paintings’ Show Asks the Question: 
What Makes a Painting Unfinished?,” LAWeekly.com, June 2011 

  
2010 Vista, Sandra, “Desire: Six Los Angeles Artists,” ARTslant.com, October 

2010 
Enholm, Molly, ”PASADENA The City of Roses boasts a longstanding 
tradition of innovation,” art ltd,  September/October 2010, pp. 50-52 
Mallinson, Constance, “Urbanature,” TimesQuotidian.com, December 
2010-January 2011 

  
2009 *Tsatsos, Irene, “Common Threads, Shared Spaces,” Five Years of 

Fellowships for the California Community Foundation, California: 
California Community Foundation, 2009, pp. 50-51 
Van Proyen, Mark, “LA Paint” at the Oakland Museum, art 
ltd, January/February 2009, p. 20 

  
2008 *Linhares, Phil, LA Paint, Oakland: Oakland Museum of California, 2008 

*Aspects of Mel’s Hole: Artists Respond to a Paranormal Land Event 



press@davidkordanskygallery.com    
www.davidkordanskygallery.com    
T: 323.935.3030   F: 323.935.3031

 

 

Occuring in Radiospace, Santa Ana: CSUF Grand Central Art Center, 
2008 
Frank, Peter, “Linda Stark: Potion Paintings and Drawings,” art ltd, 
January 2008, pp. 17-18 
Harvey, Doug, “Some Paintings: The artists in the third L.A. Weekly 
Annual Biennial,” LA Weekly, January 11-17, pp. 30-33, 48 

  
2007 Harvey, Doug, “Stark Shadows,” LA Weekly, November 23-29, p. 62 

Pagel, David, “Critics’ Choices,” The Los Angeles Times, November 11, 
2007 
Pagel, David, “Taking viewers out on a limb,” The Los Angeles Times, 
October 26, p. E22 
Myers, Holly, “Disruptive Influences,” LA Weekly, April 27- May 3, p. 62 

  
2006 Mallinson, Constance, “Linda Stark at Angles Gallery,” Art in 

America, September 2006, pp. 172-173 
Wood, Eve, "Linda Stark," ArtUS, May - June 2006, p. 8 
Harvey, Doug, "Glossolalia for dummies MOCA's Painting in 
Tongues," LA Weekly, February 24 - March 2, 2006, pp. 50-51 
Frank, Peter, "Hilary Baker/Amir Fallah, Linda Stark," LA 
Weekly, February 17-23, 2006, p. 56 

  
2005 *Grachos, Louis, Extreme Abstraction, Buffalo: Albright-Knox Art Gallery, 

2005 
Moos, David, "Extreme Abstraction," ArtUS, November 2005, pp. 4-5 
Hirsch, Faye, "Abstract Generations," Art in America, October 2005, pp. 
122-129 
Gaasch, Cynnie, "Juicy Cool," Artvoice 21, July 2005, pp. 18, 19 
Huntington, Richard, "To the extreme," The Buffalo News, July 15, pp. 
20-21 

  
2003 Pagel, David, “Family, friends, other 'Intimates',” The Los Angeles Times, 

August 29, pp. E18-E19 
Vanderpool, Jennifer, Art Papers, January/February 2003, pp. 50-51 

  
2002 *RIBoT 8: the right to be lazy, Los Angeles: Otis College of Art and 

Design, 2002 
*Korten, Noel, COLA 2002 Individual Artist Fellowships, Los Angeles: 
City of Los Angeles Cultural Affairs Department, 2002 
*Linton, Meg and Colin Gardiner, Linda Stark: Runaway Love, Santa 
Barbara: Santa Barbara Contemporary Arts Forum, 2002 



press@davidkordanskygallery.com    
www.davidkordanskygallery.com    
T: 323.935.3030   F: 323.935.3031

 

 

Palladino, D.J., "Flesh and Paint," The Santa Barbara Independent, 
October 24, 2002, p. 54 
Woodard, Josef, "Darkly sexy abstraction," Scene 13-19, September 
2002, pp. 12, 14 
Knight, Christopher, "Surface and Color in Abstract Group Show," 
The Los Angeles Times, August 9, pp. F28-F29 
Pagel, David, "Pop: The Next Wave," The Los Angeles Times, June 8, 
2002, pp. F1, F13 
 “Museums: COLA 2002: Individual Artist Fellowships,” The Los Angeles 
Times, May 16, 2002, p. 51 

  
2001 *Kiefer, Carol Solomon, The Myth and Madness of Ophelia, Amherst: 

Mead Art Museum, Amherst College, 2001, pp. 36-37, 68 
*Zoo 08, London: Purple House Ltd., 2001 
Franceschetti, Roberta, "Arte & Mercado: Bologna," ARTE, January 
2001, p. 210 

  
2000 *Grachos, Louis, Postmark: An Abstract Effect, Santa Fe: SITE Santa Fe, 

2000 
*California Arts Council, Twenty Five artists, Sacramento, CA, 2000 
Galletta, Alessandra, "Ritorno Alla Pittura?," KULT, December 2000, p. 
145 
C. B., "Kamasutra a Ritmo di Rock," Gulliver, December 2000, p. 336 
Harvey, Doug, "LACMA Soup," L.A. Weekly, December 15 - 20, pp. 43-
44 
"California Dream," Flash Art, Italy, October - November, 2000, p. 65 
Pagel, David, "Linda Stark at Angles," Art Issues, March - April 2000, p. 
50 
Miles, Christopher, "Linda Stark at Angles Gallery," Artforum, February 
2000, pp. 124-125 

  
1999 Molinari, Guido, "Radar Love," Flash Art, December 1999 - January 

2000, p. 122 
Harvey, Doug, "Holiday Trimmings," L.A. Weekly, December 24-30, p. 48 
Lopez, Ruth, "Material Witness," Postiempo, March 26 - April 1, pp. 16, 
49 

  
1998 *Philbrick, Harry, Pop Surrealism, Ridgefield: The Aldrich Museum of 

Contemporary Art, 1998 
Frank, Peter, "Art Picks of the Week," L.A. Weekly, May 22-28, p. 146 

  



press@davidkordanskygallery.com    
www.davidkordanskygallery.com    
T: 323.935.3030   F: 323.935.3031

 

 

1997 Miles, Christopher, "Things in the Making," Art/Text, November 1997-
January 1998, pp. 41-43 
Johnson, Ken, "Art Guide," The New York Times, October 31, 1997 
Maslon, Laura, "Art Chatter About Art Matters...," Art-Talk, October 1997, 
pp. 42, 44 

  
1996 McClure, Lisa, "Linda Stark at Jack Shainman," Review 1, April 1996 

Castle, Frederick Ted, "Linda Stark at Jack Shainman," Review 1, April 
1996 
Cohen, Michael, "Linda Stark at Marc Foxx," Flash Art January-February 
1996 
Kimmelman, Michael, "In Los Angeles, the Makings of a Better Mood," 
The New York Times, January 14, 1996 

  
1995 Pagel, David, "Stark Paints a Sumptuous, Labor-Intensive Rainbow," The 

Los Angeles Times, October 26, 1995, p. F12 
Brunetti, John, "ON VIEW (Chicago)," New Art Examiner, May 1995, pp. 
42-43 
O'Brien, Draza Fratto, "Art View - Do You Think It's Sexy?" Las Vegas 
Weekly, April 25, p. 4, 15 
Adelman, Jan Ernst, "Report From Santa Fe: Going Mainstream," Art in 
America, January 1995, p. 53 

  
1994 *Rosenberg, Barry, Promising Suspects, Ridgefield: The Aldrich Museum 

of Contemporary Art, 1994 
*Colpitt, Francis, In Plain Sight: Abstract Painting in Los Angeles, San 
Antonio: Blue Star Art Space, 1994 
*Darling, Michael, Current Abstractions, Los Angeles: Los Angeles 
Municipal Art Gallery, 1994 
Clothier, Peter, "Linda Stark: Visual Gymnastics," ART news, December 
1994, p. 89 
Goddard, Dan R, "L.A. Abstract Artists Show View from the Void, 
Plainly," San Antonio Express-News, October 9, 1994 
Van de Walle, Mark, "Collector's Choice: Homage to Paint, Surface: A 
Step Beyond," THE Magazine, July 1994 
Wilson, Malin, "Collector's Choice: Study on Minimalism," Journal 
North, June 23, 1994 
Kandel, Susan, "Current Abstractions," Art Issues, May-June 1994 
Wilson, William, "These Works Aren't Always What They Appear to 
Be," The Los Angeles Times, March 18, 1994 
Greene, David, "Virtual Reality: The Pleasure Principle of Current 



press@davidkordanskygallery.com    
www.davidkordanskygallery.com    
T: 323.935.3030   F: 323.935.3031

 

 

Abstractions," Los Angeles Reader, March 25, 1994 
Darling, Michael, "Skin Deep," Artweek 3, February 1994 
Bergoffen, Celia, “Careful drips give her paintings added dimension,” The 
Villager NY, 1994 

  
1993 Anderson, Michael, "Linda Stark at Cirrus," Art in America, October 1993 

Crowder, Joan, "Feminine Ascension," Visions Spring, 1993 
Pagel, David, "Messing with Minds," The Los Angeles Times, February 4, 
1993 
Curtis, Cathy, "Open to Interpretations," The Los Angeles Times, January 
14, 1993 

  
1992 *Nakashima, Thomas, Paintings, Santa Fe: Works on Paper Western 

States Arts Federation, 1992 
Snow, Shauna, “Show and Sell,” The Los Angeles Times, September 24, 
1992 
Mason, Dave, "Feminine Ascension," Press Courier, August 13, 1992 
Woodard, Josef, "Women's Works," The Los Angeles Times, July 23, 
1992               
McKinnon, Lisa, "Beyond Anger," Ventura County Star, July 17, 1992 

  
1991 Anderson, Michael, Art issues, September-October 1991 

Frank, Peter, "Art Pick of the Week," L.A. Weekly, April 26, 1991 
Soderberg, Paul, "Artists Worth Watching," Art-Talk, March 1991 

  
1990 Curtis, Cathy, "A Language of Symbols," The Los Angeles Times, 

February 9, 1990, p. F22 
  
1987 *Wortz, Melinda, Variations III, Irvine: Fine Arts Gallery, University of 

California, 1987 
Tuchman, Laura, The Orange County Register, October 16, 1987 
Cooper, Bernard, "Emerging from the South's Ferment," Artweek 23, May 
1987  
Muchnic, Suzanne, "Variations III Charts a Gallery's Growth," The Los 
Angeles Times, May 4, 1987 

  
1986 Campbell, Jenny, "Behind the Scenes of Art," The Orange County 

Register, April 4, 1986 
 

 
 



Brady, Anna and Margaret Carrigan, “Private view: must-see gallery shows opening in September,” 
TheArtNewspaper.com, August 31, 2020

Private view: must-see gallery shows 
opening in September
From Danh Vo in London to Linda Stark in Los Angeles
By Anna Brady and Margaret Garrigan | August 31, 2020

Linda Stark: Hearts
David Kordansky Gallery, Los Angeles, 19 September-24 October

Los Angeles-based artist Linda Stark makes kitschy and surreal paintings that 
poke fun at commercial conceptions of femininity, often visually referencing 
jewellery, cats, flowers and female genitalia, as well as dreams and myth. This 
marks her first show with Kordansky, who began representing the artist last year 
after her inclusion in the 2018 Made in LA biennial at the Hammer Museum. 
The exhibition of entirely new works will inaugurate the gallery’s latest space, 
designed by the Thailand-born architect Kulapat Yantrasast.

Linda Stark’s take on a US war medal, Purple Heart (2018) Photo: Jeff McLane; Courtesy of David Kordansky Gallery
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Linda Stark: Hearts
September 19, 2020 - October 24, 2020 at David Kordansky Gallery, Los Angeles

Inaugurating the gallery’s brand-new Mid-City exhibition space, local painter Linda Stark reveals a body of work 
that examines the heart—the literal and figurative center of human life. For this series, which emphasizes the sculp-
tural qualities of paint, Stark creates objects that reflect the heart’s potential as a vessel, beacon, physical organ, 
and mystical source. In so doing, she reveals how the heart informs the suffragette movement, military medallions, 
religious imagery, and one’s own intimate inner experiences.
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A Few Finds in Frieze New York’s Online Viewing Rooms
By Katy Donoghue | May 6, 2020

Today and tomorrow, VIPs get a preview of Frieze New York’s 2020 
Online Viewing Rooms. Open to the public May 8—15 are digital 
presentations from over 200 international galleries, as well as spe-
cial exhibitions from Collective Design and Acute Art.

“We are so thrilled to unveil the first edition of Frieze Viewing Room 
by showcasing Frieze New York 2020. It was always intended that 
this initiative would debut alongside this year’s edition of Frieze 
New York, and under our current circumstances, our launch has be-
come even more timely,” said Loring Randolph, Director of Frieze 
New York in a statement. “Visitors to the platform will find this 
year’s exciting programming, including our sections that highlight 
artists of Latin descent and female artists of Chicago, and our cur-
ated presentations with Collective Design and Acute Art. While the 
Viewing Room could never replace the meaningful connections that 
come from being with each other physically or experiencing an art-
work in person, I hope that this digital version of Frieze New York 
will inspire our community to come together in the same way our 
fair does – in support of artists, galleries and non-profits from around 
the world.”

Whitewall perused the viewing rooms, which use AR technology, 
and found a few favorites you won’t want to miss.

Virtual visitors will find a solo show of work by Linda Stark made 
over the last decade at David Kordansky Gallery. The works on 

Linda Stark, Ether Drop, 2014, graphite and acrylic on paper collage, 12 x 12 inches, 
courtesy of the artist and David Kordansky Gallery, Los Angeles 

paper are created with physical interventions like collage, piercing, and kissing, inspired by personal experiences. “They are spare and precise 
fantasies, driven by inner necessity, and involve inquiries into paradoxical subjects, both alluring and disturbing. They might be playful, wound-
ed, melodramatic, or understated,” said the artist in a statement.

Anat Ebgi is showing a timely dual presentation, “Sisters of the Sun,” with works by Faith Wilding and Sarah Ann Weber, curated by the Univer-
sity Club of Chicago’s George William Price. He asks, “As humanity—or essentially capitalism—extends itself like tendrils across the Globe, is 
it not inevitable that, in some way, we become a hybridization of ourselves and the world around us? How does this crisis allow us to evaluate 
our current economic and political situation and, in the words of Wilding, create a safe space for manifold life forms and forms of living?”

Kasmin is presenting sculptures by Mexico-based artist duo Tenzontle in collaboration with PAENA within Frieze Diálogos. Those works are 
joined by pieces by Tina Barney, Ian Davenport, Max Ernst, Lee Krasner, Bernar Venet, Andy Warhol, Robert Motherwell, and more in the main 
section of the fair.

A selection from Jean-Michel Othoniel’s “Precious Stonewall” and “Lotus” series is being shown by Perrotin, alongside new paintings by Gab-
riel de la Mora, Zach Harris, John Henderson, and Izumi Kato. Also on view are works by Iván Argote, Jean-Philippe Delhomme, Hans Hartung, 
Bernard Frize, JR, Thilo Heinzmann, Leslie Hewitt, Lee Bae, Takashi Murakami, and Julio Le Parc.

Within the Perspectives section, Pace is featuring new works by Nigel Cooke, Mary Corse, Nathalie Du Pasquier, Torkwase Dyson, Loie Hol-
lowell, Nina Katchadourian, Trevor Paglen, Adam Pendleton, Leo Villareal, Brent Wadden, and Song Dong. The gallery is also taking part in the 
Non-Profit section to benefit N95FforNYC, a COVID-19 relief organization co-founded by Pace team members that is funding and distributing 
personal protective equipment (PPE) to hospitals in New York City.

Lehmann Maupin has taken the opportunity of Frieze’s Online Viewing Room to announce the representation of Malawian artist Billie Zangewa, 
who will have her first solo show with the gallery this September. Magenta Plains is also highlighting the work of an artist who will have a solo 
exhibition this fall, featuring four new large-scale paintings by Zach Bruder.

Don’t miss a special presentation from Collective Design, curated by Libby Sellers, including museum quality design pieces from Bruno Munari, 
Sabine Marcelis, Gaetano Pesce, and many more.
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Meet LA’s Art Community: Linda Stark Likes the 
“Challenge of Resurrecting a Bankrupt Image”

Welcome to the 16th installment of the interview series Meet LA’s Art Community. Check out our past interviews here.

This week, we interview the artist Linda Stark, whose paintings explore the female gaze and body, the roles of animals in human lives, as well as dreams 
and mythology. Her paintings are surprisingly textured and are playful and humorous in their social critique. Her work has been exhibited in Made in 
L.A. (2018) at the Hammer Museum, the Orange County Museum of Art, and the UC Berkeley Art Museum and Pacific Film Archive (BAMPFA). In 
May, Linda Stark will have an exhibition at David Kordansky Gallery in Los Angeles and in 2020, her work will be included in the survey exhibition 
New Time: Art and Feminism in the 21st Century at BAMPFA.

Linda Stark (photo by Elon Schoenholz). Courtesy of David Kordansky Gallery, Los Angeles. 

An interview series spotlighting some of the great work coming out of Los Angeles. Hear directly from artists, curators, and art 
workers about their current projects and personal quirks.

By Elisa Wouk Almino | February 25, 2020
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Where were you born?

I was born in San Diego, California.

How long have you been living in Los Angeles?

I moved to LA in 1988 to be an artist in a bourgeoning art 
scene. It was very instinctive. I was skeptical and remember 
thinking, I’ll give it five years, see what happens and then 
get out, depending. Things started happening and it became 
home.

What’s your first memory of seeing art?

I grew up with my mother’s paintings on the walls, which 
nurtured me. My first memory of seeing art outside of home 
was on a field trip in grade school to the Balboa Park Art 
Museum. That’s when I had a synesthetic experience with 
a Gorky painting.

Do you like to photograph the art you see? If so, what 
device do you use to photograph?

I like to take in art without photographing, then see which 
pieces return to mind afterward.

What was your favorite exhibition in Los Angeles this 
year?

My favorite exhibition, so to speak, was while undergoing 
the inventory process of Don Suggs’s studio (my late hus-
band). I was humbled by his prolific output, curiosity, the 
diversity of media he used, and his overall sheer brilliance. 

Linda Stark, “Self Portrait with Ray” (2017), oil on canvas over panel, 36 x 36 x 2 1/2 inches (photo by Brian 
Forrest). Courtesy of David Kordansky Gallery, Los Angeles. 

Especially striking were his portfolios of drawings that he kept privately to himself, without a thought of ever exhibiting. They are like a thread that ties 
all of his different bodies of work together.

What’s the best book you’ve read recently?

World Receivers: Georgiana Houghton – Hilma af Klint – Emma Kunz.

Do you prefer to see art alone or with friends?

I prefer to go see art with a friend.

What are you currently working on?

I have an upcoming exhibition at David Kordansky Gallery, and am working on paintings which are interpretations of a popular symbol. I like the chal-
lenge of resurrecting a bankrupt image, subverting a cliché, making a happy sign contrary, or bringing in other meanings.

What is one accomplishment that you are particularly proud of?

I particularly enjoyed being chosen by the Artists Acquisition Club (AAC), a nonprofit art collecting group, founded by five amazing women. They 
raise funds to purchase significant artworks directly from artists that will then be gifted to a major museum. My painting, “Fixed Wave,” was the first 
artwork selected for AAC fundraising. I love that these women appreciated the intrinsic value of the work and am grateful to those who supported the 
effort, it was so special.

Where do you turn to for inspiration for your projects?

My work is broadly autobiographical and confessional, frequently inspired by everyday objects, images, and archetypes. It’s also an organic process, 
one idea leads to another, one piece begets the next. Often, I get a picture flashing in my mind’s eye that lasts for a couple of seconds and I jot it down. 
It’s just a beginning, and the painting takes on a life of its own — like a fool’s journey that becomes a source of revelation.
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When life gives you Trumps, it’s time to make feminade. The next United  States presidential race will come crashing to a close one 
year from today. In anticipation of the year of politicking and public platforming, a new initiative spearheaded by a group of feminist 
curators announces its debut: the Feminist Art Coalition is up and running. The project, which seeks to slate a fall season of intensive 
cross-institutional programming centering around the theme of “feminism” in its most expansive definition, was the brainchild of 
Apsara DiQuinzio, Curator of Modern and Contemporary Art and Phyllis C. Wattis MATRIX Curator at the Berkeley Art Museum 
and Pacific Film Archive. It quickly expanded to a steering committee made up of Vic Brooks (EMPAC-RPI), Henriette Huldisch 
(MIT List), Anne Ellegood (ICALA), and Rita Gonzalez (LACMA).

“The whole project is an attempt to be strategic and collaborative and collective in our institutional attempts to create a strong cultur-
al network and groundwork, in order to inspire civic engagement and critical discourse and participation in the fall of 2020, leading 
up to the presidential election,” said DiQuinzio, in a phone interview with Hyperallergic. “It was inspired by the Presidential election 
of 2016. Pretty much my despair afterward — and also the Women’s March, because I felt that was an incredible cultural response 
that was kind of organic and grassroots.”

“Stigmata” (2011) by Linda Stark, from the Berkeley Art Museum and Pacific Film Archive; purchase made possible 
through a gift of the Paul L. Wattis Foundation. (all images courtesy of BAMPFA)

Dozens of Museums Will Be Filled With Feminist Art 
Ahead of US Presidential Election
The Feminist Art Coalition has coordinated with museums nationwide to display feminist art in anticipation of the 2020 election

By Sarah Rose Sharp | November 5, 2019
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“Glass Castles” (2017) by Deborah Roberts, Tang Teaching Museum 
collection.

At the launch of the coalition, some 50 organizations have committed to programming in line with FAC’s agenda — diQuinzio was 
quick to emphasize that the list is growing by the day, and all non-profit art institutions are welcome to join, particularly those outside 
major art centers. Some participating organizations are still determining their programming, but most already have a dazzling lineup. 
Highlights include New Time: Art and Feminisms in the 21st Century, a major survey curated by DiQuinzio for BAMPFA that will 
explore recent feminist practices in contemporary art; Lorraine O’Grady: Both/And curated by Catherine Morris and Aruna D’Souza 
at the Brooklyn Museum, which will be the first comprehensive retrospective of feminist performance artist Lorraine O’Grady; a 
Judy Chicago retrospective curated by Claudia Schmuckli at the Fine Arts Museum of San Francisco; and Witch Hunt, curated by 
Connie Butler and Anne Ellegood at the Hammer Museum and ICA LA, which will showcases the work of 15 international artists 
committed to examining social and political constructs through the lens of feminism. These are just a few of the retrospectives, sur-
veys, symposiums, and performances that will centralize feminist perspectives and concerns in the cultural consciousness leading 
into election season 2020. But while early reporting on the initiative framed the programming as “female-first,” DiQuinzio is eager 
to emphasize that the point here is feminism, which is an issue that should rightly concern people of all genders.

“It is not meant to be only female projects, at all,” DiQuinzio said. “It’s super gender-equivalent. It’s a project that’s inspired by 
feminism, or feminist-oriented or -inspired initiatives, and we’re letting each organization define that for themselves.” In some 
cases, institutions already had programming on the calendar that fit the bill, and in others, institutions developed new programs to 
participate in the coalition. The Henry Art Gallery at University of Washington, Seattle, is devoting its entire footprint to FAC-related 
programming, including a monographic exhibition of works by Diana Al-Hadid; a site-specific installation by Math Bass; an experi-
mental essay film by Bambitchell (the artistic collaboration of Sharlene Bamboat and Alexis Mitchell), Bugs and Beasts Before the 
Law (2019); and three additional exhibitions drawn from a feminist and social justice reading of the Henry’s permanent collection.

Once FAC gathered its working group and landed a 2017 Andy Warhol Foundation $50,000 curatorial grant, BAMPFA hosted a 
Feminist Curatorial Practices roundtable convening that helped to coalesce and organize ideas for the upcoming year of feminist 
boosterism in the arts. One imagines that ever more cultural institutions will be clamoring to join the ranks of the Whitney, the Walker 
Art Center, MFA Boston, and the Carpenter Center for the Visual Arts at Harvard, and participate in a 2020 season of feminist glory.

“We hope to affect change,” said DiQuinzio. “The goal is mostly to shed light on larger cultural feminist issues, spark public dia-
logue, and to inspire civic engagement leading into the presidential election.”

“And if that could contribute to electing a woman, that would be awesome,” she added slyly.
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BON À TIRER: 30 YEARS OF GOOD TO GO 
AT EL NOPAL PRESS
By Shana Nys Dambrot, September 12, 2019

“B.A.T.” is a bit of printmaking studio lingo; it stands for “Bon à Tirer” which translates as “good to 
pull” — in the vernacular meaning “good to go” — indicating that a print has been proofed and the 
satisfied artist is ready to go forward with producing its edition. In Cal State Long Beach’s new exhi-
bition B.A.T. State III: Women Artists In Conversation with El Nopal Press, curators Anita Bunn and 
Francesco Siqueiros survey the archive of innovative prints (lithographs, reliefs, monoprints and 
more) produced by 37 women across 30 years of Siqueiros’ legendary DTLA print studio.

It’s the third and by far the largest and most comprehensive of the duo’s B.A.T. series, which had 
its first two iterations at Off-Ramp Gallery and SOLA (South Los Angeles Contemporary) in the past 
few years. Co-curator Anita Bunn is an artist herself, and was making some prints with El Nopal and 
noticed that Siqueiros was working with Carolyn Castaño, Lisa Adams, Tatyana Fazlalizadeh and 
Analia Saban, all at the same time. She had known Siqueiros for many years, since the beginnings 
of El Nopal Press, and was aware of the broad spectrum of artists with whom he had worked. “But 
while the overall list of artists is impressive,” Bunn tells the Weekly, “this moment just struck me. Why 
not,” she thought, “do an exhibition focused on the women artists of El Nopal?”

“El Nopal’s mission is to expand the Chicano aesthetic and be in a cross-border cultural exchange 
between Los Angeles and Mexico,” says its founder, Francesco Siqueiros, and his studio is known 
as a nexus for transformation and open-minded dialog. “Artists like Judy Baca, Elsa Flores and Ana-
lia Saban (El Nopal was the first to publish her) are naturally part of the conversation,” along with 
influential figures like Yreina D. Cervántez, Diane Gamboa and Marietta Bernstorff.

“From the beginning,” says Bunn, “the themes in the works of traversing borders, femininity and 
strength, identity, abstraction, and conceptual and process-based styles have been at the forefront.” 
The series of B.A.T. shows itself has been about artists existing in conversation with each other, in 
the studio and now, in the gallery.
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The first exhibition “B.A.T.: bon à tirer | good to go” (Bunn credits Jane Chafin of Off-Ramp for the 
title) opened in December 2013 presenting on an overall look at the sensibility of El Nopal. The sec-
ond was “B.A.T. State II,” wherein Bunn and Siqueiros expanded the number of artists. The current 
exhibition, “B.A.T. State III: Women Artists in Conversation with El Nopal Press,” arose through a 
conversation with Kristina Newhouse, curator of CSLUB’s Kleefeld Contemporary, where the show 
is on view through mid-November. “We are thrilled to have the opportunity to mount an expanded 
version of B.A.T. within a museum space, wherein we are able to show more artists and more work, 
and hopefully, reach a larger audience within an educational institution,” says Bunn.

Bunn and Siqueiros often speak about the democratic nature of printmaking, in terms of accessibility, 
and further, “the contributions that so many women have made to printmaking in output, originality, 
and innovation,” says Bunn. As such, the exhibition is expansive, the better to show the breadth of 
work in a way that brings to the fore what she calls “Francesco’s best trait, which is his willingness to 
experiment and to allow each artist to achieve their desired results, while still addressing the preci-
sion that is necessary in printmaking.”

El Nopal is about to celebrate 30 years in operation, continuously at the Santa Fe Art Colony, and 
for the past 15 years, in a second location on 5th Street in downtown’s Historic Core, which is where 
you can almost always find Siqueiros at work. It’s an old-school storefront print shop filled with both 
elaborate, assertively mechanical and intensely hand-operated presses that do different things in 
different ways and an ocean of pots, jars, and cans, and flat files for days.

In 1990, Siqueiros was working at another legendary downtown publisher, Cirrus Editions. He had 
been working hard in conjunction with the landmark Aqui y Alla exhibition at the Los Angeles Munici-
pal Art Gallery, and he founded his own independent shop only about two weeks after the exhibition 
opened. The artist Ann Thornycroft donated to him what was his first machine, a hand-operated 
beast that he still uses.

Siqueiros views his creative community as a kind of extended family, and is known as a great col-
laborator and innovator, and as Bunn and many others have expressed, the strength of the work 
produced at El Nopal Press represents not only the skill of the artists but the unique relationship 
between them and this low-key master printer. As such, the exhibition in organized as a narrative of 
El Nopal’s concern with the border as both a physical and metaphorical space, and different gen-
erations of artists and their work can be explored. The prints are grouped into decades — 1990s, 
2000s, 2010s — but within each grouping, the prints are arranged by theme, process or aesthetic, 
says Bunn, “as a way to allow room for different connections, questions and conversations to arise. 
It’s what Siqueiros means when he describes the archive as inclusive of “a variety of cultures in a 
heterogeneous society,” offering enriched responses and an opportunity to connect the dots across 
the throughline of an archive.

Judith F. Baca, Red Scare/The Great Wall of LA mural, 1993. Lithographic triptych
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B.A.T. III installation view at CSLUB

For example, Linda Stark’s early work really spoke to Siqueiros’ own love of concrete abstraction, 
and her pop culture symbolism as well, and she was included in the LAX Benito Juarez Portfolio. 
Shirley Jaffe and Dominique Liquois were in the El Nopal Paris Portfolio. Emily Cheng produced a 
four-city suite, and Lisa Adams wanted an edition that worked in serial sequence off a central image 
for her abstract narratives. Judy Baca took the border as a more literal proposition, and the editions 
she produced with El Nopal based on the drawings for three sections of her iconic Great Wall of Los 
Angeles mural are a little-known treasure. Work by Anita Bunn and Analia Saban is more ephemeral, 
more about temporality and the environment. With 37 artists, in the archive there are truly stylistic 
expressions and social narratives for everyone.
Furthermore, the show is intergenerational because as it spans 30 years, some of the artists re-
turned periodically over the course of decades, which in turn gives a perspective on the evolution of 
printmaking itself, from a material and technical point of view as well as the ongoing back and forth 
between tradition and modernity and the relationships 
between and among the artists.
So will there be more B.A.T. shows? “I would love 
that!” says Bunn. “There are so many possibilities 
for this exhibition. Ideally, there could be a space to 
show all of the work. Maybe a catalog is the next step.” 
Siqueiros for his part absolutely feels that the history of 
El Nopal’s archive is reaching a kind of “critical mass,” 
wherein its output needs to be regarded as a whole.

Legendary places like Cirrus, Hamilton Press, Gem-
ini G.E.L., Mixografia, and Modern Multiples all have 
distinct personalities and presences, even with many 
artists working with more than one of them. “El Nopal 
has a small but intellectually curious following,” says 
Siqueiros, “and I’m happy for these shows, giving me 
a chance to create a kind of archive beyond the mean-
ing I alone could give to it.” Linda Stark: Black Widow Society 1
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David Kordansky Gallery Now Represents Linda Stark
By Annie Armstrong | April 30, 2019 

Los Angeles’s David Kordansky Gallery now represents Linda Stark. The Los Angeles–based artist’s paintings were recently 
exhibited at the Hammer Museum’s “Made in L.A.” show. She will have her first exhibition with Kordansky in early 2020.

Stark, whose last show in L.A. was with Jenny’s, in 2017, is known for her works that deal heavily with topics of gender, the 
female gaze, and the natural world, and one of her paintings will be part of the gallery’s presentation at Art Basel in Switzerland 
in June. 

Kordansky said in an email, “We’re thrilled to represent Linda. Her singular approach to paint as a sculptural medium fascinates 
me. Since the early 1990s, she has created precise, sincere, tactile pictures that are immediately spellbinding but also slow-
burning: their material inventiveness builds into a critical inquisitiveness of the political, the mystical, and the personal.

Linda Stark. Courtesy David Kordansky Gallery, Los Angeles. Photo: Elon Schoenholz
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Los Angeles
“My most striking Feature is 
my Fist”

Thick waxy stripes of red paint inter-
sect to form a gingham pattern in Linda 
Stark’s thirteen-by-fourteen-inch paint-
ing Burr Weave, 2012. The cheery de-
sign is disrupted at the bottom of the 
canvas as the pigment overruns the 
lower edge, the way a candy apple’s 

sticky coating pools around its base. This hanging sanguine excess reads as body mat-
ter, the stretched lining of an organ. Underneath the viscous skin, dozens of little burrs 
adhered to the canvas appear to be strange sharp-toothed bodies trapped in amber.

Stark’s painting, along with the other works in this titillating and quick-witted show, ad-
dresses the experience of living in a body, with its excesses and deviances, through a 
perverse use of materials and an unorderly aesthetic. Chloe Seibert’s pseudo-portraits 
of friends are ghoulish faces smeared into giant circles of wet plaster and adorned with 
piercings made of metal hardware and eyelashes made of nails. Bri Williams’s crude hive 
sculpture was built from layers of hygienic pink and yellow soap but is titled Kanker, a 
word suggestive of cancer and canker sores. Alake Shilling’s black-and-white paintings of 
anthropomorphized dogs, reminiscent of early cartoons, suggest parodic and menacing 
relationships to the human. Following Peggy Phelan’s prescient declaration that visibility 
is a trap, these artists have found ways to speak about the mess of human subjectivity by 
skirting its literal figuration and instead embracing its overflows and dissonances.

                 - Ashton Cooper

Linda Stark, Burr Weave, 2012, oil and burrs on canvas over 
panel, 13 x 14 x 2”.

KARMA INTERNATIONAL | LOS ANGELES 
4619 West Washington Blvd
September 4–November 3
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Nothing stifles criticism like righteous appeals to present problems. Admirably, the 2018 edition of 
‘Made in L.A.’ – which features work by 32 artists working in the greater Los Angeles area – feels 
like a collective corrective for our senseless era: abundantly diverse, widely inclusive and brimming 
with community spirit. Rare is the piece that isn’t tuned to the general political ferment. Carolina 
Caycedo’s assemblages of neon fishing nets (Cosmotarrayas, 2018) hang over the Hammer Mu-
seum’s courtyard, spilling their plastic bounty, reminding us that the rivers and oceans are doomed. 
Aragonite Stars (2018), meanwhile – an installation by Suné Woods in an upstairs gallery – pairs 
stock footage of lush reefs and pool shots of costumed human swimmers. ‘We are not,’ says the 
voiceover, ‘the centre of the universe.’ The forests are dying, too: a series of sculptures by Charles 
Long resemble felled tree segments and stumps with pained faces that, on closer inspection, turn 
out to be cross-sectioned triple cores of spongy tissue, like chopped-up penises. (There could be an 
upside here, though: the patriarchy in its death throes.)

Even the most abstract paintings in the exhibition – such as Angelitos Negros (2018), an energeti-
cally striated mural by Eamon Ore-Giron, or the constraint experiments of Naotaka Hiro – incorporate 
cross-cultural symbolism or a politics of the body, respectively. Gelare Khoshgozaran’s haunting 
16mm film Medina Wasl: Connecting Town (2018) largely depicts Fort Irwin, a training ground near 
29 Palms, California built to resemble a Middle-Eastern village, paired with recitations of actual war-
time stories. The symmetry is abrasive and appealing – until you consider the grid of oil drum bungs 
covering the opposite wall. It’s hardly news that blood is shed for oil, or that fantasy preempts reality. 
It’s difficult, in these days of evergreen outrage, to be stirred by artworks (or slogans, or rituals) that 
pin their hopes on revealing further horrors, but whose ironies make such airtight sense.

Take EJ Hill’s somber installation, Excellentia, Mollitia, Victoria (2018): the artist has decorated the 
Hammer’s semi-ovoid ‘vault’ gallery like a darkened outdoor track, with black paint and white stripes 
around a crunchy Astroturf centre, a fencelike hurdle, makeshift torch and finish line fashioned from 
wood and cloth. Towards the back of the curve, on top of a three-tiered winners’ podium, the artist 
stands motionless for some six hours a day. He is backlit by a phrase rendered in white neon: ‘where 
on earth, in which soils and in which conditions, will we bloom brilliantly and violently?’ Around the 
perimeter hang six photographs that document the artist running around the six LA-area schools he 
once attended. The durational performance is impactful, if you’re not expecting it; it’s a blow to open 

‘Made in L.A. 2018’: Widely Inclusive and Brimming 
with Community Spirit, But Is It Too Earnest?
For the 2018 edition of the biennial, it’s as if artists feel the need to re-
solve situations formally where they can’t be resolved for real

By Travis Diehl | June 27, 2018
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the gallery’s double doors and meet the artist, very present, staring back. Yet Hill’s many pieces 
soon fall into place; we deduce that the artist has declared himself victorious over the education 
system in a lonely ceremony staged, not without irony, in another institution. It’s an unsubtle allegory 
for a black, queer artist succeeding within a complex designed by white humanists. Like the artist, 
the piece fails to move.

With Hill’s piece and many others, earnestness isn’t the problem so much as the tidiness an earnest 
approach seems to encourage. It’s as if artists feel the need to resolve situations formally, where 
they can’t be resolved for real. True, for example, that California has been ravaged by wildfires, and 
so Flora Wiegmann has choreographed a five-part dance to illustrate this process of violence and 
renewal. (Though one may ask: renewal to what, exactly?) That forests depend on fires to reinvigo-
rate their biome is no revelation; nor does a sequence of movements (growing and swaying like 
trees, then pretending to burn like them) do anything but abstract the intricacies of global warming 
and California weather – intricacies that, in practice, won’t be reduced to such an elegant cycle. It 
may feel compositionally true to formalize the uncontrollable, but to do so is factually false. Likewise, 
in an installation by MPA called Faultline (2018), a resin cord running along the gap between wall 
and floor is meant to represent a fault line, broken in places (or sutured) by little arrangements of 
glass and paper. A wall jutting partway into the gallery is punctured by two rectangular openings, like 
bank or prison windows, with chromakey green furniture on either side (Tableau, 2018). Visitors are 
encouraged to sit and talk through the wall – a metaphor for communicating across barriers. Work 
this reduced is self-obstructing; in other words, it denies what it abstracts.

The world doesn’t make sense. Why should art? Tzolk’in (2018) by Beatriz Cortez represents the 
Mayan calendar with a corresponding pair of gear-topped towers – one in the museum, another near 
the LA river – but her other sculpture on view exceeds its premise: every 20 minutes or so, a motor 
in Piercing Garden (2018) sends a row of steel cups of purplish and green sprouts clattering up and 
down on welded rods, all at different speeds and heights. No amount of explanation, no recourse to 
metaphor (the wall text references plant lore and the porousness of borders) can undo the work’s 
persistent, irreconcilable weirdness. James Benning’s contribution, Found Fragments (2016-2017), 
combines videos, textiles, drawings and a court document (related to a forest fire started by a car 
crash; chopper pilots in Vietnam; and the death of Che Guevara, among other subjects): things that 
don’t exactly make sense together, except under the broad rubric of America. Rational explanation 
here would be misleading. Nancy Lupo’s installation of found and cast benches and chairs, choco-
late rabbits and a sculpture of two black swans fighting, has the inexplicable feel of a park stuck 
somewhere between a crummy urban space and a perverse, Disney-fied corporate playground. 
Lauren Halsey’s Crenshaw District Hieroglyph Project (Prototype Architecture) (2018), a mockup 
built with square gypsum panels for a future civic monument, formalizes recent history and black 
culture in the style of Egyptian tombs; among its temples, portraits and hover-boards is a litany of 
victims of senseless violence, some killed extra-judicially by the police. Scenes of daily life defy the 
grid into which they’ve been carved.

Neha Choksi’s Everything sunbright i) in the womb ii) lives iii) ever rehearsing the end * indirectly 
(2018), a four-channel loop, juxtaposes shots of a dancer ripping up a stage flat of a sunset, a 
charcoal drawing of a black-hole sun, and various orbs and emanations spinning, rhythmically but 
directionless, around the form of the sun’s disc. Formalism here isn’t a conclusion at all, but a kind 
of pivot, from which to revisit the surrounding chaos. And then there’s Linda Stark. Her square Stig-
mata (2011) depicts the palm of a hand, deeply whorled; a few central creases inlaid with red form a 
kind of intersection around the word ‘feminist’, written in burning script. The painting comprises what 
appear to be dozens of built-up layers of oil paint, and took some five years to complete – much 
longer than it takes to write a protest sign. The work does more than illustrate a crisis or declare a 
belief; Stark’s painting laminates humour, introspection and holiness as only time can.

Biennials are lumbering projects, and even curators who set out with no agenda may nonetheless 
find their selections suddenly prescient. This is not automatically a virtue. Whatever vital questions 
‘Made in L.A.’ addresses, from bigotry to militarism to global warming, its success is blunted by cer-
tain works that naïvely promise us progress by offering us answers. It’s far more honest, and more 
realistic, to attempt to rephrase those questions altogether, as other works here do. A bad answer 
will stick in the present like a chronic pain; but even a bad question can open towards a more sen-
sible future.
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The Hammer’s ‘Made in LA’ Avoids Common Biennial Pitfalls to 
Paint a Compelling Portrait of a Vibrant Art Community
The biennial avoids both festivalism and inside baseball, offering up art that looks be-
yond itself to the surrounding community and wider world.
Catherine Wagley | June 11, 2018

When you walk into the first floor plaza Los Angeles’s Hammer 
Museum, don’t forget to look up. The Los Angeles-based artist 
Carolina Caycedo has hung sculptures made of fishing nets that 
hover overhead like ethereal, bubble-shaped mobiles.

The nets came to Caycedo as gifts from friends or from local 
markets along the rivers she visits in Mexico, Colombia, Gua-
temala, and other Latin American countries while researching 
and working to protect water rights. But you don’t need to know 
these sculptures emerge from her activism to appreciate their 
idiosyncratic generosity. Plastic bottles holding colored wa-
ter dangle playfully from the nets, catching the sunlight, their 
cheapness contrasting with the Hammer’s smooth architecture 
and stylish patio furniture. Their critique of polish and excess is 
matter-of-fact—not subtle, but not didactic either.

Caycedo’s work sets a fitting tone for the Hammer’s 2018 “Made 
in L.A.” biennial. Its politics are embedded in its material, and, 
like many works in the show, it conveys no sense of entitlement. 
This is the most profound and palpable effect of a show made 
up predominately of women, queer artists, and artists of color: 
a marked tone shift away from the kind of insider-baseball pre-
tensions that can often characterize ambitious group exhibitions 
like this, toward a social awareness that’s more deeply felt.

That this edition of “Made in L.A.” also feels familial—many of the artists move through common networks—contributes to the 
overall sense of connectedness. Some of these artists have previously shown and worked together or alongside one another to 
attempt to negotiate realities beyond the art world’s limited reach, making this show feel simultaneously like a snapshot of a par-
ticular community and a part of something bigger.

Beyond the Usual Suspects

Relative to other shows of its kind, the Hammer’s biennial, which was founded in 2012, has consistently been diverse. Twelve, 
or less than half, of the 25 artists in the 2016 “Made in L.A.” were male and many of them identified as neither straight nor white. 
This year, 23 out of 33 artists are female or gender-non-conforming, and 19 are of color. These demographics are not the show’s 
defining feature, but taking difference as a given rather than an exception feels refreshing in a literal way, as if someone reset the 
status quo’s homepage.

The familial, overlapping networks are also quantifiable, to an extent: Nine artists, for example, have shown at Commonwealth 
& Council, a gallery that maintains the attitude of the artist-run space it once was, and 10 have shown at Human Resources, the 
communally-run alt space in Chinatown. As long as future iterations of the biennial steer away from this same extended group of 
artists, focusing on one particular slice of community makes sense. It pulls the show away from the sprawling, Whitney Biennial-
inspired ambitions it’s had in the past and toward a more intimate regional portrait.

Curators Anne Ellegood and Erin Christovale intentionally chose to have no theme. But the show can clearly be read through the 
lens of community—how to preserve it, build it, how one’s body relates to the collective. In the year leading up to the exhibition, 
Ellegood and Christovale hosted a series of informal conversations between art workers—over lunch, at someone’s home—to talk 
about Los Angeles art now, an approach that, through its reliance on multiple networks and voices, reflects the show’s synergetic 
ethos.

Linda Stark’s Self Portrait with Ray (2017). Courtesy of the artist.
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The dependence on community also feels particularly timely given the current political situation and the increasingly precarious 
economics of Los Angeles, which have compelled many to create and rely on their own makeshift support systems.

Bringing LA Inside

Two artists raised in LA and included in the show, E.J. Hill and Lauren Halsey, negotiate their own relationships to specific corners 
of the city, emphasizing the kind of deep, ongoing engagement with neighborhoods that participation in a global art world can un-
dermine. Hill’s installation documents private endurance performances he undertook this year: He ran circles around each school 
in Los Angeles he attended, from elementary to UCLA. The photographs of Hill’s engagement with his own local history (by Texas 
Isaiah) convey that mix of desperation and ecstasy that characterizes marathon runners.

Detail of Lauren Halsey’s Kingdom Splurge (2015). Installation view from “Everything, Everyday: Artists in Residence 2014–2015” 
Studio Museum in Harlem. Photo: Texas Isaiah. Courtesy the artist and Studio Museum in Harlem, New York.

While Hill’s work reads as an intimate exercise, Lauren Halsey’s project has ambitious, public aspirations. For The Crenshaw Dis-
trict Hieroglyph Project, Halsey installed an atrium of drywall and gypsum on the Hammer’s window-facing balcony. She gathered 
notations and images from family, friends, and other members of her South LA community and inscribed them into the gypsum, the 
same material used as mortar in Egyptian pyramids. Halsey intends to install a more developed version of the sculpture on Cren-
shaw Boulevard, inviting others to inscribe it themselves. In this case, the museum functions as testing ground for an in-progress 
idea that will live its fullest life in a much less pristine, more accessible environment.

While the 2014 “Made in LA,” meanwhile, actively incorporated artist-run ventures into the show (including Public Fiction and 
the Los Angeles Museum of Art), the work in this iteration occasionally integrates references to less formal kinds of artist support 
structures.

Carmen Argote’s installation, for example, includes a “drawing” made of coffee stains left behind by a sculpture Argote displayed 
at the collectively-run space PANEL LA last summer. To create the drawing, Argote built a kind of apparatus on the art space’s 
slanted back deck by laying paper on a platform and a coffee pot on either side. The coffee leaked and spread, drying in layers 
and mingling with the surrounding dirt and detritus.

As a leaflet accompanying the drawing at the Hammer explains, PANEL’s building abruptly sold in late 2017 to a developer who 
gave the collective a week to leave and threw out Argote’s sculpture before they could salvage it. The framed paper document, all 
that remains of that project, is much cleaner than the oozing, staining apparatus that created it, and its institutionally-appropriate 
sanitization serves as the by-product of a brutally escalating cycle of displacement (something faced, much more precariously, by 
the city’s low-income residents).

Who Is Invited, and Who Is Left Out?

The curators have printed portions of the conversations they had with members of the LA art community in the show’s catalogue. 
At one point, they discuss exclusion—how every community is defined as much by who’s left out as who belongs, and how institu-
tions and dominant art-historical narratives have long excluded certain kinds of artists.

One of those who has been left out is Luchita Hurtado, the 97-year-old artist who belonged to many communities, including a con-
tingent of Surrealists and the women’s movement in Los Angeles, but never achieved institutional attention. A small subset of her 
work is prominently displayed at the Hammer in the form of 11 paintings made in the 1970s. In one series, the artist paints herself 
looking down at her foreshortened body, breasts and feet framing a large apple, the patterns on a woven rug, or a wide blue sky. 
Simple, precise and vulnerable, these paintings position the body as frame for environment.

Meanwhile, a suite of paintings by Linda Stark, based in Los Angeles since the 1980s, tells a different story about inclusion—and 
how outside forces often shape who gets invited in. Her virtuosic Fixed Wave (2011) features undulating thick, perfect, green hori-
zontal lines that move from one edge of the canvas to the other, comprising the skin of a woman’s pelvic region. Pubic hair takes 
the form of five blue waves out of which rises a uterus flanked by ovaries that resemble sea creatures.

The newly formed Artist Acquisition Fund, founded by five LA-based artists and curators, bought and gifted the painting to the 
Hammer this winter. The year-old group is an attempt to empower artist communities to influence major museum collections. They 
chose Stark’s work because no LA museum owned her paintings, despite the fact that she has played an important role in the 
fabric of the city’s art community. Happily, the work will remain in the collection long after “Made in LA” has closed.
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UCLA Hammer Museum curators Anne Ellegood and 
Erin Christovale visited roughly 200 studios last year 
on their way to choosing artists for the fourth edition 
of the museum’s biennial, “Made in L.A. 2018,” a cel-
ebration of established and emerging L.A.-based art-
ists, on display through Sept. 2.

The pair employed no agenda when they selected 
32 artists, including veterans as old as the legend-
ary Luchita Hurtado, 97, who has 13 paintings in the 
show, as well as newbies and established practitioners 
like Naotaka Hiro and Candice Lin.

“As we were identifying the artists we wanted to work 
with, it happened that it was two-thirds women, two-
thirds people of color. I think it just grows out of the 
fact that this is a very diverse city and there are art-
ists of all backgrounds who work here who call this 
city their home, and that’s reflected in the exhibition,” 
Ellegood tells L.A. Weekly. “We’ve always been 
committed to diversity in a very deliberate way, but 
I would say that we didn’t have any predetermined 
scenarios.”

Artwork created specifically for the show yielded 
common themes and threads that define “Made in 
L.A. 2018.” The show’s poster, by Neha Choksi, fea-
tures a piece of red paper being consumed by flame. 

Ambitious, Diverse and Topical; ‘Made in L.A. 2018’ Is the Biennial We Need Right Now

Turned on its side, the reddish-orange complexion and the yellow whip of fire combine to form the profile of a not-so-beloved president 
who casts a long shadow over the show.

“We didn’t want to make a show that was explicitly about this current administration. I think we wanted to make a show that sort of 
showed the various aspects and people that are being affected by the administration,” Christovale says. “I think more than ever their 
experiences are being heightened in the way they’re being polarized or misidentified.”

Linda Stark, Self Portrait With Ray, 2017

Polarization is key to MPA’s installation, Faultline, 
which features an oversized pair of sunglasses with 
one lens in a gallery and the other on the wall out-
side overlooking the courtyard. From her practice in 
Twentynine Palms, MPA drew inspiration from the 
nearby San Andreas Fault for the new work, which 
doubles as both the perfect metaphor for our frac-
tured electorate as well as current political chaos and 
upheaval.

Interrelated themes of the body and identity are con-
sistent throughout the show, including Linda Stark’s 
layered canvases like Stigmata, in which the word 
“feminist” is carved in red into the palm of a hand, 
or Fixed Wave, an impasto torso in green with a wa-
tery blue vagina fronting the outline of a uterus and 
fallopian tubes.

“These are artists who, rather than getting angry, are Candice Lin,  System for a Stain, 2016

By Jordan Riefe | June 8, 2018
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Also dealing with inner issues is Charles Long, whose paradigm lOst occupies a full gallery. From his Mount Baldy studio, Long 
looked forlornly at the fallen trees around him, victims of bark beetle, a common forest malady, and cursed what he sees as a willful 
indifference to climate change.

For reasons unexplained, at the time he was also studying scientific cross-sections of penises, which became a prominent motif in the 
work. Featuring a painted backdrop of fallen and partitioned penises with similar sculptures in the foreground, Long’s installation 
includes an homage to Salvador Dali’s “The Persistence of Memory” with flaccid cross-sections in place of Dali’s watch faces hang-
ing from a penis tree, as well as a sculpted penis man reclining and smoking what looks like a fat penis-shaped cigar.”

“I think that whole project grew out of a lot of anger about patriarchy, about Trump getting elected and where are we now,” Ellegood 
explains. “It is a response to the environmental degradation and patriarchy but also with humor, with a grotesque sensibility that he 
knows will be off-putting, and creating an environment that is completely immersive. When you’re in the space, even though you’re 
literally surrounded by severed penises, it doesn’t feel aggressive.”

MPA, Faultline, Jordan Riefe

Charles Long,  from paradigm IOst, Jordan Riefe

saying, ‘If this is trying to be taken away from me, 
I’m going to reclaim it and make it my own.’ They 
make physical things about that which tends to be 
pushed aside or marginalized, whether that’s the 
body or a particular culture or a particular history,” 
Ellegood says.

Hurtado’s canvases include self-portraits from 
the artist’s point of view, looking down, past her 
breasts, tummy and knees, to her feet. After a move 
to Santa Fe, New Mexico, her later canvases incor-
porate similar bodyscapes into landscapes, adding 
feathers and cerulean skies.

With Naotaka Hiro’s work, his body becomes his 
easel as he places his legs through two holes in the 
canvas and encases himself within where he paints 
in the dark. “It’s a process of figuring out what I 
am and knowing unknowns and understanding un-
knowns. It’s more dealing with my inner issues,” 
Hiro cryptically explains.

Candice Lin’s Chinese Charade features a bed of 
red clay she smuggled from the Dominican Repub-
lic, poppy seeds and guano fertilizer with an im-
pression of a Charada China figure used in a gam-
bling game. It’s meant to comment on the “coolie” 
trade, forced Chinese labor commonly practiced 
in the Caribbean and California. “I’m interested 
in how colonial, political and imperial politics live 
into the present,” Lin explains. “Mine deals with 
the politics that have to do with embodiment, but 
it’s like the overlapping webs of the moment.”

With attacks on immigrants on the rise, the #MeToo 
movement against sexual harassment and the 
Trump administration’s efforts to defund Planned 
Parenthood, it’s no surprise that artists are reclaim-
ing identity, whether physically or culturally. “A lot 
of work in the show is referencing personal nar-
ratives,” Christovale says. “There’s a sensitivity or 
a tenderness around these personal narratives that 
comes to the fore, that functions as being very wel-
coming and inviting you into an artist’s journey or 
their lived experience.”
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‘Made in L.A. 2018’: Why the Hammer biennial is the right show for disturbing times

By Christopher Knight | June 5, 2018

Linda Stark, “Self Portrait with Ray (detail),” 2017, oil on canvas over panel (UCLA 
Hammer Museum)

The UCLA Hammer Museum’s much-anticipated biennial survey of 
new art produced in the city has just opened its fourth iteration. “Made 
in L.A. 2018” is the best one yet.

Part of the reason comes from simple, dramatic contrast. Since the 
show’s last outing in 2016, American society has been plunged into 
a period of destructive nastiness and malice. Art is inherently its op-
posite.

Artists have been responding. These 33 — up from 26 last time — 
were chosen with a keen attention to the resonance of their work with-
in our socially disturbed time. Rather than art with partisan political 
agendas, Hammer curators Anne Ellegood and Erin Christovale have 
chosen smart work that, for the most part, feels acutely attuned to our 
beleaguered moment.

Emblematic is the big mural that wraps the stairwell at the museum’s 
front entry. At first look, you might not notice how.

In a palette of breezy pastels and tertiary hues, Eamon Ore-Giron 
painted hard-edge, geometric shapes that seem to fuse landscape ele-
ments represented as natural, industrial and schematic. In one lovely 
mural passage, a precision sequence of disks that evokes factory mass-
production within a diagrammatic modern setting also conjures the 
phases of the moon.

Muralism has a long and venerable history in Los Angeles, home to landmark examples from the 1930s by David Alfaro Siqueiros and José Cle-
mente Orozco. (The latter’s fiery “Prometheus” at Pomona College, an explosive burst of Expressionist fervor, is the first modern fresco in the 
United States.) Mexican muralism banished tasteful public decorum for blunt social agitation, essential to its Great Depression era.

Ore-Giron’s impressive mural interrupts that venerable tradition, re-
sponding to its public purpose and commitment in a novel way. The 
sleek formal rhythms of the Hammer mural are neither monolithic nor 
combative. Instead, they look to South America and Concrete art, with 
its cross-fertilization of imported European and indigenous modern-
isms. The forms draw on diverse pictorial legacies — say, a Uruguay-
an abstractionist like Joaquín Torres-Garcia and a Swiss one like Max 
Bill or a Russian like El Lissitzky.

Apparent influences also include commercial graphic design, the flat 
and patterned color of Peruvian painter (and occasional muralist) 
Josué Sánchez Cerron and the aural syncopation of folk and popular 
music. Right now, in the face of America’s reactionary narrow-mind-
edness, the work’s insistent cross-cultural heterogeneity feels joyfully 
subversive.

One response to a divisive power that clamors for building walls is to 
refuse by orchestrating artistic border crossings. The refined comeli-
ness of Ore-Giron’s painting is one seductive method.

Narrative is another. Daniel Joseph Martinez traveled the length of 
the old Berlin Wall, which once kept Soviet-dominated East Germans 
from emigrating to democratic West Germany. He photographed him-

Luchita Hurtado, “Untitled,” circa 1976, oil on canvas (UCLA Hammer Museum)
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As always, the biennial emphasizes emerging and established but often lesser-known artists. These 33 range in age from 29 to 97 — the youngest 
(textile artist Diedrick Brackens) born in the immediate aftermath of the Reagan Revolution’s rightward jolt, the oldest (painter Luchita Hurtado) in 
the wake of the blistering brutalities of the First World War. Just five were born in Los Angeles, while eight are foreign-born. Urbanism’s vigorous 
cosmopolitanism stands front and center.

Video installations are prominent (there are nine), partly reflecting the easy accessibility now of inexpensive digital equipment. Subjects and formats 
could not be more diverse.

Among the strongest are Gelare Khoshgozaran’s quasi-documentary rumination on the strange, pseudo-Middle East towns erected in the Califor-
nia desert as test sites for U.S. military maneuvers; Neha Choksi’s achingly poetic, four-channel lamentation for the ongoing, perhaps irreversible 
degradation of Mother Earth (and a yearning to escape it); and, a wicked satire of self-improvement rituals for women who, in Freud’s foolish but 
pervasive misconception, are inherently lacking, by the team of Jade Gordon and Megan Whitmarsh.

Among the elegiac “Found Fragments” of lost life in James Ben-
ning’s installation is a ravishing, wall-projected video image of a 
sun-dappled forest, shot after a devastating recent wildfire. The 
landscape image, almost completely still, becomes a nearly abstract 
meditation on life-cycles and the mutability of fearsome tragedy 
and exquisite beauty.

Dance is seamlessly integrated into a line of six wall-mounted 
flat-screen video monitors by choreographer Flora Wiegmann. A 
virtual mural of shifting viewpoints, it exploits camera-work as 
bodily movement matching that of the depicted dancers. The two-
dimensional screens compose a visual field corresponding to the 
amorphous white space through which the dancers move. All that 
is solid melts into an aesthetic sensation of pixilation.

Including Ore-Giron, half a dozen compelling painters are here. 
The complex, hands-on demands of painting perhaps stand as an 
indicator of a continuing reaction to today’s gauzy, enveloping 
digital ether.

John Houck began as a photographer, but now he is composing 

Lauren Halsey, “The Crenshaw District Hieroglyph Project (Prototype Architecture),” 2018, 
gypsum, cardboard, acrylic paint (Christopher Knight / Los Angeles Times)

Christina Quarles, “Forced Perspective (And I Kno It’s Rigged, But It’s tha Only Game in 
Town),” 2018, Acrylic on canvas (Christopher Knight / Los Angeles Times)

self at 80 spots holding aloft processional banners adorned with the 
face of Ulrike Meinhof, the Red Army Faction militant, shown at 
different stages of life — schoolgirl, ingénue, slain terrorist.

Martinez’s large-scale photographs are printed in luxurious silvery 
grays, nodding toward Gerhard Richter’s great 1988 painting cycle 
on the brutal Baader-Meinhof gang, as the RAF was also known. 
The Berlin Wall is long gone, but the indelible memory of the cru-
elty and persecution that it represented and enforced inevitably in-
vokes the Trump administration’s incessant mantra of building a 
border wall between Mexico and the United States.

Martinez, who is Mexican American, has fashioned a Meinhof pro-
cessional placard that recalls Catholic saint-banners, which derive 
from the military standards once carried into battle. Rather than 
triumphant, these photographs seem to propose that cruel division 
only serves to create martyrs.

Ore-Giron’s abstract painting and Martinez’s representational pho-
tographs occupy very different points on the show’s broad spectrum, 
but both refer back to the alarming social context to which the 2018 
biennial is attuned. The only political position staked out is for com-
mitment to deep cultural awareness — to acknowledging that artists 
are citizens too.
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abstractions in which camerawork and painting masquerade as 
one another. The illusions in two-dimensional imagery are con-
tradicted by flat surfaces that he’s folded, spindled and otherwise 
mutilated.

Similarly, several of Linda Stark’s textured relief paintings fuse 
female body parts and floral motifs within a physically mottled 
surface that looks like synthetic skin. A witty self-portrait focuses 
just above watery eyes onto her forehead, its “third eye” a picture 
of her cat inside a pink aura. No iconic pussy hat is shown, but as 
an image of wisdom implanted squarely in the forehead of a deity, 
the marvelously eccentric picture is a delight.

Seven lovely Surrealist landscape paintings from the 1970s by 
Hurtado seem informed by outer-space exploration. A circle of 
cloud-filled sky surrounded by voluptuous brown hills inverts 
the famous Apollo 17 photograph of Earth as a “big blue marble” 
floating through space. Here, it’s a void in the Earth that becomes 
an erotically suggestive spatial atmosphere.

A charming grunge imbues Celeste Dupuy-Spencer’s clotted pic-
tures — a toppled Confederate statue crumpled like a corpse; a 

Eamon Ore-Giron, “Angelitos Negros,” 2018, acrylic (Christopher Knight / Los Angeles Times)

James Benning, Still from “Found Fragments (scorched earth, Ash 01, RED CLOUD),” 
2016 (UCLA Hammer Museum)

crude man anxiously reading a love letter; smokers indulging their simple, deadly pleasure while idling in a car parked in a trash-filled alley; and, a 
tightly clustered crowd drowning in a turbulent sea, unable to grasp a nearby lifeline, its arabesque almost decoratively baroque. The quirky paint-
ings, touchingly civilized, are a gentle but firm avowal of humanity during extraordinarily trying times.

Finally, Christina Quarles paints trompe l’oeil paintings onto flower-bedecked “wallpaper” that she has also made, interrupting domestic space with 
knockout images of nude women entwined with their own and each other’s bodies, pushing against physical norms. Barely out of art school, she 
hasn’t shown much in L.A., so Quarles ranks as perhaps the biennial’s most exciting discovery.

Also impressive is Lauren Halsey’s “The Crenshaw District Hieroglyph Project (Prototype Architecture),” an imposing square room built of faux-
marble walls cobbled together from ordinary gypsum, cardboard and off-white acrylic paint. In this white cube, humility equals grandeur.

As with Halsey’s current fine installation downtown at the Museum of Contemporary Art, which spins off the Classical motif of Plato’s Cave, this 
piece also looks to an ancient source — the Egyptian form of a cenotaph, or empty tomb. The list etched into interior walls includes Trayvon Martin, 
Freddie Gray, Sandra Bland and Philando Castile, plus dozens of unfamiliar names. A war memorial for 90 bodies buried elsewhere, the monument 
gathers shades.

At the other end of the spectrum, grim humor marks Charles Long’s 
installation, titled “paradigm lost,” which mixes sculpture and painting. 
Clusters of tree stumps appear both petrified and phallic. They are clev-
erly infused with sly visual references to a Surrealist and Expression-
ist pantheon of male artists — Munch’s face screams, Dali’s watches 
droop, Brancusi’s torso is another stump, Giacometti’s lopsided chariot 
would only run in circles. Within Long’s ruined art-forest, nature and 
culture pass into history.

It’s a sobering sight, until an odd and pleasant realization arises: One-
third of the artists in the splendid “Made in L.A. 2018” are men, two-
thirds are women. Not so long ago, a ratio of women far outnumbering 
men in a survey exhibition would have been a topic of stunned and 
enthusiastic comment.

Now it’s just a number. Women have long outnumbered men in the artist 
ranks, but institutions have been a drag on reality. Progress has finally 
been made! A quiet revolution has happened, with its own profound 
resonance amid today’s social strife.
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Linda Stark’s Body Parts
Meticulous, gently humorous paintings isolate a deeply personal encounter with the 
obdurate structures of society and culture

By Jonathan Griffin | May 30, 2018

Linda Stark, Stigmata, 2011, oil on canvas over panel, 91 × 91 × 8 cm. Courtesy: the artist; photograph: Brian Forrest

Hanging in Linda Stark’s studio, earlier this year, were four square oil paintings of cats. Only one painting showed 
the entire animal; in the other three, feline heads floated disembodied, like portentous apparitions. In Self-Portrait 
with Ray (2017), the eponymous grey tabby’s head appears life-sized, inside a pink disc located at the precise centre 
of the canvas and also at the centre of the artist’s forehead, like a third eye. Both Ray and Stark look straight at us; 
Stark’s eyes are rimmed with white tears.

All these paintings, though charming and gently humorous, derive from intense grief. Each of these cats is dead. By 
painting them, Stark professes to work through her loss, to ‘open a portal into their presence’. That might explain why, 
in Bastet (2016) and Tesla (2017), as with their progenitor Samantha (2005), the cat heads appear at the centres 
of luminous flowers. Or why the salmon-coloured orb containing Ray (2017) emanates a rippling black surface that 
took Stark months to build up into a thick crust using fine brushes. The wizened Bastet, like her ancient Egyptian 
goddess namesake, wears a gold ring in one ear. Throughout history, and across cultures, cats have been symbols  
and avatars: in Egypt, Bastet was associated with women’s fertility, childbirth and the protection of the home. In 
contemporary America, the stereotypical ‘cat lady’ is presumed to be elderly and single, while kittens are supposedly 
the preserve of little girls.

Since the mid 1980s, Stark has been making meticulous drawings and paintings that incorporate clichés and sym-
bols in an attempt to isolate a deeply personal, even autobiographical, encounter with the obdurate structures of 
society and culture. Her paintings are, in various senses, about a meeting of the soft and the hard. Sharp-edged, 
graphic forms encase realist renderings and vaporous gradients, and flawlessly flat fields contrast with textures so 
heavily built up that they assume the presence of sculptural reliefs. Alongside the cat paintings in Stark’s studio were 
three paintings of hearts: Stark considers Tell Tale Heart (2016), an upside-down red heart painted thickly onto cam-
ouflage fabric, to be an antiwar statement; beside it, Purple Heart (2018) is a faithful rendering of the medal given 
to wounded or killed US soldiers, but with tiny daisies embedded in the purple paint around George Washington’s 
profile – a subtle but significant subversion that recalls the emblem of 1960s and ’70s flower power pacifism. 

Stark was only 13 years old in the heady summer of 1969, so we can assume that she regards the flower symbol 
with some degree of detachment. She rarely shows her hand when it comes to her private relationship to the often-
provocative content in her paintings. In Stigmata (2011), for instance, a relief map of the artist’s palm has been 
branded with the word ‘feminist’. More than a declaration of allegiance, the work feels like the revelation of a wound: 
something necessary but borne regretfully, painfully. (It is probably coincidental that the lines on her palm bear an 
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uncanny resemblance to a map of the major free-
ways in Los Angeles – the city where Stark has 
lived since the late 1980s.) Another painting, Ruins 
(2008), depicts Stonehenge beneath a sickly pink 
sky and a fat, low moon; the site of  ancient meta-
physical power is reduced to a logo, which Stark 
combines with a heavy carved wooden necklace, 
slung from the top of the canvas. The resulting 
assemblage occurred to the artist when one day 
she wore a vintage Stonehenge blouse with some 
tacky pink beads, probably made for the Mexican 
tourist market. 

It feels inappropriate to sniff for irony in Stark’s 
paintings, not because they don’t contain plenty of 
self-effacing humour and hedged meaning, but be-
cause their intensely worked surfaces and shame-
less beauty seem to speak more of belief, even 
hopefulness, than bitter scepticism. In 2007, Stark 
made a series of ‘Potion Paintings and Drawings’, 
based on spells she drew from various occult tradi-
tions. Each painting is nine inches square and fea-
tures the actual ingredients for the potion (mistle-
toe, clover, quartz, valerian root, frankincense and 

so on) embalmed beneath glutinous ribbons of paint laid over each other in a careful rotation. The works recall previ-
ous paintings made in a similar manner, except that in this particular series, diagrammatic keys for the ingredients, 
and their supposed effects, are provided as pendants to each painting. Stark cannot tell you whether Egyptian Love 
Spell or Leprechaun’s Gold Formula or Gypsy Love Potion (all 2007) will have any effect if you hang them in your 
house. But neither can she tell you that they will not.

Practical magic, in Los Angeles, is part of daily experience in a way I’ve seldom encountered anywhere else in 
the Western world. Throughout the city, psychics dispense their services next to off-licences and cafes. Not only 
in botánicas but also in most convenience stores, you can buy Santería candles with spells printed on their glass 
jars. Sage smudge sticks and crystals are available in my nearest supermarket next to the toothpaste section. Even 
though magic is by no means practised by the majority, it is generally accepted without judgement or cynicism as a 
fact of life.

Stark has studied widely the traditions and meth-
odologies of practical magic. When she set out to 
teach herself palmistry, she discovered that the lit-
erature on the method is highly contradictory. She 
concluded that in order to practise the technique 
successfully, you would have to be clairvoyant. 
There is no doubt, however, that Stark performs a 
kind of sorcery within her art, transmogrifying paint 
on canvas into a panoply of other substances: 
skin, wax, amber, ribbon, thread, blood, rippling 
water, tears. Her technique is not to be mistaken 
for illusory representation; instead, the mate-
rial of paint itself appears alchemically altered, 
or transubstantiated. With minimal additives, she 
weaves it in thick bands, or stipples it into a sur-
face resembling skin or leather. Sometimes her 
paintings have raised nipples or a bellybutton. 
Most unnervingly, as in Fountain I (1992), paint 
gushes from her paintings in torrents, coagulating 
in drips on the canvases’ lowest edges.

To say that, in Stark’s work, the painting is a (gen-
dered)  body and the paint its skin is to admit that 
bodies can also be signs or symbols. This we 

Linda Stark, Fixed Wave, 2011, oil on canvas over panel, 41 × 41 × 5 cm. Courtesy: 
the artist; photograph: Brian Forrest

Linda Stark, Self-Portrait with Ray, 2017, oil on canvas over panel, 91 × 91 × 8 cm. 
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know from the visual art of diverse religious faiths, 
especially from the legacy of Orthodox Christian 
icon painting, a sacred hieratic tradition that haunts 
many of Stark’s pictures. Icon painting, which de-
veloped in an age before most congregants could 
read scripture, was intended to be deciphered as 
an arrangement of signs. The bodies of Christ and 
the saints are abstracted into essentialized forms, 
identifiable by particular symbols (such as weep-
ing stigmata), while the very finest examples also 
project a vivid realism.

Stark’s work orchestrates a comparable collision  of 
the universal and the specific, the symbolic and the  
autobiographic, the abstract and the realist, culture 
and nature. The female reproductive system – or, 
rather,  its instantly recognizable outline – appears 
in several of her pictures,like a universal logo for a 
host of women’s issues. (Stark’s first version of this 
motif derived from a diagram in the 1973 feminist 
handbook Our Bodies, Ourselves.) In the painting 
Fixed Wave (2011), the embossed uterus com-
mands the centre of a painting of a woman’s groin. 
While her skin is turquoise and her wavy pubic hair 
lilac-blue, contoured ridges over the woman’s legs 

and belly lend the painting a sense of immediacy and intimate specificity. This is not just any body; it’s somebody.

The painting is funny, too. Stark told me that, in order for a painting to be successful, it needs to laugh at her. This 
muted but persistent quality in her work is perhaps easiest to understand as a consequence of the inevitable doubt, 
or mystery, that attends each painted statement – and which, crucially, undermines her work’s sense of precision, 
commitment and mastery. My favourite painting by Stark is also one of her funniest: a raised, textured form on a 
sky-blue ground that resembles a yellow strawberry with a tail. At first, it appears that the artist has painted onto it a 
maniacal smiley face, in black and white, like a clown’s makeup. The work’s title clues us in: Spectacled Cobra (2005) 
is, in fact, the back of a serpent’s flared hood. Google Image Search helps too; the spectacled cobra does indeed 
have defensive markings that preposterously resemble a smiley face. (How did evolution conclude that an emoji was 
the most effective method for deterring predators?)

Spectacled Cobra is an object lesson in the 
way that the anthropocentric world of signs is 
interlaced with – and inevitably confounded by 
– the so-called ‘natural world’ of non-human 
phenomena. Animals, plants, even the sun and 
the moon, all ultimately shrug off the codes and 
symbolic meanings that are imposed on them 
by human culture. A sunset may be a cliché, but 
the sun doesn’t care. Neither does a cat. The 
question of whether a human body can similarly 
transcend the constraints of codification is one 
that has more immediate and troubling ramifica-
tions for all of us, one that Stark’s work leaves 
tantalizingly unanswered.

Linda Stark is an artist based in Los Angeles, 
USA. In 2017, she had a solo exhibition at Jen-
ny’s, Los Angeles, and was included in group 
exhibitions at Karma International, Los Angeles, 
the Orange County Museum of Art, Newport 
Beach, USA, Jack Shainman Gallery, New York, 
USA, and the Los Angeles Municipal Art Gallery. 
This summer, her work will be featured in ‘Made 
in L.A.’ at the Hammer Museum, Los Angeles. 

Linda Stark, Spectacled Cobra, 2005, oil on canvas over panel, 91 × 91 × 8 cm. 
Courtesy: the artist; photograph: Brian Forrest

Linda Stark, Bastet, 2016, oil on canvas over panel, 91 × 91 × 5 cm. Courtesy: the art-
ist; photograph: Brian Forrest
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5 Free Art Shows to See in L.A. This Week
By Catherine Wagley | February 15, 2017

This week, an artist deletes her subject’s face, and a longtime L.A. 
painter animates reproductive organs in the classiest possible way.

Wild West takeback
Lipstick has a chalky smell that’s faintly chemical and highly nostal-
gic, especially if you grew up sneaking into mom’s makeup drawer. 
The smell fills Shoshana Wayne Gallery in a subtly aggressive way, 
since Rachel Lachowicz has covered the facades of two life-size 
buildings with melted red lipstick. The House of Worship and The 
Sheriff/Barbershop, both buildings modeled after the set of Clint 
Eastwood’s 1973 film High Plains Drifter, are flawlessly made up, 
all of their wooden surfaces evenly covered. Photographs in an ad-
joining room show the process: cubes of red lipstick on the floor, 
then melted, dripping like blood over a roof or porch. Lachowicz 
has used makeup as a material since the 1990s, often revising or 
mimicking historically masculine modes. This time, she’s coated the 
setting of violence with cosmetics — Eastwood’s character rapes a 

woman early on in High Plains Drifter, embodying the stereotype of the lawless Western conqueror. Now, a marker of old-school femi-
ninity has taken over. 2525 Michigan Ave., Santa Monica; through April 1. (310) 453-7535, shoshanawayne.com. 

Bearded ladies 
Linda Stark’s painting Fixed Wave depicts a woman’s crotch, but it’s so much more than that. The oscillating thin lines of green that 
make up the skin are precisely placed, curved just right to suggest volume. The blue bush is in the shape of waves, and 3-D silver tear-
drops fall down from below the not-shown belly button. The only truly smooth, flat part of the painting is the outline of uterus and ova-
ries emerging out of the blue. This is the only on-canvas work in “Painted Ladies,” Stark’s current show at Jenny’s. The other on-paper 
works are still just as precise and their perfection makes them funnier than they otherwise would be. Her Bearded Lady paintings show 
gold uteruses against blood red backgrounds. The ovaries are eyes, and pharaoh’s beards hang down, perfectly shaped, reproductive 
organs virtuosically turned into a regal caricature. 4220 Sunset Blvd., Silver Lake; through Feb. 25. (323) 741-8237, jennys.us.

Beautiful Homo Homeboys
When artist Joey Terrill launched his mail-art magazine, Homeboy Beautiful, in 1979, he meant to satirize ladies magazines (Ladies 
Home Journal, House Beautiful) and pick apart stereotypes. In one issue, a reporter attends a Homo-Homeboys party, to discover the 
gangsters getting high and listening to Judy Garland. Terrill’s magazines appear in “Chapters,” the book-arts show just opened at the 
Craft and Folk Art Museum. So do books by L.A. icons Betye Saar and John Baldessari, as well as by younger artists Melissa Hud-
dleston & Benjamin Lord and Patricia Fernández. The show’s range is impressive and its mood inclusive — books by mainstream artists 
are treated with the same care as those by artists who have spent their careers on the fringes. 5814 Wilshire Blvd., mid-Wilshire; through 
May 7. (323) 937-4230, cafam.org.

Blank-faced through no fault of her own
Janet Werner’s painting MHMH depicts a photograph pinned to a beige wall. In the photo, a woman with brunette bangs and braids 
wears an old-fashioned collared white dress with puffed sleeves. She’s Laura Ingalls meets Brigitte Bardot, sweet while playing to the 
camera, except she has no facial features — there’s just a flesh-colored nothingness where her face should be. This absence feels like a 
mean blow, especially given how evocative other details are. She’s a victim, somehow, maybe of the artist, or of something or someone 
bigger who wanted her identity wiped out. The painting appears in “PDA Lovers,” a show loosely about attachment and desire, orga-
nized by the Montreal-based gallery Parisian Laundry at Four Six One Nine in Mid-City. 4619 W. Washington Blvd., Mid-City; through 
Feb. 11. foursixonenine.tumblr.com.

Many famous babies
As a kid, activist Craig Kielburger looked a lot like he does now: eager, fresh-faced, albeit blonder. He met Mother Teresa in the 1990s, 
and David Ashwell painted him looking the nun in the eyes. Ashwell also painted Halle Berry as an adorable toddler, and Charlie Sheen 
as an innocent enough–looking boy. British actor Terence Stamp looks moody as a baby. Ashwell’s project, “Yesterday’s Children,” also 
includes portraits of young Nancy Pelosi, Dr. Oz and Sally Ride. He’s interested in all kinds of former children. The show looks sappy 
at first glance, and it does pull on pretty basic heartstrings (we were all children once, MLK Jr. a cute one). But it’s also a gratifying 
game to guess who’s who. 2525 Michigan Ave. B-4, Santa Monica; through Feb. 25. (310) 828-5070, skidmorecontemporaryart.com.

Rachel Lachowicz’s “Lay Back and Enjoy It” Courtesy of the artist and Shoshana 
Wayne Gallery
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Critic’s Guide: Los Angeles

By Eli Diner | January 26, 2017

A round-up of the city’s best current shows, to coincide 
with this year’s Art Los Angeles Contemporary, which 
opens today

Linda Stark 
Jenny’s
14 January – 25 February

The titular ‘Painted Ladies’ of Linda Stark’s show at Jenny’s are an odd bunch: 
cartoonish renderings of the female reproductive system, complete with fal-
lopian tubes arms and frantic little hands. Ovaries are eyes. Vaginas become 
snouts or tentacles. The two oils on display, both older works created via a long 
and laborious process of layering, possess mesmerizing textures and near-
sculpted surfaces. The first, the meticulously rendered Fixed Wave (2011) has 
a rather Pop sensibility, with a surface you might mistake for moulded plas-
tic. The second, Coat of Arms (1991),  curdling at the edges, could be taken 
for a devotional object from some folk religion. Those two evocations – Pop 
and the tradition of visionary or mystic art – underlie the talismanic repetitions 
that move as well through Stark’s more recent, and often deceptively delicate, 
works on paper.

Stark’s paintings and drawings are hilarious and mischievous, mythic while 
grounded in biological reality, but they are also timely, to say the least. I saw 
the show one day before Donald Trump’s inauguration, two days before join-
ing some 750,000 others at the Women’s March on LA, and three days before 
our new President signed an executive order barring foreign aid from going to 
any NGO that provides abortions or even discusses them as a family planning 
option.

Linda Stark, Bearded Lady (pharaoh), 2015, graphite, watercolour, gouache 
and acrylic on paper, 39 x 39 cm. Courtesy: Jenny’s, Los Angeles; photograph: 
Jeff McLane
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Condensation is at work when droplets of water form on glasses filled with cold drinks and when winter storms dump tons of snow in the Sierra 
Nevada. Freud used the same term to describe the ways dreams form: collecting and compressing memories and inklings until they cohere into 
stories that follow a logic all their own.

That is what happens in Linda Stark’s “Painted Ladies,” an exhibition of nine delicate drawings and two knockout paintings at the L.A. gallery 
Jenny’s. Packing loads of information into stark symbols and iconic compositions, the L.A. painter creates point-blank images whose elusiveness 
intensifies their emotional resonance.

In one page-size drawing, the hood of a venomous cobra frames a portrait of the smiling artist. Both sinister and silly, Stark’s image defies cut-
and-dried interpretations.

In two other drawings, both with bright red backgrounds, the silhouette of a woman’s reproductive system — as it might be represented in a 
biology textbook — resembles a bull’s head and horns, much like the ones Picasso painted when he wanted to emphasize his virility. Stark’s 
playful pictures also include pairs of lovely eyes, each of which resembles those that appear on Buddhist temples and in sacred representations.

An abstract mermaid, the bleeding web of a black widow, the beard of an ancient pharaoh, a constellation in the shape of a star and a waterfall 
of rainbow-tinted tears round out Stark’s subjects. All make the world of waking reality seem to barely scratch the surface of the world her art 
tunes us into.

The way Stark paints and draws has a lot to do with that. The surfaces of her two canvases, “Coat of Arms” and “Fixed Wave,” are sculpted, every 
square inch an exquisitely textured love poem to the physical facts of oil paint, its viscosity, sheen and tint becoming subjects in their own right.

Likewise, her works on paper combine the precision of a master tattoo artist with the fastidiousness of architectural blueprints, the innocence of 
children and the power of X-rays, which allow us to see beneath the surface of things. Infinite mystery spills from Stark’s art, catching visitors in 
an undertow laced with anxiety and redeemed by devotion.

What do you see? The curious allure of Linda Stark’s playful imagery
By David Pagel | January 23, 2017

Detail of Linda Stark’s “Bearded Lady (pharaoh),” 2015, graphite, watercolor, gouache and acrylic on paper. (Linda Stark / Jenny’s)
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The eye, wrote Jacques Lacan in his essay ‘The Line and the 
Light’, ‘is a sort of bowl’ which is wont to overflow with light. ‘A 
whole series of organs, mechanisms, defences’ are required to 
deal with this excess; the shrinking pupil, in bright conditions, 
‘has to protect what takes place at the bottom of the bowl’. 

The compelling idea that seeing always engages senses beyond 
vision is substantiated by ‘The Ocular Bowl’, an immaculately ar-
ranged exhibition at Kayne Griffin Corcoran. Alex Olson, Agnes 
Pelton and Linda Stark each belong to distinct generations with 
their own sensibilities and positions but, in the large gallery (not 
the easiest room for mostly small pictures such as these), they 
interact as though they have been dancing around each other 
for years.

Stark’s painting Spectacled Cobra (2005) is so goofy that it 
initially seems to share little with the show’s other, more sober 
works. Hung on its own wall between windows, it depicts what 
looks like a cartoon smiley face on a distended yellow straw-
berry. Between the seeds, the flesh of the strawberry bulges out 
in thickly modelled oil paint. If you Google the painting’s title, you 
will see photographs of a snake whose hood is marked with the 
same smiley face. Stark’s painting is an instance of double cam-
ouflage – a snake evolved to look like a face, painted to look like 
a cartoon fruit. In this context, Spectacled Cobra is less about 
deception than the overflowing material from Lacan’s ‘ocular 
bowl’. The snake looks at us (and the other works in the show) 
with eyes in the back of its head; we touch the raised surface of 
its skin with our gaze and feel the viscosity of its spackled paint. 

Reviews: The Ocular Bowl
Kayne Griffin Corcoran, Los Angeles, USA
By Jonathan Griffin | April 28, 2016

This register continues in the adjacent painting, Olson’s large abstract Circuit (2016), in which she has precisely rendered curling crests 
of paint with modelling paste – an elaborate simulation of gesture – and conjured a floating square simply by applying paint in a perpen-
dicular direction. 

Two paintings by Pelton raise the stakes of this clever formalist chicanery. Pelton, who died in 1961, was a senior member of the Tran-
scendental Painting Group, whose artists were concerned with looking inwards, not outwards, for their inspiration. Both Pelton’s paintings 
are stylized and – one assumes – derived from an inner vision. The less remarkable of the two is Passion Flower (1943), a rather kitschy 
rendition of an eye-like bloom that regards us from the canvas’s centre. In the earlier and stranger Star Gazer (1929), a vessel points 
upwards towards a single star in the night sky, as if hoping to catch a little of its light. For Pelton, the ocular bowl was the body’s cosmic 
access point, as well as the psyche’s projective lens.

Returning to the work of Stark and Olson, the interplay of optical illusion and formal substance now seems to address nothing less than 
questions of faith in painting. What kinds of mystical powers are summoned by Olson’s Focus (2016) – a grid of crusty blue dots compet-
ing with crepuscular, brushy shapes – or Stark’s Ruins (2008), in which a New Age-y pendant floats above a mossy Stonehenge? Stark’s 
Purple Protection Potion (2007) – with nettle, rattlesnake root and seed quartz crystal embedded in ribbons of translucent paint – goes 
furthest towards establishing an (ironic?) link between a painting’s materiality and its metaphysical powers. 

What, ultimately, is the difference between sight and vision? Olson asks something similar in her diptych Mind’s Eye (Eyes Open, Eyes 
Closed) (2016) in which the right-hand panel is an approximation of the left, painted without looking. The sightless painting is not bad, but 
not great; if this is vision, then it is hobbled and groping. But maybe that’s OK; it would excuse Pelton’s occasional missteps, framing them 
within a personal and artistic quest that was not only sincere but also radical in its scope, reaching beyond the limits of visual perception.

Linda Stark, Spectacled Cobra, 2005, oil on canvas, 91 x 91 cm. Courtesy: the artist and 
Kayne Griffin Corcoran, Los Angeles; photograph: Robert Wedemeyer
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“When you’re ready, you can 
open your eyes.” Guided medita-
tions suspend vision in the name 
of presence, only bringing back 
sight to close each session. Phe-
nomenological strains of modern 
painting, by contrast, offer vision 
as the primary vehicle for experi-
ence. With works by Agnes Pel-
ton, Linda Stark, and Alex Olson, 
“The Ocular Bowl” presents three 
generations of practitioners whose 
paintings invoke spiritual con-
sciousness.

In Pelton’s 1929 oil-on-canvas 
work, Star Gazer, the roughly 
symmetrical composition and rich 
color give it the force of an icon. 
A flower in the lower third of the 

canvas seems to look up at, or perhaps receive the light of, a single star in the gradient sky. Stark’s 
work also engages the iconography of spirituality, but with an ironic distance. See, for instance, the 
square painting Ruins, 2008, a part of her torso series picturing cropped figures, which depicts a graphic 
shirt featuring Stonehenge overhung by a massive full moon in a hot-pink sky. An arrowhead pendant 
necklace, modeled in painted wood as a shallow relief, cuts into the image. These New Age tropes are 
complicated by Stark’s seemingly sincere pleasure in material experimentation and exacting application.

Olson, the youngest artist here, is most overtly in dialogue with modernism. In her oil-and-modeling-
paste painting Circuit, 2016, three squares appear immersed in horizontal bands of color. The middle 
of the composition is a single pigment, but the top and bottom shapes comprise multiple rectangles of 
different colors keyed to optically interact, producing the effect of individual floating squares. While 
evoking classic Bauhaus exercises as well as the palette of Anni Albers’s textiles, form does not wholly 
stand in for content here: This image is also a kind of sunset, a dusky echo of Pelton’s work for a hazy, 
present-day Los Angeles.

“The Ocular Bowl” 

Linda Stark, Ruins, 2008, oil and wood on canvas over panel, 36 x 36 x 3”

By David Muenzer | April 22, 2016

KAYNE GRIFFIN CORCORAN 
1201 South La Brea Avenue
April 2–May 28, 2016
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Critic’s Choice: Group show at Kayne Griffin Corcoran 
delivers beauty with an occasional bite
By David Pagel | April 16, 2016

Linda Stark, “Spectacled Cobra,” 2005, oil on canvas over panel.(Robert Wedemeyer / Linda Stark and 
Kayne Griffin Corcoran)

The two paintings by Agnes 
Pelton in the group show “The 
Ocular Bowl” make a visit to 
Kayne Griffin Corcoran worth-
while — and then some.

Painted in 1929, “Star Gazer” 
is a riveting picture of a styl-
ized flower set before an ab-
stract landscape at dusk. Its 
deep blue night sky is pierced 
by the dazzling light of a single 
star.

“Passion Flower,” painted in 
1943, depicts a fanciful flower 
that is illuminated from within 
and hovers in midair. Its casual 
majesty is accentuated by a trio 
of buds whose impossibly thin 
stems twist sinuously. Some 
end in dark green leaves that 
seem to be liquid.

Both show Pelton (1881-1961) 
at her best, distilling the beauty 
of the natural world in crystal-
line pictures that heighten our 
capacity to sense the magnifi-
cence of the cosmos.

Six oils on canvas by Linda Stark and six oils on linen by Alex Olson add to the splendor. All three artists treat the 
visible world as a portal to the soul.

Simplicity and patience are Stark’s hallmarks. Her images are basic: the back of a hooded cobra, a necklace hanging 
over Stonehenge, a bird’s-eye view of a pyramid and a close-up of a belly button. Her textures are complex. Stark 
sculpts paint with tiny knives, applying it in single strokes to create surfaces that are rippled, like storm-tossed seas, 
or chiseled, like rough-cut stones.

Olsen does something similar. Creating multilayered images, his pictures of pitchers filled with mysterious liquids in 
which float geometric forms are worlds within worlds. Never hermetic, his abstract and representational images insist 
that paintings are meant to be looked at and looked through.

Mystery whispers through all of the works in “The Ocular Bowl.” Its Realism is magical, a matter of making con-
nections — and fostering relationships — between ordinarily overlooked intuitions and the things from which they 
spring.
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‘Viva la Raspberries’
By Ken Johnson  | August 2, 2012

Harris Lieberman
508 West 26th Street, Chelsea
Through Aug. 17

This refreshing group show looks as if it had been beamed over from 
the West Coast, where its organizer, the sculptor Evan Holloway, lives. 
The main attraction is “Asparagus,” a 20-minute animated film from 
1979 that took Suzan Pitt four years to make. Drawn in color in a 
style like that of the Chicago Imagist Christina Ramberg, it presents an 
erotic oral encounter with a fat stalk of asparagus and a psychedelic-
Freudian journey into worlds within worlds.

A beautiful small abstract sculpture of rough, rocklike forms stand-
ing on end by Ron Nagle is like a piece of Ms. Pitt’s film embodied 
in vividly glazed clay. In a similarly hallucinogenic vein, Mr. Hol-
loway offers an airy, vaguely architectural construction made from 
short lengths of gnarly, slender branches, cast in bronze and painted in 
segments of subtly glowing color. Linda Stark’s New Age-y painting 
of Stonehenge with a talismanic bauble sculptured in 3-D dangling 
next to a full moon in a luminous pink sky nicely combines kitsch and 
real mysticism.

Two big paintings by Joan Brown from the mid-1970s strike a differ-
ent note. Painted in boldly colored enamels in a flat, cartoonish style, 
“Woman Waiting in a Theater Lobby” pictures a pensive woman sit-
ting in profile on a bench with yards of institutionally patterned carpet 
extending around her. It is a high-impact fusion of formal extroversion 
and poetic introversion.

David Hughes’s sculpture of crudely homemade sheet metal shears 
dressed like a doll in a yellow bikini is a fine addition to the history of 
Surrealist castration anxiety.
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Art review: Linda Stark ‘Adorned Paint-
ings’ at Angles Gallery
By David Pagel  | November 17, 2011

Linda Stark’s paintings are not carved in stone. But they might as well be.

At Angles Gallery, the 10 paintings Stark has made over the last five years are 
as decisive as ancient icons that have been incrementally chipped, scratched and 
scraped into existence, every millimeter of their surfaces an anonymous record 
of total devotion and singular purpose. Likewise, each of Stark’s intensely dis-
tilled oils on canvas has the presence of a talisman from a lost civilization, its 
mysteriousness all the more charged for being a rare remnant of a time and place 
that has vanished and is on the verge of being forgotten forever.

Even more haunting is the sense that the civilization Stark’s paintings memori-
alize is ours. To look at her quietly harrowing works is to see the present from 
the future, long after our cherished ideals and humanistic impulses have died.

That’s a fantasy. And a dark one. But its reality is embodied in Stark’s one-of-a-
kind works, which turn easy-to-read images (a belly button, a woman’s crotch, 
the palm of a hand) and familiar symbols (a peace sign, a valentine, a swastika) 
into enigmatic emblems.

You do not read Stark’s paintings, like signs or texts. The undulating contours 
of their slow-built surfaces transform abstract depictions into flesh-and-blood 
experiences — nothing more and nothing less than face-to-face confrontations 
between our best and worst selves.

Detail of Linda Stark’s “Stigmata” Credit: Brian Forrest, courtesy of Angles Gallery
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Urbanature – Linda Stark and Nancy Evans
By Constance Mallinson | December 26, 2010

New Representations of the Natural
A six part serial essay and online exhibition focused on the contemporary depiction of landscape in 
the painting, photographic and sculptural arts.

Large urban parks are where most city dwellers go to “experi-
ence nature,” but Linda Stark’s series of Black Widow paintings 
inspired by the presence of black widows around her urban 
studio, reveal a more intimate, near erotic, encounter with the 
natural world. The spider’s trademark red hourglass shape has 
been enlarged, centrally placed, and rendered in red paint as 
though embossed, then surrounded with a textured skin-like 
black background. The shape has multiple references, she ex-
plains, “from a shapely woman in a red dress to the ancient 
pagan symbol of balance and the equinox” but an identifica-
tion of the feminine with nature is axiomatic. Stark’s painting 
method is laborious, as she drips, builds up and layers paint in-
crementally over an extended time, very much like natural geo-
logical processes. That simulation of natural processes using 
paint and the tiny flora and fauna collected from her immediate 
vicinity was the impetus for her Amber Rotations. The resinous 
varnishes in painting mediums seemed much like the tree sap 
that when fossilized, creates amber. Mixing various hued oil 
paints with medium, pouring layer after layer while embedding 
tiny plant forms and insects in the layers, eventually produced a painted equivalent of actual amber. Here, thick 
ribbons of paint radiate from a central “nipple” created from twisting and heaping the ends of the paint strips 
which at the other ends, congeal into fine points extending over several edges of the canvas. A sense of the both 
the micro and macro cosmic prevails, with references to sunrays and celestial formations as well as a spider’s 
perfectly designed web for ensnaring prey. Nature as substance is fully present so that rather than mere images 
of nature, subject and object are mutually constitutive undermining entrenched nature/culture dualities. Recalling 
John Fowles’ statement  that “Art and nature are siblings,” hers is a celebration and alignment of the very human 
act of making objects—that which comprises a civilization—with the smallest creatures around us. Eschewing the 
sort of labeling, naming and scientific classification that has always determined the use potential of every being 
in the natural environment , discarding that deemed worthless to the human scheme, Stark recognizes the most 
minute forms of life in our ecosystem. Her refusal to see nature as disconnected and alienated from our existence 
transgresses the grand progressive narratives of modernism and advocates a more inclusive path.

Linda Stark, Amber Rotation Hornet, oil paint and mixed media.

Linda Stark, Gypsy Love, oil paint and mixed media. Linda Stark, Black Widow Portrait, oil paint and mixed media.
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Desire: Six Los Angeles Artists
GROUP EXHIBITION

Pasadena Museum of California Art (PMCA)
490 East Union Street, Pasadena, CA 91101
July 18, 2010 - October 31, 2010

When I spoke with Shirlae Cheng-Lifshin, the curator of the exhibition, she stated that 
the seed for the exhibition was based on Monica Majoli’s artwork.  Majoli’s Black Mirror 
(Kate) and (Jarrett) 2009 portray figures deferring to the shadows-profiling the people’s 
grief, loss, and longing.  The portraits are whispers of sensuality reminiscent of Georges de 
la Tour’s paintings of Magdalen.

Shirlae chose Los Angeles based artists who complemented Monica’s perspective of desire. 
Gajin Fujita’s paintings of Japanese iconography and Los Angeles graffiti were the work 
that seemed to be the most literal in their definition of desire. If Ed Ruscha would have 
been in the show, the word D E S I R E  would have been strewn across Fujita’s geishas.  
His works are a slice of home.  They represent a local identity of the neighborhood of Lin-
coln Heights were graphic images and graffiti are omnipresent sensually and aggressively.

Linda Stark gave us a road map to accelerate passion with a piece that included a love 
potion.  Stark’s artwork relied on domestic relevance and historical alchemy that traces 
the ongoing need for “magic” to spark love for men and women.  Additionally, Iva Gue-
orguieva’s Absconding in the Fog, translucency allows us to delve into a world without 
language nestling in a primeval womb.

David Grant’s floral shaped sculptors can be seen as characterizing a woman’s clitoris-”the 
doorway to passion.”  Grant also included domestic material in his use of “lycra” and silk 
that would be found in woman’s lingerie.  As a love-making uniform, lingerie and hosiery 
are celebrated accoutrements.

The ego’s job is to satisfy the impulses of the id. The id doesn’t care about reality or 
the needs of others.  Tom Knetchel’s paintings and drawings exemplify the struggle. The 
Grasshopper House 2009, is an ant farm of secret and overt sexual escapades.  Some fig-
ures appearing and disappearing, cause the lower half of the painting to pulsate as an acti-
vated libido.  Flag 2008, with its curtain of feathers showcasing a bound phallus, triggers 
our desire for our eccentric sexual proclivities. 

The exhibition gives us a glimpse of a group of Los Angeles based artists whose wishes, 
longings and primitive emotions are regulated through their artwork.  Their definitions of 
desire are contained within the formats of the artists’ work.
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