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To know the work of Andrew Schoultz on the street, the massive armored warhorse is the maker’s 
mark. Rearing up on hind legs at full speed with exuberant steam shooting out its nostrils, the 

FKDUJHU�FDUULHV�D�EDQQHU�LQ�LWV�PRXWK��VLJQLI\LQJ�WKH�YLFWRU\�WR�FRPH��)LJ������7KH�DV\PPHWULFDO�ERG\�
seems to shape-shift from a Persian-style horse to a Germanic wooden hulk ship ready for combat 
on land or sea. Not surprisingly, Schoultz uses the horse as a symbol of primal power, an icon that 
has captured the attention of humanity for thousands of years since the discovery of pre-historic 
cave painting.

Growing up in Milwaukee, Andrew Schoultz wanted to break out of the constraints of the Midwest 
WR�EHFRPH�D�SDUW�RI�WKH�WKULYLQJ�JUDIƓWL�DQG�VNDWHERDUGLQJ�VFHQHV�LQ�&DOLIRUQLD��+H�ORYHG�GUDZLQJ�
FRPLFV�DV�D�\RXQJ�PDQ��DQG�KLV�ƓUVW�H[SHULHQFH�ZLWK�JUDIƓWL�DUW�ZDV�LQ�WKH�WKLUG�JUDGH�ZKHQ�KH�VDZ�
Breakin’,� WKH������/RV�$QJHOHV�EDVHG�EUHDN�GDQFLQJ�ƓOP��DQG�Beat Street��D�ƓOP�DERXW�1HZ�<RUN�
KLS�KRS�FXOWXUH�LQ�WKH�HDUO\�����V��6FKRXOW]�UHPHPEHUV�RQH�RI�WKH�PDLQ�JUDIƓWL�DUWLVWV�LQ�Beat Street 
crediting his self-taught skills to his childhood interest in drawing comic books. Schoultz might say 
WKH�VDPH��&RPLFV�SURYLGHG�HOHPHQWDO�VDWLVIDFWLRQ�DQG�JUDIƓWL�ZDV�LQ�SDUW�VHOI�VHUYLQJ��VWDNLQJ�D�WHUUL-
torial claim and making symbolically gratifying marks meaning “I was here.” 

,Q�KLV�IRUPDWLYH�\HDUV��6FKRXOW]�GLG�QRW�EUHDN�GRZQ�WKH�UHDVRQV�EHKLQG�KLV�JUDIƓWL�DQG�VNDWLQJ��EXW�
KH�ODWHU�JDLQHG�DZDUHQHVV�RI�KRZ�KH�YLHZV�DQG�ƓWV�LQWR�KLV�HQYLURQPHQW��6FKRXOW]��ZKR�KDV�VNDWHG�
since age ten, was less interested in building a ramp than utilizing whatever he found in the street. 
Street skateboarding functioned as a rite of passage of appropriating one’s surroundings for alter-
nate purposes. Utilizing objects and places in different ways than they were intended created an 
acknowledgement of duality, a tension very much present in his work today. Living in an area where 
VNDWHERDUGLQJ��JUDIƓWL��DQG�%0;��ELF\FOH�PRWRFURVV��ZHUH�QRW�ZLGHO\�DFFHSWHG��KH�PRYHG�WR�ZKHUH�
his talents would be appreciated. The social politics and energy of the California coast seemed 
more favorable to his lifestyle.

Fig. 1: Power Lines (two horses)��������PXUDO�RQ���WK�DQG�<RUN�6WUHHW��6DQ�)UDQFLVFR��&$����ō�[����ō



He arrived in San Francisco in 1997 to attend the Academy of Art University with a suitcase full of 
clothes, a skateboard, and a couch to sleep on. As he adapted to his new home and developed a 
SROLWLFDO�FRQVFLRXVQHVV��KLV�JUDIƓWL�HYROYHG�LQWR�PXUDO�PDNLQJ��:DQWLQJ�WR�SDLQW�RQ�D�ODUJHU�VFDOH�LQ�
public spaces, Schoultz embraced the social implications and responsibilities of images and their 
locations. He progressed past the narcissism of a tagger merely writing a name or symbol on a wall. 
As a skater, he acclimated easily to San Francisco and came to know the streets and nuances of the 
city. His artwork explored a wide scale of themes, from neighborhood territorial disputes to current 
international relations. The constant transition of people in the city and socio-economic instability 
ƓOWHUHG�LQWR�KLV�ZRUN��DQG�KH�FRQWLQXHV�WR�GHVFULEH�WKH�GDLO\�JULQG�DV�ŏPHQWDO�TXLFNVDQG�Ő1  Whether 
confronting or escaping, he paints based on what he observes, resulting in disjointed worlds that 
liquefy, shatter, and explode. 

$QGUHZ�6FKRXOW]�SDLQWHG�KLV�ƓUVW�PXUDO�LQ�6DQ�)UDQFLVFR�DV�SDUW�RI�WKH�&ODULRQ�$OOH\�0XUDO�3URMHFW�
�&$03�� LQ�������GXULQJ�D�SHULRG�RI�JHQWULƓFDWLRQ� LQ� WKH�0LVVLRQ�'LVWULFW� IXHOHG�E\� WKH�GRW�FRP�
ERRP�RI� WKH� ODWH�����V��)RXQGHG� LQ�������&$03� LV�D�QRQ�SURƓW�DUWLVW� FROOHFWLYH� WKDW� WUDQVIRUPV�
EOLJKWHG�VSDFHV�LQWR�RQHV�ƓOOHG�ZLWK�FRORUIXO�PXUDOV�ZLWK�D�EROG�YDULHW\�RI�VW\OHV�DQG�FRQWHQW��6KRXOW]�
saw friends and many other people who had lived in the city for decades get kicked out of their 
homes and displaced from their communities. Since dislocation posed an immediate problem and 
fear since his arrival, he painted a mural that addressed issues of departure: F&#KIN’ Dot Com, 2000, 
�DOVR�UHIHUUHG�WR�DV�WKH�0RQH\�(OHSKDQWV�PXUDO��GHSLFWV�WZR�HOHSKDQWV�VXFNLQJ�DSDUWPHQW�EXLOGLQJV�
WRZDUG� WKHP� �)LJ������7KH�EHQW�RYHU�EXLOGLQJV� WUDQVIRUP� LQWR� VWDFNV�RI�PRQH\� LQŴXHQFHG�E\� WKH�
brute force of the elephants. Tags of protest on the sides of buildings read,  “Use our Art. Steal Our 
Homes” and “No Artist No Art!” On the same day as the celebration of the completion of his mural, 
new prospectors viewed Schoultz’s home because he too was preparing to move. The mural made 
a major artistic contribution to San Francisco. It was a pivotal work for Schoultz, containing meanings 
and purposes that people might not have considered otherwise. An undergraduate at the time, he 
realized mural-making gave him the most diverse audience for which he could ask.2 

With artist Aaron Noble, Schoultz painted another mural in the Mission District with related sym-
bolism, Generator��������)LJ������&DSWXULQJ�WKH�VDPH�QHUYRXVQHVV�DQG�IRUFHG�HQHUJ\�DV�F&#KIN’ 

 
 

Fig. 2: F#?KIN’ Dot Com, 2000, Clarion Alley Mural Project, San Francisco, CA, 24’ x 24’, courtesy of the artist

Fig. 3: Generator, 2002, mural on 18th and Lexington Street, San Francisco, CA 
�ZLWK�DUWLVW�$DURQ�1REOH�����ō�[����ō��FRXUWHV\�RI�WKH�DUWLVW



Dot Com, Generator�GHSLFWV�ELUGV�Ŵ\LQJ�LQ�D�IUHQ]\�IURP�WKHLU�KRPHV�DV�WKH\ōUH�XSURRWHG�IURP�WKH�
ground. The propellers on the roofs leave one questioning how much power is truly needed to carry 
all to safety. An enormous, clumsy elephant shakes the piled apartments and their inhabitants, add-
ing powerful resonances to the mural’s apt title, a device whose main function is to convert and force 
energy into another direction. The birds carry signs that say “No” in protest as the white picket fences 
around their homes dramatically tear apart at the hinges. This mural loosely mirrors Twisting Houses, 
an ink and acrylic work on paper Schoultz created in 2006. Rocket-like, the twisting houses launch 
DZD\�IURP�DQ�HPHUJLQJ�EODFN�KROH�DW�WKHLU�EDVH��6FKRXOW]�FDOOV�JHQWULƓFDWLRQ�ŏD�PDVV�H[RGXV�Ő�ZKLFK�
brings to mind not only human diasporas but also the forced migrations in the animal kingdom due 
to habitat loss. Both Generator and Twisting Houses�SRUWUD\�WKH�FRQVHTXHQFHV�RI�WKH�LQŴX[�RI�QHZ�
businesses, as if an encroachment of a new species, in a city with limited space. 

Unlike invasive billboard advertisements, Schoultz’s goals include integrating a mural into its en-
vironment. He talks to the surrounding people and learns of the political and social concerns that 
directly affect their neighborhood. For Schoultz, this constitutes the main responsibility of an artist 
working with public space. He holds that a good piece of public art should serve a purpose and 
form a connection. His activist nature about art and community accords with American author and 
&DOLIRUQLD�KLVWRULDQ�.HYLQ�6WDUU� LQ�KLV�ERRN�The Dream Endures: California Enters the 1940s. Starr 
reminds his readers to “get out on the street, see what was around them, and take a spontaneous, 
engaged attitude toward the creation of art.”3��$QGUHZ�6FKRXOW]�IXOƓOOV�WKLV�PLVVLRQ��DQG�KLV�FOLPDFWLF�
visual vocabulary combines history with contemporary counterculture. 

8SRQ�ƓUVW�VHHLQJ�WKH�WZHQW\�IRRW�KLJK�ZKLWH�ZDOOV�RI�WKH�0RQWHUH\�0XVHXP�RI�$UW��6FKRXOW]�VDLG�
he wanted his installation to be epic, and he has done just that. With the exhibition In Process— 
Andrew Schoultz, he created his largest museum mural installation. Merging his imagery with Cali-
fornia history and its origins in Monterey, Schoultz’s artwork made a titanic impact, reawakening the 
ORFDO�PXUDO�KLVWRU\�DQG�SXVKLQJ�LW�LQWR�WKH�WZHQW\�ƓUVW�FHQWXU\��

Since the late nineteenth century, Monterey has been a magnet for artists, forging one of the oldest 
bohemian art colonies in California. Murals have long been part of Monterey’s environment and 

 

California’s visual legacy.  The series In Process is a contemporary exhibition program that began at 
the Museum in 2009. With the opportunity to produce new and exciting work, In Process artists often 
SURGXFH�HSKHPHUDO��VLWH�VSHFLƓF�LQVWDOODWLRQV��7KH�SURJUDP�JLYHV�DUWLVWV�WKH�IUHHGRP�WR�H[SHULPHQW�
with large-scale ideas and techniques, but the scale and scope of Andrew Schoultz’s installation is 
by far the most ambitious that the museum has ever experienced. He takes us on a journey of retinal 
delight through an energetic atmosphere lush with layers of meticulous renderings and dualistic 
themes that resonate with cataclysmic force. Furious and fantastical, his imagery is deeply rooted 
in American historical symbols as well as contemporary metaphors. Playing between reality and 
fantasy, Schoultz has made a vortex of political and environmental commentary—a characteristic of 
his art that is a lovely seduction and freedom. While confrontational in size and specter, Schoultz’s 
installation allows us to escape on an impressive visual adventure. 

The three-part mural acts as an enormous triptych that perhaps comments on cycles of the past, 
present, and future. Before beginning his installation, Schoultz walked the Path of History Tour 
WKURXJK�0RQWHUH\�WR�ƓQG�ORFDO�VWRULHV�DQG�LFRQV�WKDW�KH�FRXOG�LQFRUSRUDWH�LQWR�KLV�PXUDO��+H�YLVLWHG�
many preserved adobes, Colton Hall, the Custom House, the Royal Presidio Chapel (known as the 
6DQ�&DUORV�&DWKHGUDO���DQG�RQH�RI�WKH�ƓUVW�EULFN�EXLOGLQJV�LQ�&DOLIRUQLD��7KH�ZDON�IHG�KLV�LQWHUHVW�LQ�
how the state of California transitioned out of Mexican rule. He wanted above all to create a domi-
QDWLQJ�QDXWLFDO�WKHPH��:DWHU�UHPDLQV�D�VLJQLƓFDQW�VRXUFH�IRU�FRPPHUFH��DUWLVWLF�GHYHORSPHQW��DQG�
VXUYLYDO�RQ�WKH�0RQWHUH\�3HQLQVXOD��,Q�FRQVLGHULQJ�WKH�IDFWV�WKDW�1RUWKHUQ�&DOLIRUQLDōV�ƓUVW�SRUW�RI�
entry was Monterey, its early twentieth-century artists painted life by the sea, and today it contends 
with an ongoing water shortage, Schoultz found that water connects Monterey from the past to 
the present.

9LHZLQJ�WKH�PXUDO�IURP�WKH�XSSHU�JDOOHU\�EDOFRQ\��ZLWK�WKH�PXVHXP�ZDOO�H[WHQGLQJ�WR�WKH�VHFRQG�
VWRU\��YLVLWRUV�DUH�HQWLUHO\�FRQVXPHG�E\�LWV�LPPHQVLW\�EHIRUH�HQWHULQJ�WKH�ERWWRP�ŴRRU�WR�YLHZ�LW�IURP�
LWV�EDVH��)LJ������7KH�FHQWHU�RI�WKH�PXUDO�FRQIURQWV�WKH�YLHZHU�ZLWK�D�JLJDQWLF�VODYH�VKLS�DPLG�YLROHQW�
FREDOW�ZDWHUV� LQWHQVLƓHG�E\�VKDUS��FXUOLQJ�ZDYHV�PRYLQJ� OHIW�DQG� ULJKW��FUXVKLQJ� LQWR�HDFK�RWKHU��
The high blue horizon line makes one feel diminutive and elevates the grand expansiveness of 
the ocean. The red bricks carried away by rushing water suggest that the momentum and strength 



of the sea can easily break down man-made 
structures. Through an arch of suspended ar-
rows, visitors see Schoultz’s signature cloudy sky, 
composed of calligraphic red scalloped marks, 
and peeks of yellow sunlight indicating hope 
for what could lie ahead. Other mysterious sym-
bols appear. An eye surrounded by a halo of 
UHŴHFWLYH�JROG�HPDQDWHV�D�UHG�ƓHU\�SRZHU��DQG�
D�VKDPDQ�ƓJXUH�DVVHUWLYHO\�VLWV�RQ�WKH�ERZVSULW�
of the ship as if guiding the way for the captive 
rowers down below. 

The sails of the ship offer clues that tell the story 
of Monterey’s origin and identity. The left sail, 

PDGH�RI�PXOWL�FRORUHG�8�6��VWRFN�FHUWLƓFDWHV�� UHDGV�-XO\����������2Q�-XO\��WK��&RPPRGRUH�-RKQ�
'UDNH�6ORDW�OHG�VDLORUV�DQG�PDULQHV�WR�VHL]H�WKH�3XHEOR�GH�0RQWHUH\�DQG�UDLVHG�WKH�$PHULFDQ�ŴDJ�
over the Custom House. Together with an image of a bear, a symbol of California, and the words 
California Republic, Schoultz evokes the historic day the Mexican province of Alta California became 
NQRZQ�DV�&DOLIRUQLDŋWKH�WKLUW\�ƓUVW�VWDWH�WR�MRLQ�WKH�8QLWHG�6WDWHV�RI�$PHULFD��7KH�ULJKW�VDLO��FROODJHG�
with over three hundred U.S. one-dollar bills, contains the year 1835 and the script Two Years Be-
fore the Mast, referring to the classic memoir Richard Henry Dana Jr. wrote during his two-year sea 
YR\DJH�IURP������WR�������7KH�ERRN�LQWULJXHG�6FKRXOW]�EHFDXVH�LW�UHFRXQWV�ƓUVW�KDQG�ZKDW�0RQ-
terey was like a decade before becoming U.S. territory. Originally from Massachusetts, Dana was 
an American lawyer, politician, and abolitionist who enlisted as a common sailor to document their 
poor treatment. Sailing to all the ports of California, he came to Monterey in 1835 and described 
the quiet environment with “white adobes and red-tiled roofs dotted along the bay, and a Mexican 
ŴDJ�Ŵ\LQJ�IURP�WKH�3UHVLGLR�Ő4 

The right wall mural is dense, layered with red painted bricks. Bricks have long been incorporated 
into Schoultz’s artwork, suggesting physical or metaphorical barriers that are broken down or blast-

 

Fig. 5: In Process—Andrew Schoultz, mural installation detail, 
photograph by Rick Pharaoh

Fig. 4: In Process—Andrew Schoultz, mural installation detail, photograph by Randall Dodson



HG�DSDUW��)LJ������7KH�LQVWDOODWLRQōV�EULFN�VWUXFWXUH�DOVR�SD\V�KRPDJH�WR�D�ODQGPDUN�LQ�0RQWHUH\��RQH�
RI�WKH�ƓUVW�EULFN�EXLOGLQJV�LQ�&DOLIRUQLD��D�KRXVH�FRQVWUXFWHG�DW�����'HFDWXU�6WUHHW�LQ������E\�*DOODQW�
Duncan Dickenson before he left for the gold rush. Hanging on top of the painted brick mural is a 
ƓYH�SDQHO�DFU\OLF�DQG�FROODJH�DUWZRUN�WLWOHG�Exploding Wall, 2013, a series joined as one large mas-
terwork. Two warhorses surround an explosion of red, white, and blue bricks, smoke, and sinuous 
EODFN�OLQH�ZRUN��&DPRXŴDJHG�\HW�HPHUJLQJ�EHQHDWK�WKH�VPRNH��DQRWKHU�ZDUKRUVH�SXOOV�WKH�WUXQN�RI�
an uprooted tree. The arrangement of the mural and the work on panel produces a surprising and 
fun three-dimensional effect. Schoultz’s rearing warhorses break free of their restraints, including the 
GRPHVWLFDWLRQ�DQG�WUDLQLQJ�RI�WKHLU�PDJQLƓFHQW�VWUHQJWK�LQWR�D�WRRO�IRU�FRPEDW��

On the left wall mural, ocean waves continue from the center mural with the grandest warhorse of 
all. Larger than the adjacent slave ship on the center wall, the warhorse struggles through the ocean, 
KDXOLQJ�D�PDVVLYH�WUHH��)LJ������+ROGLQJ�D�ŴDJ�LQ�LWV�PRXWK��WKH�KRUVHōV�ERG\�HFKRHV�WKH�VKDSH�RI�
WKH�VKLSōV�ERG\��7KH�H\H�RQ�WKLV�ŴDJ�UDGLDWHV�D�SRZHUIXO�QHRQ�EULJKW�OLJKW��WKH�VDPH�OLJKW�WKDW�VKRRWV�
out of the horse’s snout and the palms of the shaman on the nearby ship. The tree, still partially 
DOLYH��VKHGV�LWV�FRORUIXO�OHDYHV�OLNH�ƓUHZRUNV��/RRNLQJ�FORVHO\��RQH�QRWLFHV�WKDW�PDQ\�RI�WKH�OHDYHV�DUH�
printed U.S. dollar bills. The symbol that adorns the horse’s saddle spotlights the historical context of 
Monterey. Schoultz prominently decorates the saddle with California’s capitol building in reference 
WR�&ROWRQ�+DOO��WKH�ORFDO�VLWH�RI�&DOLIRUQLDōV�ƓUVW�&RQVWLWXWLRQDO�&RQYHQWLRQ�LQ�������5HYHUHQG�:DOWHU�
'��&ROWRQ��DIWHU�ZKRP�WKH�EXLOGLQJ�LV�QDPHG��HUHFWHG�WKH�KDOO�DQG�VHUYHG�DV�0RQWHUH\ōV�ƓUVW�alcade 
�RU�PD\RU��GXULQJ�WKH�$PHULFDQ�SHULRG��

2Q� WKH�VWLUUXS�RI� WKH�VDGGOH� WHHPV�DQRWKHU�RI�6FKRXOW]ōV�GXDOLVWLF� LPDJHV��D�EHDU�DQG�EXOO�ƓJKW��
UHIHUHQFLQJ�XSZDUG�DQG�GRZQZDUG�ƓQDQFLDO�PDUNHW�WUHQGV��7KH�XVH�RI�WKHVH�WZR�DQLPDOV�GLG�QRW�
RFFXU�WR�6FKRXOW]�XQWLO�KLV�GLVFRYHU\�RI�WKH�3DFLƓF�+RXVH��DQ�DGREH�EXLOW�LQ�������WKH�VLWH�ZKHUH�EXOO�
DQG�EHDU�ƓJKWV�WRRN�SODFH�DV�6XQGD\�SXEOLF�HYHQWV��,Q�DQ�DUWLFOH�WLWOHG�ŏ0RQWHUH\�%HIRUH�WKH�*ULQJRV�
Came” in a 1903 issue of the magazine Overland Monthly, Richard L. Sandwick writes, “There were 
EXOOƓJKWV� LQ�0RQWHUH\� LQ� WKH�ROGHQ�WLPHV�VXFK�DV�DUH�NQRZQ� LQ�6SDLQ�DQG�0H[LFR��%XW�PRUH� IUH-
TXHQW��DV�DIIRUGLQJ�JUHDWHU�DPXVHPHQW��ZDV�WKH�EXOO�DQG�EHDU�ƓJKW��$�JUL]]O\�ZDV�ODVVRHG�E\�WZR�RU�

Fig. 6: In Process—Andrew Schoultz, mural installation detail, photograph by Rick Pharaoh



more vaqueros and dragged to the scene of combat, and the monarch of the herd was brought to 
JLYH�KLP�EDWWOH��,�WDONHG�ZLWK�DQ�ROG�ODG\�ZKR�VDZ�RQH�RI�WKHVH�ƓJKWV�IURP�WKH�UHDU�SRUFK�RI�WKH�ROG 
3DFLƓF�+RXVH�LQ�������7KH�EHDVWV�ZHUH�ZLWKLQ�WKH�VWRQH�FRUUDO��VWLOO�SDUWO\�VWDQGLQJ��DQG�ZHUH�IDV-
tened together by a long chain.”5 Schoultz draws an ironic parallel between this wild local pastime 
and central economic symbols.

Although laborious to produce, the ephemeral lifespan of Andrew Schoultz’s murals is completely 
LQWHQWLRQDO��7KRVH�LQ�WKLV�H[KLELWLRQ�WRRN�PDQ\�ZHHNV�WR�SDLQW�DQG�UHPDLQHG�RQ�YLHZ�IRU�ƓYH�PRQWKV��
a longer period than most of his murals. After watching him pour so many hours into his work, the 
public often laments when it is painted over. Schoultz doesn’t share this sense of tragedy.  He enjoys 
the short duration of his murals and would not want them to be permanent like his paintings and 
ZRUNV�RQ�SDSHU��+H�FRPHV�IURP�D�YHU\�GLIIHUHQW�DUWLVWLF�EDFNJURXQG�ZLWK�VSHFLƓF�WLPH�SDUDPHWHUV�
and strategies to get work up swiftly—sometimes guerrilla-style in the night—without being seen. 
$IWHU�FOLPELQJ�XS�DQG�GRZQ�EXLOGLQJV�EHIRUH�VXQULVH��KHōG�EH�KDSS\�WR�JHW�ƓYH�ZKROH�GD\V�EHIRUH�
someone covered his artwork. In his earlier years, he would stage the event as if he had permission, 
managing to execute block-long murals in San Francisco. Although he could be caught or asked to 
stop at any moment, he has many years of practice and can paint and achieve all his details quickly. 
Regarding the ephemerality of his work, he comments, “Having my whole being attached to what 
I’m painting has never been there. I don’t view my work as precious. I want people to touch it, and I 
want people to interact with it. At the end of the day, maybe that tangible object is no longer exist-
ing, but the viewer’s memory of what they saw is a lot stronger based on their experience.”6 

In Fall Out, Schoultz’s second installation in the exhibition, he invites the viewer to take a seat at 
WKH�FHQWHU�RI�ZDUIDUH��)LJ������%\�IDU�KLV�PRVW�FRQWURYHUVLDO�VWDJLQJ��WKLV�WUDQVJUHVVLYH��PXOWL�OD\HUHG�
HQYLURQPHQW�FRQVLVWV�RI�$PHULFDQ�ŴDJV�VWUHWFKHG�RYHU�SDQHOV�WKDW�DUH�VWDLQHG�ZLWK�FRIIHH��HPEHO-
lished with acrylic and collage, and besieged with gold-leaf projectiles. The installation is coated 
with forty-nine gold-leaf sculptures that spill and coagulate into puddles, insinuating the waste of 
SUHFLRXV�PDWHULDO��$URXQG�WKH�ŴDJ�SDLQWLQJV�RQ�WKH�ŴRRU�DQG�FRUQHUV�RI�WKH�JDOOHU\��ZH�HQFRXQWHU�
the sculptural remnants of brick structures with arrows thrusted into the rubble and a menacing 
cannon dripping post-launch waste from gold cannon balls. The cannon, branded with the Roman 

 
 

Fig. 7: In Process—Andrew Schoultz, Fall Out, installation image, photograph by Randall Dodson



more confusion. Like the labyrinth of angles, curves, and layers within his artwork, people now have 
to navigate through overabundance in order to approach truth.

Ideas of nature, healing, and cultivation widen the spectrum of Schoultz’s work. His metaphors for 
these ideas take whimsical shapes that prompt open-ended interpretations. Trees, like horses, are 
iconic images in the artist’s repertoire and represent the interconnection of all life forces. A universal 
symbol found in many spiritual and mythological traditions, the tree of life, or cosmic tree, can con-
nect the underworld with its roots, the terrestrial world with its trunk, and the celestial heavens with 
its branches. It can represent many concepts, from wisdom and protection to bounty and redemp-
WLRQ��7KH�PDJQLƓFHQW� WUHHV� LQ�6FKRXOW]ōV�ZRUN� DUH� FUXGHO\� YLFWLPL]HG��:DU�� LPSHULDOLVP�� DQG� FRQ-
sumerism, which effects deforestation and climate change, all permeate his work as tempestuous 
undercurrents. His severed trees reveal the serious impacts of a broken spiritual and environmental 
system, affecting the progression of human nature. The amputated branches closely resemble the 
blood-spurting human limbs seen in the dramatic illustrations from medieval war manuscript paint-
LQJV��6FKRXOW]ōV�DUW�LV�GHYRLG�RI�ZDUULQJ�KXPDQ�ƓJXUHV��,QVWHDG�WKH�FXW�OLPEV�RI�WKH�DUERUHDO�YLFWLPV�
VSURXW� OHDYHV�RI� IXU\��H[SORGLQJ�ZLWK�PDJQLƓFHQW�FRORUV� OLNH�WKH�WRUUHQW�RI� ODYD�HUXSWLQJ�IURP�WKH�
nearby volcanoes as if the Inca earth goddess Pachamama wakes and quakes with anger.

Schoultz paints worlds as he sees and experiences them everyday. However his intention is fre-
quently to create modern-day themes that parallel major culture-shifting events in history, such as 
WKH���WK���WK�FHQWXU\�KRO\�ZDUV�DQG�UHOLJLRXV�PLOLWDU\�FUXVDGHV��)DVFLQDWHG�DQG�LQŴXHQFHG�E\���WK�
DQG���WK�FHQWXU\�*HUPDQ�PDSPDNLQJ�DQG� WKH�VDPH�HUDōV�3HUVLDQ�PLQLDWXUHV��6FKRXOW]�ƓQGV� WKH�
struggles fought hundreds of years ago relevant to those fought today. He juxtaposes references to 
WKHVH�WLPH�SHULRGV�ZLWK�KLJKO\�VW\OL]HG�JUDIƓWL�DQG�VWUHHW�DUW�FRQFHSWV��)LJ������1RW�RQO\�GR�WKH�LQWUL-
cate illustrations of medieval German maps intrigue Schoultz, but so do the purposes behind them: 
charting trade routes, war tactics, and political boundaries. 

The densely detailed patterns, clustered compositions, and bright colors of Persian miniatures attract 
Schoultz’s visual imagination. The miniature paintings were created to embellish both liturgical and 
VHFXODU�PDQXVFULSWV��6FKRXOW]�LV�SDUWLFXODUO\�IRQG�RI�WKH�7LPXULG�SHULRG������Ŋ�������QDPHG�DIWHU�
the emperor Timur Leng, who invaded Iran and Iraq and defeated the Ottoman Turks. He also sup-

QXPHUDOV�00;,,,� ��������VXJJHVWV�FRQWHPSRUDU\�QDUUDWLYHV�RI�VRFLDO�DQG�HFRQRPLF�FROODSVH�DQG�
reverberates throughout the environment to inspire a visceral reaction.

6KUHGGHG�GROODU�ELOOV�SXUFKDVHG�IURP�WKH�8�6��WUHDVXU\�SLOH�OLNH�FRQIHWWL�RQWR�ŴDJV��VHHPLQJ�WR�XQ-
dermine the value of currency and challenge the idea of integrity itself. Crumbling gold-leaf wall 
VWUXFWXUHV�LPSO\�D�JURZLQJ�GHƓFLW�DQG�FRQWUDGLFW�WKH�QRWLRQ�WKDW�JROG�FRQWLQXHV�WR�VWDELOL]H�FXUUHQ-
F\��'XULQJ�KLV�VHDUFK�IRU�$PHULFDQ�ŴDJV�WR�XVH�DV�FDQYDVHV�IRU�SDLQWLQJV��WKH�DUWLVW�ZDV�VXUSULVHG�WR�
ƓQG�WKDW� WKH�ŴDJV�KH�SXUFKDVHG�RXW�RI�1HZ�6WDQWRQ��3HQQV\OYDQLD�VSRUWLQJ�RIƓFLDO�8QLWHG�6WDWHV�
)ODJ�6WRUH�FHUWLƓFDWHV�WXUQHG�RXW�WR�EH�SURGXFHG�LQ�&KLQD��:KLOH�VRPH�KXPRU�FDQ�EH�IRXQG�LQ�WKLV�
SDUDGR[��6FKRXOW]�WKRXJKW�WKH�VFHQDULR�UHŴHFWLYH�RI�D�VHULRXV�LVVXH��WKH�RXWVRXUFLQJ�RI�MREV��ZKLFK�
GLUHFWO\�DIIHFWV�KLV�QDWLYH�HFRQRP\��$XWKHQWLFLW\�� YDOXH��DQG�ƓQDQFLDO� LQVWDELOLW\�DUH� WKH�VXEMHFWV� LQ�
question in Fall Out��7KH�GLFKRWRPLHV�RI�WKH�ŴDJV�SDUDOOHO�WKH�WKHPHV�SUHVHQW�LQ�KLV�ZRUN��DQG�KH�
FRQWLQXHV�WR�UHZRUN�WKHP�UHSHDWHGO\�XQWLO�WKH\�GHYHORS�LQWR�SURIRXQG��QHZ�H[SHULHQFHV��+LV�ŴDJV��
OLNH�PRQXPHQWV��DUH�SRZHUIXO�V\PEROV�IRU�LGHQWLƓFDWLRQ��:KLOH�WKH\�PHDQ�VHFXULW\�WR�RQH��WKH\�PLJKW�
represent extreme threat to another. Obscured by heavy layers of gilded goop, as seen in Made in 
China (Ultra Molten), 2012, the stars and stripes appear to liquefy, forming an ambiguous pledge 
WKDW�UHFDOOV�WKH�PDQLSXODWHG�ŴDJV�RI�-DVSHU�-RKQV��6FKRXOW]��OLNH�-RKQV��H[DPLQHV�LGHDV�EHQHDWK�WKH�
facade and what it means to be “made.” Providing benches to simulate a public plaza, he opens a 
forum that solicits viewers to contemplate and discuss the installation’s double-edged meanings.
  
Playing with cross-cultural perspectives, Schoultz gathers many visual and linguistic symbols used 
and understood differently by various cultures. The all-seeing eye above the pyramid on The Great 
Seal of the U.S. one dollar bill connects to the Freemasons, pre-Conquest natives, and Egyptian 
mythology. At the bottom of the seal, a banner in Latin reads Novus Ordo Seclorum, meaning “New 
Order of the Ages,” a reference to a new American era and a statement that Schoultz assertively ex-
plores. The large, almond-shaped eyes with enormous pupils appear everywhere in his work. Drawn 
from Islamic art and integrated into Schoultz’s own style, the repetition of eyes gives the sensation of 
EHLQJ�ZDWFKHG��5HŴHFWLQJ�RQ�H[WUHPH�FRPPXQLFDWLRQ�WKURXJK�QHZ�WHFKQRORJ\�DQG�VRFLDO�PHGLD��
Schoultz comments, “Everything is being recorded so rapidly and in abundance. Everywhere we go 
we are being recorded and it seems there are eyes on us at all times.”7  With an abundance of infor-
mation, one might think multiple perspectives would yield a clearer picture. Or perhaps it makes for 
 



������������ ZDV� D� IDPRXV� 3HUVLDQ� SRHW� DQG� 6XƓ�
mystic whose collection of poems became the sub-
ject of an academy of artists founded by Timur’s son 
to codify and reproduce classical Iranian culture. The 
images interpreted by these artists transcended lin-
guistic and regional boundaries, promoting intercul-
tural values, as do the murals of Andrew Schoultz.

An image risen to great prominence in Schoultz’s 
work is the lion-like beast, seen in Pollution Hole 
(Summons the Dynamic), 2006, and seen emerging 
from the waves of Slaveship in Chaos, 2013. The cat-
like animal grew to a massive size in a mural near the 
4th Street exit in San Francisco. The collaborative 
PXUDO�ZLWK�DUWLVW�9LFWRU�5H\HV�VKRZV�WKH�EHDVW�ULVLQJ�
up from the freeway with four heads shooting ahead 
OLNH� FDQQRQ� EDOOV� �)LJ�� ����� 6FKRXOW]� DGDSWHG� WKH�
beast from the fountain supported by twelve stone 
lions in the Court of the Lions of the Alhambra pal-
DFH�LQ�*UDQDGD��6SDLQ��)LJ�������2QH�RI�WKH�JUHDWHVW�
creations of Islamic architecture, the Alhambra was 

built in the 14th century by Nasrid kings in the last Islamic kingdom in Western Europe.9  Intrigued 
E\�WKH�IRXQWDLQōV�FKDUDFWHU��6FKRXOW]�VW\OL]HG�WKH�LPDJH�DQG�GHYHORSHG�KLV�RZQ�QDUUDWLYH��+DOI�PDQ�
half-lion, the beast tends to show up when the artist references U.S. global politics. Because politics, 
war, and environmental issues can be heavy-hearted, Schoultz’s mythical style intends to be indirect 
so viewers draw their own conclusions.  

The titles of his artwork possess a sense of irony and comedy. Let’s Meet in the Middle, 2008, is a 
painting where the middle does not exist, Meditations Under Stress, 2008, challenges one’s spiri-
tual strength during a time of hardship, and Sinking Philanthropist (the end of art�������������VXJ-

 

Fig. 9: Painting from a copy of .KZÃMX�.HUPÃQíōV�0DWKQDZL, cir-
ca 1430-40 BCE, 12.75 x 9.50 inches, British Museum, London

ported many traditional art forms such 
as architecture, art, music, poetry, manu-
script binding, and calligraphy.8 Schoultz 
admires that many of the skilled artists of 
the Timurid period were self-taught and 
incorporated their cultural history into 
their work. The miniature artists used in-
tense mineral pigments that integrated 
minium, a liquid red lead enhanced with 
gold and silver. This metallic medium 
added brilliance to the many bold colors 
applied to scenes of war or bliss. Schoul-
W]� VLPLODUO\� LQFRUSRUDWHV� PHWDOOLF� ŴDNHV�
in paint with vivid colors to produce in-
tense, dramatic compositions. Slaveship 
in Chaos, 2013, demonstrates these ef-
fects, and he strategically places the satu-
rated colors in areas that create attention 
or momentum. Schoultz, like the artists 
of the Timurid era, makes compositions 
with high horizon lines, dense imagery, 
and intricate geometric designs that cov-
er the entire pictorial area.He adapted 
the asymmetrical shape and calligraphic 
style of his horses from Timurid manu-
scripts, as can be seen in one of his fa-
vorite works, a painting from a copy of 
.KZÃMX� .HUPÃQíōV� 0DWKQDZL, most likely 
created by the Herat School in Afghani-
VWDQ�FLUFD���������%&(��)LJ������.HUPÃQí�

 

Fig. 8: In Process—Andrew Schoultz, exterior museum wall mural detail, 
photograph by Rick Pharaoh



Fig. 10: Untitled (Beast), �������WK�6WUHHW�H[LW��6DQ�)UDQFLVFR��&$��ZLWK�DUWLVW�9LFWRU�5H\HV�����ō�[����ō��FRXUWHV\�RI�WKH�DUWLVW
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2 Ibid.
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6 Schoultz, interview.
7 Ibid.
8 (UQVW�-��*UXEH��7KH�:RUOG�RI�,VODP��1HZ�<RUN��0F*UDZ�+LOO������������
9 Ibid., 131.
10 Interview with the artist, November, 2013

 

gests an environment where benefactors struggle to make a dif-
ference. The titles at times seem satiric and downplay the major 
catastrophes in his work. 

While mankind’s journeys spiral into each other in Schoultz’s 
ZRUN��SUD\LQJ�VKDPDQ�ƓJXUHV�DFW�DV�WKH�EDVWLRQV�RI�QDWXUH��KHOS-
ing her sprout back to life for reconciliation. Although his work 
KDV� ORQJ�EHHQ� YRLG�RI�KXPDQ�ƓJXUHV�DQG� LV�PRUH�FRQFHUQHG�
with consequences of their actions, humans are now present in 
physical form. Schoultz brings them in as healers. It seemed ob-
YLRXV�WR�WKH�DUWLVW�WKDW�LI�WKHUH�ZHUH�DQ�HQWLW\�WR�Ɠ[�JOREDO�ZDUPLQJ�
and repair terrestrial mayhem, it would have to be a medium 
with a higher consciousness that transcends the current situa-
tion. Be it on the bow of a ship or surrounding a tree, the strate-
gic placement of the shamans advocates humanity’s potential. 
Dressed as one would in a desert climate, these little characters 

ORRN�FDOP��PHGLWDWLYH��DQG�SRVLWLYHO\�FKDUJHG��)LJ�������7KH\�UHSUHVHQW�KRSH�WKDW�KXPDQNLQG�PD\�
generate sustainable solutions in order to advance in the future.

The art of Andrew Schoultz is not subtle. Whether it is on the street or inside a museum, his imagery 
surrounds you. Absorbing the metaphorical warhorses, pyramid schemes,  slave ships, and defoli-
DWHG�WUHHV�WDNHV�D�FRQFHUWHG�HIIRUW��<HW�WKH\�DUH�DOO�EHDVWV�ZH�OLYH�ZLWK�HYHU\GD\��7KH\�UHVLGH�LQ�RXU�
countries, move in our communities, lie in our backyards, and walk with us in our wallets. Schoultz’s 
artwork is a dramatic example of how evolution can teeter on a fragile edge. He reminds us that life 
can either be progressive through symbiotic solutions or violently regressive through invasive domi-
nance. The artist admits, “While some believe nature’s existence is constant, it is Man’s existence that 
seems questionable. A call to alarm is one of the underlying themes I’ve been trying to integrate into 
my work.”10 Schoultz champions this challenge with his exhibition at the Monterey Museum of Art. He 
hopes that we walk away from his art with a new perspective and the motivation to create something 
of our own. Andrew Schoultz is an inspiration and, fortunately for us, his epic tale has just begun.

 

Fig. 11: Patio de los Leones (Court of the 
/LRQV��RI�WKH�$OKDPEUD�3DODFH����WK�FHQWXU\�
C.E., Alhambra, Granada, Spain

Fig. 12: In Process—Andrew Schoultz, mural installation detail of shaman, photograph by Rick Pharaoh


