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Exhibition Statement

“Our teaching will be most infectious if it is based on our own thought, our own
discoveries, our own experiences. Therefore, education demands first the self-
education of the teacher.”

- Josef Albers

In electronics, the definition of regeneration is a feedback process in
which energy from the output of an amplifier is fed back to the grid circuit to
reinforce the input. What if the “output amplifier” was a painter, and the “grid
circuit” was a student, and the “input” that was created became art?

The act of being an artist is a collaborative process. Embedded in our
daily lives is the filtering of information and the shuffling of ideas. To teach
involves prioritizing those ideas to share our thoughts with others. To paint
involves the realization of ideas into tangible form. Through collaboration we
are adding to our creative intelligence. In an ideal situation, art educators
strive to impart their knowledge to their students, and in return gain a deeper
understanding of their discipline reinforcing the relevance of their own work.
This exhibition highlights the regeneration of thought in painting, by linking the
translation of visual ideas created by sixteen painter-teachers through several
generations to the teaching of Josef Albers. Students and teachers worked
together over the past four years to create this exhibition: an exhibition that
explores the very idea of influence.

Curator: Carrie Patterson

Chair, Associate Professor of Art
Department of Art and Art History
St. Mary’s College of Maryland



The artists in Re-Generation are Heather Brammeier, Reni Gower, Heather
Harvey, Ric Haynes, Victor Kord, Richard Lytle, Ron Markman, Deirdre Murphy,
Richard Emery Nickolson, Alice Oh, Carrie Patterson, Richard Raiselis, Edward
Shalala, Robert Slutzky, Reba Stewart, and Lois Swirnoff. In the Project Room
| have curated a show titled: Siri Berg: It’'s All About Color Ill. The ReGeneration
show is dedicated to Siri in honor of her work as a teacher and artist.

| want to thank former student and research assistant Brittany Sigley for her
steadfast loyalty in making this exhibition possible; former students Erica Maust
and Kelton Bumgarner for their multiple contributions, my students that continue
to inspire, Richard Nickolson, Joan Ockman, The Artists, Fred Horowitz, my
former teachers, The Geneviéve McMillan and Reba Stewart Foundation, The
Emily Mason and Wolf Kahn Foundation, The Albers Foundation, St. Mary’s
College of Maryland, Maryland Institute College of Art, The Painting Center,
Jim Gallagher, and most importantly my family.




Re-generating Josef Albers by Jennifer Cognard-Black

Das Ziel des Lebens: The aim of life
Lebende Wesen is living creatures
Das Ziel der Kunst: The aim of art
Lebend Werke is living creations

—Josef Albers
Poems and Drawings, 1958’

Regeneration: recreation, rebirth, reincarnation—but also repair, replacement, and
regrowth. To regenerate is to have a second chance, a physical or psychic do-over. If
a salamander loses its tail, it grows a new one. If a disciple doubts his faith, he can be
redeemed. If an artist blunders, she starts anew. “Designing begins with fumbling,” said
Josef Albers. “[W]e can learn a great deal from that. . . . [I]t is really the work that matters,
not the results. . . . | am grateful to those who made mistakes.”? To Albers, mistakes were
slices of liverwurst—not pretty on the plate, but nourishing.

Even when a piece of art was finished, Albers found endless possibilities for re-
seeing it. His teaching was a pedagogy of the eye, not art.® He taught pupils—students
as well as the dark, circular opening at the center of their eyes—to re-see, re-vision. Still,
even more important than eyesight, Albers said, “is what happens beyond the retina, in our
mind.” Observation plus perception: the gaze that engages both mind and heart, bone
and soul. Albers sought the imagined landscape, the dream portrait, the fantasized color
as much as the material fact that cadmium makes red or cobalt blue. As his color classes
at Black Mountain and Yale made clear, in different lights, on different walls, or against
different objects, a painting’s hue, light-value, and intensity would shift and change—as
iridescent as leaves on a tree moving in sunlight, wind, rain, or snow. Warm colors became

1 Albers, Josef. Albers: Poems and Drawings. New Haven, CT: Readymade Press, 1958. np.

2 Albers, Josef. “Fundamental Design of Today.” NY: Museum of Modern Art, 1941. A transcript of a five-day workshop held from 16-22
July, 1941, archived in the Josef Albers Papers, Manuscripts and Archives, Sterling Memorial Library, Yale University Library, New Haven, Connecticut.
3 “I never taught art, | think. . . . | have never taught painting. Instead | have taught seeing.” Albers, Josef. Interview on BBC radio.

London, 21 June 1968. Cassette tape recording and transcript archived at the Josef and Anni Albers Foundation, Bethany, Connecticut.
4 Albers, Josef. Search Versus Re-Search. Hartford, CT: Trinity College Press, 1969. 21.
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cool. Hard surfaces soft. Sand turned to gold. Yet another
meaning of regeneration: transformation—a change that alters
the sum and substance of the changed.

The verb “regenerate” comes from the Latin—from re
meaning “again” and generare meaning “create.” To create
again. To conjure. To make magic. Christ regenerated Lazarus,
restoring him, four days dead, from the tomb. A miracle. Dr.
Frankenstein regenerated his monster, watching the “dull yellow
eye of the creature open” as it “breathed hard, and a convulsive
motion agitated its limbs.”™ A disaster. Both resurrections are
moments of the deepest magic. Both transform cold, clodded
death into sensible, warm motion.* And yet one is joyful, the
other grotesque. Residing within the definition of the word
“regenerate” are these contradictions of the renewed and the
renegade—for, though now obscure, a “regenerate” was once
the name of a corrupt person, a reprobate, a bum. Regeneration
is, then, both danger and possibility, horror and wonder all at
once. Within the gift of life is always already the specter of death.

The sixteen painters of Re-Generation make this same
magic. To crib an Albers metaphor, they take one plus one
and make three. Their paintings are shining and alive—the
difference between reading the word “fire” and being burned.”
They synthesize line, shape, and color into art that is both
thrilling and dangerous, lovely and wild. And their paintings are
ever-changing, never stable. Their lines deceive, their shapes
elude, their colors twist. These sixteen painters are inheritors of
the Albersian notion of a Schwindel—that giddy, shifting, sliding,
S—Shelley,l\llary. 1818. Frankenstein: or, the Modern Prometheus. London: Thomas David-
son, 1823. 97-98.

6 “Ay, but to die, and go we know not where; / To lie in cold obstruction, and to rot; / This sen-
sible warm motion to become / A kneaded clod[.]” Shakespeare, William. Measure for Measure. [ll:i.

7 In his Essay Concerning Human Understanding, John Locke argues that individuals must not simply
comprehend ideas through language; rather, they must be moved by them—they must know them experientially
in order to appreciate them fully. For instance, he wrote, “I believe [a man] will allow a very manifest difference
between dreaming of being in [a] fire, and being actually in it.” This notion was later famously adopted by Calvinist
preacher Jonathan Edwards, who echoed the notion that to read the word “fire” and to be burned by it were distinct

experiences. Locke, John. An Essay Concerning Human Understanding with The Author’s Last Additions and Cor-
rections; and an Analysis of the Doctrine of Ideas. London: J. F. Dove, 1828. 378.



marvelous and pernicious vertigo induced by color.?

First and foremost, color is of the senses—not merely sight
but also taste and touch, smell and sound. For Albers, color was
synesthesia: the smell of a Cuban cigar or the taste of a roast-beef
dinner with a nice glass of Burgundy.® Similarly, for Victor Kord,
coloris sound. Afound pattern becomes a melody, contrasting colors
either dissonance or euphony. His paintings jazz the eyes—riffing
blue, repeating yellow, swapping the melody line among the greens.
Kord’s paintings sing low then trumpet high, scatting in-between like
Ella Fitzgerald. But color can also be touch: the tips of fingers, the
down of cheeks. Ric Haynes’ thick strokes revive a tactile past. A
long-dead soldier resuscitates through shapes both orange-new and
gray-withered, textures of fire and ash, skin and memory. Akin to the
doubleness of a daguerreotype, Haynes’ paintings etch and flash
their soldier subjects, two dimensions momentarily becoming three.
For color is, too, a three-dimensional human body—round, solid, and
palpable. Heather Harvey’s sculptural paintings mimic these curves
and hollows of the human, with our tastes of iron and salt, our smells
of sweat and weather. Following the curvature of Harvey’s work,
a viewer feels active in both flesh and fissure—what Albers called
necessary negativa, the space between two fingers. To paint atoms
as well as the humming space between them is to feel and to see
with the whole soul: Albers’ physical and actual facts.’® Synesthesia.
Synthesis.

Yet if color is a body, it is also desire. Ntozake Shange’s
dramatic character the lady in red—a harlot, a heart—is delighted to

8 According to Albers, colors can create vertigo or dizziness—Schwindel—in a viewer. “The late
abstract painter Josef Albers, with whom | years ago shared a double house, once performed for me a simple
color experiment. First he painted two identical but separated squares of Van Gogh yellow. Then he proceeded to
surround one of the squares with a broad band of blue, the other with a broad band of red. ‘Look again,” he said,
‘are the squares the same color?’ Now they looked quite different. One had been pushed toward green. It was a
greenish yellow. The other had been pushed toward orange. It was an orangey yellow. ‘Are they the same?’ he
pressed me. ‘No, they are now quite different yellows,’ | said. ‘Ja, natirlich,” he said with a gleam of satisfaction
in his eye, ‘Das ist ein Schwindel!” (189-190). Albert, William Levi. “Love, Rhetoric, and the Aristocratic Way of
Life.” Philosophy & Rhetoric. 17:4. 1984. 189-208.

9 Quoted from a telephone interview in Horowitz, Frederick A. and Brenda Danilowitz. Josef Albers:
To Open Eyes. London: Phaidon Press, 2009. 198.

10 Albers, Josef. Search Versus Re-Search. Hartford, CT: Trinity College Press, 1969. 21.
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be and to feel such variegated desire:

.. .allow[ing] those especially

schemin / tactful suitors

to experience her body & spirit

tearin / so easily blendin with theirs /

& they were so happy

& lay on her lime sheets full & wet

from her tongue  she kissed

them reverently  even ankles

edges of beards.... ™
As with the body, in nature the color red defines creation and violence,
life and death: dirt, birth, sex, blood and fire. In Ron Markman’s
Mukfa paintings, characters’ eyes sometimes literally see red, their
irises scarlet as sin—or as love. The Wonderland they inhabit is
a crazy quilt of color: a fiery mash-up of yellow- and green-faced
creatures riding in the Toot Toot and Honk Honk of cadmium-colored
Mukbuses. Akin to Reni Gower’s own Wonderlands of kaleidoscopic
circles or Deirdre Murphy’s rainbowed bird-worlds beyond the clouds
or Richard Lytle’s surreal terrains of hot-house flowers against ash-
brown branches, such paintings burn a viewer’s body with passion
and madness: the emotional red of lust, love, fever, and anger.
These alternate worlds make us feel as well as see—our heart’s in
our eyes. What we see, we feel; what we feel, we are.

Heather Brammeier, too, takes our eyes down yet another
rabbit hole, although her invented landscape is more Charlie’s than
Alice’s. Now we ride black twists of licorice whips or are caught in
technicolor stripes of chewing gum—cantaloupes of oompa loompas
ever lumbering at our backs. Many of the paintings in Re-Generation
offer up such vivid tastes—new or unusual or pleasing flavors. “l try
to cook every day another. . .pancake,” said Albers. “[A]lnother smell,
another taste.””? In Alice Oh’s work, we taste the mood indigo of
11—Shamge,Ntozake. 1975. For Colored Girls who have Considered Suicide when the Rainbow is

Enuf. NY: Scribner, 1997. 33
12 Glueck, Grace. “Each Day, Another Pancake.” New York Times. 5 December 1971: D24.



blueberries, the tranquil mint of pale-green leaves. Within Richard
Nickolson’s quiet kitchen sits a tiny yellow cup of morning espresso,
a corn-colored mixing bowl, the yolk of an egg. Through Edward
Shalala’s canvas window, we smell the nut-brown taste of dough—
like pollen, flour fills the air, dust caught down our shirts and in our hair,
yeast bubbling to the surface of a warm loaf. As Mark Winegardner
says in his collection of food essays, We Are What We Ate, “Taste it.
Swallow. Close your eyes. Roll your tongue around in your mouth.
You're there.””® Here—tasting an Alice Oh garden. Here—tasting
Richard Nickolson’s silent house. Here—tasting Edward Shalala’s
raw window.

In circling the wheel of the body’s colors, however, we may
forget the necessary negativa of gray, white, and black. In his book
Chromophobia, David Batchelor argues that viewers “get drawn into
seeing colour and white as opposites” and that actually we prefer the
clean, cold blankness of white or gray, for “[c]olour is dangerous.”*
For Batchelor, a whitescape is, in part, a “model for how a body ought
to be: enclosed, contained, sealed.”® Color refuses the jar, the box
or the lid. Color runs.

Yet Albers would not have agreed, for he thought all colors
equal—white, gray, and black were colors as much as red, yellow,
and blue. Albers said that colors danced minuets together, held doors
open for each other, argued, fought, or made love. “Related colors
became nieces, nephews, second cousins; some were children who
reflected the qualities of the parents.”’® This metaphor is yet another
meaning, then, of re-generation, for colors are perpetual heirs to
each other, beneficiaries of hereditary closeness. In his silhouette
paintings of telephone poles at dawn or dusk, Richard Raiselis
creates tension and symbiosis between such familial shades: like
he physical closeness of mother and daughter or father and son,

Winegardner, Mark. “Introduction.” We Are What We Ate: 24 Memories of Food. Ed. Mark Win-
egardner Washington, DC: Share Our Strength, Inc., 1998. 1-17. 9.

14 Batchelor, David. Chromophobia. London: Reaktion Books, 2000. 13, 23.
15 Ibid, 19.
16 Horowitz, Frederick A. and Brenda Danilowitz. Josef Albers: To Open Eyes. London: Phaidon

Press, 2009. 198.




these inky black poles and whip-thin wires are reliant upon the
citrine sky. So, too, with Robert Slutzky, whose perpendicular grids
of yellow or red or aquamarine acquire an astonishing ability to float,
supported by nothing but rain-gray air—or, perhaps, that same stony
air is pinned to these flying squares of tic-tac-toe. Reba Stewart:
sunrise or sunset, surf or shore, air or earth, she offers a landscape
without perspective—a blurring, shifting, interdependent horizon of
pink mountain, lavender sky, and a mauve-serene sea. And Lois
Swirnoff’s paintings depict yet another interdependence: an on-
going discourse between like-minded tones and intensities—the kind
of ceaseless, luscious discussions one finds between lovers over
coffee and cigarettes.

But to return to seeing the colors of Re-Generation not just
as parents and children, siblings and lovers, but also as rebirth: as
re-vision, re-memory. In Toni Morrison’s Pulitzer-prize-winning novel
Beloved, a character named Baby Suggs, a grandmother whose
“past had been like her present—intolerable,” spends the last few
weeks of her life confined to bed, “pondering color.” As Morrison’s
narrator notes:

Winter in Ohio was especially rough if you had an appetite

for color. Sky provided the only drama, and counting on a

Cincinnati horizon for life’s principle joy was reckless indeed.

So [Baby Sugg’s daughter] Sethe and [her granddaughter]

Denver did what they could. . . .. Sethe would oblige her

with anything from fabric to her own tongue.'”

The idea that color is “life’s principle joy” is precisely in keeping with
Albers’ own excitement, even ecstasy, in teaching his color classes.
“Just putting colors together is the excitement of it,” he said.’®* And
yet color isn’t mere exhilaration—it is also, according to Albers, “a
psychic effect.”® A psychic effect is simultaneously emotional,
spiritual and intellectual.  Psychic powers are supernatural,

17 Morrison, Toni. Beloved: A Novel. NY: Alfred A. Knopf, 1987. 4.
18 Glueck, Grace. “Each Day, Another Pancake.” New York Times. 5 December 1971: D24.
19 Quoted from class notes taken by Sewell Sillman in Horowitz, Frederick A. and Brenda Danilowitz.

Josef Albers: To Open Eyes. London: Phaidon Press, 2009. 202.



otherworldly, extrasensory, while a psychic person is said to be intuitive, clairvoyant, in
possession of a sixth sense. Color, then, is also metaphysical—and its potential transformative.

At a crucial point in Morrison’s Beloved, Sethe defines the experience of what she calls
“re-memory”:

Some things you forget. Other things you never do . . . . [But p]lace, places are still

there. If a house burns down, it’s gone, but the place—the picture of it—stays, and not

just in my rememory, but out there, in the world. What | remember is a picture floating

around out there outside my head. | mean, even if | don’t think it, even if | die, the picture

of what | did, or knew, or saw is still out there. Right in the place where it happened.?
Color is joy, and color is also rememory—the pictures of what we humans do, know, and see.
In Carrie Patterson’s wood-block paintings, she rememories the pleasure of interior spaces
by translating them into the language of color. A large red square is the sun setting through
a chapel window, the long lines on either side a prismatic effect of light through stained glass.
A thin rectangle of deep blue is the on-coming twilight, while gray and grayish-blue squares
are the rough, cool stones placed one on top of the another to form this strong chapel wall. A
hundred years from now—a thousand—Patterson’s rememory of these architectural colors will
be as solid and sure as the chapel itself, now in ruin. Her wildfire red, her sapphire blue, her
slate-silver gray will regenerate this space: its materiality and its poetry.

In one of Albers’ own poems, he wrote “The aim of life / is living creatures / The aim
of art / is living creations[.]” Art rememories life, allowing life to be regenerated endlessly.
Individual human lives end—we die. And yet art—the memory of the collective life—is immortal.
Each time a viewer beholds its colors, recognizes its shapes, and follows its lines, painting is
re-born in the viewer’s eyes. Rejuvenation. Restoration. Renewal. At 83 years old, being
interviewed for the New York Times, Albers said, “What interests me is the way [colors] marry,
interpenetrate, and produce the baby, the color that is their product together. . . . When you see
how each color helps, hates, penetrates, touches, doesn't, that’s parallel to life.”?' And this is the
crucial challenge to viewers of the Re-Generation exhibit: to see how these paintings produced
by Albers’ students, as well as the students of those students, exemplify both independence
and interdependence. How these paintings produce “babies”—the next generation, the new
generation, the Re-Generation of the art of seeing.

20 Morrison, Toni. Beloved: A Novel. NY: Alfred A. Knopf, 1987. 36.
21 Glueck, Grace. “Each Day, Another Pancake.” New York Times. 5 December 1971: D24.




Heather Brammeiler

Associate Professor, Bradley University
Teacher: Robert Slutzky, University of Pennsylvania
http://heatherbrammeier.com/

Upstairs Downstairs, Oil on canvas, 45" x 30", 2010



Artist Statement

After several years of painting hard-edged biomorphic forms that were fairly non-objective, | have
transitioned into spatial arrangements that could be described as abstract landscape spaces. Biomorphic
forms creep in and out of these painted spaces, often embedded in the natural architecture of the space.
These forms might be related to echinoderms, gastropods, and arthropods. Empathizing with unassuming
forms of life reflects my skepticism of the achievements of humanity. Yet even this self-effacement
underscores the unavoidability of egocentrism. The escapist tendencies in my other-worldly vignettes
expose fundamental needs for introspection and indulgence, and the parallels to human existence serve
always to underscore life’s inexorabilities.

Within the invented landscapes, forms that, in my hard-edged work, would be swollen to bursting,
are now springing leaks. Colors flow into one another, often as if they were liquid metal. My underlying
interest in imagery of water and waves has surfaced in these paintings, adding to a fluidity of forms and
space that allows for fluid transformation as | develop the painting. There is no single narrative; each
painting serves more as a descriptive passage in a work of fiction.

Teaching Statement

| entered graduate school directly after earning my BFA, an overconfident, idealistic, naive young painter
with an irrepressible Midwestern accent, off to the east coast to step up in the world. My undergraduate
professors told me the voices of my graduate school mentors would stay with me long after | had
matriculated, and | have indeed found that things my professors said mean more to me years later than
when they first entered my brain. Two years at Penn impacted my creative and teaching life more than |
could have imagined.

“There’s no such thing as a neutral,” Bob Slutzky was known for saying. Sure, color is relative,
adjacent colors make each other appear different, we know. Yet knowing is so different from understanding.
| can still be surprised by events that unfold on the glass palette in my studio, and each time, | think back
to the collage class or studio visits | had with Bob. | think what he would say, and | put it in my own words,
to make it something | can say to my own students.

One of the pleasures of teaching is finding words for what | do in my work. Even more rewarding
is when my students can put something into words before | can. For example, when | pressed my
students in Fundamentals of Color to verbalize the applications of color progression, they identified my
own use of a color progression separated by bands of color to create the illusion of a gradient. Though |
had selected the artwork to show them as an example of progression, | had not yet verbalized for myself
what | had done intuitively.

It's too much to hope that Bob ever learned something from me, but perhaps the group of
students of which | was a part gave something back to him. | think we did; | think that’s why he kept
teaching when he didn’t really need the paycheck or the career advancement. | miss him. My work pays
tribute to him, even when | do something and think, “Bob sure wouldn't like this.” He liked it when we
challenged him, when we brought new issues to the discourse of abstract painting. And now, though he’s
gone, thinking of him, and the discussions we would have, | often laugh. Even alone in my studio, my
teachers are still with me.




Reni Gower

Professor, Virginia Commonwealth University
Teacher: Victor Kord, University of Wisconsin
www.renigower.com

Pivot. 9, Acrylic on paper, 38 1/2" x 27", 2010



Artist Statement

Pivot.9 is part of an ongoing series of works on paper. In these works, | blend a fluid improvisational
painting approach with a repetitively structured and analytical one to create complex images that counter
visual skimming. |incorporate the circle as a repetitive decorative motif, as a metaphor for binary code,
and as a cultural symbol. Through intricate patterning, | combine these references to contrast passive
technological consumption with the redemptive nuance of work made by hand. While also addressing
issues of beauty, my art becomes an intimate vehicle for reflection or reprieve.

Teaching Statement

Re-Generation underscores the important impact of mentorship by featuring artists who have spent
a lifetime investigating the mysteries of creativity through interactions with their students. During my
schooling, | was fortunate to have many excellent teachers; one of the best, Victor Kord, is also included
in this exhibition. As a naive undergraduate at the University of Wisconsin, his positive guidance instilled
confidence and laid the cornerstones of my artistic voice. Instrumental in my search for graduate schools,
he also nurtured my interest in teaching. Years later, he became a trusted mentor when | was hired as
a young instructor and he was the newly appointed chair of the Painting and Printmaking Department at
Virginia Commonwealth University. Over the years, | have tried to be the teacher to others that Victor was
to me. Equally rewarding and inspiring, even after 30 years, teaching remains a primary component of my
creative work. With gratitude, | can still hear the voices of my teachers in my head.




Heather Harvey

Assistant Professor, Washington College
Teacher: Reni Gower at Virginia Commonwealth University
www.heather-harvey.net

That which we carry about and call our body, Plaster and paint, 2011



Artist Statement

| create site-specific installations and sculptural paintings that straddle traditional boundaries between
painting, drawing, and sculpture. | am interested in suggesting mental and emotional landscapes and
internal, private, unfolding thought processes. | also explore the idea of invisible infrastructures or hidden
ordering mechanisms. By this | mean concrete measurable forces that we know exist, but can not see;
things like gravity, radio waves, quantum physics, and wind patterns. | use this to get at other invisible
but less quantifiable phenomena like emotions, memories, and other interior experiences that are difficult
to name or quantify but are never-the-less formative and central to our lived experience. As | work | pay
attention to and exploit materials’ inherent qualities to see what they are physically capable of doing and
what metaphors they can carry. This attention to materiality can yield philosophic and mechanical insights
about the how the physical world operates and what it feels like to inhabit a body. | hope to make these
familiar, mundane things seem unfamiliar and strange again. It is a way of re-enchanting the world and
drawing attention to the profound mystery of things we take for granted, like institutional walls, utilitarian
materials, and the human body.

Teaching Statement

Far from just a job, teaching is an integral part of my art practice. | learn from students and find that my
work is frequently complicated and expanded in the process of helping them develop their visions. No
two students are called to make the same work. As | engage with each student on their own terms, | find
myself returning again and again to my own experience with art instructors. | am profoundly grateful to
those, like Reni Gower, who held me to high standards while knowing that ultimately | had to find my own
way. These instructors exposed me to the nuts and bolts of creating without losing sight of the larger
picture: that art-making is a strange and particular thing to do, and that it can be an extraordinary way
to live. Instructors such as Reni pushed me towards my natural inclination to connect art with the larger
human condition. They understood the seriousness of the pursuit, and the centrality of art to a well-lived
life. Their generosity, enthusiasm, and high-mindedness are what | hope to model and pass on to my own
students.




Ric Haynes

Professor, Endicott College
Teacher: Reba Stewart, Maryland Institute of Art
www.richaynes.com

Young Man with Ammo, Oil on canvas, 16" x 12", 2008



Artist Statement

My works being shown in this exhibition illustrate my interest in war, survival, and especially how the
survivors of those wars affect subsequent generations. Often those who survive become great storytellers
and teachers. The two paintings that are included in the exhibit are about such survivors.

NEW ARRIVAL is a depiction from a scene during the great anniversaries of the Civil War Battle
of Gettysburg. The veterans from both sides were met and helped by Boy Scouts. During their time
together these veterans told their stories of the battle to the scouts. Years later those same Boy Scouts
became guides at the battlefield and were able to tell the stories they had heard firsthand from the
veterans to the subsequent visitors.

YOUNG MAN WITH AMMO is a portrait of a youth during the air war of World War Il. Young men
from different walks of life and different parts of America joined to become teams of fighters in the great
bombers that flew in the skies over Europe and the Pacific. The painting of a young B-17 crew member,
weighed down with machine gun ammo, while he stands in front of his plane captures a loss of innocence.

Teaching Statement

My teacher was Reba Stewart, who | studied color with in 1965. Her course was loosely based on the
color course that had been taught to her by her own former teacher at Yale, Joseph Albers. It seemed |
could not understand the process and complained to Stewart that | felt that | was failing miserably; | just
could not get it. Instead of berating me in front of others, instead she offered to privately teach me the
principles of color theory after school hours in her own studio. While in her studio, she painted while |
made color studies. As | worked | had a chance to watch her, a mature painter, as she painted and could
see how she manipulated the color principles that she was teaching me. It was a very kind gift and it was
received well by me. | continued privately studying with Stewart every Thursday afternoon for about three
months. At the end of that time | was able to mix and paint with color. | learned how to think in color both
technically and emotionally.

I have learned through many years of working in paint to reflect back on the values that | learned
about color starting in those early years with Stewart. The teaching process continues to be a valuable
one to me. Today | am myself a college teacher who teaches color theory within my painting courses,
and hope my own teaching affects others as the teachers, like Stewart, inspired me from my past. | ask
my students to make color studies to enhance their ability in making many colors rather than just to rely
on the colors, which come directly from tubes of commercial color.




Victor Kord

Professor Emeritus, Cornell University
Teacher: Josef Albers, Yale School of Art
www.junekellygallery.com

V- Q

Avon 21, Acrylic on canvas, 48" x 48"




Artist Statement

In my paintings | continue to explore and compose “found” shapes. | make no conscious effort to find
them, for doing so would compromise the strategy of leap-frogging the boundaries of imagination and
habit; chance happens. My ideas about the process of making paintings are non—linear. | operate in a
relaxed mode and experience moments of recognition as they come, as unexpected blips in the course
of routine activities in an ordinary day. Put another way, | court the opportunity to stumble upon useful
material placed in my path for future paintings. It’s really all out there hiding in plain sight. On a recent trip
to England, shapes and patterns caused by pollution floating atop the Avon River caught my attention.
Subsequently they came to form the content of most of my recent paintings. An accompanying set of
shapes was derived from plastic rings that hold soft drink cans together which serves as a border and a
counterpoint to the Avon shapes.

| am an abstract painter with no interest whatsoever in narrative, and although this particular
group of paintings takes its cue from “nature” my intention is transformation via recontextualization, not
representation. Color plays a supporting role to shape providing wiggle room for improvisation and intuitive
decision-making. My use of color and the structure of my palette are analogous to ensemble music and
modern jazz where the instruments speak to one another. Engagement with color is more rhyme than
reason, that is, | sense or feel color rather than "think” it, but my study with Joseph Albers in the 50’s had
a significant impact in how | approach its use. | do consciously attempt to restrict the number of colors in
a given palette so that they do not cancel one another out, but rather create climate and personality.

The uniqueness of painting lies in its power to make sensation hold still. Painting has its own
voice and needn’t borrow language or content from other disciplines. When painting operates at its most
extreme level of “otherness,” it is music for the eyes. For me making painting is a lot like making music,
and in the grand scheme of things, I'm just trying to write a good tune.

Teaching Statement

“To follow me, be yourself.” With this admonition Josef Albers challenged us to seek our own path. He
invited his philosophical opposites, painters from the New York School, as visiting critics; artists who where
equally persuasive presenting us with impossible choices, inevitably forcing us to think for ourselves.

The color class provided a lab for the examination of color as a vehicle for illusion, visual energy
and personal exploration in the works referred to as “free study”. Albers emphasized “choosiness” in our
approach to orchestrating a palette and once made an analogy to preparing a stew and “tasting”. One of
his extraordinary compliments was “That’s some good cooking boy!”

While intention was the main focus of his teaching, he none-the-less encouraged us to recognize
and exploit serendipity. “If you set out to make a refrigerator, but make a lawnmower instead, there is still
use for the lawnmower.”




Richard Lytle

Professor Emeritus, Yale School of Art
Teacher: Josef Albers, Yale School of Art
www.lytleart.com

Drift, Watercolor on paper, 58" x 34", 1981



Artist Statement

Richard Lytle traffics in enigma. He gets beyond the traditional limits of two painting genres by
amalgamating them. In oil paintings and watercolor, Mr. Lytle, who is a professor of art at Yale University,
combines conventional landscape with flower painting, and he does it so grandly that the results might
almost be called operatic.

The landscapes he creates as a base are chilly ones, cold and windswept. Mr. Lytle seems to
have borrowed from the bleak side of the Hudson River School, the one that favored blasted trees. But
it is usually difficult to see the desolate forest for the abundance of flowers he sets in front of them. For
this component he seems to have shifted over to those Hudson River School painters who made trips to
South America. The flowers are especially animated. They engage in histrionics, bending, leaves curling
into corkscrews. The flowers are a sign that deep emotion informs the bleakness. No matter how much
viewers try to interpret the floral part of one of these paintings as a tempering, or gladdening element,
they are thwarted because the entire composition must be considered, and the overall mood is indelibly
surreal.

from William Zimmer’s “ Personal Styles Centered on Enigma”, 1996

Teaching Statement

After having been a student of Albers in both color and basic drawing classes and then being a TA in both,
| got to observe and absorb a solid dose of his pedagogical philosophy and methods. Albers’ personal
advice to me was that the most important consideration was the advancement of each student’s ability to
see and to visually articulate, so | was to take the time to care about what they are doing and be patient
while helping them to “open their eyes”. Art may or may not come later.

The basic fundamentals seem to aid a wide range of artistic sensibilities, even in advanced stages
of development. That is why a class that has students of varying degrees of experience usually produces
more satisfying outcomes because often the older students are more ossified in their approach despite
their advanced skills, and they see the younger students who often take unexpected and surprisingly
effective routes to discover solutions to old problems because they are groping. Also, Albers encouraged
competition amongst students and urged them to try to emulate the discoveries of their peers.

That is why patience is critical because it takes time to accumulate the experience required for
the making of art. One can’t speed up the experience of making, of doing, of working at it. Through the
many years of teaching the color course, | augmented the core syllabus with problems that engaged larger
scale, environmental installations, and how color can transform the perception of form, but | always kept
the basic problems that Albers invented because they are open enough to allow for unending inventions
and articulation. Someone in every class would come up with a new way to answer a challenge which
kept me on my toes as well. As Albers said everyone should always be a student.

Richard Lytle, 2011




Ron Markman

Indiana University, School of Fine Arts
Teacher: Josef Albers, Yale School of Fine Art
http:/www.ronmarkman.com/ronmarkman/NEW_home.html

Traffic Jam, Acrylic on aluminum, 27" x 29", 1985



Artist Statement

Since childhood, my art has always been inspired by popular culture. | began drawing at my family’s
kitchen table in the Bronx while listening to Jack Benny, Fred Allen, and Charlie McCarthy on the radio.
On Saturdays at the Pelham Parkway movie palaces, | fell in love with the madcap mayhem of the Marx
Brothers and the 30’s screwball comedies. My literary icons were comic book heroes like Smokey Stover,
L'il Abner and Krazy Kat.

After | was drafted and painted signs for two years at an Army base in Virginia — what else could
the Army do with a painter? — | went to Yale School of Fine Arts on the G.I. bill where | earned a BFA/MFA
studying with Josef Albers.

In 1962, | went to ltaly on a Fullbright. After falling under the spell of centuries-old maps in
Roman museums, | conceived of Mukfa, a fantasy realm of unbridled absurdity that would be the well-
spring for much of my art over the next few decades.

Creating a country of my very own, complete with its own heroes, villains, mermaids, newspapers,
airline, and university (Yes U!) offered me the freedom | had always sought from art — the freedom to be
seriously silly. In Mukfa, | was free to explore the limits of the nonsensical, the absurd and the subversive.
Lewis Carroll had found his creativity in Wonderland; in 1962, | found my way home to Mukfa!

Teaching Statement

Albers was very hard on everybody. Some people didn’t like him but stayed with him because they knew
he was good. With Albers it was not about color, it was about seeing. He never spoke about content.
Albers was not interested in content. He had a great eye, was very honest, and had no worries about
what he was going to say to you. He saw things clearly and really made me think he got a good look at
my piece. It was all about the things working. Like writing, one word makes such a different about what
you’re going to come away with.

After Yale | got a job at the Art Institute of Chicago teaching color class because of Albers. He
told me about the job, and I said | don’t know how to teach color. Albers asked, “Did you take the class?”
| said yes. “Did you pass?” he asked. | said yes. “Then you can teach it,” Albers said. When | taught |
always approached things formally. | always looked for the part of the painting that was working and
then the part that wasn’t working to point out to students. In the beginning | used brown boxes, and early
students would copy what they were looking at. | didn’t want them to copy. You’re not duplicating a box;
you are making a painted translation of what you are looking at.




Deirdre Murphy

Adjunct Lecturer, University of Pennsylvania

Teacher/Mentors: Robert Slutzky, University of Pennsylvania & Robert Gamblin,
Gamblin Artists Colors

www.deirdremurphyart.com

How Birds See 2, Oil on panel, 16" x 16", 2008



Artist Statement

Birds are ephemeral and temporal by nature possessing the unique ability to occupy both air and earth;
they have the freedom to go anywhere. The peregrinatious birds of Philadelphia are inspiring because
they see the colorful landscapes and boundless skies that | long to see but can only imagine. It is this
exuberant, elusory quality of life embodied by birds that | explore in my paintings.

In each painting a specific bird and its environment are juxtaposed with invented spaces and
abstract forms to challenge the notion of real and abstract, temporal and ethereal, evanescent and eternal.
A hummingbird darts quickly, flitting from flower to flower through the dense flora that bursts through a
pulsating thicket of abstract shapes into a tonally muted landscape. The rhythm in the palette is fast and
slow, the application of paint is bold and intricate, and the pictorial space is both flat and deep. These
paintings are filled with harmony and discord symbolic of delicious moments that are tangible, yet elude
clear perception; elements found in nature and mirrored in life.

My paintings have evolved from artificial dioramas, zoo’s habitat exhibits and other contrived
spaces. The chicanery lies in the contrast of nature housed in artificial settings. | find this contrast of real
and artificial to be amusing, awkward and beautiful. On a deeper level, this contrast reveals an illusory
longing, both to assimilate with nature, but yet to recognize our separateness.

Teaching Statement

| have always been keenly aware of color, but Robert Slutzky and Robert Gamblin have had a profound
effect upon me and presented color problems and solutions that | had never imagined. | worked for Robert
Gamblin at his color factory and would have weekly meetings about a specific color. For example he
would explain the historic references for Indian Yellow, that its name originated in India where they would
feed the sacred cows mangos and then collect the urine to grind into a luminous deep yellow pigment.
Robert Gamblin would talk about its physical properties and its practical application for the artist’s palette
revolving around the Munsell color system. My understanding of color broadened and deepened. | would
never see color the same again. Then came Robert Slutzky whom | studied with at the University of
Pennsylvania and was also his teaching assistant for his collage/montage class. He challenged me in an
intellectual and intuitive way. He reintroduced me to Albers and this became the backbone to my painting
practice for years after graduate school. The balance of Alber’s rigor, Slutzky’s intellect and humor, and
Robert Gamblin’s color mixing is still part of every painting that | make and is how | teach my students.




Richard Emery Nickolson

Professor, Herron School of Art and Design
Teachers: Ron Markman and Reba Stewart

The Silence of Houses, Oil on linen, 30" x 36", 2011



Artist Statement

My recent work has been drawn from, and heavily influenced by, a variety of international travels during
the last fifteen years, including the Breton landscape and “I'architecture industrielle.” | have also had a
long-standing interest in the Imagist poets and their relationship to 20th Century American artists. This
interest is at the heart of my work both as an artist and as a teacher.

Most recently, during the spring semester of 2009 | was invited to serve as the Artist-in-
Residence at St. Mary’s College of Maryland. St. Mary’s College, which is located at the historic site of
St. Mary’s City, founded in 1634 by Lords Calvert and Baltimore under charters granted by James | of
England, is the Designated Honors College of the State of Maryland. During this time a new series of
subtly abstracted drawings and watercolors were produced directly from historic examples of architec-
tural forms.

These recent drawings and paintings seek to explore and synthesize a variety of responses to
both historical references and contemporary issues. As a contemporary painter, | often have the feeling
that | am a reincarnated transcendentalist, living in and witnessing the death throes of the post-modern
era.

Teaching Statement

What to make of Matisse’s “View of Notre Dame” of 1914, or of the Cone Collection at the Baltimore
Museum of Art? What to make of the Gallery of Modern Art in Washington, DC, or the Museum of Mod-
ern Art in New York? These were the questions confronting us as freshman painting students in Reba
Stewart’s class at the Maryland Institute College of Art in 1964. We were thrown into a whole new world
of ideas and images.

Many years later, in a Graduate Painting Seminar at Indiana University taught by Ronald
Markman, we were reminded of literature and cinema and that the Keystone Cops and the Bauhaus
both came out of the 1920’s. Markman reminded us of the serious sides of Buster Keaton and Charlie
Chaplin and pointed out the many visual ‘puns’ in the works of Hoffman and Kandinsky, or Albers and
Mondrian, for example! He would observe that a ‘circular’ form confronted by an ‘angular’ form in an
abstract painting were not just formal devices, but contained great ‘tragicomic’ potential.

As it turns out, | later learned that both Ron Markman and Reba Stewart had been classmates
at Yale. From beginning to end, from the first to the last painting classes | ever took, there was always
the influence of Josef Albers.




Alice Oh

Associate Professor, Moore College of Art and Design
Teacher: Richard Lytle, Yale School of Art
www.aliceohstudio.com

T

Biota (life) PC. no.03.09, Water-based mixed
media paint on linen canvas, 21" x 16", 2009



Artist Statement

My paintings start with one shape at a time. | develop a painting vocabulary by meticulously painting
many layers of shapes. | search for the delicate boundaries of the medium by introducing subtle degree
of shifts in transparency, opacity and brilliance of color and light. The sense of space in my paintings
is derived from the multilayered accumulation and composition of the shape. | observe what has been
painted and respond to the forms and movements | see evolving in the work—1 let the painting speak.

With my painting, | wish to express my curiosity and celebrate the amazing diversity and
complexity of nature. In my everyday life, | am drawn to the cool ultramarine blue skies and thin wispy
white clouds; the striking bright red maple leaves on a tree; the perfectly folded and layered petals of
the roses in my garden. It is the child-like and effortless pleasure and yet the significant and compelling
emotions that | wish to convey in my work. Through painting, | continue to investigate and explore the
complex relationships of nature as well as its emotional and psychological impact. A painting should
render a state of mind-emotion is in a constant state of flux; therefore the process of painting is fluid. It
is important to find the space between the painting and myself; the metaphysical space where the daily
critical discourse takes place. | search for equilibrium between tensions: action and abstaining; expand
and contract; advance and retreat. A painting is a reflection of life.

Teaching Statement

After graduate study at Yale University, | was offered a teaching position at Moore College of Art and
Design. Color Theory was one of the courses that | was offered to teach. Previously, | studied Design and
Color as an undergraduate student however, it was not a course with a theoretical emphasis in Color. The
course at Moore College combined the views of three Color Theorists: Josef Albers, Johannes Itten and
Albert Munsell. The course was designed to introduce Color as one of the key elements in visual literacy.
That summer, | immersed in studying elements and theory in Color for the second time around. As for the
results, | discovered and learned many contemporary aspects of Color that were visually, historically and
culturally significant and scientifically engaging and challenging.

Over the years, teaching Color Theory gave me the rare opportunity and the forum for the class
to discuss the dynamics and inter-disciplinary elements in the Arts and Sciences. The relevance of Color
Theory and its relationship to Science has been an exciting, eventful, and relatable area of study. Once |
asked a student in the class “ What made you choose to paint that particular Prussian blue background?”
Then the student replied, “I was inspired by the color of the sky that | saw this morning on the way to
school.”

Art reflects life. As an artist and as a teacher, | continue to instill and encourage my students
to perceive the relevance of coexisting qualities in art and life: become an astute observer and always
remember that art is a gift of life.




Carrie Patterson

Associate Professor, St. Mary’s College of Maryland
Teacher: Robert Slutzky, University of Pennsylvania
www.carriepatterson.com

Sign Series 1, number 6, Oil, acrylic, and enamel on wood and canvas, 16" x 25", 2010



Artist Statement

| paint to give expression to the experience of inhabiting space. | am involved in a practice of recording
visual events in order to understand the impact of the physical on the emotional world around me. My
hope is to create a geometric object that embodies a poetic, physical translation of place. The geometry
found in architectural forms holds my attention. | am particularly interested in the vernacular architecture
of places that | know well. | live in southern Maryland and am interested in historic chapels, barns,
and temporary billboards. | visit particular sites over a period of time. My visits are a way of mining an
experience of the building and the land as a living body. Embedded in my process is the choice to slow
down the speed of information and find meaning in subtle variation. | layer paint on the canvas, block on
block, and paper on paper until a sensation of spatial elasticity is realized. In each object that | make,
| distill shape, line and color into the simplest components creating a body of work where time and
sequence become important. | work on many surfaces at once, altering the arrangement of built canvas,
line, shape and color in subtle degrees, much like a choreographer would alter a repetitive action across
the stage.

Teaching Statement

When | was an art student, | had many supportive teachers: Barbara Grossman, Rosemarie Beck, and
Robert Slutzky to name three. During my first meeting with Bob, | shared with him that my family lived in
Switzerland. | talked about some of the buildings | had seen and loved. We had an intense conversation
about what | knew and didn’t know — ranging from Goethe to Paul Klee. The next semester | was his TA
for his collage/color course. At the same time, there was a retrospective show of Bob’s work in the Arthur
Ross Gallery. | now realize what a rare gift this experience was. By observing his teaching methodology
and experiencing his work at the same time, | saw and heard how his teaching overlapped with his own
painting practice. When he talked about the possibility of “tipping space,” | contextualized this idea within
a framework of shared visual knowledge. When he talked about embracing the flatness of a plane, |
understood the implications of schematic space in relation to his discussions with architecture students.
He encouraged me to stop looking at the surface of a building and start exploring the structure. He also
gave very practical advice on how to paint a painting. About brushes, material, the smaller details that
others kept secret. “Get a good set of acrylics and get going.” Bob encouraged students to take classes in
other disciplines to understand contemporary art. “You’ve got ten paintings in one — take a break and try to
figure out why you are painting.” His advice shaped the type of teacher and painter | would become. As |
develop my own courses at a liberal arts institution, | include information and ideas from many disciplines.
My color theory course includes teachings of Albers, but it also includes color from the perspective of a
physicist, musician, historian, and psychologist. My drawing class includes walking through architecture
and learning not only about the structure and surface but the history embedded in the building, and the
fictions that lie beneath. Bob Slutzky expected you to not only challenge yourself but to challenge him. To
invite questions for which you have no answer is the mark of a great teacher and painter.




Richard Raiselis

Associate Professor, Boston University School of Visual Arts
Teacher: Richard Lytle, Erwin Hauer, and William Bailey, Yale School of Art
www.gallerynaga.com

Bluescat, Oil on linen, 18" x 18", 2010



Artist Statement

A few years ago we rescued a little dog from the pound, and | assumed responsibility for his evening
walks around the neighborhood. As Koko looked down at the grass, | looked up at the sky. Clouds always
have been my obsession, but the telephone wires silhouetted against the sky soon engaged me as
much. Especially at dawn or dusk, or on rainy days, the combinations of dark wires, telephone poles, and
transformers would give form to an entire cast of characters that would subtly shift shape as we walked
by. If I were to stand in just the right place, | could find faces and figures, musical notations, and visual
quotations from Picasso, Mondrian, Jawlensky, and a boatload of American modernists.

| was sensitized to these 3-D linear relationships in Erwin Hauer’s “sticks and strings” sculpture
class when | was an undergraduate. Forty years later, | am revisiting those sculptural issues as a painter.
Art historian Richard Shiff wrote about differences between “makers and finders” in the visual arts. | like
the hunting and gathering part of landscape painting, and finding the arrangement that tells a story or two
as it transforms the ordinary scene into unexpected seeing.

Teaching Statement

As an undergraduate, | had a work-study job in the Yale Art and Architecture Library. My job consisted
mostly of shelving art books and catalogues. However, whenever Professor Emeritus Josef Albers would
come to the library to read, it was my job to attend to his needs. This assignment was a heady responsibility
-- here was the Bauhaus artist-educator, retired from teaching, but still passionate and (I must admit) as
demanding as his reputation forewarned. | am grateful for this serendipitous acquaintance, because
Albers is, | now realize, the key to understanding my art education. My own teachers might have agreed
or disagreed with Albers’s particular approaches to teaching; in either case they had to address the power
of his influence, much as we each must assess our parents’ influence on our life choices. Indeed, my
undergraduate art teachers were like a second set of parents to me. Today, | teach the color assignments
that Richard Lytle taught me. | notice that | mix my paint and move my brush across my canvas a bit
like William Bailey does. | talk to my students about the edge relationships in sculpture that Erwin Hauer
introduced to me. And my landscape subject matter sometimes rhymes with Bernard Chaet’s. All of these
instructors were either Albers’s students, and/or were hired by him to teach in his art department. Joining
in the oral tradition that we call art education, my teenage students are just once removed from Albers
and my teachers, and just twice removed from Kandinsky and Klee. Our teachers pass the baton. It’s up
to us to run the next lap.




Edward Shalala

Assistant Director, The Painting Center
Teacher: Victor Kord, University of Wisconsin
www.edwardshalala.com

Untitled, pulled thread, 12" x 12", 2009



Artist Statement

| am an abstract artist. In graduate school | began to explore the basics of painting. This experimentation
resulted in the Thread works shown here. Through my studies, | began to focus on the raw canvas
ground of the painting. | became involved with the warp and weft of the canvas material, its nature, color,
variety, and its relation to society. Presently, | have been working outdoors with raw canvas thread,
canvas dust, cotton and flax plants, and cotton and flax seeds. | record my outdoor work with the use of
black and white documentary photography. With my minimal approach | have created a dialogue in which
| can continue exploring art.

Teaching Statement

At the University of Wisconsin, Madison, | studied with Victor Kord, who by example, and through his
teaching, encouraged my interests in working with minimal materials in painting. | studied the development
of abstract painting from its beginnings, and with Victor Kord, discussed the courses taken by reductive
abstract painters during the last half of the 20th Century. | was trained in color theory while | attended
The Ohio State University and The University of Wisconsin and that has helped me with my special
interest in the color theory developed by painters from Europe and America during the 1950’s and 1960’s.
| attended Kent State University in 1968, The Ohio State University (BFA 72) and The University of
Wisconsin, Madison (MFA 76). | taught as a visiting artist at the University of Massachusetts in Boston,
the Cleveland Institute of Art, and at The University of Wisconsin, Adult Education Program. | am presently
the Assistant Director of The Painting Center. Over the past seven years | have contributed to the mission
and philosophy of The Painting Center by promoting dialogue about painting to the many visitors that
attend the exhibitions. | hold discussions about painting with individuals, school groups, and adult groups.
This gives me the opportunity to teach through community outreach in a gallery environment. Also, | am
on the exhibition committee, organizing exhibitions for the American Abstract Artists group. The work |
do with them is critical to the promotion of abstraction and reductive art in the contemporary world of art.




RObert SIUtZky (1929-2005)

Former Professor: Graduate School of Fine Arts, University of Pennsylvania
Teachers: Josef Albers, Burgoyne Diller, and Ad Reinhardt. Yale School of Art

untitled, 44" x 44" inches, 1997 Private collection



Artist Statement

A painting by Slutzky is not for the chromaphobe. It is an experience of pure color and light that also
contains traces of collective painted memory. What we see is a flat object made with grids, verticals,
horizontals, and rectangles. What we can sense are visual boundaries placed within the field of the
diamond or square, structured by transparent brushstrokes next to hard-edged lines. Through subtle
differences in color each painting created by Slutzky evokes one artist’s contribution to the narrative
that becomes painted history. In an interview for his 2002 show at Cooper Union, Slutzky stated that he
was “working with polychromatic geometry: Geometry that is made to function in a supportive way to the
color concept.” Slutzky spent fifty years finding countless combinations of form that challenge our ideas
of pictorial space. As an artist, he often talked about the relationship between his painterly concerns and
musical structures. “I regard painting as being as hermetic as music. Just as music is governed by its own
compositional rules and not beholden to representation, so painting should be able to enjoy an absolute
dissociation from the representational world.”

Teaching Statement

Throughout his career Robert Slutzky taught architecture, color, collage, design, drawing, and painting to
undergraduates and graduates. His first teaching job was from 1954 to 1956 in the architecture school at
the University of Texas in Austin. He next taught at Cornell University in 1959-1960. From 1960 to 1968 he
taught at Pratt Institute and he taught at the the School of Architecture at Cooper Union from 1968-1980.
He continued teaching at the School of Art at Cooper Union until 1990, when he moved to Philadelphia
and became a professor at the Graduate School of Fine Arts of the University of Pennsylvania. The
common thread in Slutzky’s teaching career was the combination of architecture and painting. In an
interview conducted by Fred Horowitz, he explained: “Compression and tension and shear are the three
coordinates of any structure, as you know. Interestingly enough, that kind of thinking paves the way ... to
architecture, which for me, was natural, and that is how | got involved with architectural education. | taught
architecture for many years without ever having been trained in it formally. So, through my painting, by
way of Albers’ pedagogy, of course, it was reasonably simple to get into architecture.” Slutzky encouraged
his students to know more than painting; in fact if you wanted to have an extended conversation with
him, you needed to know something other than painting. He had the ability to sound spontaneous and
conversational while giving extremely valuable suggestions for improvement. With each casual mention
of a figure he thought he saw in your painting, or in a book he considered a must-read, he led his students
to undertake research that became essential for them in the studio. Slutzky recalled of Albers, “His use of
language was extremely poetic; metaphoric, analogous thinking, kind of wonderful flights of associative
prose. He, for me, brought that part of the art experience into sharp focus, and it affected my teaching, as
it affected my thinking and ability to paint the way | did.”

Quotes taken from the The Albers Foundation archives in a telephone interview by Horowitz, Frederick A.




Reba Stewart ..o,

Former Professor: Maryland Institute College of Art
Teacher: Josef Albers, Yale School of Art
Please email all inquiries regarding the Reba Stewart Gallery to Kibebe Gizaw at Kibebeg@gmail.com

Blue River, Acrylic on linen, 22"x48", 1962



Art statement

As an artist Reba Stewart’s extensive travels to Japan, Mexico, and Puerto Rico among other locations
served as source material and inspiration for her work. A year spent in Japan produced a large body of
wood block prints. While in Japan she studied traditional wood block printing with master artists and then
created her own style combining textures and colors. Stewart’s paintings emphasize color harmonies
while still experimenting with additional elements of abstraction.

During trips to Puerto Rico Stewart collected driftwood from a beach in San Juan and shipped
them back to her studio in Baltimore. These became the pieces for her many wooden mobile constructions,
some as large as twelve feet high and eight feet in width.

Reba Stewart’s work reflects the influence of her life experiences on her art. Her studio in
Baltimore was painted completely white. Friends recall how obsessed she was with the white, repainting
the floor every few days. Former student Ric Haynes remembers her painting, “She painted like a swirl of
energy.”

Teaching statement

Throughout Reba Stewart’s career she taught graphic arts, color, painting, drawing, art appreciation, and
design at several colleges. Her longest teaching position was at the Maryland Institute College of Art,
Baltimore from 1963-1971. MICA’s President Eugene Leake had met Reba at Yale in 1960 and invited
her to teach in Baltimore.

At MICA, Stewart was an instructor of painting, design, and an Albers based color course. Her
former student Ric Haynes recalls Stewart’s practice in the classroom. Reba constructed her elaborate
still-life displays for class combining food with patterned textiles, exotic textures and colors. “By looking
at the set up the eye became trained in color and measuring,” remembers Haynes. Students and friends
also recall her serious and strict demeanor that pushed students to be disciplined and passionate artists.
“Reba made us work, she was harsh in her spoken word, she pushed us to our own limit,” Haynes
explains, “She did not like us, she loved us, and our love for the same thing that gave her passion to live
and breathe.”




Lois Swirnoff

Feltman Chair, Cooper Union
Teacher: Josef Albers, Yale School of Art

One, Two, and Many, Acrylic on aluminum, 22" x 28" x 3/4", 1985



Artist Statement

My work is based upon the premise that color is a primary dimension, which interacts with light and its
absence shadow to create visible form - Color Structure.

Aluminum modules are bent to produce a sequence of diagonals that alternate as concave/
convex surfaces, which form a continuous three dimensional ground for the painting. Reflected light
and vantage point of the observer determine how the surface is perceived. While the diagonals repeat
rhythmically, colors painted on the relief surface vary and change creating patterns that transform the
work.

Thus, my color structures represent a play between “illusion and reality”: the interactions of color
and form create a new dialogue in the relationship between constancy and change.

Teaching Statement

Simply stated, Josef Albers possessed a genius for teaching.
His was the rare ability to understand what is basic; “first sight, then insight” was his dictum.

For his students, learning to see pre- and super-ceded concept, technique, or expressions of
ego; it was a primary requirement of his, which oddly, for some, was misconstrued as authoritarianism.

In the “post-modern” present, fundamentals: issues of value, universality, insight itself are
questioned. Perception as an essential factor in genuine communication is discarded in favor of “self,”
ethnic or gender group think, or “conceptualism;” now a dominant mode, which discards the labor of
making art entirely.

Albers showed me, and my generation of artists, how subtle are the interactions of the
components of a two-dimensional visual field: line, shape- above all color. Rather than relying on color
systems or rigid formulas, his teaching embraced the nuances of color change and the difference among
individuals of their perception of color. He would say, “challenge me,” to engage and include us in his
discoveries. For me, this was liberation, not authoritarianism.

My response was to open color perception past the two-dimensional surface to spatial and
temporal fields, an interaction which for me has remained fresh with discovery for forty years; in my work-
painting, writing and teaching- and in turn becomes a challenge to my own students.
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Siri Berg: It’s All About Color
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Siri Berg was born in 1921 in Stockholm, Sweden and
immigrated to New York City when she was nineteen
after completing some art studies in Brussels. Although
she had always determined to be a painter, once in
America, she became a student of fashion and interior
design. After marrying and having two “beautiful”
sons, she eventually found time and created a private
space in her home where she could think and execute
her art. Her first abstract work was a series of seven
paintings based on the serialized play “Der Reigen”
by Arthur Schnitzler. Siri Berg started teaching color
theory at Parsons School of Design in 1977 where
she still teaches. Many generations of students have
benefited from her knowledge of color theory, design,
and her understanding of the materiality of the created
object.

F

Siri Berg has three main bodies of work: paintings, assemblages (from found industrial objects), and collages (using
the method of Japanese wood block prints). Her work is about the exploration of material and the conceptualization of
process. “It’s All About Color III” is a work chosen to illustrate the spontaneity and control of Berg’s working process. In
this work there are nine individual 10x20 monochrome color panels that take the viewer through the actual scales of
gradation in the color spectrum. Each canvas is painstakingly created and glows via multiple layers of paint all mixed
by Berg to a specific color formula. She has created three sets: one set of nine canvases are shown in sequence;
the second series is far more playful and invites the viewer to mix and match the canvases in different order where
the viewer chooses the orientation and gradation of the series. On another wall there is a grid of nine small works on
paper that are further evidence of her process. Here Berg uses her paper palettes and the paint to see new forms
and, as she states “Embrace the Expressionistic!” At the heart of her exploration is the desire to use color and scale
within architectural space and reveal the potentiality for greater freedom. | first met Siri Berg a few years ago during
my opening at The Painting Center. She kindly invited me to her studio where | spent the day looking at her work and
telling her about my ideas for the Re-Generation exhibition. Siri soon became a friend and inspiration. Her work as a
teacher and artist exemplifies the meaning behind the Re-Generation exhibition.




Shared Experience by Richard Emery Nickolson

“Painter, let be the ‘nervous scratches’ the

trick spontaneity; learn to see again,

construct, break through

to ‘the thrill of continuance with the appearance of all its
changes....”

Denise Levertov

It is hard to even know where to begin in order to define the influence of Josef Albers
on my education as an artist and teacher: from Baltimore, Maryland to Bloomington,
Indiana with Norfolk, Connecticut in between, his influence was everywhere.

When Eugene W. ‘Bud’ Leake (a student and protégé of Albers) became the
President of the Maryland Institute College of Art in Baltimore in 1961, it began an
era literally of ‘awakening.” The school had been known since 1826 for its academic
background and approach. However, it was the beginning of the 1960’s and things
were changing.

Literally, Mr. Leake brought many of his colleagues and classmates from Yale
with him to Baltimore. Even more importantly, he somehow always recognized the
spirit and independence that artists/teachers needed, whether they were from Yale or
not!

Entirely new ways of seeing, teaching and working were sought after and
encouraged. Observation, experimentation and articulation became the highest
priorities. It was very exciting.

In Baltimore and Bloomington both, | had inadvertently come under the
influence of Albers. Or one might say, | was a direct descendant of his teachings! The
names of all the faculty at the Maryland Institute are too numerous to list here but Reba
Stewart, Bud Leake, Peter Milton, Norman Carlberg, Albert Sangiamo, Stephanie
Scuris and many more were among them, and in Bloomington, William Bailey and
Ronald Markman were extremely important.

It seemed as if everything was opening up and this is what | bring with me



as an artist from the example of Albers. He stressed the importance of search and
re-search and that the process of painting was indeed one of seeing and searching.
It has always been my experience that painting was opening up: that painting was
continuing to develop and to define itself.

During the planning stages for this exhibition, | have talked directly with the
curator, Carrie Patterson, and with my colleagues Ronald Markman and Ric Haynes.
Many of the other artists’ statements have been shared with me. In the past | have
often felt that my own development was an isolated one. | have come to realize that
certain elements of this past are actually shared experiences. Those who have studied
directly with Albers have successfully passed on both his intellect and his enthusiasm.
Those of us who have benefited from this process, true aesthetic and intellectual
threads, have ourselves passed on this example.

I have often encouraged my students and colleagues to look at the contemporary
situation: how often do we see a ‘new technology’ or tool, a piece of equipment or an
aesthetic gimmick that seems revolutionary only to become obsolete or clichéd within
the next six months? And yet painting, a pre-historic invention continues to grow and
evolve. Where else can we look for inspiration across so much time and experience?
This is finally what we learn from poets and painters. From Albers. And it constantly
reminds me of something that Gary Snyder once observed, that we should start with
something that works and ‘...when you get it right, you pass it on!’

Richard Emery Nickolson
Professor Emeritus
Herron School of Art & Design
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Biographies
Siri Berg

Siri Berg was born in 1921 in Stockholm, Sweden. She received her B.A. from the Institute of Art and Architecture at the University
of Brussels. Her work has been exhibited nationally and internationally for the past thirty years in many places including Australia,
China, ltaly, Israel, Russia, Sweden, Spain, Germany, New York, New Jersey, Connecticut, Maryland, Minnesota, Alabama, Georgia,
Washington DC, and California. She has artworks in the permanent collection of the Solomon R. Guggenheim Museum in New York,
the Southwest State University Art Museum in Minnesota, the Museum of Modern Art in Stockholm, Sweden and the Cornell University
Herbert F. Johnson Museum in Ithaca, New York. Most recently, the artist and her work were written about in the book, 100 New York
Painters written by Cynthia Maris Dantzic. She is a member of American Abstract Artists and has taught Color Theory for thirty years at
The New School - Parsons School of Design in New York City.

Heather Brammeier

Heather Brammeier is an Associate Professor of Art in the area of painting. Heather earned her MFA at the University of Pennsylvania
in Philadelphia, where she studied with world-renowned painters, sculptors, and critics. Heather’s professional growth is catalyzed by
artists’ residencies. Her residencies include the Prairie Center of the Arts (Peoria, IL, 2007), Byrdcliffe Artists’ Colony (Woodstock, NY,
2007), The Banff Centre (Alberta, Canada, 2010), Pontlevoy Creative Residencies (Pontlevoy, France, 2010), and Yaddo (Saratoga
Springs, NY, 2011). An active participant in regional and national juried exhibitions, Heather has been included in shows at the Sioux City
Art Center (lowa), the Lexington Art League (Kentucky), and Annmarie Garden Sculpture Park and Arts Center (Maryland). Invitational
group exhibitions in New York City include It's Gouache and Gouache Only, at Jeff Bailey Gallery and Living Room: The Politics of Taste
and the Art of Decoration at Storefront 1838. She has had solo exhibitions in lllinois, Indiana, Michigan, New York, and South Carolina.
Heather is represented by Moberg Gallery in Des Moines, IA. As a tenured professor at Bradley University (Peoria, IL), she teaches all
levels of painting, including graduate study, as well as drawing and fundamentals of color.

Reni Gower

Reni Gower is a Professor in the Painting and Printmaking Department at Virginia Commonwealth University. In 2008, she was
recognized by VCUArts with an Award of Excellence in Research, Teaching, and Service and by the Southeastern College Art
Conference in 2007 with an Award of Excellence in Teaching. In addition to her teaching and painting practice, she curates award-
winning traveling exhibitions, such as Papercuts and The Divas and Iron Chefs of Encaustic. Her artwork has been showcased at
international and national venues for over 30 years. She is the recipient of numerous grants and awards including a NEA / SECCA
Southeastern Artist Fellowship and Virginia Commission for the Arts Project Grants. Her work is represented in various collections
including the Library of Congress Print Collection; Pleasant Company / Mattel, Inc; the American Embassies in Lima, Peru and Osaka,
Japan; Media General, Inc; and the Federal Reserve Bank. She holds a Master of Fine Arts degree from Syracuse University, a Master
of Arts degree from University of Minnesota-Duluth, and a Bachelor of Science degree from the University of Wisconsin-Madison.

Heather Harvey

Heather Harvey was born in Syracuse, New York. Her work is included in public and private collections, and she regularly exhibits
around the country including venues such as the Delaware Center for Contemporary Arts in Wilmington, Delaware, the Anderson Gallery
in Richmond, VA, Denise Bibro in New York City, the McLean Project for the Arts in McClean, VA, Vanderbilt University in Nashville,
TN, Page Bond Gallery, Richmond, VA, Hunt Gallery in Staunton, VA, McKinney Avenue Contemporary in Dallas, TX, the William King
Museum in Abingdon, VA, PLAYsPACE in San Francisco, CA, and the Claremont Graduate University Gallery in Los Angeles, CA. She
has an MFA from Virginia Commonwealth University, and an MA in Anthropology from The College of William and Mary.

Harvey has received several awards including the Virginia Museum of Fine Arts Professional Artist Fellowship 2009-2010 and was a
fellow at the Virginia Center for Creative Arts in 2003. In addition, Harvey is an art critic for publications including Art Papers, Sculpture
Magazine, and NYArts, and was gallery director at the Charles Harris Library Gallery from 2008-2010. She is currently an assistant
professor of art at Washington College. More information on her work is available at heather-harvey.net

Ric Haynes
Ric Haynes was born in York, Pennsylvania in 1945. As a child he constantly made art that told stories and spent hours producing

large works that depicted epic battles, circus life, and Indian wars and villages. He went to a boys’ school that was located next to
a reformatory and often was confused with those who were serving time. Haynes attended The Maryland Institute, College of Art in



1964-68 on a Ford Foundation Grant, and later the Skowhegan School of Painting and Sculpture in 1967, where he studied with Walter
Murch, Ben Shahn and Philip Pearlstein. He briefly attended The University of Pennsylvania where he refused to paint like his teachers,
and in 2002 he received a MFA in Visual Arts from Vermont College of Norwich University. He teaches painting and creative book
making at Endicott College in Beverly, Massachusetts. His work is in the collection of the Museum of Modern Art, The Guggenheim
Museum, Library of Congress and the Getty Foundation as well as other private and public collections. He is currently planning a show
at HallSpace in Boston that will include chocolate sculpture inspired by characters from his paintings. He lives in Quincy with his wife,
Lorraine, and a ton of memories and memorabilia, which fuel his work.

Victor Kord

Victor Kord was born in Satu Mare, Romania. He lives and works in New York City. He retired as a professor of painting from Cornell
University after a teaching career that spanned 40 years. He received his MFA from Yale University in 1960 and his BFA from Yale in
1958. Kord has an extensive international and national exhibition record. Mr. Kord is the recipient of a Guggenheim Fellowship, was a
visiting artist/scholar at the American Academy in Rome, and a member of the American Abstract Artists. He has had many solo shows
in New York, Wisconsin, Virginia, Germany, and Florida as well as group shows at Vassar College, Harvard University, Basel Kunstmart
in Basel Switzerland, the Whitney Museum of American Art, and the Aldrich Museum in Connecticut as well as many other venues. He
has artworks in the permanent collection of the Cleveland Museum of Art, and the Whitney Museum of American Art.

Richard Lytle

Richard Lytle studied at the Cooper Union School of Art and at the Yale University School of Art, where he received a BFA in 1957 and
an MFA in 1960. He was an assistant in instruction to Josef Albers in 1956 for color and in 1957 for basic drawing. He was awarded a
Fulbright Fellowship to Florence, ltaly, in 1958 and was included in the Museum of Modern Art exhibition Sixteen Americans in 1959.
In 1985 Mr. Lytle received the Augustus Saint-Gaudens Award from the Cooper Union School of Art. His work has been exhibited
nationally and in Europe, and his paintings are in many public and corporate collections including those of the Museum of Modern Art,
the National Museum of Art, and the Minneapolis Institute of Art. Mr. Lytle began teaching at Yale in 1960, was dean of the Silvermine
College of Art from 1963 to 1965, and returned to the Yale faculty in 1966. Mr. Lytle was acting dean of the School of Art in 1980-81
and in the spring terms of 1990 and 1994. He was appointed professor of art in 1981 and named the William Leffingwell Professor of
Painting in 1999. He is currently professor emeritus at Yale School of Art.

Ron Markman

Ron Markman was born in the Bronx in New York in 1931. He studied at the Art Students’ League under George Grosz. Markman
received both his BFA and MFA in the late 1950s from Yale through the Gl Bill where he studied under Josef Albers. In 1962, he
went to Italy under a Fulbright where he conceived of Mufka, a fantasy realm of unbridled absurdity that would feed much his art for
the next few decades. Markman had his first one-man show at the Terry Dintenfass Gallery in 1965. Since then he has had many
group and solo exhibitions and has work in the Metropolitan Museum of Art, Museum of Modern Art, Art Institute of Chicago, Brooklyn
Museum, Cincinnati Art Museum, Herbert Johnson Museum, Joseph H. Hirshhorn Collection, Library of Congress, University of Alberta,
University of Manitoba and the Worcester Museum of Fine Arts. Ron Markman continues to live and work in Annapolis, Maryland.

Deirdre Murphy

Deirdre Murphy is an Adjunct Lecturer at the University of Pennsylvania and at the Pennsylvania Academy of Fine Arts where she
teaches drawing and painting. Her solo exhibitions include the Bridgette Mayer Gallery in Philadelphia and Vita Gallery in Portland,
Oregon. Her work has been included in selected group exhibitions in Pennsylvania, lllinois, Delaware, New York City, Oregon,
Washington and Florida. Internationally she has shown in Italy, Japan and Korea and Canada. She received a Leeway Grant in 2003
and the Pennsylvania Council for the Arts Fellowship in 2004. She has participated in residencies at the Vermont Studio Center and the
Pouch Cove Foundation in New Foundland and was a Rotary Ambassador in Kurume, Japan. She received an MFA from the University
of Pennsylvania and a BFA from the Kansas City Art Institute. To learn more about her work please visit www.deirdremurphyart.com.

Alice Oh

Alice Oh earned her MFA from Yale University and BFA from Tyler School of Art, Temple University. Her work is included in the
collections of Philadelphia Museum of Art, The Leeway Foundation, Temple University, and Yale University. Her solo exhibitions include



Dana Gallery, Phillips Museum of Art, Franklin and Marshall College, Ganser Gallery, Millersville University, Elizabeth Roberts Gallery,
Washington DC, MD, Philadelphia Arts Alliance, Pentimenti Gallery, and Gallery 817, The University of the Arts, Philadelphia. Her work
has been included in the Delaware Center for the Contemporary Arts, Wilmington, DE, Towson University, Center for the Arts Gallery,
Towson, MD., Levy Gallery of Moore College of Art and Design, University of Hawaii at Hilo, HI, Vermont Studio Center, and Yoshibishu
Art Center, Japan. She has been awarded an Artist Fellowship and a GAP Grant from Pew Fellowships in the Arts, Pennsylvania
Council on the Arts Fellowships in Painting, the Seedling Grant and the WOA Award from The Leeway Foundation, and was an artist in
residence at Bemis Center for Contemporary Art, NE and Vermont Studio Center. Alice Oh is an Associate Professor at Moore College
of Art and Design and lives and works in Philadelphia, PA. and Seoul, Korea.

Carrie Patterson

Carrie Patterson is an Associate Professor of Art and Chair of the Department of Art and Art History at St. Mary’s College of Maryland
where she teaches drawing, painting, color theory, and Introduction to Visual Thinking. Her work has been exhibited across the country
in galleries located in New York, Virginia, California, Connecticut, Pennsylvania, Maryland, North Carolina, Massachusetts, and Florida.
Internationally her work was shown at Museo de Arte Moderno in Bogota, Colombia in a show titled: Nine New York Painters. She is
the recipient of a Seedling Painting Award from The Leeway Foundation, a Virginia Governor’s Fellowship to The Virginia Center for
Creative Arts, and many faculty research grants. Patterson has organized several traveling exhibitions including Placing Color and
Conversations in Paint. She holds a MFA from The University of Pennsylvania and a BFA from James Madison University. She was
also a student resident at The New York Studio School. To find out more about her work visit Kathryn Markel Fine Arts in NYC www.
markelfinearts.com, Minus Space in NYC www.minusspace.com, C2 Fine Art in St. Petersburg Florida www.c2fineart.com, or www.
carriepatterson.com.

Richard Raiselis

Richard Raiselis raiselis@bu.edu is a graduate of Yale University and the Tyler School of Art of Temple University. He has exhibited
his landscapes nationally and internationally. He is the recipient of prizes from the National Academy, and the National Academy of Arts
and Letters in New York, and the Louis Comfort Tiffany Foundation. Currently Associate Professor at Boston University College of Fine
Arts, he teaches painting and color to undergraduates and graduates in the professional degree programs at the School of Visual Arts.
He also has taught at the University of Michigan, Temple University, and the Metropolitan Museum of Art in New York. As artist and
educator, he is particularly interested in the connections between painting practice, music, and the science of visual perception. He is
represented in New England by Gallery NAGA Fine Art, Inc. in Boston.

Lois Swirnoff

Lois Swirnoff was a student of Josef Albers at Yale, earning her BFA in 1953 and MFA in 1956, summa cum laude. She began her 40
year teaching career at Wellesley College in 1954, as Instructor in Art, then taught in the Department of Art and Design at UCLA from
1964-68, returning in 1981-89. In the interim, from 1969-1975 she was a member of the faculty of Visual and Environmental Studies at
the Carpenter Center of Harvard University. She chaired the Art department at Skidmore College from 1977-1981.Then, in 1989, after
retiring from UCLA as Prof. Emerita, she returned to NY to teach at the Cooper Union School of Art. She was appointed the Feltman
Chair at Cooper in 2000-2002, teaching a multidisciplinary seminar in Light to students of Art, Architecture and Engineering. Recognized
internationally as a “Design Scientist” for her seminal work on color, published in her book, Dimensional Color, now in its second edition,
she has been invited by the AIC (International Colour Association), as a speaker in Rochester, NY; Granada, Spain; and in 2009 in
Sydney, Australia, where she did a master class in color at the University of New South Wales. Her work is cited continually in research
papers and books on color world-wide. A painter with a long exhibition record, her solo shows include the Institute for International
Education, NY; The National Academy of Sciences, Washington, DC; a retrospective at Bradford College in Massachusetts; Gallery BAI
in New York; and a major installation at Parson’s School of Design. Since the publication of her second book, The Color of Cities: An
International Perspective, she has exhibited her photography at the New York School of Interior Design. The book received an award
for best book published in 2000 on Architecture and Urban Studies by the Association of American Publishers. It has been translated
into Mandarin and was published in Beijing in 2008. Swirnoff’s awards include: a Fulbright to Italy in 1951, the Erskine Hewitt award
from Cooper Union in the same year, a fellowship from the Radcliffe Institute for Independent Study 1961-63, residencies at Yaddo in
1985 and 1987, Graham Foundation grants in 1988 and 1998, and a grant from the International Interior Design Association in 2005 to
support the Parson’s installation. Presently she resides and works in her home and studio in Brookline, Ma.



Edward Shalala

Edward Shalala attended Kent State University, during 1968. He transferred to The Ohio State University, and in 1972 received his
BFA. From there he went on to the Graduate School at The University of Wisconsin and in 1976 received his MFA Degree in Painting.
His work has been exhibited in many venues. Recent exhibits include: The 75th Anniversary of American Abstract Artists at OK Harris
Gallery, NY NY 2011, American Abstract Artists at Galerie Ogbo, Berlin Germany 2011, Splendor of Dynamic Structure, The Herbert
Johnson Museum of Art at Cornell University, Ithaca, NY 2011, Knoedler & Company Gallery, NY NY 2010, Elizabeth Harris Gallery,
NY NY 2009, The Painting Center NY NY 2009, PS1, MOMA, Queens, NY 2008, and The National Academy Museum of Art, 2008.
Mr. Shalala’s work has been written about in: Art in America Magazine, The Plain Dealer, the Cleveland Press, artUS Magazine, Angle
Magazine, InLiquid, and Huma3. He is a recipient of a Pollock-Krasner Foundation Grant, A Cleveland Foundation Grant, a National
Academy Museum Award, and a Wynn Newhouse Award. Edward Shalala’s work is in the collection of The Brooklyn museum of Art,
The Library of Congress, The Sheldon Memorial Art Gallery, Davidson College Art Gallery, St Lawrence University and Texas Tech
University. Mr. Shalala lives and works in NYC, since 1978.

Robert Slutzky

Robert Slutzky studied at UCLA, Cooper Union, and Yale School of Art. He received his BFA in 1952 and his MFA in 1954 from Yale
where he studied with Josef Albers, Stuart Davis, Jose de Rivera, Burgoyne Diller, Abraham Rattner, and Ad Reinhardt. While attending
Yale, he was also influenced met by Buckminster Fuller, Lois Kahn and Frederick Kiesler. Since his first teaching job at the University
of Texas in Austin, Robert Slutzky provided a significant voice in pedagogical conversation about drawing, color, and architecture. Along
with John Hejduk, H. Lee Hirsche, Bernhard Hoesli, and Colin Rowe, he formed the group known as the “Texas Rangers” beginning
a life-long dialogue with architects and architectural theory. In 1963 he published Transparency: Literal and Phenomenal with Colin
Rowe. After Texas, Slutzky taught at Cornell University, Pratt Institute, The School of Architecture at Cooper Union, The School of Art at
Cooper Union, and in 1990 became a Professor at The Graduate School of Fine Arts at the University of Pennsylvania. In 1962 Slutzky’s
paintings were shown in the group exhibition titled “Geometric Abstraction in America” at the Whitney Museum of American Art. He had
many solo shows throughout his career in New York, San Francisco, Houston, Philadelphia, and New Jersey. His work is in prominent
collections including the Philadelphia Museum of Art, and the Whitney Museum of American Art, and the Yale Art Gallery.

Reba Stewart

Reba Stewart studied at the School of the Museum of Fine Arts in Boston from 1949-1955. She received her BFA in 1959 and MFA
in 1961 from Yale University School of Art and Architecture where she studied with Josef Albers, James Brooks, and Conrad Marca-
Relli. Throughout her artistic career, she was an enthusiastic traveler, journeying to Mexico, Puerto Rico, and Africa. In 1957, Stewart
received a traveling fellowship which she used to travel to Japan for one year. There she studied wood block printing, a technique and
tradition that influenced a great deal of her work. Stewart taught Graphic Arts at the School of the Museum of Fine Arts and was also
an instructor of basic design, drawing, and art appreciation at Monticello College in Alton, IL. She then accepted a teaching position
at the Maryland Institute College of Art, Baltimore in 1963. Stewart taught painting, color, and design there until her untimely death in
1971. Reba Stewart exhibited at many galleries including The Swetzoff Gallery in Massachusetts, the Art Institute of Chicago, and the
Paul Schuster Gallery. She also had exhibitions in Japan at Yoseido Gallery, Gallery Lemon, and Yamadon Contemporary Gallery. The
Boston Athenaeum Gallery, the Museum of Fine Arts in Boston, and the Maryland Institute College of Art have all hosted retrospective
exhibitions of Stewart’s work. The Genevieve McMillan-Reba Stewart Foundation continues to support scholarships, fellowships, and
chairs at several universities.
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