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Figure 1. Lilian Westcott Hale, Agnes Doggett as a Bride, c. 1916
Private collection (photograph courtesy of Vose Galleries)
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HISTORY LESSONS AND THE BOSTON SCHOOL
Trevor J. Fairbrother

While considering affinities between some contemporary realist
artists it may be instructive to revisit a coterie of painters who
worked to combine historical approaches with contemporary trends.
This group emerged in Boston in the 1890s and has come to be
known as the Boston School.1 Its leaders, Edmund C. Tarbell, Frank
W. Benson, Joseph DeCamp, and Philip Hale, were all successful art
school teachers as well as prolific artists with national reputations.
Sadakichi Hartmann described them as “the Tarbellites, a clan of
Boston artists. [who] are clever men, with a flexible hand and a
decided sense of color.”2 Three years later, in The History of American
Painting, Samuel Isham praised Boston as the only city in the nation
where recent art had achieved “a distinct character of its own.” The
fifty-year-old artist and writer argued that the aesthetic solidarity
within New England’s cultural capital stood in marked contrast to
the heterogeneity of New York. He argued that the dominance of
what he called the “artist’s standpoint” gave Boston its creative
edge; in other words, the painters themselves set the standard for
artistic excellence. Generalizing about the brushwork of the leading
practitioners Isham stated that these Bostonians favored “a certain
breadth, a rougher texture, and a quivering light.” He praised the
“frankness and directness,” of their work, noting a connection to
Winslow Homer’s art, but “with more of grace and of the training
of the [art] schools, and with less of [Homer’s] originality and
elemental force.”3
Isham’s assessment can still ring true if analysis is confined to the work
of about thirty figure painters of the period: the above-mentioned
“Tarbellites” and their most successful cohorts and protégés.4 After
acquiring a professional grounding in the European academic
tradition these artists looked to a variety of influences in order to
develop their individual styles. They selectively combined recent
developments with diverse historic precedents that they learned in

part by copying famous pictures on display in museums. The broad
technique of certain Old Masters—Titian, Rubens, Hals, and, most
importantly, Velázquez—had a powerful impact. It accompanied a
new interest in pictures with simple and harmonious compositions,
a trend reflecting the influence of historic Dutch painting, the recent
Aesthetic Movement, and a greater knowledge of the principles of
Japanese design. In addition, starting in the late 1880s, the most
modern traits explored by the “Tarbellites” had their roots in
Impressionism. These varied but interrelated new approaches to
painting were still deemed “mad” by mainstream art critics on both
sides of the Atlantic; they included colorism, conspicuous brushwork, and plein-air effects. The daring of the young local artists
paralleled the interests of Boston’s savviest art collectors, who had
begun to amass contemporary paintings by Claude Monet by 1889.
Lilian Hale’s Agnes Doggett as a Bride (fig. 1) encompasses influences
of these sorts while reflecting the maker’s personal point of view. It is
a classic Boston painting on Isham’s terms, and a testament to the
curriculum at the School of the Museum of Fine Arts, where Tarbell
was her paintings instructor and her husband was on the faculty. In
addition to its immediate Boston connections, Agnes Doggett as a
Bride is very much a “symphony in white” indebted to James
McNeill Whistler. Carefully building her image with pale colors
and subtle tonal evocations of light and shadow, Hale induces a
meditation on beauty and grace. Her altar-like scenario, with its
astute allusion to the High Renaissance, honors feminine allure,
the childbearing years of a woman’s life, and the blessings of virtue.
The delicate play of brushwork renders the surface of this picture as
tender as the woman it depicts.
It is instructive to consider Agnes Doggett as a Bride in relation to the
landmark Whistler exhibition presented by the Copley Society in
1904 (the year Hale graduated from the Museum School).
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an American living abroad, flourished as a local cultural mascot.
After completing his training in Paris in the late 1870s, Sargent
practiced an increasingly virtuoso style, intensifying it with
Impressionist-derived touches as he saw fit. Throughout the 1880s
America’s more conservative critics dismissed his manner as overly
clever, experimental, sketchy, or slapdash; when, for example,
Boston’s artistic upper crust gave him his first solo exhibition, at the
St. Botolph Club in 1888, the reviews were mixed. By the time that
Isham’s History of American Painting appeared in print, however,
Sargent enjoyed the popular reputation of being a living “Old
Master.” For example, in 1902 Rodin, whom Sargent had painted in
1884, referred to him as “le Van Dyck de l’époque” in the London
press. Sargent’s Royal Elisha Robbins (fig. 2), painted in Massachusetts
in 1890, gives a shrewd, successful New England businessman an air
of sober distinction. With his confident technique and a palette both

Figure 2. John Singer Sargent, Royal Elisha Robbins, 1890
Private collection (photograph courtesy of Vose Galleries)

Cultivated Bostonians venerated the “exquisite nuances” of color in
the paintings of Whistler, a supreme artistic innovator and notoriously
dandified character. In honor of the occasion, Copley Hall was
redecorated in a “scheme of pale grays,” and to judge from the
following description, the hall’s tasteful new décor possessed the
same aura of refinement that Hale and her Bostonian colleagues
sought for their paintings: “The wall will be covered by a gray grass
cloth. Gold ornament will be used sparingly in places, and vertical
bands of rose pink brocade will break the monotony of the gray
field on the upper part of the walls. These bands will be edged in
white and gold, and they will terminate in a simple figure ornament.
As accents, there will be at intervals Japanese wood carvings, gold
lacquered.”5
The Boston School’s predilection for what Isham called “a certain
breadth, a rougher texture, and a quivering light” owed much to the
example of the portraitist John Singer Sargent, who, despite being
8

Figure 3. Polly Thayer (Starr), The Algerian Tunic, 1927
Private collection (photograph courtesy of Vose Galleries)

spare and dramatic Sargent accomplished a modern reprise of courtly
seventeenth-century stylistic ideals.
Polly Thayer’s self portrait of 1927 (The Algerian Tunic, fig. 3) confirms
that a Sargentesque stance of distinction persisted in Boston portraiture
from the 1890s well into the next century. Sargent’s interest in Mr.
Robbins’ gentlemanly finery found its match in the casual glamour
of Miss Thayer’s picturesque outfit. Both pictures make historical
associations: the first echoes Velázquez, while the second harks on
the contrasts and vibrantly keyed colors of Mannerism. Thayer
presents herself with the fetching poise of Parmigianino’s long-necked
madonnas. From a setting aglow with beautiful fruits, flowers, and
fabrics, she casts an intelligent gaze at her viewers: one of her hands
seems to hold back, with Brahmin-like detachment, while the other
wields a paintbrush and reaffirms the subtle determination of the face.

Figure 5. Mary Bradish Titcomb, The Writer, c. 1911
Private collection (photograph courtesy of Vose Galleries)

Figure 4. Philip Hale, The Lovely Years, c. 1905
Private collection (photograph courtesy of Vose Galleries)

In The History of American Painting Isham pointed out that “the
homage to the eternal feminine” had a long history in Europe, then
argued that the artistic worship of the “beauty and purity of young
girls” was an important, nationally relevant subject for modern
Americans. Idealized depictions of secular women supplanted the
religious and mythological idols and goddesses that had inspired
Europeans in earlier times. Even though the Boston School artists
produced portraits, still lifes, and landscapes, their national reputation
was founded upon images of female models artfully presented in an
elegant setting. Philip Hale’s The Lovely Years (fig. 4) typifies the
imaginative appeal of such subjects in Boston. Everything in the
picture draws life from the two women gazing in enchantment at a
large painting or mirror. Hale tunes the spaciousness of the room
and the richness of the accessories to the pictorial “vibration” that
his models seem to emit. The sinuous splendor of the gilded rococo
9

frame symbolizes the blossoming of the loveliness alluded to in the
title. While the picture celebrates the painterly rendering of “real”
effects of light and space, it is equally concerned with the abstract,
poetic ideas involving perception, reflection, and dreaming.
Mary Bradish Titcomb’s The Writer (fig. 5) is a more standard Boston
School interior. Less individualistic and Art-Nouveau-inflected
than Hale’s The Lovely Years, it stems directly from Boston’s love
of seventeenth-century Dutch genre picture scenes (a trend that
gained momentum after the legendary local collector, Isabella
Stewart Gardner, purchased Vermeer’s The Concert in 1892). From
1902 to 1908 Titcomb attended the Museum School in Boston,
where she studied with the men who brought it to prominence:
Tarbell, Benson, and Hale. The stylish young woman in The Writer
wears a costume intended to recall Classical and Neo-classical models;
she sits in an antique New England chair surrounded with lovely
objects, not least the profusion of fragrant narcissus. The atmospheric
setting, with its dramatically high source of light, was probably the
artist’s quarters in the Grundmann Studios. Intending to link timehonored notions about a cultivated life to the conditions of modern
urban existence, the works of Titcomb and her peers envision
quietness and retreat: they can function as a self-consciously aesthetic
means for a momentary contemplation. The Writer recalls comparable
scenes painted over two hundred years before by Vermeer, ter Borch,
and de Hooch as well as recent American works by Whistler, Eakins,
and Titcomb’s Bostonian colleagues.6
The practice of painting in Boston was not as homogeneous as Isham
argued in his book of 1905: a range of talents and styles existed, along
with the factionalism to be expected of any large metropolitan population.
Several local painters who espoused Impressionist techniques were less
nationally acclaimed than the Tarbellites, perhaps because their primary
subjects were not women in interiors; they included Charles
Woodbury, Hermann Dudley Murphy, and George L. Noyes. There
were seasonal visitors to New England whose work made a brilliant fit
there; foremost was Cecilia Beaux, who summered in Gloucester for
more than forty years and portrayed many Bostonians, but based her
career in Philadelphia. Some artists who spent their formative years in
Boston moved away, adapting their roots to fame elsewhere; they
included Childe Hassam, Willard Metcalf, Francis D. Millet, and
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Robert Vonnoh. There were also some progressive artists who sought
to move beyond Impressionism; this group included Carl Gordon
Cutler, Dodge MacKnight, Charles Hovey Pepper, and, most notably,
Maurice Prendergast.

[ s \
With hindsight, 1913 was a turning point for the Boston School.
That year audiences in New York, Chicago, and Boston had the
opportunity to visit the Armory Show, a mammoth historical
survey exhibition that began with Neoclassicism and progressed to
Futurism. The climax of the installation provided a comprehensive
look at Post-Impressionist, Fauve, and Cubist art. Appreciative
visitors were able to accept that an era of rampant change—from
women’s rights to flying machines—would inspire equally revolutionary art. The Armory Show stimulated interest in Modernism in New
York and Chicago, but in Boston the prevailing response was a tightened commitment to traditionalism. Confronted with the most radical new expressions in art, many Bostonians balked at the thought of
a complete break with the past, instinctively needing to sustain certain ties. The traditionalists and the progressives became equally hostile and righteous in the face-off that ensued. People open to the
work of Cézanne, Van Gogh, or Picasso thought they were promoting fundamental change if they took the opportunity to attack
Sargent and other pillars of the establishment. And their opponents
imagined that they could stem the flow of new ideas by disparaging
experimentation. Thus, in 1911, Sargent told the press that he had a
very low estimation of Post-Impressionism, and the following year
Kenyon Cox, a New York academic artist, wrote that Rodin’s late
drawings were a “calamity” and likened Matisse’s art to that of “a
nasty boy.”7
In Boston the struggle between progressives and traditionalists was
exceptionally polarized, perhaps in part because of the role that history
had played in the city’s public image. Eminent Bostonians took
unbending pride in their city’s illustrious history. Its compelling
political legacy stretched from the Mayflower Compact through the
Revolutionary War to the Abolition Movement. Moreover, Bostonians

proudly pointed to a number of “firsts” in the development of their
city’s cultural amenities.8 An army of noted professors, scientists,
publishers, writers, and musicians guaranteed prestige while prompting
some outsiders to see Bostonians as a high-minded tribe occasionally
hampered by its Puritanical penchant for banning things. For one of
the city’s leading critics, it was a point of honor that Boston “has
ever been a target for satire [involving] imputations of pedantry,
priggishness, egotism, and other unlovely traits.”9 Others were not
so accepting. In 1915 Guy Pène du Bois, a thirty-one-year-old
New York Realist painter and magazine editor, made a devastating
assessment of the Boston School, using clichés about the city to
color his argument. He accused the artists of pursuing an empty
kind of beauty because they were “afraid to look truth in the face
and report [their] findings.”10 Pène du Bois saw Bostonian good
taste as a front for the prudish avoidance of passion, humor, and
irony, and he argued that refinement, upper middle class conformity,
and gentlemanly exclusivity encouraged a reliance on sterile visual
formulas. The author’s hardhearted tone and judgmental
language—targeting the sins of refinement, complacency, and
fear—made the essay more inflammatory than corrective. Indeed, it
has taken decades to see the work of the Boston School in a balanced
perspective.
The heyday of the Boston School deserves to be remembered in
terms of its achievements: a love of a particular kind of painting, a
desire to build on an artistic legacy, and a sensibility devoted to
refinement. In principle the movement freed each artist to combine
what he or she considered most admirable in the art of the past and
the present. It is fair to say that Sargent’s mentors were, in succession,
Carolus-Duran (his teacher in Paris), then Velázquez and Manet,
Hals and Monet, and finally El Greco and the contemporary
Spaniards, Sorolla and Zuloaga. For a while this eclectic mixing
of the historical and the innovative was a new departure. It was
unmistakably the tenor of the Isabella Stewart Gardner Museum,
which rivaled the Museum of Fine Arts in the interweaving of old
and new cultural expressions.11 Indeed, Boston’s backward glance
had many facets, ranging from noble statues in public places to a
passion for collecting replicas of famous works of art. In 1906 The
Copley Society of Boston hosted an exhibition titled “Copies of Old

Masters by Modern Painters;” almost one third of the 140 pictures
were after Velázquez, including examples by local artists Marie
Danforth Page, Mary Brewster Hazelton, Charles Hopkinson, Helen
M. Knowlton, William M. Paxton, Denman W. Ross, and Frederic
P. Vinton.12
Boston’s flush of historicism around 1900 was part of the country’s
ambition to be perceived as a global power and a nation with a
significant past. The United States was sensitive about the imbalance
between its relatively short history and its infinite sense of destiny.
Boston—the “Cradle of Liberty”—was key to this debate precisely
because it was so old and had already accomplished so much.13 But
the significance of the past was so strong that Modernism sputtered
there prior to World War II. In 1946 Ira Gershwin lampooned the
city’s cultural disposition in his lyrics for “The Back Bay Polka.”
“[You] keep up the cultured pose by looking down your nose,”
Gershwin wrote, then concluded, “you never get ahead unless you’re
dead in Boston.”14
Today’s penchant for global perspectives favors the notion that any
region’s painting need not be thought of as a single entity. The rivalry
between the classical tradition (French academic practice as updated
by the Boston School) and Modernism now feels like a futile,
enervating pursuit. Painting can be embraced as a realm with many
traditions, each framed by the culture, time, and place that sustained
it. And painters are free to choose a set of personal alignments,
perhaps a lineage that favors Sargent and Tarbell, or one in which
Prendergast or Picasso presides. They need only to mind the
standards of excellence that have been set in the “tradition” of
their choosing.
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Notes:
I am very grateful to the directors of the Vose Galleries for inviting me to revisit
the Boston School, and to Nancy Allyn Jarzombek for her insights and excellent
suggestions as the project developed. Thanks as ever to John Kirk.
1 There have been a number of Boston Schools logged into the history of American art. For the

Tarbell-Benson-Hale group, see Trevor J. Fairbrother et al., The Bostonians: Painters of an
Elegant Age, 1870-1930 (Boston: Museum of Fine Arts, 1986). Those interested in mid-20th
century Expressionism may think of the Boston School as including Karl Zerbe, Jack Levine,
Hyman Bloom, and David Aronson. See Nicholas Capasso, “Expressionism: Boston’s Claim to
Fame,” in Rachel Rosenfield Lafo et al., Painting in Boston: 1950-2000 (Lincoln, MA:
DeCordova Museum and Sculpture Park, 2002). More recently there has been a circle of
photographers that includes David Armstrong, Nan Goldin, Philip-Lorca diCorcia, and
Shellburne Thurber. See Lia Gangitano et al., Boston School (Boston: Institute of Contemporary
Art, 1995).
2 Sadakichi Hartmann, A History of American Art, vol. II (Boston: L.C. Page & Co., 1902),

pp. 237 and 242.
3 I discuss and quote Isham’s text at greater length in Fairbrother et al., The Bostonians, p. 65.
4 For an overview consult the brief biographies featured in Fairbrother, The Bostonians and Erica

E. Hirshler, A Studio of Her Own: Women Artists in Boston, 1870-1940, (Boston: Museum of
Fine Arts, 2001).
5 Unsigned, “Preparations for the Whistler Memorial Exhibition,” Boston Evening Transcript,

February 15, 1904, p. 10.
6 It should be noted that the extensive memorial exhibition of Whistler’s work presented by the

Copley Society, Boston, in 1904 included Symphony in White, No. 1: The White Girl (1862,
National Gallery of Art, Washington). For an insightful discussion of Eakins’s images of women
in interiors see Marc Simpson’s essay “Eakins’s Vision of the Past and the Building of a
Reputation” in Darrel Sewell et al., Thomas Eakins, (Philadelphia: Philadephia Museum
of Art, 2001).
7 Rodin made his comment to the London’s Daily Chronicle after seeing eight portraits by

Sargent on exhibition at the Royal Academy in 1902. Kenyon Cox’s remarks are discussed by
Hutchins Hapgood in an essay of 1912, “In Memoriam;” reprinted in Jonathan Green, Camera
Work: A Critical Anthology (New York: Aperture, Inc., 1973), pp. 230-31. Hapgood writes:
“Cox represents uninspired authority, technical but not imaginative law, and a brain unillumined
by the instinct for beauty. Artists recognize that Cox’s paintings are faithful and intelligent
replicas of institutional rules and regulations.”
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8 Massachusetts thrives on its history. In 1791, with nearly two centuries of history to document

and study, the Massachusetts Historical Society was founded (the first in the nation at the
time). Boston was the nation’s first large city to open a free public library and to establish a
municipal Art Commission. The prestige of being the first or the oldest extends to Boston’s
business community as well. For example, Vose Galleries refers to itself as the “oldest familyowned gallery in the nation,” and Provincetown claims the title of being the country’s first
artists’ colony.
9 William Howe Downes, “Boston as an Art Center,” New England Magazine, 30 (April 1904),

p. 155.
10 Guy Pène du Bois, “The Boston Group of Painters: An Essay on Nationalism in Art,” Arts and

Decoration, 5 (October 1915), pp. 457-60.
11 For an overview of Mrs. Gardner’s pioneering collection of contemporary art consult Alan

Chong et al., Eye of the Beholder: Masterpieces from the Isabella Stewart Gardner Museum
(Boston, Isabella Stewart Gardner Museum, 2003). Gardner’s early patronage of Whistler,
Sargent, and Zorn was unmatched in Boston, as was her interest in the work of Matisse in
the 1910s.
12 “Loan Collection of Copies of Old Masters by Modern Painters,” an exhibition organized by

the Copley Society of Boston and held in Copley Hall, March, 1906. Sargent made several
copies of Old Master paintings, which he displayed in his studio and occasionally exhibited; see
Trevor Fairbrother, catalogue entries on Sargent in Gary Tinterow et al., Manet/ Velázquez: The
French Taste for Spanish Painting (New York: Metropolitan Museum of Art, 2003), pp. 529-31.
When it first opened in Copley Square, the Museum of Fine Arts, Boston, proudly displayed
hundreds of plaster casts of Greek and Renaissance sculptures; with the move to Huntington
Avenue in 1909 the new two-story cast galleries were able to accommodate celebrated equestrian
statues by Donatello and Verocchio, as well as Ghiberti’s doors for the Baptistery of S.
Giovanni, Florence. For more information consult Walter Muir Whitehill, Museum of Fine Arts,
Boston: A Centennial History (Cambridge: Harvard University Press, 1970).
13 For a stimulating study of this phenomenon see William H. Truettner et al., Picturing Old

New England: Image and Memory (Washington, DC: National Museum of American Art,
Smithsonian Institution, 1999). For a discussion of the nation’s move toward imperialism a
century ago see Warren Zimmermann, First Great Triumph: How Five Americans Made Their
Country a World Power (New York: Farrar, Straus and Giroux, 2002).
14 Gershwin wrote the lyrics to accompany previously unpublished music by his brother George.

The song is part of the film musical The Shocking Miss Pilgrim, a story about a stenographer
fighting for women’s rights in Boston in the 1890s.
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Boston at the turn of the 20th century was known for its excellent art schools. The most
influential teachers of the day, Edmund C. Tarbell, Frank W. Benson, and Joseph
DeCamp, all nationally known painters, based their lessons upon the training they themselves had received in French ateliers. As Trevor Fairbrother points out in his essay, the
pedagogy put forward by the Boston School, and its underlying assumptions about art
and beauty, were challenged with the advent of modernism, in the first three or four
decades of the 20th century. Art schools across the country began to respond, some doing
away with teaching the traditional craft of painting altogether. At this point, the mentoring relationship, which has always been important, emerges as vital for realist painters
struggling to gain training and a foothold in the art world.
The mentor-protégé relationship is as multi-faceted as human beings are complex. For
traditional painters, it may include the teaching of specific skills and the passing on of
worldly knowledge, or it might consist simply of a kind of inspiration that leads a person
to paint in a way that is true to them. In many cases mentoring results in strong associations and friendships between artists that offer encouragement and support as a painter
becomes established.
This exhibition presents pairs, or in some cases trios, of artists who acknowledge a mentorprotégé relationship amongst themselves. They paint and sculpt in a realist venue,
although their statements record a wide variety of interests and intentions. From Vermeer
to Van Gogh, Canelleto to Coltrane, many and various are the muses that inspire these
artists, but as a group they all express gratitude to a teacher or a friend who has touched
them personally, and encouraged them to continue creating.

JOEL BABB
M y paintings have been affected by Dutch and Italian
baroque painting, J.M.W. Turner and topographical traditions,
John Ruskin and his book, Modern Painters, the Venetian
painter Canaletto, and also by contemporary painters like
Richard Estes and Neil Welliver. I’ve admired them all and
tried to learn from them while still trying to be original.
The Museum [of Fine Arts, Boston] and its collections
played a crucial role in my education as an artist—far more
than individual teachers. Studying art history at Princeton,
and traveling in Europe also affected my aspirations. I studied
Chinese art with [Professor] Wen Fong and was impressed
by the Chinese artist’s dialogue with the painters of the past.
Many Chinese artists adopted other artists’ or other period’s
styles for their own expressive purposes.

View of Cambridge from Roof of Mather House, Harvard, 2003, oil on linen, 321/8 x 961/8 inches, signed lower right

So I have tried to teach students to develop a dual
vision, involving the living consciousness of the artists
of the past while also maintaining a perspective on the
contemporary scene. Chung Shil is an excellent embodiment
of this idea in that she has a long experience of training in
traditional forms, but her works are contemporary and
original, and very personal.

“

I’ve admired them all and tried to learn from
them while still trying to be original.

ch u ng sh il adams

”

I like quietness
And my paintings are quiet.
Sorrow,
pains,
patience,
regrets,
loss,
oppression,
memories.
They are about my time in Korea.
But now I look at new things in new places.
And compare how we are the same and yet so different.
On my kitchen cabinet a note says, “Ultimately the quality of your
thought counts. Joel” I read it every day, and every time I am in the
kitchen. He taught me how to think, what to think, and to think first
before paint. He taught me to forget about trends and fancy “isms,”
and to just work, work, and work.
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Look at Me II, 2003
Egg tempera on panel
11 x 9 inches
Signed verso

The Field I Had Left, 2003
Egg tempera on panel
11 x 8 inches
Signed verso

PETER BOUGIE
I think that we are all moved by what we see, and in
my paintings I try to create images that prompt viewers to
recognize an experience or expression they have already had.
I don’t accept the notion that artists have a superior claim on
truth and/or beauty. As an artist I am not a prophet, nor a
visionary. I am simply interested in facets of experience that
people have in common, that recall some aspect of the
simple, basic privilege of life.
As a teacher I stress the fundamentals of drawing and
painting, of observation, and of comparing the work at hand
to nature. I urge students to look at the work they do in
school as study and not as art; with advanced students we get
into notions of artistic expression but even so, most of their
work is still designed to prepare them to make art.

Brothers, 2001, oil on canvas, 18 x 27 inches, signed lower right

b arb ara allen

A

fter attending college and earning a B.A., I pursued an art
career. My art training started at Macalester College in St. Paul,
Minnesota, but my interest in classical traditions eventually led me
to the Bougie Studio in Minneapolis. I was fortunate to discover
the Bougie Studio and to be accepted as a student there, where I
learned essential drawing and painting techniques that have,
metaphorically speaking, lifted the scales from my eyes. I will be
forever thankful to Peter Bougie and to Bougie Studio teacher,
Brian Lewis.
Quoting renowned artist and instructor Richard Lack, my
intent is “to achieve a solid anchor in the visible world and at the
same time to create beauty out of my personal experience.”

“

to achieve a solid anchor in the
visible world and at the same time
to create beauty out of my personal
experience.

Corinna, 1997
Oil on canvas, 34 x 26 inches
Signed lower right

”
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LEWIS COHEN

Portrait Head, 1997
Hammered lead over urethane
24 x 251/2 x 261/2 inches

Portrait of Abbey, 1997
Bronze
143/4 x 71/2 x 10 inches

F

or the better part of ten years most of my studio time
has been devoted to commission sculpture. To that end I have
completed numerous studies and preparatory works. While
these commissions have been both interesting and challenging,
they represent a considerable interruption to the continuity of
my studio sculpture. The human form remains central to the
sculptural images that I produce. If I were pressed to categorize
my work I would have to concede that I am a formalist. Real
form, its topography, and design remain a major concern.
Over the years I have become much less interested in or
dependent upon observed form, which I am inclined to
fragment and assemble to arrive at images. My work is not
programmatic, nor is it rigidly doctrinaire in its approach. I
usually begin with a sense of an image as the germinal idea.
As I begin to work I am not at all certain where the idea will
take me. I am usually intent upon getting to the image—
making it—as a way of “seeing.” Often it is not until much
later that I have a clearer idea of the sculpture’s meaning. It
seems to me that a lot of the images that I have produced over
the last few years are concerned with the metamorphosis and
the instability of the material world—of things breaking
down, their disappearance and transformation.
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“

It seems to me that a lot of the images that I have produced
over the last few years are concerned with the metamorphosis
and the instability of the material world—of things breaking
down, their disappearance and transformation

”

jeff slomb a

A

s a student I approached realism as a discipline. Intellectually
I was more stimulated by post-minimalism and conceptual
approaches to art, while realism—specifically the tradition of
figure modeling in sculpture—was a test, which, if passed, would
indicate proof of artistic ability. One of my first teachers, Lewis
Cohen, convinced me of the integrity and vitality of figurative
sculpture through his own example, and I felt an undeniable rapture
when representing the figure in clay; I love getting formal relationships
“right” and responding to the tactile qualities of the materials.
The work exhibited here is an early attempt to assimilate
technique with finding a personal vocabulary of figurative expression.
There is a sensitivity and fidelity in the work that I attribute to my
studies. For subject matter I began to look at people who are close
to me—my wife and my own students. Over time realism has
become a point of departure in my work, and is an approach that I
still maintain today.

E of Cups, 1996
Cast bronze, 91/2 x 8 x 1 inches

b enjamin s. cariens
L

ife is a mediated experience, constituted of radically separated
but not irreconcilable dimensions: the sacred and the profane, the
ideal and the actual, the past and the present, the distant and the
immediate. Religions, civilizations, and individuals have aspired to
mend the breach between these dimensions through the cultivation of symbols and stories that bear witness and give expression
to our hopes, fears, and memories—both individual and collective.
In my work I aspire to give expression to these fragile and
tenuous connections—giving this delicate weave of fragments some
semblance of order and unity—while being faithful to the dynamic
vitality that, at the core, keeps these relationships in perpetual
motion, forever in the act of becoming and never having become.
In the Hindu faith, pranam is the gesture of touching the feet
of an individual one respects and reveres. Often this gesture is used
to show respect to one’s elders. In my own life this gesture has
come to represent my wife’s struggle to mediate the distance of
time and space that separate her from the roots of her faith, tradition,
and most profoundly her family. Thus the piece, Pranam, is an
expression of an attempt to transport a tradition through a gesture
and, in so doing, giving form to memory and proximity to distance.

Pranam, 2002
Mixed media sculpture
60 x 17 x 72 inches
Signed verso
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A RT H U R D E C O S TA

Magnolia
Oil on canvas
16 x 18 inches
signed verso

My early years of teaching at the Pennsylvania
Academy of the Fine Arts, from the ’60s through ’70s,
was a time of great upheaval in the arts. To develop a
basic curriculum that would withstand the onslaught of
modernism on academic thought and methods and not
hamper those students who greatly desired a strong classic
basis to work by was my objective.
From their very first days, it became apparent that Paul
DuSold and Deborah Deichler were excellent students.
Except in matters of procedure and handling, they needed
no instruction. As far as the culture of painting was concerned,
they were both strongly opinioned from the start and each
developed a new perception of representationist thought.
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Celadon Squash
Oil on canvas
16 x 18 inches
signed lower left

“

To develop a basic curriculum that would withstand the
onslaught of modernism on academic thought and methods
and not hamper those students who greatly desired a strong
classic basis to work by was my objective.

”

p aul dusold
M

y work is best described as atmospheric representationalism.
My subject matter is still life, figures in landscapes, and portraits. My
influences are sixteenth and seventeenth-century Italian and
Spanish painters. I am perhaps most informed by the use of oil
paint as an expressive medium by the Venetian artists of the
sixteenth century. The primary aspiration of my efforts is to paint
pictures whose effect of meaning is achieved through a very acute
balance of color, light and shadow, and scale of forms.
Although I took classes with Arthur DeCosta, and frequently
showed him my work for criticism, my relationship with him really
blossomed after I graduated from the Pennsylvania Academy of
Fine Arts. I remember visiting his home and suddenly feeling
enthralled by his paintings. As I looked at them, I had the distinct
feeling that I was discovering myself—discovering my own
aesthetic identity—and that these paintings were pointing the
way for me. Since that experience I have been convinced that
the way to find one’s own artistic identity is to embrace one’s
influences, and to study and copy. Today the idea of copying and
imitating is considered an anathema, but I have come to believe
that to deny one’s influences is to commit artistic suicide, I have
seen many artists lose direction out of the fear of doing something
that wasn’t totally ‘original’.
For me, it is wonderful to show my work to someone who is
so influential. Frequently it serves to validate my own experiences
and thoughts, and at other times it opens up whole new ideas. It
has been extremely meaningful to have had such a mentor.

Crinkle White Peonies, 2002
Oil on canvas, 24 x 18 inches
Signed lower right

deborah deich ler

I

Vanitas in Green and Gold
Oil on linen on aluminum panel
33 x 32 inches
Signed lower right

love the process of describing things. I make my paintings
with multiple layers of paint, building up an illusion of density and
spatial depth. I work slowly, standing back to judge if the overall
sense of light and air has been helped or harmed by how a
particular area is being carried out. I think this is a natural,
instinctive process to all representational artists.
I first met Arthur DeCosta as a student in his Cast Drawing
Class at the Pennsylvania Academy of the Fine Arts. In his paintings
he embodies principles of good taste and refinement of feeling, and
as a teacher he had the ability to explain difficult aspects of painting
in lucid and insightful ways. It was a joy to listen to him teach.
Especially wonderful were his painting demonstrations. I truly cannot
imagine my own work today had it not been for his teaching.
The fascination I have with Paul DuSold is that he was someone
from my own generation who really made use of what Arthur
taught. He was receptive to Arthur’s teachings, and he carries them
forward in his work today, without sacrificing his own individuality.
Paul once told me that he worked like Hephaestus in his fiery
furnace, taking apart his pictures and rebuilding them in his search
for the best result. This surprised me, as those results look effortless
and spontaneous.
It is in the context of their inter-relationship, and the
compounded influence of that on my work, that I have referred
to them as mentors. They help me to understand what makes
painting art.
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NEIL DREVITSON
The very act of painting is, or should be, so enjoyable
that it doesn’t really matter what the end result is. Every
painting session need not result in a masterpiece. If we wind
up with a painting that merits framing then we feel the
excitement that makes painting such a joy. If not, then we
had fun with color, and had a good day. And no one paints a
masterpiece every time.

“

If we wind up with a painting that
merits framing then we feel the
excitement that makes painting
such a joy.

”

The Awakening, 1998, pastel on panel, 36 x 48 inches, signed lower right

janice drevitson
A

s a child I always had the urge to draw and paint. My
approach to painting is based on my background in Boston School
painting as taught to me by my husband. I enjoy the comfort and
control of painting in my studio, working only in natural daylight
and painting sight-size still lifes in pastel.
I love to paint flowers. In the studio fresh flowers are a challenge
since they go by so quickly, but the flowers in my paintings last
forever and go on to bring joy to those who own them.

Carnations, 2002, pastel on panel, 14 x 11 inches, signed lower left
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L A R RY F R A N C I S

4th of July, 2003, oil on canvas, 60 x 48 inches, signed lower right

It was a very hot and dry summer when I painted 4th of
July in a park near my home. I love the sycamore tree with its
peeling bark in a camouflage pattern of yellows and browns.
This particular tree lost a lot of older, darker layers, revealing
a beautiful pale Naples yellow. I was drawn to this subject
because of the patterns of light and shadow traversing the
space and illuminating the scene with that unusual just
before-evening incandescence. Almost every day for over
two months I carried the painting to the park, pegging canvas
and easel down in the grass. I began in a very splashy, almost
expressionistic way, using thin paint, trying to place large
shapes very exactly—getting the general color as right as
possible but going quite fast. Then I moved and adjusted
elements as necessary.
As a teacher, I am responsible for—and I delight in—
passing on my own love of painting. Through art one can find
personal expression and ways to interpret the world. I encourage
students to draw inspiration from a wide range of painters
within the history of art, and to study color, line and form as
a connection to life around and within them. Frank DePascale
was one of my most memorable students. His presence in my
classroom was a joy, and we have stayed good friends for over
twenty years. His paintings have the perfect pitch of color and
tone; his compositions have a beautiful organization of forms
(in an abstract way) that draws the viewer to his images.
fran k depascale
A

fter a raucous youth, I determined to build and cherish—
not to despoil. I try to find a point of peace and quiet and offer it
to an agonized world. I love the land, in my paintings and in the
black soil filtering through my hands in the garden. I find sorcery in
sunsets when hundreds of birds suddenly fly into the air from
orange-tipped black trees and the earth before me is warm and
surprising. Magic!
It was as important to see Larry’s work as to listen to his
words. By looking at his paintings, the shapes of value and color, I
realized more than I ever had before how to create depth. He
taught us how to see and at the same time had us keep true to
our own style.

“”

I try to find a point of peace and
quiet and offer it to an agonized
world.

Cottage Interior, oil on canvas, 50 x 54 inches, signed lower left

21

R O B E RT H U N T E R
We strive in our early years to learn our craft; therefore
we search for a master teacher who has demonstrated this
in his own work. Afterwards, there comes a long period of
growth during which we experiment, embracing some ideas
for fuller development and discarding others not useful
to our creative needs. When our work begins to reveal
individuality, it is still essential to pursue an honest
observation of nature interpreted within the framework of
varied compositions of our invention. If we fail at this point,
we run the risk of displaying mannerisms that will inhibit
our artistic growth.
This is no small matter. It is a formidable challenge
that we try to meet with all our resources. Yet the measure
of our artistic success rests in the evaluation of generations
yet to come.

Arrangement with Three Peaches, 2002, oil on canvas, 26 x 40 inches, signed lower right

sergio rof fo
M

y mission is to convey to the viewer the spirituality
and sacredness of my work, indicating the harmony of nature
through color and light. As artists, our creative goals will never
be accomplished. We will always be students of nature because
nature does it so beautifully.
After some twenty or more years, Bob Hunter is still an
inspiration to me today. Although our styles differ in many ways,
his knowledge and advice on design and values have stayed with
me throughout my life. I learned many things about painting during
our critique sessions at Vesper George School of Art in Boston.
Whether the art was successful or not, I always got something out
of it. Mr. Hunter taught me how to look ahead to the next painting.

“

As artists, our creative goals will never
be accomplished. We will always be
students of nature because nature
does it so beautifully.
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View from Gurnet at Sunset, Duxbury, Massachusetts, oil on board, 12 x 20 inches, signed lower left

S I D N E Y H U RW I T Z

Bethlehem XII, watercolor aquatint etching, 16 x 20 inches, signed verso, #19/20

I n my work I focus on industrial-urban-architectural
imagery, chiefly in the medium of etching and aquatint. In
recent years I have added the element of watercolor applied
to each impression of the black and white aquatint. The
process is similar to that of working with transparent glazes
over a monochromatic underpainting. Each print is, therefore,
unique. My interest in this subject comes out of my wish
to use forms found in the built environment to establish a
relationship between purpose-built forms and a pictorial
arrangement having its own structure without sacrificing the
recognizable source. I hope that the viewer will come away
with a heightened perception of what may otherwise have
been seen as ordinary and familiar.
I have always stressed the need for teaching technical
skills but only as a means for the student to arrive at a
personal and individual use of those skills. In printmaking
particularly, where there are so many possibilities in the
manipulation of various media, the danger is to overemphasize
the seductive possibilities of the material at the expense of
substance. Andrew Raftery’s work is an excellent example of
an artist who has mastered the craft but uses only those
aspects of it necessary for the expression of his ideas. The
skillful use of the medium with which Andrew expresses his
highly personal imagery is something I admire very much.
andrew rafter y
E

Suit Shopping: An Engraved Narrative, 2002, copperplate engraving, triptych 15 x 37 3/4 inches, signed lower right, #2/15

ngraving has remained central to my artistic practice. No
other medium enables me to achieve such clarity of form. I also
respond to the way that engraving allows me to quote the linear
systems of past practitioners with such precision. The particular
swells of line and the ingenious systems of hatching perfected by
my predecessors can be called upon to articulate my images of
contemporary life.
Suit Shopping is a narrative sequence showing the settings and
behavior patterns found in department stores. It interests me that
some of the most brilliant minds in our culture are working to
make shopping an incredibly seductive and visually stimulating
experience. My work is an analysis of the rehearsed behaviors of
the customers and the store employees. My main character shows
very little interest in selecting or buying the suit. He allows himself
to be pushed through the process by his girlfriend and the sales
help. His personal vanity is only revealed with he strikes a pose in
the privacy of the dressing room.
Sidney Hurwitz was such an important part of my undergraduate
education at Boston University and has remained a mentor in the
truest sense as I continued my education and moved out into the
world as an independent artist and teacher. Professor Hurwitz
taught me engraving, recognizing it as a medium suited to my
particular artistic needs. He gave me my first burin, which I still
use, and a fine polished copper plate. He then had the patience to
allow me to take an entire academic year on one major project. I
was truly fortunate to have such a wise and considerate teacher.
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PAU L I N G B R E TS O N
The painting “Sabrina” is a finished study for the first of
a series of imaginative figurative murals I am producing. It
was designed for a wall colored a light greenish grey with
dark red pillars and golden ceiling beams. The theme of the
mural is from Milton’s masque, a dramatic poem, “Comus,”
in which Sabrina, a young virgin, is saved by Amphitrite and
made into the Goddess of Rivers and Streams.
The final version will be seven feet in height. It is broadly
painted and attempts to avoid realism per se except for a
little trompe l’oeil. I have found this kind of large-scale
figurative painting based on a given architectural setting
challenging and satisfying. In the near future I will be adding
a graduate or apprentice component to my studio that will
enable me to offer further education to my former students
and provide me with the trained help I will need producing
pictures of this kind. I believe doing so will also provide a
segue into their careers in painting and set a course for more
quality figurative painters in the future.

Sabrina
Oil on canvas, 60 x 36 inches

lin desay h arkn ess
P

aul Ingbretson so impressed me at our first meeting that
within the next few hours I quit my job at Harvard, purchased a
space at Fenway Studios and signed on to study with him full time.
Those were heady days. After years of frustration I was ready for
the knowledge that Paul was able to offer, and he was so committed,
driven by the new challenge of finding his way as a teacher. We
were, I think, equally astonished by my first successful charcoal
drawing.
Family obligations cut short my apprenticeship with Paul but
his presence has never left my studio. He is my artistic conscience,
driving me to keep striving for unity, truth and good design in my
work. His incredible eye, knowledge and honesty make him both a
mentor to revere and a critic to fear, as well as a friend to cherish.
Paul has gone on to teach many students and the voice in my
head, that still advises me daily, is a less experienced teacher than
the man Paul is now, but I would not trade the intensity I was part
of twenty years ago for anything. It was magical.

“

After years of frustration I was ready for the
knowledge that Paul was able to offer, and
he was so committed, driven by the new
challenge of finding his way as a teacher.
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Silenus, 1984
Pastel on sanded paper, 27 x 21 inches
Signed lower right

RICHARD LACK
I didn’t choose subjects for their psychological or
sociological significance. I painted them as arrangements,
a way to create beauty.
Like Gammell and the older painters, I wanted to find a
way of separating the drawing and design from the color.
Because I liked to draw with the brush, I began to do the
preliminary drawing in umber or gray paint rather than
charcoal or pastel. I would work out the drawing and design
in paint but keep the values light. I could then paint over
this in color, alla prima, and was more free to concentrate on
the color. This worked well for me. Sometimes I used the
Gammell method, and I taught that to my students along
with the impressionist way of seeing color.

The Visit, 1986, oil on canvas, 30 x 36 inches, signed lower right

allan banks
I

was one of seven students hand-picked by Richard Lack
in 1970 to study the craft of painting. I remember seeing his
studio for the first time, with its north light and all the wonderful
accoutrements for picture making, including fine paintings by R. H.
Ives-Gammell, William Sargeant Kendall and others. For the first
time I felt I was home.
His first command was to “put away the brushes, and begin
to draw.” In the mornings we drew with charcoal from plaster
casts of Greek and Roman sculpture. Afternoons were spent
drawing from the figure. Studying six days a week and quite often
on Sundays as well, we explored drawing for about six months.
Then he introduced painting, beginning with still lifes and adding
portraiture. This became our practice for the next several years.
Summers I spent painting landscapes.
The recurring theme of those early years came from the simple
yet profound ideal, “make it more like,” that is, make it more like
nature. I traveled to Europe and eventually to Russia, always seeking
to learn something from the old masters, but through the years I
have always looked to Richard Lack as a source of inspiration. He is
a man of genuine integrity who was unmoved by current fashion or
bloated ego. He was very secure and steady on his own course,
and his teachings influenced a generation of students.

Children with Lop-eared Rabbit, 1986-97
Oil on canvas, 70 x 46 inches
Signed lower right
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LISA LEARNER
I usually paint individual figures waiting in suburban or
urban landscapes. I have always been interested in the placement
of people–whether or not they fit in to their environment. The
mood of my paintings is usually very contemplative, and in the
few paintings I have done that include more than one figure,
they are not interacting. They are still all alone.
I love the feel of manipulating oil paints. I used to create
large oil paintings on canvas, frequently over six feet tall. My
recent works are substantially smaller, and I am using oil paints
on prepared pieces of watercolor paper instead of on canvas.
The subjects, however, have remained the same. My husband is
a woodworker and picture framer. He has been floating these
more recent paintings in linen-wrapped sink mats and designing
his own hand-carved water-gilded frames for them. If my earlier
work was big and bold, these new ones are small and significant.
Instead of invading the viewer’s space, they are inviting one into
an intimate world.
I am a painter and a teacher. I teach myself a lot by painting,
but I learn a lot by being a teacher. Teaching isn’t static. Every
student has a different background and will grow in a unique
direction. If I can help them to become curious and committed,
and to lose track of time while painting, I’ve shared with them
what it is that I love to do, and that energizes me to do more.

Seven Sightseers, 1999
Oil on prepared watercolor paper
73⁄4 x 10 inches
Signed lower right

Rails to Trails, 2000
Oil on prepared watercolor paper
8 x 181/4 inches
Signed lower right

geronn a lewis
N

ever would my God-given talent have been modeled into
the level of skill that I now have, had I not been recognized and
nourished by my teacher Lisa Learner. Having someone there to
guide me forced my abilities to flourish. She saw something worth
developing in me that many didn’t see or recognize, and she
instilled in me the confidence to pursue fine arts as a major.
When it comes to my art I am a perfectionist. In the beginning
I am very meticulous and think about where I want my next stroke
to be before I begin to lay it down. Throughout the process, the
way I attack a drawing and how I move my oil-covered brush along
the canvas portrays my feelings, my emotions, and my thoughts. My
art as well as my body movements show my passion. My drive and
feelings of hurt, pain, and happiness—everything in my life—is
brought into view.

“

Throughout the process, the way I
attack a drawing and how I move my
oil-covered brush along the canvas
portrays my feelings, my emotions,
and my thoughts.
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Precious Momentum, 2003, oil on canvas, 22 x 24 inches, signed lower left

D AV I D L OW R E Y
“Look only to the past and lose an eye; forget the past and
lose both eyes.”

I n my work and teaching, this proverb reflects the
philosophical basis of my artistic sensibilities. I have spent
most of my professional life trying to understand the language
of the Western European master paintings. I believe that
this language should not be forsaken as new and different
languages develop. My goal is not to reproduce the
masterpieces of the past, but to capture the present by
consciously responding to the natural world using this
established language. I believe that this simple philosophy
is reflected in both my work and that of Sam Vokey.
I started painting puppets in R.H. Ives Gammell’s
studio, because the usual objects in table-top still life paintings
did not interest me. Eventually I began to make the puppets
that I portrayed in my paintings. To complete the effect,
I make procenium-like frames.

Puppet Master
Oil on canvas
Sight size 19 x 14 inches
Overall 35 x 25 inches
Signed lower left

sam vokey
A

successful painting depends on good composition as much
as it does on painting technique. This is one of the kernels of
knowledge that David Lowrey taught at the R. H. Ives Gammell
School in Boston. He encouraged his students to examine paintings
from the past, by Vermeer, Velazquez, Chardin, and others, to learn
how the masters built their pictures. All great artists develop their
own style and apply paint to canvas in different ways, but all great
paintings are well designed and have a balance and strength that
enables them to stand the test of time. Strong patterns of light and
color will draw the eye of a viewer into the painting where the
centers of interest are arranged in such a way as to form balance
and variety. If these elements of design are reinforced by repeated
diagonals and rhythms of line and shape, then the final painting
looks somehow inevitable and true.
David’s work is well designed in this way and I strive to instill
these qualities in my own work. When I compose a still life, a
landscape, or a figurative piece, I know that design is the element
in the painting that will create a strong, timeless quality.

Tulips, oil on canvas, 30 x 34 inches, signed lower right
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D O U G L A S M A RT E N S O N

Long Interior Painting, 2003, oil on wood panel, 24 x 49 inches, signed lower right

I have returned from metaphor and allegory to
painting directly from observation of the familiar—the
studio, models, home, and family. While my work has
always been representational, this change in focus has
brought a quality of tone and brushwork to the fore. The
quality of paint application is integral to my desire to create
a well crafted work.
Beyond subject and execution lies a subtext skeptical of
the facts of objective vision. This innate phenomenological
bent calls into question the traditions of representational
painting. A subtle but pervasive doubt of the permanent and
the ideal essence of art creep into these inquiries and into the
relationship between the artist, subject and viewer. The
paintings bear signs of the artist’s aesthetic and ontological
struggle whether to capture, or where it is even possible to
capture, internal or external reality. Over time the viewer
becomes aware of the intentional tension the artist leaves
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between things and their ‘re’-presentation. One is left
with the unsettling, but somehow satisfying sense
questioning one’s own vision.
Mentoring means having shared interests and
common goals, while at the same time guiding and
encouraging a student toward heightened aesthetic. It
means nurturing fundamental skills, perspectives, and
materials that are essential for addressing the challenges
of creating art. I feel I am a part of a group of mentors
at the Pennsylvania Academy of the Fine Arts that, as a
collective, mentor students and, in this way, form an
unbroken chain of artists handing down information to
each successive generation. This format is rooted in the
centuries old master/apprentice system. Dave and Jess
are two talented young artists that I am proud to have
had a part of their development.

“

The paintings bear signs of the
artist’s aesthetic and ontological
struggle whether to capture, or
where it is even possible to capture,
internal or external reality.

”

jess montgomer y
I

nspiration begins with something seen. However, it could
be weeks before I realize how I would like the motif represented.
As the painting or drawing unfolds, I am constantly discovering
my own personal needs in creating art. Some change yet some
remain the same. The combination of these needs along with the
continuous demands of the subject at hand, bring forth a tension
that is present with my creative process. This tension or challenge
is what makes it altogether engaging and exciting for me.

“

I am constantly discovering my own
personal needs in creating art. Some
change yet some remain the same.

”

Past and Present, 2001, oil on linen, 16 x 20 inches, signed lower left

david campbell
C

ertain aspects of painting–use of light, color, and subject
matter—mean a great deal to me. I am torn between two schools
of realism. One is narrative realism, which sometimes sacrifices the
aesthetics of painting in order to tell a story, and the other is pure
observational painting, which focuses on formal properties but
lacks a narrative content. I enjoy painting with a conviction of
spiritual duty while, at the same time, painting images that excite
my eyes. If I can convey a message of universal truths, but still
uphold the aesthetics of what makes a good painting, then I am
the most fulfilled.

“

If I can convey a message of
universal truths, but still uphold the
aesthetics of what makes a good
painting, then I am the most
fulfilled.

Presented with the Knowledge of Good and Evil, 2002, oil on linen, 28 x 30 inches, initialed lower left

”

29

MAUREEN MCCABE
“Mary, Mary, quite contrary, Maureen Marie,” are words I
often heard my mother speak to me. Why? Not because she
didn’t care for me; it was quite the reverse. She recognized that I
had a difficult time coping with reality. The definition of the
word contrary bears her out: “tending to an opposing course;
opposite in position, direction, or nature.” As a child I took
classes at the Museum of Fine Arts in Boston. In those days we
were given drawing materials and told to find something to
draw. We could go anywhere, unaccompanied. I mostly headed
for the magical—mythic sculptures and medieval reliquaries
—which somehow made sense to me. We’d come back after an
hour for a critique. This is how I learned to look, and, to some
degree, drawing at the MFA helped shape my visual preferences.
Amazon Women is an assemblage that occupies a contrary
state. It combines factual with fictional. Hippolyte, Queen of
the Amazons, stands, poised to kill, on the Amazon River. The
constellation of Hercules and the Roman numeral nine foreshadow Hippolyte’s death as a result of Hercules’ ninth labor.
But the dire act has not yet taken place, and protection comes
from an Amazon shaman’s necklace, beetle wings, darts, and
snake spines. A silver milagro breast, symbolic of the Amazon’s
deliberate loss of a breast, is held aloft by a monkey, and acts as
an illuminate for the viewer to witness the unfolding drama.

Amazon Women, 2003, mixed media on slate and wood, 20 x 24 x 4 inches, signed verso

katy t. wood
A

s a child growing up in Vermont, I developed a love for
views from the gorgeous pastures and barns where we lived. I
began painting landscapes at the age of seven, learning from my
grandmother. I now live in Colorado, and my most recent paintings
show my fascination with the powerful skies of the West, while
maintaining the tranquil atmosphere of nature’s light and color.
Maureen became my advisor during my first year at
Connecticut College and she guided me all the way through my
undergraduate education. She knows the foundations of art, inside
and out, and has mastered how to teach them. She encouraged me
to be disciplined with my work. She wouldn’t let me be satisfied
until my compositions made sense, until I’d achieved the depth I’d
wanted, and until my work was as strong as she knew I was capable
of making it.
One may look at her work and then look at mine and be
surprised to hear that she has been my biggest influence. If you
take a closer look, however, you can see the two important
techniques she uses and has taught me to use; her pieces have
an exacting sense of composition and extreme attention to detail.
In this way she has shaped my approach to painting.
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Evening in Crestone, Colorado, 2003, oil on panel, 11 x 24 inches, signed lower right and verso

Harvest in Jackson, Wyoming, 2002
Oil on panel, 81/2 x 16 inches
Signed lower right and verso

G E O RG E N I C K
My paintings are painted completely from observation
on location. I have been influenced by the well-known past
masters, and especially my teacher, Edwin Dickinson. It is an
honor to have taught all my life and helped young artists
such as Shalom Flash.

“

It is an honor to have taught all my
life and helped young artists such as
Shalom Flash.

”

Amphora Assya, 2000, oil on linen, 40 x 40 inches, signed upper left

shalom flash
A

fter studying painting for three years in London and Israel, I
came to Boston where I continued my studies at the Massachusetts
College of Art.
One day my teacher, George Nick, noticed that I glued a
piece of cloth onto one of my canvases in order to represent a
shirt (I was then interested in collage). He quietly asked, “Why
won’t you paint a shirt instead of sticking it on?” I started to paint
from photographs and again my teacher and friend, George Nick,
said, “When you paint from nature it looks more ripe.” I started
painting from nature. I discovered the visible world, the world of
shapes and colors. When I returned to Israel, all I wanted to do
was to go out and paint outdoors.

Interior with Still Life, oil on canvas, 24 x 22 inches
31

ELLIOT OFFNER
The predominant imagery of my recent work has been
birds, fish, and other beasts, although the figure continues to
be an important subject. Indeed, most of the past year has
been spent on a nine-foot high sculpture of the important
19th-century woman scientist, Maria Mitchell. While the
subject matter of my sculpture can be easily identified, it is
the content that gives it meaning and mystery. Though
sophisticated from born of knowing hands and eyes that
understand structure and the art of other times, my work
seeks to embody such ideas and emotions as incipient
motion, grace, awkwardness, joy, and pathos. My art is no
more or less than the mirror of my most intimate impressions
of life and nature.

Daedalus, 1999, bronze, 28 x 21 x 13 inches, signed on base

an drew devries
M

y first two years as a young artist, at ages twenty-one and
twenty-two, were spent drawing the dancers at Ballet Denver.
Here I discovered the fluidity of the human form in movement,
the meshing of music, flesh, and spirit, that forms the foundation
of my artistic career.
It was a pivotal moment when I first put clay in my hand.
Epiphany! I am by nature a modeler. I create smaller works from
wax and the larger ones in plasteline or wet clay; I cast and finish
my sculptures in bronze. My studies in Paris and travels through
Europe brought me in direct contact with traditional masters of
Western art. When I returned I had the good fortune to work
with Elliot Offner, who showed me how to truly see and read
form, and to recognize symbols and truth in the language of
sculpture.
As an artist I strive every day to grow in some way—to learn,
to understand, to work a little harder and to love a little deeper—
to be as sincere as possible with myself and therefore with my art.
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This Man Who Flies, 2000
Bronze, 23 x 15 x 12 inches
Signed on base, Edition 11/12

RICHARD RAISELIS

Nilssen’s Island, High Tide, 2002-03, oil on canvas, 8 x 24 inches, signed verso

“

The sensitive instructor directs his students firmly
at first, but then steps away as his students grow
capable of directing themselves.

”

A fter nearly a year of painting on the sidewalk at a busy
Boston rotary, I was ready for a change of pace and a breath of fresh
air. I chose World’s End in Hingham because of its geographical
variety, its biological diversity, and not least, because of its great staff
of rangers, who every day extend their welcome and their expertise
to all visitors. As a painter, I hope to be a good reporter and as for
any reporter being there is the most important part of the job. The
scoop is that there’s rarely a bad painting day at World’s End.
Hiking along the perfect drumlins, I can’t help but notice the position
and angle of the sun, the phase of the moon, the height of the tide,
and the reflexive coloring of sky and sea. Standing outside with a
box of colors and a fistful of brushes seems a good way to get outside
of myself. Poet Mark Strand wrote, “Landscape is a way of finding
another self, larger and possibly more basic.” The landscape, then,
becomes the painter’s mirror.
As a teacher, it is my responsibility to introduce students to the
language of visual art—how colored marks on paper or canvas can
make pictorial space, articulate a form, or express a feeling. One
of the best tools I have, as artist and instructor, is access for my
students to the museum. Once there, in front of great pictures,
it is impossible not to feel enthusiasm, curiosity, awe and humility.
Nevertheless, the real work begins back in the classroom. There,
assignments that elaborate specific issues of drawing, composition,
color and technique are isolated, analyzed, and finally integrated by
the student into a dynamic, personal, visual language. The sensitive
instructor directs his students firmly at first, but then he must step
away as his students grow capable of directing themselves.
sedrick huckaby
M

y first memory of Richard Raiselis comes from the
Tanglewood Institute in Lenox, Massachusetts, where he gave
a slide presentation on painting. I eagerly watched as he told
the story of his journey from being a young artist interested in
architecture and high places to a seasoned professional with a
passion for large-scale work. His large paintings were done from
some of the highest peaks of Boston, where Raiselis transformed
the city into a rhythmic, grid-like structure. Slide after slide showed
paintings becoming larger, more intricate, and more ambitious.
In the last, the scale was so enormous that one could see the
bending of the earth beneath the architecture. The horizon line
bent like a globe!
I was not surprised when he later told me one of his favorite
musicians is John Coltrane. Coltrane’s music is full of complex
notes and polyrhythms that recall the small tinkering shapes of
windows, doors, cars, and other urban sounds scattered rhythmically
throughout Richard’s paintings. Needless to say, he made a positive
impression on me. I wanted to study under him and while pursuing
my Bachelor’s at Boston University, I was able to benefit from his
tutelage.
When asked how Richard has influenced me, my answer is
‘look at my work.’ He has influenced all of my paintings. His love
for complexity, working from life, and his ambition, is permanently
etched into my personality.
Big Momma & Bible, oil on canvas, 48 x 36 inches, signed verso
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G L E N N R U D D E ROW
I n painting, as in life, my objective is to experience, express,
and live the magic that exists around us. Sometimes this magic
seems subtle, yet there are always deep and profound underlying
currents which reveal its existence. I think about hidden messages,
symbols, and ideas that transcend time and go beyond the surface
of things. My paintings reflect the cycle of the seasons, the foreverchanging light, the harmonies sung by plants, animals, and insects
in their interactions with water, land, and air. I try to suggest the
lives and spirits of people who have moved through these harmonies.
It is my desire to create statements that convey the passion and
obsession I have for these things. And I try to create images that
enable the viewer to communicate, experience and live these
same feelings.
Louis Sloan, my mentor and teacher, stressed three things in
his teaching: first and foremost, to express the spirit of one’s subject;
second, to attain the knowledge and skills to accomplish this, and
third, to understand the benefits of direct observation and working
from life. My primary goal as a teacher is to continue this tradition.
Introducing students to the technical aspects of painting and
helping them to realize the infinite potential that creativity and
the painter’s life can offer is highly gratifying in itself. But I know
that the best teachers view the experience of teaching as one of
learning, and the greatest reward for me is being able to learn from
my students as they have learned from me.

Carol and the Mouse, oil on linen, 26 x 30 inches, signed lower right

david b aker
I

n a simple sense my paintings are realist scenes, interior and
landscape, still life and portrait. Yet to me they are attempts at
understanding the links between my sense of visual harmony and
my emotional response. The paintings have become vehicles for
preserving the moments when the visual and emotional elements
create a poignant dialogue. I seek paintings in silvery scenes
containing the stillness following an event. Searching for an
evocative landscape, or carefully posing objects in a still life, have
become processes of both questioning and defining my aesthetic.
In the process of painting and creating the illusion of space, I
pursue moments when my aesthetic sense and reality converge.
Along the road to becoming a painter one can mark the forks
that most influence one’s aesthetic; encountering Glenn has been
central to finding my way. By giving me his friendship, he shared
his values as a painter and as a person. Glenn taught me not just
to make paintings, but to embrace life as a painter. There is a
deliberateness and patience to his approach that I have undoubtedly
acquired.

“

The paintings have become vehicles
for preserving the moments when
the visual and emotional elements
create a poignant dialogue.
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Black Coat, Blue Mirror, 2002
Oil on linen, 34 x 24 inches
Signed verso

SUSAN STEPHENSON
A surprising glimpse of color often makes me catch my
breath—a sunlit sign against a deep blue sky—the luminous
yellow line down the middle of a road. Suddenly a drive into
town becomes a hunt for a new painting. To translate that
initial thrill into a painting, I must immerse myself in the
visual relationships that inspire it. When certain shapes imply
space yet also look flat, or when simultaneous contrast develops
between two colors, I begin to recapture the original electricity
of discovery. Surface variations often stem from the accidental
addition of dirt or sand from the site and the passages I must
incorporate as a response. The balance between such formal
concerns and the ultimate sense of place and time a painting
conveys is equally important. I want the viewer to feel as if he
or she is standing in my shoes for a split second.
The entire creative process requires a similar balance
between contemplation and action, experience and translation,
perception and production—a strong metaphor for life. My
goal as a teacher is to foster independence—to encourage a
student to develop his or her own vision. Students begin to
trust my guidance and stretch themselves further when they
are treated fairly in a supportive environment. It is especially
satisfying to work with of Nathan’s caliber, for his combination
of intelligence and openness allows for tremendous growth.
My experience with him reminds me that the teacher/student
relationship can be reciprocal.
Atlantic Avenue in March, 1999, oil on panel, 11 x 14 inches, signed lower right

nathan lewis
W

Detail of Roller Coaster

Roller Coaster, 2003
Oil on canvas, 96 x 39 inches
Signed lower left

hat does it mean to be moving on the crest of something
momentous that we have little control over? This was a question I
was asking myself when working on Roller Coaster. The roller coaster
is a metaphor for life, and our responses to the ride are akin to the
fear, amusement, and excitement that we experience in life and art.
I am particularly inclined towards interpreting meaning through
metaphor. This is one reason I create narrative paintings. There is a
quest for meaning in narratives—always the underlying What and
Why? An answer is not always given, but the question is implied. In
narratives—what you see is only half the story.
Reality is made up of diverse and isolated experiences. We do
our best in our minds to create narratives of meaning to bridge the
gaps between experiences. Creating a narrative painting is a similar
process. It is piecemeal. Seldom is everything in front of me at the
same time to observe and translate. So I take a piece of information
from here, a little something I remember, and scraps I discover
along the way. It is very challenging to fill the gaps between pieces,
and I have to rely on my ability to invent, using my knowledge of
painting and past experiences. This is where education and contact
with mentors becomes so important. My education and association
with artists and professors whom I look to as mentors have given
me skills and confidence to move towards the direction of my
choosing. I’m very grateful to have been a student of Susan
Stephenson, and to have been chosen by her to participate in
this exhibition.
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ANDREW WYETH

Master Bedroom, 1965, watercolor, 211/2 x 297/8 inches, signed upper left, collection of Victoria Browning Wyeth

My father was not concerned with formal training. He
often said that no good painter ever went to college. But he
wanted me to see clearly. He taught me anatomy, made me
draw from casts, brought in nude models—did everything in
his power to help me to see.
I tried to encourage [Jamie] and still to let him go his
own way. He must find out for himself if it is what he wants
to do. All I can teach him is self-reliance and respect for his
craft.
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“

I tried to encourage [Jamie] and still to let him go his
own way. He must find out for himself if it is what he
wants to do. All I can teach him is self-reliance and
respect for his craft.

”

carolyn wyeth
W

hat inspires me in my painting is this whole damn place
here. It means the world to me. I mean every tree, every rock, the
fields, the hills, the studio, the smell of the place, everything, I just
love. And I have to love a thing one hundred percent before I
paint it.
I think it’s important for an artist to be romantic. It's made
Andy. My father, in his early work, was romantic. It isn't just pirates
and that kind of romance. It's excitement. It makes the sky bluer,
the trees more brilliant in color . . . just uplifts everything.*

Black Spruce, oil on canvas, 38 x 34, signed upper right, collection of Jamie Wyeth

*Quoted in artist interview with Richard Meryman, Carolyn Wyeth, Artist
(Chadds Ford, PA: Brandywine River Museum, 1979): 8, 18.

jamie wyeth
I

do remember oil as my first interest. I have an Aunt Carolyn
who painted and I suppose my real interest started in oil just
because I loved the way she squeezed it out—it looked so edible,
you know. . . . My father works in tempera, which I did try. All the
properties he likes I dislike and vice versa. I like the moistest ones.
He likes the dryness of tempera. I think these choices are purely
personal.
Quite simply, Andrew Wyeth is my closest friend—and the
painter whose work I most admire. The father/son relationship goes
out the window when we talk about one another’s work. We are
completely frank—as we have nothing to gain by being nice. *

Quilts off the Coast of Maine, 1989, watercolor, 293/4 x 393/8 inches, signed lower right, collection of Phyllis Wyeth

* Quoted in Joyce Hill Stoner, “Jamie Wyeth: Proteus in Paint,”
Resource Library Magazine, Nov. 18, 1998.
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BIOGRAPHIES
Chung Shil Adams
Born in Seoul, Korea, in 1948, Chung Shil Adams came to Boston five years
ago and enrolled in the School of the Museum of Fine Arts, Boston. She
received a diploma from the Museum School in 2002 and a Fifth Year
Certificate from the Museum School in 2003.
In 2002 Ms. Adams’s work was included in “Politically Charged,” at the Essex
Art Center in Lawrence, Massachusetts, and “Barnet Rubenstein and his
Legacy,” at the Grossman Gallery, School of the Museum of Fine Arts, Boston.
During her fifth year at the Museum School, Ms. Adams sold four of the ten
paintings exhibited at her Fifth Year show at the Museum School and she
received the prestigious Paige Traveling Fellowship. In addition, she had a solo
exhibition at the Tufts Health Plan Company in Watertown, Massachusetts.

Barbara Allen
Barbara Allen specializes in portraits and still life paintings. She paints slowly
and sells her pictures, one piece at a time, as they are finished. Some of her
work has been included in exhibitions at the Women’s Club in Minneapolis,
the House of Hope Church in St. Paul, and the Woodbury Arts Council. She
is represented by Meadowcreek Gallery in Edina, Minnesota, and the Dassin
Gallery in Los Angeles. She lives in Woodbury, Minnesota.

Joel Babb
Born in Georgia, Joel Babb spent his childhood in Lincoln, Nebraska, and
received a B.A. in Art History from Princeton University in 1969, where he
studied abstract painting with George Ortman and sculpture with George
Segal. After a year in Munich and Rome he decided that abstraction was not
for him; he wanted to paint landscapes in the great tradition of Poussin and
Claude Lorraine. He returned to the U.S. and in 1971 entered the M.F.A.
program at the School of Painting and Sculpture at the Museum of Fine Arts,
Boston. Like most American art schools, the Museum School had abandoned
its traditional art curriculum, but it offered access to the museum’s collections,
which Mr. Babb studied and copied, slowly mastering the traditional craft of
painting.
Today, Mr. Babb is recognized as one of Boston’s foremost urban painters, and
his large paintings of the city, painted from unique and odd angles, are in
prominent corporate and private collections throughout New England.
Meanwhile, in recent years, he has discovered landscape and forest interiors of
western Maine, where he built a studio and home, and where he currently lives
year-round. This work was featured in a recent profile in Downeast Magazine,
and formed the heart of his most recent solo exhibition, “Intimate Wilderness:
Maine Landscapes of Joel Babb,” at the Bates College Museum of Art in
Lewiston, Maine, in 2002.
Mr. Babb has taught courses in drawing and painting at Tufts University, the
Museum of Fine Arts, the Harvard University Extension School and the School
of the Museum of Fine Arts from 1974 to the present. The list of museums
that have shown his work is long, and includes the Arnot Art Museum, the
DeCordova Museum, the National Academy of Design, the Ogunquit Art
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Museum, the Philbrook Museum of Art, and the Portland Museum of Art. In
1996 the Harvard Medical School commissioned him to paint a large picture
of the first successful kidney transplant that took place during the 1950s. The
painting currently hangs in the Countway Library of the Harvard Medical
School. Other institutions that own his paintings are Bates College, the
DeCordova Museum, and the Fogg Art Museum of Harvard University.
Corporate collections include Bank of Boston, Boston Gas, the Charles Hotel,
Fidelity, Fleet Bank, IBM, Standish Ayer and Wood, and the Tufts New
England Medical Center.

David Graeme Baker
Born in Capetown, South Africa, David Baker graduated from Wesleyan
University in Middletown, Connecticut, with a B.A. in Fine Arts. In 1991 he
entered the Certificate Program at the Pennsylvania Academy of the Fine Arts
and by graduation in 1995 he had won the Daniel Garber Drawing Prize and
the Fellowship Purchase Prize. Mr. Baker has taught portrait painting at the
Samuel S. Fleisher Art Memorial in Philadelphia.
Mr. Baker has exhibited his paintings at the Pennsylvania Academy of the Fine
Arts, the Butler Institute of American Art, and the Phillips Mill Annual
Exhibition in New Hope, Pennsylvania, from which he took the Richard
Hughes Award in 1998. He was part of the Director’s Invitational at More
Gallery in Philadelphia, and has had solo exhibitions at the Artists’ House
Gallery in Philadelphia and the William Baczek Gallery in Northampton,
Massachusetts. Recently he was selected for inclusion in the exhibition
“Representing Representation,” which opened at the Arnot Art Museum in
Elmira, New York. His work is in numerous private collections and in the
University of Pennsylvania Medical School, the United States Mint, and Lutece
Restaurant in New York. Mr. Baker currently resides in Maine.

Allan R. Banks
Born and raised in Dearborn, Michigan, Allan R. Banks studied classical
painting technique in Minneapolis with Richard Lack and, later, with R. H.
Ives Gammell in Williamstown, Massachusetts. In addition to commissioned
portraits that include Federal Court Justice James Moody and actor Robert
Montgomery, Jr., he specializes in figurative works, garden scenes and interiors.
In 1997 he became president of the American Society of Classical Realism
(ASCR).
Mr. Banks has exhibited paintings in galleries and museums across the country.
He was included in “East Coast Ideals, West Coast Concepts,” an exhibition
organized by the California Art Club and the ASCR that traveled to the
Carnegie Art Museum in Oxnard, California, and the Springville Museum of
Art in Springville, Utah in 1997. His work is in the permanent collections of
the Wadsworth Athenaeum in Hartford, Connecticut, the Newark Museum,
and the Springville Museum, Utah. Mr. Banks resides in Florida.

Peter Bougie
Peter Bougie was co-founder and Director of The Bougie Studio in
Minneapolis, where he taught from 1988 through 2003. He studied painting

with Richard Lack at the Atelier Lack in Minneapolis. After graduation in
1987 he taught anatomy at Atelier Lack, landscape painting at Atelier LeSueur
in Excelsior, Minnesota, and figure drawing at the Minnesota Center for Arts
Education.
An active member of the American Society of Classical Realism Guild of
Painters, Mr. Bougie specializes in landscapes and figurative work. His paintings
have been exhibited at the Newington Cropsey Foundation in Hastings-onHudson, New York, the Salmagundi Club in New York City, and Tree’s Place
Gallery in Orleans, on Cape Cod. He is an active exhibitor within the
American Society of Classical Realism Guild of Painters. In 1988 one of his
paintings hung in a Minnesota landscape exhibition in the Cannon Rotunda of
the U.S. House of Representatives in Washington, D.C. and in 1995 he was
included in “The Legacy Lives,” an exhibition at Lever Place in New York City.
In 1994, Mr. Bougie was featured in The Classical Realism Journal. The following
year he joined the staff and in 1997 became editor. He has written many articles
for the journal. In 1998 his work appeared in The Artist and the American
Landscape by John Driscoll (Cobb, CA: First Glance Books) and in 2000 he
was featured in an article entitled “Get Real” that appeared in City Pages,
Minneapolis.

David Campbell
David Campbell graduated from the Pennsylvania Academy of the Fine Arts in
1998, having won prestigious awards including the Lewis S. Ware Travel
Scholarship, the Catharine Grant Memorial Prize, the Cecilia Beaux Memorial
Prize, special notice, the Thomas Eakins Memorial Prize, special notice, and
the Philadelphia Mayor’s Award.
In 1999 Mr. Campbell was included in the New Talent Show at Gross
McCleaf Gallery in Philadelphia. He has also exhibited paintings at the Artists’
House Gallery, the More Gallery, the Pennsylvania Academy of the Fine Arts,
and the Woodmere Art Museum in Philadelphia. Mr. Campbell currently lives
in Newtown Square, Pennsylvania.

Benjamin S. Cariens
Benjamin S. Cariens received a B.A. in Fine Arts in 1991 from the College of
William and Mary, where he studied sculpture with Lewis Cohen. In 1993 the
School for the Arts at Boston University awarded him an M.F.A., and in 1999
he received a Masters in Theological Studies from the Divinity School at
Harvard University.
Mr. Cariens has exhibited works of sculpture in Washington, D.C. and the
University of New Hampshire, Fine Art Department. In 2002 he received
an artist fellowship grant from the Somerville Museum in Somerville,
Massachusetts. He worked as a plaster and mold making technician at the
School of the Museum of Fine Arts in Boston. Currently Mr. Cariens is
Assistant Professor of Sculpture and Drawing in the College of Liberal Arts
at the University of New Hampshire, Durham.

Lewis Cohen
Lewis Cohen studied art at the Chouinard Art Institute in Los Angeles, and in
1957 received a summer scholarship to the Skowhegan School of Art in Maine.
In 1962 he received a diploma with honors from the School of the Museum of
Fine Arts in Boston. The following year he went to Paris, where he studied at
the Grand Chaumier, the École des Beaux Arts, and the École des Arts Décoratifs.

In 1976 he received an M.F.A. in sculpture from the Claremont Graduate
School in Claremont, California.
Mr. Cohen has taught in numerous institutions, including Boston University,
the School of the Museum of Fine Arts, Boston, Laguna Beach College of Art,
California State University at Long Beach, and the College of William and
Mary in Williamsburg, Virginia, where he is currently a professor in the
Department of Art and Art History. In 1990 he was elected Associate Member
and in 1992 Academician of the National Academy of Design in New York.
He has won prestigious awards from the NAD including a Certificate of Merit
in 1993, and the Thomas R. Proctor Prize for portraiture in 1997. In 2001 Mr.
Cohen was elected to serve as awards juror for the 176th annual exhibition of
the National Academy of Design.

Arthur DeCosta
Born in 1921, Arthur DeCosta attended schools in Philadelphia. During
World War II he served with the Eighth Air Force in England and Germany as
an artist with Special Services, painting portraits of pilots from the 355 Fighter
Group. Upon his return to Philadelphia he entered the Pennsylvania Academy
of the Fine Arts and worked under Daniel Garber and Franklin Watkins. He
also began to study independently, examining old master paintings to learn
more about traditional techniques, materials and craftsmanship.
Mr. DeCosta joined the faculty of the Pennsylvania Academy of the Fine Arts
in 1963, at a time when the forces of Pop, Op, and Color Field were changing
the curriculum. Against prevailing tastes, he quietly pursued the study and
teaching of classic, centuries-old painting techniques. During his long and
distinguished career he has served as Chairman of the Paintings and Drawings
Department, Interim Dean of the School, and President of the Fellowship, an
association of alumni formed in 1897 by artist Robert Vonnoh. Paintings by
Mr. DeCosta have been exhibited at the Pennsylvania Academy of the Fine
Arts, the Philadelphia Museum of Art, the Woodmere Art Museum, the
Philadelphia Art Alliance, the National Academy of Design, and other art
and cultural centers. A solo exhibition at the Woodmere Art Museum is in
the works for the spring of 2004.

Deborah Deichler
Deborah Deichler received a B.F.A. from the Philadelphia College of Art
before entering the Pennsylvania Academy of the Fine Arts in 1976. She won
a number of awards while studying, including the Cecilia Beaux Portrait
Award, the Bucciarelli Drawing Award, and the Catharine Grant Still Life
Award. In 1980 she graduated and received a solo exhibition at the Wayne
Art Center in Wayne, Pennsylvania. Ms. Deichler taught portrait and still life
painting at the Pennsylvania Academy of the Fine Arts from 1988 to 1997.
Ms. Deichler has received Visual Arts Fellowships from the Pennsylvania State
Arts Council, and the Delaware State Arts Council. She has exhibited paintings
at the Aldrich Museum of Contempoary Art in Ridgefield, Connecticut, the
Arkansas Arts Center in Little Rock, the Arnot Art Museum in Elmira, New
York, where she won Best in Oil and the John Arnot Sr. Award, the Delaware
Center for Contemporary Arts, the Pennsylvania Academy of the Fine Arts,
where she received the Lucy Glick Memorial Award for Excellence in any
Medium (Pastel), and Smith College in Northampton, Massachusetts. The
Pastel Society of America awarded her the Sauter-Margulies Award in 1989 and
the Howard Chandler Christy Award for Portraiture in 1992. She has had solo
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exhibitions at Maxwell Davidson Gallery and Hollis Taggert Galleries in
New York. In 2002 she was invited to participate in the exhibition
“Temptations,” which opened at the National Museum of Women in the
Arts in Washington, D.C.

Frank DePascale
Frank DePascale studied at the Hessian School of Art in Philadelphia from
1976 to 1980 and planned on a career as an illustrator. Finding it difficult to
be limited by commercial needs, he turned to fine art, painting, as he calls it,
“my singular vision.”
Mr. DePascale has showed his work at Rosenfeld Gallery and has had numerous
solo exhibitions at Gross McCleaf in Philadelphia, and Kerygma Gallery in
New Jersey. He has been included in exhibitions at the Cheltenham Art
Center, the Delaware Art Museum, and the Scranton Memorial Library in
Madison, Connecticut. His works are in many public and private collections
including Blue Cross/Blue Shield, Johnson and Johnson, Inc., Robert Morris
Associates, the University of Pennsylvania Medical School, and the Wilmington
Trust Company.

Andrew DeVries
Andrew DeVries apprenticed with sculpture Ed Dwight of Denver, Colorado,
before studying at the Paris American Academy in Paris, in 1984. He has won
three Cultural Council Grants from the Commonwealth of Massachusetts, and
numerous awards from the National Sculpture Society including the Young
Sculptors Award in 1989 and the Lindsay Memorial Prize in 1996. In 1998
Mr. DeVries was elected Artist Member of the North American Sculpture
Society.
Mr. DeVries has exhibited his sculpture in numerous National Sculpture
Society exhibitions as well as at the Chesterwood Museum in Stockbridge,
Massachusetts, the Lenox Gallery of Fine Art in Lenox, Massachusetts,
the Springfield Museum Gallery, and the University of Connecticut in
Farmington. He has had solo exhibitions at the Becker Center for the Arts
in Becker, Massachusetts, the Chesterwood Museum, and the Agama Gallery
in New York, New York. Sculpture by Mr. DeVries is in the collections of the
Library of Congress, Western New England College, and numerous private
and corporate collections.

Janice A. Drevitson
Janice Drevitson attended art classes at the St. Botolph Studios while still in
high school, winning her first award in 1964. She attended the Vesper George
School of Art and after her marriage to artist Neil Drevitson she moved to
Woodstock, Vermont, where she has pursued a career in pastel. She works
only under natural light conditions, in the “sight-size” method: she sets up
her easel right next to her still life subject, steps back to observe both subject
and artwork at the same time, and then comes forward to the artwork to
make adjustments.
Mrs. Drevitson is a full signature member of the Connecticut Pastel Society,
the Copley Society, the Guild of Boston Artists, Knickerbocker Artists USA,
the Pastel Society of America, and the Pastel Painters Society of Cape Cod. She
has exhibited her work widely and won numerous awards including the Hon.
Judge and Mrs. Digiovanna Award and the Marie de Vour Award from the
Pastel Society of America, and the Sennelier / Fabriano / Savoir Faire Award of
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America from the Pastel Painters Society of Cape Cod. In 2000 and 2003 she
was a finalist in the Pastel Journal 100.

Neil Drevitson
Neil Drevitson graduated from the Vesper George School of Art in Boston,
and went on to study with independent artists in Boston. In 1968 he moved
to Woodstock, Vermont, where he currently lives and works with his wife,
pastel artist Janice Drevitson. In 1971 they opened Fox Gallery Fine Art in
Woodstock, still in operation today, which is the oldest artist-owned gallery
in the state of Vermont.
Mr. Drevitson’s paintings have won twenty-five major awards, eight of which
were gold medals. In 1993 he won the Bronze Medal and Founders Favorite
Painting Award from the National Parks Academy of the Arts in Jackson Hole,
Wyoming. In 1995 he was chosen from over 500 Grumbacher Gold Medal
winners to be elected to the Grumbacher Hall of Fame. He is a full signature
member of numerous societies including the American Watercolor Society, the
Pastel Society of America, the Guild of Boston Artists, the Salmagundi Club,
and the National Arts Club. His paintings are in public and private collections
throughout the United States and abroad.
Mr. Drevitson has exhibited with the American Watercolor Society, the
Salmagundi Club, the National Arts Club, the National Academy of Design,
the Copley Society and the Guild of Boston Artists. His paintings have hung in
the National Arts Club, the DeCordova Museum, the Museum of Fine Arts,
Boston, the Farnsworth Museum in Rockland, Maine, and the National
Museum of Wildlife Art in Jackson Hole, Wyoming.

Paul DuSold
Paul DuSold began his studies by learning the ancient technique of fresco
painting with Benjamin F. Long. In 1981 he entered the Pennsylvania
Academy of the Fine Arts and in 1987 he traveled to Paris to resume his
studies with Long. He has divided his time between portraiture and still life
subjects, and has taught painting at the Delaware Art Museum and the Wayne
Art Center. Currently he teaches at Woodmere Art Museum in Philadelphia
and the Main Line Art Center in Bryn Mawr.
Mr. DuSold has exhibited his paintings widely, and has been included in
shows at the Pennsylvania Academy of the Fine Arts, the Philadelphia Sketch
Club, the Wayne Art Center, and the Woodmere Museum. He has had solo
exhibitions at the Mulligan-Shanoski Gallery in San Francisco, and the
Gross McCleaf Gallery in Philadelphia. Paintings by Mr. DuSold are in
the collections of the Mellon Bank, the Union League of Philadelphia, the
Temple University Medical School, J. P. Morgan, and numerous private and
corporate collections.

Shalom Flash
Born and raised in a kibbutz in Israel, Shalom Flash studied physics at the
Tel-Aviv University College of Applied Engineering before deciding to become
an artist. He enrolled in the Chelsea School of Art in London, and the Art
Teachers’ Training College in Ramat-Hasharon. When his wife decided to
continue her education in Boston he came along, and in 1978 he enrolled at
the Massachusetts College of Art, where he met George Nick. Mr. Flash
received a B.F.A. and an M.F.A. from the Massachusetts College of Art.

Mr. Flash has participated in numerous exhibitions in Canada, France, Israel
and the United States. In 1993 he was included in the exhibit, “Seeing the
Object, a Tribute to George Nick” at the Alumni Gallery of the Massachusetts
College of Art in Boston. His paintings have appeared in shows at the Hecht
Museum at Haifa University, the Salon d’Automne in Paris, and the Tel Aviv
–Jaffa Museum. He has had many solo exhibitions in galleries in Boston and
Tel Aviv, including one at the Goethe Institute in Tel Aviv in the year 2000.

Larry Francis

Mr. Huckaby has had solo exhibitions at the University of Illinois at
Urbana/Champaign, the Fine Arts Work Center in Provincetown,
Massachusetts, the Evelyn Siegel Gallery in Fort Worth, and the Burlington
Northern Santa Fe Corporation in Fort Worth. Most recently, in the fall of
2003, his work is being featured in the exhibition “Pushing Paint” at Boston
University, and he will have a solo exhibition at the African American Museum
in Dallas, Texas.

Robert Douglas Hunter

Larry Francis studied at the Pennsylvania Academy of the Fine Arts, where he
won the Cecilia Beaux Portrait Prize, the Cadwalader Prize for Landscape, and
a European Traveling Scholarship in 1971. In 1972 he won the Julius
Hallgarten Prize from the National Academy of Design and has gone on to
receive prestigious awards from the Allens Lane Art Center, the Cheltenham
Art Center, the City of Camden, the Pennsylvania Academy of the Fine Arts,
and the Woodmere Art Museum.

Robert Douglas Hunter graduated from the Vesper George School of Art in
1949, and studied with R. H. Ives Gammell from 1950 to 1955. There he
became fully steeped in the traditions that have come to characterize the
“Boston School” of painting: carefully planned compositions, accurate drawing,
and a delight in the ability of light and shadow to create atmosphere in a painting.
In 1950 he began a teaching career at the Vesper George School of Art, and he
also taught at the Worcester Art Museum from 1965 to 1975.

In 1991 Mr. Francis began teaching at the Pennsylvania Academy of the Fine
Arts. Throughout his career he has painted on the streets of Philadelphia and
exhibited paintings at, among other places, the Cheltenham Art Center, the
Delaware Art Museum, Gross McCleaf Gallery in Philadelphia, where he has
had numerous solo exhibitions, the Pennsylvania Academy of the Fine Arts,
and the Woodmere Art Museum. In 2001 he was included in the exhibition
“George Nick Selects” at the Concord Art Association in Concord,
Massachusetts. His paintings are in numerous public collections including the
Noyes Museum in New Jersey, the University of Pennsylvania Hospital, and
the Woodmere Art Museum, and in corporate collections including the Federal
Reserve Bank, Moore, Rosser & Tull in Philadelphia, NRG America in
Philadelphia, and the Wilmington Trust Company in Delaware.

Paintings by Mr. Hunter have been exhibited widely during his long and
distinguished career. He was won numerous awards and medals, including a
Citation from the Governor of Massachusetts in recognition of his painting
and his contribution to the education of youth. In 2001, a new, naturally lit
gallery at the Cape Museum of Fine Arts in Dennis, Massachusetts, was named
in his honor.

Lindesay Harkness
Born in London, Lindesay Harkness came to Harvard as a Postdoctoral Fellow
after receiving a Ph.D. from Oxford University. While at Harvard she studied
portrait painting with Robert Cormier. From 1981 to 1984 she apprenticed
with Paul Ingbretson at Fenway Studios in Boston.
Ms. Harkness has exhibited paintings throughout the United States and in
England. She has been a regular participant in shows held by the American
Society of Classical Realism, and has shown work at the Guild of Boston
Painters, the Heritage Art Gallery in Alexandria, Virginia, Hollis Taggert
Galleries in Washington, D.C., Morseberg Galleries in Los Angeles, the Gallery
in Cork Street in London, and Wolseley Fine Arts, also in London. Paintings
by Ms. Harkness are in numerous private collections in England and the
United States.

Sedrick Huckaby
Sedrick Huckaby received a B.F.A. from Boston University and an M.F.A. from
Yale University. Already in his short career he has received many awards and
distinctions including the Alice Kimball English Traveling Fellowship from Yale
University, the Mortimer Hayes-Brandeis Traveling Fellowship, the Imagination
Celebration, Fort Worth, Spirit of the Future Award, and, in 2001, the Louis
Comfort Tiffany Award bestowed by the Louis Comfort Tiffany Foundation.
Mr. Huckaby has exhibited paintings in Boston, Provincetown, New Haven,
Connecticut, and Fort Worth, Texas.

Mr. Hunter is a member of the Copley Society of Boston, the Guild of Boston
Artists, the Provincetown Art Association, and the Allied Artists of America.
His paintings are in the collections of the Chrysler Art Museum in Norfolk,
Virginia, the Maryhill Museum in Goldendale, Washington, Harvard
University, Northeastern University, Phillips Andover Academy, Tufts
University, and in numerous private and corporate collections including the
New England Life Insurance Company and the John Hancock Insurance
Company.

Sidney Hurwitz
Sidney Hurwitz attended the School of the Worcester Art Museum and
received a B.A. from Brandeis University in 1956. After two summers at the
Skowhegan School of Painting and Sculpture in Maine he entered Boston
University in 1957, receiving an M.F.A. in 1959. The following year, after
winning a Fulbright Fellowship in Printmaking, he went to Stuttgart,
Germany, where he studied at the Academy of Fine Arts.
In addition to teaching stints at Wellesley College, Brandeis University, and
Amherst College, Mr. Hurwitz has taught at Boston University for over thirty
years. He has exhibited his prints in international juried exhibitions and has
held solo exhibitions at the Oxford Gallery and the Art Space Gallery in
England, the Boston Public Library, the Newport Art Museum, the University
of Utah, and in galleries in Boston and New York and Washington, D.C. His
prints are in the collections of the Victoria and Albert Museum in London, the
Krakow National Museum in Poland, the Boston Public Library, the
DeCordova Museum, the Honolulu Museum of Art, the Library of Congress,
the Museum of Fine Arts, Boston, the Museum of Modern Art in New York,
the Philadelphia Free Library, the Virginia Museum of Art, and the Worcester
Art Museum.
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Paul Ingbretson
Born in Denver, Colorado, Paul Ingbretson came to New York to study painting
at the Studio School and the Art Students’ League. After that he studied with
R. H. Ives Gammell at Fenway Studios in Boston. He established his own
teaching studio in Framingham before moving to Manchester, New Hampshire
where he currently directs the Paul Ingbretson Studio of Drawing and Painting.
Mr. Ingbretson has won top prizes from the Academic Artists of America and
the Guild of Boston Painters. He is a past director of the Copley Society and
the Fenway Studios, and has just been elected President of the Guild of Boston
Painters. In 2002 Mr. Ingbretson was elected representative to the New
Hampshire General Court.

Richard F. Lack
Seeking classical training, Richard Lack came to Boston to meet R. H. Ives
Gammell in 1950. Gammell had just written the book Twilight of Painting in
which he decried the collapse of artistic standards, and Mr. Lack became one of
a small circle of students, including Robert D. Hunter, Robert Cormier and
Robert Cumming, who gathered around Gammell to learn practical skills and
techniques of traditional picture-making.
In 1957 Mr. Lack, now married to Katherine Vietorisz, moved back to
Minnesota and built a home and studio on the outskirts of Minneapolis. In
1969 he established his own atelier, patterned loosely on Gammell’s curriculum
and approach. Atelier Lack slowly gained a reputation for championing traditional
representational art, and attracted many students from the U.S., Canada and
Europe. In 1982 Mr. Lack organized an exhibition of work by himself and his
students entitled “Classical Realism: the Other Twentieth Century.” A few
years later, Atelier Lack began publishing the Classical Realism Quarterly (later
called Classical Realism Journal) and in 1988 he and a few students founded
The American Society of Classical Realism (ASCR), a professional organization
devoted to the promotion of a kind of realism that exhibits a preference for
visual order, beauty, and harmony. That same year he opened a small studio at
Atelier LeSueur to train advanced students in imaginative painting methods.
Mr. Lack has exhibited paintings widely throughout the United States during
his long and distinguished career. He has won numerous awards including
prizes from the American Artists Professional League and the Copley Society in
Boston. He has had solo exhibitions at Maryhill Museum of Art in
Goldendale, Washington, the Oshkosh Museum of Fine Arts in Oshkosh,
Wisconsin, and many commercial galleries. He is an active participant in
ASCR exhibitions. In 1996 he was invited to participate in “Beauty: A Rebirth
of Relevance,” which opened at the Newington-Cropsey Foundation Gallery of
Art in New York. The following year his paintings were exhibited in “East
Coast Ideals, West Coast Concepts,” an exhibition organized by the California
Art Club and the ASCR that traveled to the Carnegie Art Museum in Oxnard,
California, and the Springville Museum of Art in Springville, Utah. In 2001
the ASCR published Richard F. Lack: An American Master, written by one of
Mr. Lack’s prominent students, Stephen Gjertson.

Lisa Learner
Lisa Learner received a B.F.A. from the Tyler School of Art at Temple
University and an M.F.A. from the University of Pennsylvania in 1983. She
has taught at the Philadelphia Museum of Art, the Tyler School of Art, the
University of Pennsylvania, the Pennsylvania Academy of the Fine Arts, and the
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University of the Arts. In 1994 she joined the faculty at Cabrini College in
Radnor, Pennsylvania, where she is currently Assistant Professor of Fine Arts.
Ms. Learner has exhibited paintings widely. She has had many solo exhibitions
at galleries including Gross McCleaf, Lannon’s, and David David in
Philadelphia, and the Somerville Manning Gallery in Wilmington, Delaware.
She has also had solo exhibitions at the Federal Reserve Bank, the Pennsylvania
Railroad Museum, the University of the Arts in Philadelphia, and Cabrini
College in Radnor, Pennsylvania. Ms. Learner has been included in exhibitions
at the Cheltenham Art Center, the Chester County Art Association, the
Pennsylvania State Museum, Philadelphia Art Alliance, the U.S. Artists Show
at the Philadelphia Armory, the Wayne Art Center, and the Woodmere Art
Museum. In 1994 she was included in “A Diversity of Views, Artists Look at
the Land” at the American College in Bryn Mawr; in 2000 she showed with
“Art on the Line” at the Main Line Art Center in Haverford, and in 2001 she
was part of “Life in Delaware County as Seen Through the Eyes of the Artist,”
which opened at the Delaware County Community College in Media,
Pennsylvania.
Paintings by Ms. Learner are in the collections of Conrail, the Federal
Reserve Bank, the University of Pennsylvania, and Temple University, all in
Philadelphia, the American Council on Education in Washington, D.C.,
and numerous other private and corporate collections.

Geronna Lewis
Geronna Lewis has graduted from Cabrini College in Radnor, Pennsylvania,
and is currently purusing a career in fine arts.

Nathan Lewis
Nathan Lewis attended Sacramento City College in Sacramento, California,
where he studied photography, printmaking, painting and drawing. In 1994 he
went to St. Petersburg where he made independent studies of painting and
printmaking. The following year he painted at the Florence Academy of Art in
Florence, Italy. In 1997 Mr. Lewis came to the East Coast and earned a B.F.A.
from the Lyme Academy College of Fine Arts. He is presently earning an
M.F.A. from the School of the Museum of Fine Arts, Boston, and Tufts
University.
Mr. Lewis has had solo exhibitions at galleries in New Haven, Connecticut,
and the Lyme Academy of Fine Arts. His work has appeared in juried exhibitions
on both the east and west coasts. In 2000 he won the Eitel & Frances
Groeschke Award at the Annual Juried Student Exhibition of the National Arts
Club in New York. He is an adjunct member of the faculty at the Paier College
of Art in Hamden, Connecticut, and at the Boston Center for Adult
Education.

David H. Lowrey
David H. Lowrey studied at the Vesper George School of Art in Boston, and at
the Cape School of Art during the summers of 1969 and 1970. He worked
under R. H. Ives Gammell from 1974 to 1979. Mr. Lowery has received
numerous awards including an Elizabeth T. Greenshield Memorial Foundation
Grant, a Lowell Art Council Fellowship, and the Massachusetts Arts and
Humanities Council Award.
Mr. Lowery is a prominent member of the Guild of Boston Artists and the
Copley Society of Boston. He has exhibited work at the Salmagundi Club, the

Whistler House in Lowell, Massachusetts, Harvard University, and the
Massachusetts Institute of Technology. His paintings hang in the collections of
the Boston Athenaeum, the Casa Guidi Museum in Florence, Italy, the
Massachusetts Institute of Technology, and numerous private and corporate
collections.

Douglas Martenson
Douglas Martenson graduated from the Pennsylvania Academy of the Fine Arts
in 1982, after having won the Cadwalader Landscape Prize, the Cresson
European Traveling Scholarship, the Catharine Grant Memorial Prize, the
Quaker Storage Company Award, and the Philadelphia Mayor’s Award. In
1992 he won a Pew Grant to study at the Vermont Studio Center in Johnson,
Vermont, and the following year he received a Pew Fellowship in the Arts. Mr.
Martenson has joined the faculty at the Pennsylvania Academy of the Fine
Arts, and he also teaches at the University of Pennsylvania.
Mr. Martenson has exhibited paintings in museums throughout the Northeast,
including the Delaware Art Museum, the Pennsylvania Academy of the Fine
Arts, the Museum of Art at Smith College, and the Woodmere Art Museum in
Philadelphia. He has had solo exhibitions at Gross McCleaf Gallery in
Philadelphia and has shown at D.F.N. Gallery in New York. His paintings are
in numerous private and corporate collections including McGraw-Hill in New
York, and the Federal Reserve Bank, the Colonial Penn Insurance Company,
and Bell Savings Bank in Philadelphia

Exhibit” at the Artists’ House Gallery in Philadelphia in 2002, and in “Small
Treasures” and “Drawn to You: Contemporary Works on Paper” at the More
Gallery in Philadelphia in 2002 and 2003.

George Nick
George Nick studied painting at the Cleveland Institute of Art, the Brooklyn
Museum Art School, and the Art Students’ League with Edwin Dickinson. He
received a B.F.A. and an M.F.A. from Yale University. He has taught throughout
his professional life, and in 1993, after twenty-five years at the Massachusetts
College of Art, he was honored with a major retrospective exhibition of his
work. Mr. Nick retired from teaching in 1994 but retains the distinction of
being Visiting Professor.
Paintings by Mr. Nick have been exhibited across the country. He is the recipient
of grants from the National Endowment for the Arts and the American
Institute of Fine Arts and Letters. He was elected National Academician of the
National Academy of Design and his work is in the permanent collections of
the Hirshhorn Museum and Sculpture Garden, Smithsonian Institution, in
Washington, D.C., the Joslyn Art Museum in Omaha, Nebraska, the
Metropolitan Museum of Art in New York, the Museum of Fine Arts, Boston,
and the Rose Art Museum at Brandeis University in Waltham, Massachusetts.
He has had recent solo exhibitions at the Fischbach Gallery in New York and
at Gallery NAGA in Boston.

Andrew Raftery
Maureen McCabe
Maureen McCabe received a B.F.A. from the Rhode Island School of Design,
and an M.F.A. from the Cranbrook Academy of Art in 1971. She began
teaching at Connecticut College in New London where, in 1997-98, she
received the John S. King Faculty Teaching Award in recognition of teaching
excellence, and, in 2001, was named the Joanne Toor Cummings ’50 Professor
of Studio Art.
Ms. McCabe has been artist-in-residence at the Bellagio Study Center at the
Villa Serbelloni in Italy, the Cité Internationale des Arts in Paris, the Tyrone
Guthrie Centre in County Monaghan, Ireland, Haystack on Deer Isle in
Maine, the MacDowell Colony in Peterborough, New Hampshire, and Yaddo
in Saratoga Springs, New York. She has exhibited her work in many museums
including the Neuberger Museum, the New Britain Museum of American Art,
the Renwick Gallery of the Smithsonian Institution, the Wadsworth
Athenaeum, and the Cité Internationale des Arts in Paris. She has had solo
exhibitions at Allan Stone Gallery in New York, Gallery K in Washington,
D.C., Kouros Gallery in New York, the Lyman Allyn Art Museum in New
London, the Mattatuck Museum in Waterbury, Connecticut, and the Sackler
Gallery at the Stamford Performing Arts Center in Stamford, Connecticut.

Jess Montgomery
Born in Holyoke, Massachusetts, Jess Montgomery attended Gaston County
Community College before enrolling in the Pennsylvania Academy of the Fine
Arts in 1997. In 2001 he received a Certificate of Fine Art. While at the
Academy he studied anatomy at the Hahnemann University Hospital, and
studied privately with Bo Bartlett of Manyunk, Pennsylvania.
Mr. Montgomery was included in the “Third Annual New Talent exhibition”
at Gross McCleaf Gallery in Philadelphia in 2001, the “Emerging Artists

Andrew Raftery received a B.F.A. from Boston University in 1984, and an
M.F.A. from Yale in 1988. After teaching at Yale he came to the Rhode
Island School of Design, where he is currently an Associate Professor and
Head of the Department of Printmaking. He has exhibited his work at the
Boston University Art Gallery, the University of Texas at El Paso, the Rhode
Island School of Design, the George Mason University Art Gallery, the
International Print Center in New York, and in galleries in Boston, Providence,
and New York.
Mr. Raftery’s prints are in the collections of the Cleveland Museum of Art, the
Frye Art Museum, the Jane Voorhees Zimmerli Art Museum, the Minneapolis
Institute of Arts, the Museum of Art, Rhode Island School of Design, and the
Yale University Art Gallery. In 1998 he was given a solo show at the Frye Art
Museum in Seattle and in 2001 he won the Fritz Eichenberg Fellowship in
Printmaking from the Rhode Island State Council for the Arts for his Narrative
Engraving Project.

Richard Raiselis
Richard Raiselis attended the Skowhegan School of Painting and Sculpture and
graduated cum laude with distinction in art from Yale University in 1973. In
1976 he received his M.F.A. from the Tyler School of Art at Temple University
in Philadelphia. Mr. Raiselis has taught at Temple University and the
University of Michigan. In 1989 he came to Boston, where he is currently an
Associate Professor at Boston University.
Mr. Raiselis has exhibited paintings in many museums and galleries across the
country, including the American Academy and Institute of Arts and Letters in
New York, the Austin Museum of Art in Austin, Texas, the Boston Athenaeum,
the Boston University Art Gallery, the Concord Art Association, the National
Academy of Design, the Rochester Memorial Art Gallery, the San Diego Art
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Institute, the Smith College Museum, and the Wichita Center for the Arts. In
1995 the Cedar Rapids Museum of Art mounted a solo exhibition of his work
entitled “Elevated Outlook: Urban Landscapes by Richard Raiselis,” and he has
had solo exhibitions in numerous galleries including Robert Schoelkopf in New
York and, most recently, Gallery NAGA in Boston. Paintings by Mr. Raiselis
are in the collection of the Boise Museum of Art, the Butler Institute of
American Art, the University of Iowa Museum of Art, and in numerous
corporate and private collections.

Sergio Roffo
Born in San Donato, Italy, Sergio Roffo immigrated to Boston with his family
and graduated with honors from the Vesper George School of Art in Boston.
Roffo was one of the youngest artists to be designated “Copley Master” by
the Copley Society of Boston and is an elected member of the Guild of
Boston Artists.
In 1988 Yankee Magazine awarded Roffo the Robb Sagendorph Memorial
Award and the following year he won the Grumbacher Gold Award from the
Cape Cod Association’s All New England Show. He has won numerous awards
and medals for his luminous coastal landscapes from the Cape Cod
Association, the Copley Society, the North River Arts Society, and the South
Shore Art Complex in Duxbury. He has exhibited paintings at the Annual
Artist Professional League in New York, the Cape Museum of Fine Arts, the
Copley Society, the Delaware Art Museum, Guild of Boston Artists, the New
York Society of Illustrators, and the Springfield Art Museum. Mr. Roffo has
also been elected Fellows’ member of the American Society of Marine Artists.

Glenn Rudderow
Glenn Rudderow attended the Pennsylvania Academy of the Fine Arts,
graduating in 1976. There he won three important prizes: the Cadwalader
Award for Landscape, the William Cresson Traveling Scholarship for European
Study, and the Thouron Award for Composition. In 1987 he was a Visiting
Artist at Rutgers University, and that same year he joined the faculty at the
Pennsylvania Academy of the Fine Arts.
Mr. Rudderow has exhibited paintings widely throughout the mid-Atlantic
region and has won numerous awards. In 1985 he received an award and grant
for three murals from the Cape May Cultural Commission and the following
year he won the May Audubon Post Award and a Pennsylvania Academy
Fellowship. The Arnot Art Museum in Elmira, New York, has granted him
Best Oil Painting, the F. M. Howell & Company Award, and the Elmira Art
Club Award. He received the James Merrick Memorial Award and an Award
for Excellence from the Philadelphia Water Color Club, the Fred Albrecht
Memorial Award from the American Watercolor Society, and, in 2000, the Paul
and Margaret Bertelsen Prize for outstanding portrait in any medium from the
National Academy of Design in New York. Additional museums that have
exhibited his paintings are the Butler Institute of American Art in Youngstown,
Ohio, the Pennsylvania Academy of the Fine Arts, the Stedman Art Gallery at
Rutgers University, the Washington County Museum of Fine Arts in
Hagerstown, Maryland, and the Woodmere Art Museum in Philadelphia. In
addition, he is a steady exhibitor at Watercolor USA in Springfield, Missouri,
and U.S. Artists in Philadelphia.
Mr. Rudderow has had solo exhibitions at the Philadelphia Art Alliance, the
Peale House Galleries of the Pennsylvania Academy of the Fine Arts, Gross
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McCleaf Gallery in Philadelphia, the Noyes Museum in Oceanville, New
Jersey, and most recently at the Artists’ House Gallery in Philadelphia. His
paintings are in numerous private and public collections including the Noyes
Museum in Oceanville, New Jersey, the collection of Governor Thomas Kean
of New Jersey, and Philadelphia City Hall.

Jeff Slomba
Jeff Slomba began his studies in sculpture at the College of William and Mary
in Williamsburg, Virginia, working with sculptor Lewis Cohen. Following two
years’ additional study at the Pennsylvania Academy of the Fine Arts, where he
received the Stimpson Prize for Figure Modeling, he entered the M.F.A. program
at the State University of New York at Buffalo, studying under Harvey
Breverman and graduating in 1996. That year he won the Award for
Outstanding Student Achievement in Contemporary Sculpture and was
placed on “The A List” by the periodical Sculpture. Mr. Slomba taught for two
years at the College of William and Mary, where he curated the exhibitions
“High Chroma” and “Superunnatural.” In 2002 he joined the faculty of the
Southern Connecticut State University in New Haven, Connecticut.
Mr. Slomba’s work has been included in many exhibitions, including “Epic
Poems and Other Failures” and “Lambs and Muttons” at the Barnes Gallery in
Leverett, Massachusetts, “Martha Stewart Doesn’t Live Here: Martyrdom and
Transgression in 2000” at the Bakalar Gallery of the Massachusetts College of
Art, “Figurative Interpretations: Donna McCullough, Ivanna Panizzi and Jeff
Slomba” at the Maryland College of Art and Design, and “Drawings by
Sculptors for Sculpture” at the Christopher Newport University in Virginia. In
addition, he has had solo exhibitions at the Central Gallery at the University of
Massachusetts in Amherst, the Berkshire Artisans’ Gallery in Pittsfield, and the
Joseph Mazur Gallery in Buffalo, New York. In 1996 he created a sculpture to
commemorate the tenure of Dean John Naughton for the School of Medicine
at the State University of New York in Buffalo, and in 1997 he completed a
relief sculpture depicting the legend of John Maynard, which is installed along
the Buffalo waterfront.

Susan Stephenson
Born in Ruston, Louisiana, Susan Stephenson graduated from the Louisiana
Tech University before coming to Boston to study with John Moore at Boston
University. When she graduated with an M.F.A. in 1992, she was chosen by
the painting faculty at Boston University to receive the Nan Award. After
teaching at the University of Louisiana at Monroe and Salve Regina University,
she joined the faculty at the Lyme Academy College of Fine Arts in Old Lyme,
Connecticut, where she teaches at the present time.
Ms. Stephenson has received numerous portrait commissions and awards for
her work. Her paintings have appeared in national juried competitions and
invitational exhibitions throughout the country. In 1998 she was included in
“Figure Drawing in the Academy Tradition” at the Lyme Academy College of
Fine Arts; in 2000 she received an Award of Excellence from the 26th Annual
Mystic International at the Mystic Maritime Gallery in Mystic, Connecticut.
In 2001 she was selected for “American Landscapes” that opened at the MFA
Circle Gallery of the Maryland Federation of Art in Annapolis. Recently she
showed with “Biennial 2002” at the Peninsula Fine Arts Center in Newport
News, Virginia, and the 22nd Annual Juried Competition at the Masur
Museum of Art in Monroe, Louisiana.

Ms. Stephenson has had solo shows at the Stonington Vineyards Gallery in
Stonington, Connecticut. Paintings by Ms. Stephenson are in the collections
of the Masur Museum of Art in Monroe, Louisiana, Pfizer Central Research in
Groton, Connecticut, and the Griffis Art Center in New London,
Connecticut.

Sam Vokey
Sam Vokey graduated from Bowdoin College before entering the Atelier
Cormier in Boston in 1988. The following year he began the five-year program
at the R. H. Ives Gammell School in Boston. Before he graduated he began
showing paintings at the St. Botolph Club in Boston, the Fuller Art Museum
in Brockton, Massachusetts, and in 1992 he had a solo show at the Museo de
Arte Americano in De Maldonado, Uruguay.
Mr. Vokey exhibits his work regularly at the Copley Society of Boston, where
he has received distinction as Copley Artist, and the Guild of Boston Artists
from which he received the Edmund C. Tarbell award in 2001. He has also
showed work at the Concord Art Association, where he received First Prize in
Painting and the Distinguished Artist Award in 1992, the Attleboro Museum
in Attleboro, Massachusetts, the Harvard Club of Boston, and has had several
solo exhibitions at Tree’s Place in Orleans, Massachusetts. Paintings by Mr.
Vokey are in the collections of Boston Private Bank and Trust Company, Fleet
Boston Financial Corporation, Houghton Mifflin Company, Merrill Lynch &
Company, Inc., and NYNEX.

Carolyn Wyeth
Carolyn Wyeth was the second child born to Newell Convers Wyeth. She
began to draw at an early age, illustrating her own highly imaginative stories,
and learned to paint from her father. She never married; after the death of her
father she cared for her mother and lived in the family home in Chadds Ford.
Carolyn Wyeth painted the world of Chadds Ford, focusing on scenes and
corners of the eighteen acres of land that surrounded her home. She shunned
the spotlight, exhibiting her work only rarely during her lifetime. She has been
called by some, ”the best painter in the family” and “the strongest woman artist
in America today.“ She died in 1994, at the age of eighty-six.

Jamie Wyeth
Jamie Wyeth learned to paint from his aunt, Carolyn Wyeth, and his father,
Andrew Wyeth. After sixth grade he was home-schooled, and spent most of his
time studying, painting and sketching. Like his father, he emerged onto the art
world at a very young age. His first museum retrospective took place in 1975,
before he turned thirty. The following year he received national attention when
Coe Kerr Gallery in New York exhibited portraits that he and Andy Warhol
had made of each other.
Although he maintains ties to Chadds Ford, Pennsylvania, Mr. Wyeth spends
much of his time at his home on an island off the coast of Maine. He has had
exhibitions in many major museums across the country, and his work is in
numerous important public and private collections.

Katy T. Wood
Katy T. Wood graduated with a B.A. in Art from Connecticut College in 1997,
after spending a semester painting at the Maine College of Art in Portland,
Maine. Her paintings have been exhibited at the Cummings Art Center at
Connecticut College, Creations Gallery in Troy, New York, the Cooley Gallery
in Old Lyme, and the Smith Center at Colorado Academy in Denver,
Colorado. She currently teaches and works in Denver, Colorado.

Andrew Wyeth
Already a force in the art world from 1937, when, at the age of twenty, he had
his first one-artist exhibition in New York, Andrew Wyeth was on his way to
becoming a household name when his painting, Christina’s World, entered the
collection of the Metropolitan Museum of Art in 1949. He learned to paint
from his father, noted illustrator and artist N. C. Wyeth, who said of him in
1935, “Andy, free as a bird, has been doing a lot of canvases and is succeeding
in exploring considerable new territory in the field of moods, and technical
devices. He strikes me in his present state of mind, character and habits, as the
ideal student in art, and with an unmolested preoccupation of life, will go far.”
Mr. Wyeth has long been associated with Chadds Ford, Pennsylvania, and
Cushing, Maine. Beloved for his meticulous and expressive work, he has
exhibited paintings in every major museum, and was the first living artist
to receive a retrospective exhibition at the Metropolitan Museum of Art in
New York. Paintings by Andrew Wyeth are in major museums and private
collections around the world.
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