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Preface

Few have the chance to witness an artist’s dedication to their vision for a span of more than 20 years. 

Angiola Churchill has been a lifelong friend of Wook + Lattuada and we are honored to 
present this first complete catalogue raisonné of paintings on canvas,  paper, mixed-media, 
and installations reproducing all the works in color.  The articles span from different periods 
and include an analysis and examination of common themes and organic symbols found 
throughout her work. 

Her artwork has been shown in countless exhibitions worldwide in Venice, Milan, Korea, 
Paris, Costa Rica, New York, and elsewhere in Europe and the United States.

Angiola is currently 97 years old and continues to dedicate her time to painting 
and drawing in her Soho studio in New York City.  



Biography

Angiola Churchill is professor emerita of New York University and the former Head and Chair of the Department 
of Art and Arts Professions – 1975-2005. She was the founder and director of the New York University Studio Arts 
Masters Program in Venice, Italy – 1974-2006; and co-director of ICASA, the International Center for Advanced 
Studies in Art, 1970-1980. From 1988 to 2004, she was the adjunct professor at the Teachers College of Columbia 
University. Churchill has also pursued a successful career as an artist exhibiting globally. Since 1953, she has had 
60 solo shows in America and elsewhere in such prestigious spaces as the Museo di Palazzo Fortuni, Venice, 
Italy; Palazzo di Diamonti, Ferrara, Italy; Palazzo Reale, Naples, Italy; Palazzo Ducale, Mantua, Italy; Neuberger 
Museum of Art, State University of New York, Purchase, New York. In addition, she has participated in more than 
54 group shows, biennials and art fairs. 

Churchill is often associated with monumental paper installations, but her work has evolved in recent years 
–2000-2018 to include large collage drawings composed of several to several thousand Post-it notes. Two 
themes pervade Churchill’s work throughout her career: imagery evoking eyes, denoting the eye problems that 
have plagued her and her ancestors; and the elaborate gardens that are integral to the Milanese landscape in 
which she was raised. These themes remain constant as her fascination with Post-it notes grows and informs her 
interpretation of art media.

Churchill uses her recent works to share with the viewer an interest in exploring relationships between small 
elements that create a larger, cohesive whole. This interest ties back, as always, to her love of gardens: large 
and elaborate environments created from many small, carefully curated flora and fauna. She explains, “I could 
go on forever making things in an arrangement, which is again a gardener arrangement.” Her shift of medium 
is also an adjustment to her recent discovery of these sticky notes. As Churchill progresses in age, she considers 
Post-it notes a “gift” by eliminating the physical stress of constructing large installations while allowing her to 
continue as the “gardener” she has always been.

Churchill’s work in the 2000s is far more colorful than her prior work. Her choice is encouraged by changes in 
her vision; as her eyesight deteriorates, the color red stands out to her even as other colors begin to fade. 
She has broken from her previous monochrome installations and desaturated paintings while continuing to 
acknowledge  the theme of the eye. 

Though Churchill’s themes remain constant, her media acknowledge her circumstances: diminishing eyesight, 
shifting resources, and an ever-changing, advancing world.



“Paper Dreams”
July 5 - September 7, 1980 at Municipality of Ferrara Center, Visive Palace of Diamonds
by Gregory Battcock

From the beginning, from Siena and Florence in 1200, the art of painting has included the use of different 
thicknesses to underline, provoke, exaggerate and subvert or threaten the nature and meaning of realism.

The thickness element has been reached and used in many ways, such as the accumulation of paint layer by 
layer, or with thickening techniques, the use of the relief, often even with the addition of different materials such 
as pieces of glass , imitation of jewels, metallic substances, golden leaf or hammered silver.

These elements serve as a contribution to the reality of illustration both in a positive and negative sense. The 
golden leaf, for example, enriches the blaze of the halo as the hammered silver increases the illusion of the 
crown.

In a painting, pieces of glass can enrich the illustration of the dress and also replace the representations of the 
jewels.

In the twentieth century the idea of   mixing painting with other material was pushed until the invention of the 
“papier collè” of Braque and Picasso in 1913. The result was too avant-garde at the limit of the “trompe-l’oeil” 
for realism aesthetic of painting.

The necessity of the invention facilitated the cubist transformation of the idea / nature relationship and the 
relationship between form and color. The importance of this invention is essential in modern art: all modern 
artists have adopted the manipulation of the thickness to expand and enrich the concept in the exploration of 
the relationship color / form.

This seems to be the norm, but nevertheless another artist Angiola Churchill, seems deeply involved in the 
technique of “papier collé”. Yet something is exceptional in her work, something that gives shape to an 
authentically new element, a new intuition: the role of color in relation to the mechanism of thickness in the two-
dimensional art of its almost white constructions, which Churchill tries to balance. She does it with such delicacy 
that she reveals and underlines an alarming frustration. Therefore the fragility of equilibrium is such that the eye 
in passing from work to work, expects to see the whole work fall apart.

The technique adopted by Churchill is relatively simple. These are different layers of semi-gloss paper, cut or 
torn in regular and irregular shapes. The layers of creped paper, glued on top of each other, show surfaces 
curled by a completely unexpected element in the context: fire.

Some works have scorched edges and the great sensitivity of the material, creped in burns, brings out the whole 
collage scheme.

The presence-absence of fire is a condition deeply felt by man, animals and plants; though this is not always 
expressed, the fire or the possibility that this situation occurs, causes discomfort.



Even if the threat exists only in the unconscious we feel the need to go out or at least, we feel a sense of 
nervousness and agitation. Vague signs or suspicions of a possible fire in strange places like a hotel room or 
the cabin of a ship, make urgent the need to escape; even the smell of smoke or the finding of a burned object 
creates a state of anxiety.

The edge of those curled papers that look like lace, attract the attention of the beholder and certainly can not 
escape the consideration of the treatment they show suffered: the fragile material is inevitably burned and acts 
as a latent warning that instills a sense of fear . Yet this feeling is almost denied by the equilibrium with which the 
artist treats the material and shows it in its decorative aspect, in its soft folds obtained, by incising and cutting 
elements that seem to indicate or refer to security and stability. Anxiety seems to recede: it exists and then 
vanishes, but never completely. This is a technical fact, yet the material is scorched: the fragile balance between 
the sense of security and the anxiety of the disaster presents an alarming aspect in the situation instability. The 
pessimism at the bottom, seems to dominate the work and the balance is disturbed by the sense of a fearful 
authority, the terror of fire and holocaust.

Angiola Churchill as an artist, remains in a position of objectivity in front of the implications suggested by her 
veiled horrors of kindness. Its regular and clean composition seems neutral. The color is exquisitely non-colored 
and in her work every tone is worth exactly what it represents. The various shades of white are the color of the 
various types of paper, sometimes faded and brought back to life.

The black-brown edges are exactly what they should be: the color obtained from the burn and the color, in this 
case, is only the effect of the technique used. On the contrary, it is very elegant; defensible on the metaphysical 
level; it is a harsh response to the contemporary theorists of this expression. It is an intelligent problem that 
would excite the Cubists; it would impress the Existentialists and it would be alarming for the Colorists. Yet there 
is a predictable threat hidden behind this intelligent sensitivity.

You can read a lot in this simple and disarming series of works, even if it is ultimately the work that speaks for 
itself and for the artist. I described the impression that comes from the extraordinary sensual manipulation that 
the artist proposes, her polemics on the sense of disaster expressed through the aesthetic and visual vocabulary.

 



“Recent works”

September 12 - October 18, 1992 at Palace of Diamonds Civic Gallery of Modern Art, Ferrara Councillorship Cultural 
Institutions
by Franco Farina

 

Of all the various possible critical approaches that Angiola Churchill’s works call to mind, the one which 
immediately comes unbidden is not so much an appraisal of their indisputable value and their expressive 
potential; it is rather the emerging underlay that attests to personal experiences originating in a composite 
culture cast from different molds. Diverse operative tendencies are unmistakable, their roots in disparate 
heritages of the sigh, made explicit here, now, with a measured and restrained gestuality in which painterly 
textures of a high tonal gradient are enhanced. When we look carefully at these works, we sense behind them 
the anxiety of a hypothetical story, one which not has not been and could not be entrusted to actual figures, but 
rather to the intimate suggestion, the affecting pattern of a distant awareness, re-echoing nostalgias of a more 
poignant and deeply felt humanity. The natural element is thus not missing here; quite the contrary, its constant 
sublimated presence is implicit in the expressiveness of the whole composition, consistently rich in intimations 
and allusions in the awesome unfurling of shapes which are sometimes angular, sometimes rounded, sometimes 
angular and rounded at the same time, and in the indicative alternation of positive and negative, almost as if to 
highlight possible emblematic coexistences and iconographic consonances.

It has been discerningly noted more than once that Angiola Churchill’s works are the result of painstaking, intent 
analyses spanning organic memory and the imaginary, analyses filtered and decanted and then taken up once 
again with the aim of expressing the inexpressible by means of a rigorous palette, severe and simple, yet always 
evocative of a heart-felt sentiment and human apprehensions.

It is clear that she has chosen not to look directly at the manifestations of the world around her, but rather 
to perceive the reverberations relentlessly aroused in her innermost depths by the contingent, seeking to 
accentuate, and to broaden, the emotional factor within the circumscribed space of the canvas. What now matters 
to Angiola Churchill is not representing the phenomenon or the actual event in itself, but evoking the incidence 
and psychological configuration of those particular events, naturally enriched by concurrences resurfacing in 
memory, without a doubt a captivating experience which condenses in a particular significant relationship both 
creative potentiality and sensations, where even amendments aid the growth and the stratification of the works, 
extending the perspective and opening them up to a range of readings in a boundless ideal space.



“Heroic signs without a hero”
 
Sept 12 – Oct 18 1992 At Comune di Ferrar Assessorato Istituzioni Culturali/ Galleria Civica D’arte Moderna Palazzo Dei Diamanti
by Robert C. Morgan

There is a statement often repeated by the American critic Clement Greenberg in which he claims that abstract 
painting represents an aberration from the best painting in western culture. If we are to understand this comment 
correctly, it suggests that the highest quality in picture-making has traditionally been about the representation 
of the figure, the still-life, or the landscape. Abstract painting happened to arrive at the outset of Modernism 
and displace representational painting temporally. Even so, according to Greenberg, we must use the criteria 
found in the best painting from the past as a formal means by which to judge the abstract painting of the 
present. (1)

I would say that most of Angiola Churchill’s paintings, works on paper, and constructions over the past two 
decades have been about abstraction. Yet somehow when I examine the surface of these works or when I see 
the configuration by which they occupy their place in space. I can see references beyond pure abstraction. 
Churchill may have used a reductive strategy in certain works, specifically in her series called ’Paper Dreams” 
from the late 70’s or in her “White Papers ” from the early 80s, but this reductive strategy is essentially about  
her process, a way of thinking about materials that transcends any absolute judgement.

At one time, I would suppose that Angiola Churchill followed in the tradition of Abstract Expressionism, yet 
without the heroic pretentions of those painters who are normally associated with the movement. For Churchill, 
to think abstractly is the genesis of a process. A process occurs in time. Churchill is aware of herself as being 
existentially within the process to the extent that she understands the overlay between abstraction and 
representation given the sense of being within a process, Churchill succeeds to the extent that she allows her 
involvement with materials to evolve on its own accord. She is never one to force a resolution. This is particularly 
true in her recent body of work. In a page of notations written by the artist, / read the following: (2)

Manifestations that exist simultaneously in the work

 abstract / referential 
 archaic / contemporary
 architectural / biomorphic
 aggressive / vulnerable
 flatness / volume
 formalism /subjectivism

If one is to read this in relation to Churchill’s recent abstract paintings, the intensity of the bifurcations begins to 
make sense. Given a certain metaphysical propensity, which she willingly admits, the oppositionality, inherent 



in her statement makes for a better understanding of the work. Until very recently, most of Churchill’s paintings 
were done on paper. There are several reasons for this. One, she travels a lot between Italy and the United 
States and therefore has to work with a medium and a form that is easily transportable. Secondly, she works a 
lot. In addition to painting every day in her studio, north of Soho, Churchill is a Professor at New York University. 
She has organized several important conferences on critical issues at the University and, until a few years ago, 
severed as Chairperson for the Art Department. Churchill is a busy artist - a real professional who acknowledges 
the fact that art cannot exist in a society where there is no desire for learning. Given her schedule during the 
70s, Churchill found working on paper to be more accessible. Still, there is another reason why Churchill has 
continued to work on paper so many years - a reason that is perhaps more about the content / read elsewhere 
in her notes: ’’The work has to do with my experiences as a woman. It has to do with the struggle of women to 
be neither passive, trapped, victims, marginalized. ” (‘) In reviewing her earlier paper works especially, I find this 
statement convincingly accurate. 

In observing two works from 1989 - one called White Garden, the other Bljuack Garden - the deployment of 
opposites comes into view. Both paintings are enamel on paper. The black painting is larger than the white, more 
the shape of a square. In either painting, the biomorphic motif is strong with large bulbous shapes squeezing 
upon one another. The surface bulges more than it stretches. The space is both contained within the volumes 
and between the shapes. They are both tough and soft, discrete and connected. Their dynamic and organic 
quality lend a determinism to the surface, a certain definitiveness about how the surface holds itself - presents 
itself as a picture. There is a little uncertainty about it.

In more recent painting, such as The Sistine Chapel (1991) and Mothers and Daughters (1992), canvas has 
replaced paper and oil has replaced enamel. These are both large-scale works. A comparison between the 
two paintings is interesting because the oppositionally in terms of the relationship between formalism and 
subjectivism is most clearly expressed. In The Sistine Ceiling, Churchill defines a rhythmic geometric from a 
nearly anamorphic point of view, a slight distortion of the perspective as to how one might abstract the way 
in which one views the actual ceiling. There is a crucial difference, however, in Churchill’s version of the ceiling 
and that of a Renaissance copyist. In hers, there are no figures. Instead, Churchill paints swirling earth-colored 
spirals, French curves transforming themselves into a baroque mirage. In contrast, Mothers and Daughters has 
a more biomorphic quality and includes elements of representation - namely, two primitive (female) heads that 
appear in the lower left and the lower right on either side.

A first take on this painting suggests a work inspired by Picasso’s Les De-moiselles d’Avignon (1907);  but 
a second take goes further. The prototype for Mothers and Daughters is, in fact, an earlier untiled painting 
by Churchill herself from the previous year. The structuring of the earlier painting, in black, white, and grays, 
is primarily diagonal and without representation. The handling of the surface is masterful in relation to the 
geometry. The sense of the surface as an organizational body of shapes is quite extraordinary. In Mothers and 
Daughters, the idea is to get subjective references work ing - to bring formalism and subjectivism into close 
harmony. Churchill is an intelligent painter and therefore understands that, as a compositional device, there is 
no harmony without tension. Harmony resides in the force of the tension, the stasis.



The qualities distilled in Mothers and Daughters have much to do with the force of oppositions echoing one 
another; that is, form and content work inextricably upon one another. One reads the surface as a journey of 
opposites, as an abstract vocabulary that carries its own authoritative voice - a voice that relates to the perpetual 
painter’s dilemma in terms of how to structure one’s feelings in visual terms, how to translate ideas into feelings 
and feelings into visual subject matter. It would seem that Churchill realizes this dilemma in a way that is the 
result of her own inner-direct edness, her own search for what is real, as Hofmann put it. Yet, in Churchill’s art, 
the reality of abstract painting is not a hero-worshiping endeavor; it is a serious task, as if every stroke were 
made with the most dire necessity. The confidence that is apparent in these recent works is a confidence about 
intuition. What Churchill reveals is the notion that intuition is the actual foundation of structure. It is what lies 
beneath the surface, always close to the surface, but is stronger than the conscious endeavors of the academy. 
For Churchill, what lies beneath the surface (of consciousness) is the subject matter that makes the painted 
surface come alive. It is the task of painting today to focus on what lies beneath the surface and to bring it into 
the light of day. In doing so, Angiola Churchill reveals the signs of the hero in the absence of the patriarch. She 
carries the authority of her own painterly voice, her enunciations as an artist.

NOTES
(1) This was discussed at a dinner conversation with Mr. Greenberg on June 24, 1992 in New York. I had heard 
a similar remark from him at a talk which he delivered at the School of Visual Arts a few months earlier. Other 
colleagues have acknowledges his position from various sources.
(2) I took this information directly from a hand-written page that the artist gave me on June 4, 1992.
(3) Ibid.



“Beyond the garden of visible and invisible signs”

Sept 12 – Oct 18 1992 at Comune di Ferrar Assessorato Istituzioni Culturali/ Galleria Civica D’arte Moderna Palazzo Dei Diamanti
by Claudio Cerritelli

In the recent pictorial progression of Angiola Churchill, documented in this exhibition at Palazzo dei Dia- manti, 
it is possible to follow the unusual journey from a rigorous and pure articulation of abstract signs to a dynamic 
representation of commonplace and ordinary figures.

The essential images of the past do not disappear, bur are transformed in the complex rhythms of the recent 
works as forms of knowledge of an emotive space tied to things, people and landscapes.
In a first phase, the theme of the garden, the seasons and various forms of nature are investigated by Angiola 
Churchill as poetic memories of landscapes lived in the spirit of their essence through the articulation of signs 
that provoke enchantment by their abstract presence.

The choice of depending on the dialectics of black and white with linear paths which involve the entire canvas, 
allows the artist to invent spaces always diverse, yet controlled by gesture in a tight relationship with the surface, 
maintaining a feeling of physical confrontation and an anxious dialogue between them.

In a two-dimensional plane, involved in the energy of the sign, and lending to a pure gesture is the presence of 
color. This is the way Angiola Churchill creates space in the last years, at least in the work since 1989 where the 
violence of the black signs and the impalpable whites effect a reciprocal tension partly deriving from the shared 
need to create a unified whole.

In the original image of the garden, white or black according to the season or the mood, solitary or inhabited 
by a possible figure, an inexplicable vision appears and exceeds the limits of the visible. It is the beginning and 
the destiny of all possible things, a metaphor of the glance which turns back to a view of the primary condition 
of the world, the image of the garden painted by Angiola Churchill, a garden touched with sunlight, clear and 
ephemeral forms, expressing love of light and shadow within the rhythm of day and night which follow one 
another without interruption.

In the natural setting of these gardens, we can feel the presence of the physical gesture sweeping across the 
surface and which on the surface, determines the structure of the image. The emergence of color which gives 
the line meaning is luminous, and is a nucleus that contains the future image. This means of sensing space as 
turning on itself can only be achieved by the instantaneous impulse of the hand which creates it, cancels it and 
recreates it on the canvas, occupying space and causing a vision. But what vision ? Angiola Churchill maintains 
a strong rapport with the environment. Hers is a voyage into a living experience and beyond it. The artist re-
captures the interior truth of the senses proceeding towards the core of the images whose genesis comprises 
the unveiling of the structures but also its hidden meaning.



Her paintings render visible the world visible, but also lend silence to many aspects of it. On the surfaces 
remain the most significant traces of consciousness. the structure of thought which constantly interrogates itself 
To express these directions. Angiola Churchill relies on the efficacy of the black and white lines which repeat 
themselves and insist on being the dominating force in the vision. In fact, the light comes from the variations in 
the white which are painted as if each brushstroke coincides with the gesture, revealing the its secret substance.
What is important is the harmony of the forms, the emblematic rhythm of the lines with which the painting de- 
scribes the precise dimensions of its being and of its space and in which the spirit of its body is revealed.

The birth of the image is another fundamental theme of the paintings of Angiola Churchill. In time and space 
and the dimension of color, the forms are born through impulse and metamorphosis. If it is true that painting 
cannot be separated from material, then its birth can only come directly from the study of the color capable of 
expressing its visible presence.

In the work of Angiola Churchill the sign is never casual but it is an act of love toward the action of painting. 
Color is never foreign to the need to communicate her own anxiety and follows rational pictorial experience 
mirroring itself in the instance that matter takes form. The sense of the birth of the image is manifested in 
canvases of 1989-1990 like a ’’Nuova Eden ” made by great white and luminous marks. There is also the effort 
to go toward the invisible, to confront oneself to the limit in which the recognition of the object is sacrificed to 
transparency and transfiguration of forms, valid for themselves alone, and not yet re-Jigured into something 
precise; however, it seems to me that Angiola Churchill never loses control of painterly devices. There is never 
a falling into the physical dimension of the painting, but there is equilibrium in every tension and modality 
of perception. From the invisible we re-enter a visible order, exceeding the limits of abstraction where we 
re-discover the human story and a multiplicity of forms which are tied to figures in daily reality. This desire to 
extract a figurative possibility did not take long to develop as already seen in the elusively figurative works such 
as ’’Adam & Eve” almost parallel to the lyrical candor of “Paradise” even though it does not have its ambiguous 
formal atmosphere.

When painting the figure, Angiola Churchill sees its prolongation into space, or better: the presence of the 
figure never remains outside the coiling and winding linear structure which the forms suggest around and within 
themselves.

As we can well understand the creative problem does not change substantially, the representational qualities 
of the new images which the artist has painted in the last years do not diminish the sense of emotional tension 
nor the uneasy equilibrium of the forces in operation.

The intention is, in fact, to employ aspects of narration, whether symbolic or mythographical as the titles 
“Prometheus” or “Mary, Mother of God” suggest, bringing these allegories toward a formal synthesis in which 
the value of the line maintains the capacity to determine the composition of the color. In this sense Angiola 
Churchill is experimenting with a pictorial space loaded with allusions and even surrealistic impulses, with 
emotions which circulate on the surface as exorbitant living organisms which affirm themselves with fantastic 
new measures.



It seems that the artist finds herself in a phase of her research where diverse and apparently contradictory 
temptations engage her. All of them necessary to thrust the language outside of conventional expression. Her 
last works, in fact, follow a double instinct: on one hand, they play with spatial perspectives: on the other hand 
they seem to be inhabited by rolling bodies, convulsing eyes and body parts which force the viewer to wander 
inside an environment of entwined and super- imposed lines.

Both these working hypotheses point out that she is not using painting to maintain a style, but as a valid means 
of working in the mode she has selected, not rejecting any subject and not forgetting chromatic purity nor the 
abstract tensions of her visible and invisible gardens.



“Paper Spaces”

July 6 – September 7, 1997 at Neuberger Museum of Art
curated by Judy Collischan

 

Angiola Churchill brings to the task her experience as administrator, teacher and artist. A professor and director 
emerita of New York University’s School of Education and Arts Professions, Churchill continues to operate 
NYU’s summer program in Venice. While born in New York City, Churchill has spent a substantial part of her 
professional career in Italy. Currently freed from former administrative chores, Churchill is devoting herself to 
her paper installations, paintings and drawings.

Her contribution to this exhibition is twofold. She has established a Walking Wall of Decorative Panels on the 
east end of the gallery parallel to her A Handmade Garden. Architect Philip Johnson’s design for the Neuberger 
Museum entails a front to back corridor along a north-south axis from which visitors can reach each gallery 
space. Thus, viewers cab walk by the wall piece and/or enter into enclosed garden suspended in a parallel 
position.

Moving past, viewers are offered the visual stimulation of the variegated surfaces comprising the Walking Wall. 
Set in a classical, grid formation, each panel is different from the other in terms of its prismatic, dappled, 
marbled, mottled, pied or streaked surface. Hung in two ling rows, the bottom pieces lift with room air currents, 
Geometry and organism are both represented in the overall configuration, and individual pieces composed 
of straight lines or folds are juxtaposed with those panels featuring curvilinear movements. Folded paper and 
loose hanging strips add to tactile and tonal variety, as do sewn, burnt and woven surfaces.

Entering Churchill’s garden from the northeast, one is faced with “sheets” of a paper waterfall that flows 
into the eddies and currents of circular pools. This formation defines one end of a rectangle of white scrim 
curtains “covered” with leafy vines and suspended bells and enclosing paper partitions and other hung forms. 
Immediately to the right are hanging, open works in geometric designs. Along the garden’s west all are eight 
tall panels of paper manipulated to imitate leaf, rain and other natural formations. The impression is one of a 
luxurious abundance of foliage and moisture. Repetition and patterns building structure are key to the sense 
of nature’s presence.

Opposite the waterfall is a water fountain that billows into retaining pools complete with concentric ripples. 
Suspended along the south wall are delicately devised medallions. Paper here is “embroidered” into elegant 
designs. These circular shapes suggest the oft-used tondo shape of Italian Renaissance artists. The overall 
whiteness infers purity and possibly femininity. Feminine traits are also present in the elaborate and obsessive 
patterns not unlike those found in quilting, embroidery, crocheted and knitted work common to women of a 
bygone era. In fact, Churchill’s garden is handmade by herself and assistants. She speaks of the trance-like state 
in which her work was dine that parallels that of others doing fine needlework.



Sound plays an implied role as splashing, lapping and gurgling water  as well as the hinted tinkle of bells. One 
imagines the swish of trees and vines, the motion of leaves and fronds. It is a sensual environs that triggers 
visual, tactile and aural response.

Transparent and translucent, this white structure hovers like an apparition, a dream garden of the imagination. 
It is architectural silhouette, providing an airy walk through a fairy tale. Light enhances the appearance of a 
floating, ephemeral experience, not unlike the sensation of Venice’s watery surroundings. The tracery found in 
Venetian architecture as well as emphasis on line in painting, compares to Churchill’s linear definitions. Like this 
famous Italian city, Churchill’s garden is a work that combines ornate decorative relief with feelings of stateliness 
and grandeur.



“The Trickster: The eye of “I”

1999 at Lattuada Studio, Milan, Italy
by Angiola R. Churchill

 
A number of aspects of the self are present in these works. One exists outside the work and is involved in 
reflective observation, another is the image of the eye as a stand-in for the artist and is involved in perceiving, 
seeking or pointing to the issues, the third is the story being told of the forming of the “I” who acts out what 
has been revealed.

The outside presence represents the detached inner eye of conscience.

The eye image is the active seeker who looks, disrupts, questions. It is the “trickster” who breaks the rules that 
cause the change in consciousness. Sometimes the eye merges as a composite of a pick and an ax, at once 
a tool and a weapon, varying between being playful and being scornful, awakening to the condition of being 
both public and private. To “see” is to penetrate the conscious and the subconscious. The eye symbolizes 
wanting to know. The third presence is the forming “I” who through changes in awareness is ever evolving.

Intense, but not beautiful, the image of the eye is partly appropriated from art history and partly created from 
personal images recalled and re-used/ The searching eye seeks to see by rummaging through deeply hidden 
memories, the shameful, inescapable realities (of the child, of the woman) and notions about art and fears 
concerning death.

The desire for perfection of rendering is left behind. When conventional media does not serve, invention and 
hybrid techniques do. Canvas, paper, paint, photocopies combine in collage and installation telling stories in 
obsessive duplication and multiple images of the artist in eye-to-eye confrontations with the established way 
of thinking.

There is much “whistling in the dark” as the three selves, who constitute a total self, travel risky roads in hopes 
of greater liberation through the new possibilities they represent. The desire to develop the “wit to see” is the 
intention of these works.



“The Trickster: The eye of “I”

1999 at Lattuada Studio, Milan, Italy
by Franco Farina

 

Those who paint give their representations the content, knowledge and information that relates to their socio-
culture and their intellectual background.

The stronger and the more familiar an artist’s image is, the more it shares and relates to the knowledge and 
experience of others, and to those principles that give life a higher quality, of which art is one.

Angiola Churchill knows well that the image is a prerogative and particularity of art, whose outcomes in infinite 
variations perform specific functions involving the social, spiritual, religious and political spheres.

This exhibition in Milan is a collection of the last five years, which in spirit and execution maintains a deep 
relationship to previous experiences. Now her long experience in the use of paper has been turned to the 
repetitive, mockingly attentive, curious and often astonished representation of the stereotyped eye.

Without mentioning the eye’s symbolic value in myth and sacred representations, one needs only to turn to 
everyday ordinary language and its numerous expressions to recognize the importance and significance of the 
“organ of vision”. Here are some common phrases: “the mind’s eye” (memory); “to open one’s eyes for the first 
time” (to be born); “to close one’s eyes for the last time” (to die); “to turn a blind eye to” (to ignore); “the eye 
of the day” (the sun); “what the eye sees not….”; “with one’s eyes open”; “the eye must be pleased”; “an eye 
for an eye”.

When one thinks of adjectives qualifying the eye and expressing a physical or psychological condition, then one 
sees how important, incisive and rooted the organ of vision is in the sphere of communication. An eye can be 
bewildered, blazing, brisk, expressive, gloomy, greedy, grim, icy, innocent, languishing, loving, melancholy, sad, 
searching, sharp, sinister, sleepy, sparkling, staring, sweet, threatening, watchful, wild.

The collaged eye as an “entrance”, as a place of passage to somewhere else, is inducement to make a journey 
to the known and the unknown.

Surmounting the boundaries of collage and painting, the work comes to an autonomous completeness through 
stylistic contributions.

Angiola Churchill is aware and determined to the firm belief that art is a ground for action and situations – 
and hence relationships – where the multiplicity of the real finds its synthesis. She acts without the expressive 
renouncement typical of the “conceptual”, while dilating to the utmost the combinatorial possibilities of a non-



 

 

 

 

 

 

 

 

 

 

 

 

 

 

univocal reality and its understanding.

In this sense her works are strengthened by the lures of contamination: the technical performance indifferently 
uses traditional artistic media with hints or reflections of technological visual effects that expand comprehension.

Angiola Churchill’s quest is interesting and productive: certainly the first lap of the race has been secured in the 
continuous move forward to the finishing line, if in art a finishing line exists.



“Omniscient Eyes”

1999 at Lattuada Studio, Milan, Italy
by Robert C. Morgan

Angiola Churchill’s work has a playful aspect. Her paintings and collages allow the viewer to enter into the 
spirit of play by assembling abstractions of facial imagery. Whether they are given to a particular meaning or a 
dissemblance of meaning, it doesn’t really matter. What matters for Churchill is that the viewer learns to engage 
the subject matter with fresh eyes.

To see something with fresh eyes means that we see it for the first time. Nothing is repeated according to a 
particular style of tradition. Or if the style or tradition is present, the subjectivity of the viewer makes it new, 
makes it fresh and appealing, even titillating. Churchill sustains the power and creative inspiration. Through 
the use of paper and the color white, Churchill manipulates her simple surreal forms with subtle intensity. The 
repetition of eyes, as in The Eye Wall installation from 1988, gives the viewer a nealy hallucinogenic experience, 
an all-encompassing sense of being observed.

She is not a formalist because the content in her work goes beyond the forms themselves. Put anther way, 
Churchill invents new meanings for traditional abstract forms. Every nuance, every tone, every line – all of these 
elements have a function and a presence that leads us into the spirit of play, that expects something from us, a 
fresh glance, a new way of seeing, a new way of coming to grips with the reality of art.

By starting into the center, then moving out to the periphery of her marvelous collage, called World Wide View 
(1998), or by discovering the humor and intelligence in a work such as The Arrogant Trickster (1994), one is 
reminded of a child-like playfulness and with the liberation that is associated with this kind of creative energy.

Churchill has a remarkable breath in her work. It can go from the most subdued to the most exhilarating 
emotions. It can be intensely personal, yet at the same time project a social experience, of what we have seen 
before. There is a symbolic content in her work that is both secular and religious. Her forms are idiosyncratic. 
The eyes peer out at us with wonder, desire, and transcendence.

Churchill’s paintings represent an age-old tradition in western art, particularly the outsider art of the modernism 
era, the twentieth century. One may think of Odillon Redon or Louise Bourgrois. There is a Surrealist aspect 
to Churchill’s works on paper which is another way of saying that they are involved with the serious play of the 
mind.

Play requires a certain confidence and generosity, and ability to give without knowing if there will be anything 
given in return. This is the risk  that every artist must take at the end of the century of modernism. In this sense, 
all modernist art is outsider art – until one believes that a reception for one’s work is possible.



There is no room for cynicism in the work of Angiola Churchill. These works on paper focus on the omniscient 
eye – on the all-knowing eye. They are telling us something about who we are as social beings. Works like the 
heroic Vanquished Eyes (1994) signify a dilemma that we all encounter, dilemma that we face to face with each 
day. These are images that make us aware that we are both seeing and being seen or, as the title of another 
of her works from 1998 suggests, we are in the process of both watching and being watched. This is a double 
dilemma, one that we face both in life and in art.

As the private world merges into public view, the symbolic connotation of the eye has a special meaning. It 
suggests that we are all social in our self-awareness, we are learning to cope with the realities of seeing that 
brings the whole world into focus. This is an important message, and a poetic one, that lingers far beyond the 
first encounter. This is a message that goes straight to the mind and equally to the heart.



“Witnesses”

March 15 - May 19, 2001 at Museo de Arte y Diseno Contemporeano, Costa Rica
by Angiola Churchill

WITNESSES

 How many walls must be traversed in order to move into, adjust, and survive in a changing universe?

 

THE GARDEN

 Nature as we know it is contained within this walled garden. Organic symbols referencing vegetation, animals, 
and the female body dialogue with each other. By contemplating these symbols one comprehends nature’s 
immense variety and the parallelism existing between the non-human and human life. But now that nature’s 
system of interdependence is damaged, we recognize other substance and structures for existence and move 
on beyond these walls.

 

PROCESSION

 Altered from their former biological forms through multiple transformations - strange reluctant figures walk 
in procession towards an unknown. They are made visible, touchable, real by the play of light rippling on 
the intricate detail of their dress. Without bodies their dress carries vestiges of times gone by, references to 
classical columns, linear tracery of former artistic achievements, an idealized femininity implying virtue and 
purity - flowers from the planet earth. All is left behind in their empty dresses.

 Arrested in motion the figures’ stillness prevails holding a moment in eternal abeyance. Mapping a relationship 
between presence and absence they exist in a metaphoric calm, composed and detached. Weightless, dangling 
on tip toes, they hover in a middle ground.

THE EYE WALLS

 Witnesses watching and watched - the Mediterranean eye walls are derived from personal as well as an artistic 
heritage in which the pagan Goddess and the Judeo - Christian laws of God merg. Can consciousness penetrate 



these cultural walls allowing a clear vision of the changing structure of all living thing?

 

THE MOON ROOM

 The moon wall is a chanting chorus telling of the gradual expiring of the planet earth and the need to connect 
to the substance and energy of the stars. The pathos of loss as well as the light of hope haunts this site. A former 
world and self is ending but another is being gained. That which is known disappears but fragments of the 
earth’s experiences are sprinkled in an expanded universe.



“Witness”

March 15 - May 19, 2001 at Museo de Arte y Diseno Contemporeano, Costa Rica
by Rolando Barahona-Sotela, Curator

 

Angiola Riva-Churchill, artist and teacher of Lombard Heritage, initated her creative work in the fifties, times 
in which was still hard for a woman wishing to participate actively, to be listened and taken into consideration. 
She studied, painted and worked until she became the first full-time female art professor in New York University, 
showing that with tenacity it is possible to subvert the patriarchal values that control women and to participate 
actively in a cultural dynamics, even in competitive media such as Manhattan, Italy and other European cities. 
That is why this active artist, with a timeless attitude, with projects always under her sleeve, confirms Simone de 
Beauvoir’s  words: “Old age is not a necessary conclusion in human existence”.

Parallel to her role as a teacher, Churchill has been elaborating her own symbolic language in painting, 
incorporating it as a generator of concepts in her exhaustive exploration of the infinite paper qualities, conferring 
new values to it in the communication of hidden gestures. This materials, which continues to evolve since its 
invention in China and its diffusion by the Arabs, is the artist’s favorite. This is due to the paper’s noble physical 
presence and ambivalent qualities, which she uses as a metaphor of the woman’s role is social order and if the 
impotence felt by the impossibility of expression due to women’s inherited silence.

It is therefore that, together with the curiosity about penetrating the scope of the most precise optical instrument 
inside the “magic of vision”, she creates a large scale installation for Gallery I of the MADC, a personal artistic 
expression which rises from within, evoking the sensibility if the skin an d the vulnerability of feelings.

The large installation “Witnesses” is the answer to a curatorial process started in the artist’s studio during 
1999. It is composed of four pieces: The Garden, Procession, The Walls of The Eye and The Space of The 
Moon. Nature, the regenerative essence of the feminine potential and the luminous side of the human being, 
have been inspirational key points for Riva Churchill, who abstracts the concepts of the geometrical and the 
organic in nature to reinvent the surrounding, aggressive world and restore the constructive optimism, using 
the many sided properties of paper, similar to the ones in an ecosystem: fragile and vulnerable, yet malleable 
and consistent at the same time. A game between luminous and spatial penetration, held between forms 
and textures elaborated in diverse types of white paper, creating sensorial realms, of ethereal essences when 
unfolded.

Paper that, when entering the room, is transformed into observed eyes and observers at the same time, 
inducing the spectator to the feeling of being exposed and vulnerable to alert, inquisitive eyes that seems 
to be guardians of the spaces that can be glimpsed behind them, in a calm sensuality of contemplative and 
pacifying nature.



Spaces created by the symbolism of a repetitive whiteness that seems to present the naked purity of innocence 
and the transparency of humility. The silence hides memories that go back to the games she used to play during 
her childhood years in Italy, brought alive by the energy of mental images of gone beloved ones.

Paper turned into floating creatures dressed in elaborate designs, “reflecting knowledge of cultures” in lace 
and filigree that help us make contact with the ancestral feminine perseverance, or with the ability and the 
meticulousness - not necessarily weak - that have surrounded women’s social role.

Paper turned into foliaceous waterfalls, recreating the floating city of Venice, its channels and secret gardens. 
It is therefore that the hard job of life regeneration is felt between the three-dimensional skin figures that float 
in a silence that seems to slip through the cracks of another dimension, in between what can be touched, the 
physical, the emotional and the enigmas of the infinite. A white and calming silence that makes us face the final 
cause, our own self, through inquiring eyes.

In that way, the artist reveals her subjective and creative ways of seeing and interpreting time, by materializing 
it as a fragile collection of papers, hand-braided with infinite patience. It seems as if she were weaving the 
inherited energy of her ancestors, the rights and values acquired as an active woman throughout her life and 
through an eternal present that continually renews new challenges, regardless of age.

Therefore Riva Churchill serenely intervenes the room and creates translucent walls that suggest moving forward 
in time to a suspended infinite, in a network of longitudinal lines in highly elaborate or painted paper. Lines that 
lead the spectator through a thin entrance into a space that opens up into a huge luminous circle composed by 
hundreds of eyes. A space that in the shadow could be merging or sinking into the pavement gallery, in front 
of an empty eyed lunar jury that at the same time reminds us of the continuous persecution of consciousness, 
yet always facing the light of hope.

In these glances, the artist recreates the myth of the eye that communicates a thousand gestures, the penetrating 
and inquiring pupil. An eye that is transformed and that can be wild and lively or sweet and serene, yet always 
watching. Languages that reveal mental secrets, as they are unable to hide inside the most expressive, incisive 
and concentrated natural sphere: the eye.

In this way, Riva Churchill breaks the barriers of collage, multiplying the hanging elements, moved as visitants 
walk by, which flood the gallery with a dynamism that seems to be static and silent at first glance. A silence with 
which the artist invites us to experience sensations inside what is incorporeal and to be part of the intuitive 
realm, in a micro world of light and shadows beyond the physical form.



“Paper, Silence and Light”

March 15 - May 19, 2001 At Museo de Arte y Diseno Contemporeano, Costa Rica
by Tahituey Ribot-Pérez, Chief curator - MADC

The art pieces presented at the MADC in gallery 1, belong to four moments in the creative praxis of the 
experienced artist Angiola Riva-Churchill, showing the relationship between the Italian and the American 
cultures that dwell in her.

This exhibition denominated as “witnesses” could also be called Installation of paper made into love and poetry. 
It is a composition of diverse handmade art pieces as a proof of determination, patience and positive thinking. 
The artist came to Costa Rica, for the first time, invited by the director and curator Roland Barahona, in a daring 
purpose to make the third edition of the exhibition about design and technology called DIS+ART+TEC , in the 
other MADC galleries, coincide with the refined work of this renowned artist. This is a valid determination: a 
contrast of images is created between the handmade atmospheres elaborated and designed by the artist, and 
the design of the audiovisual world of publicity, in which technology is the main element. A singular parallelism, 
considering that communication is the main goal for both.

The contact with “Witnesses” is undoubtedly an impact and a gratifying experience, in which the dialogue 
established with memory, the architectonic space of the room and the spectator is outstanding. Most of the 
works hand as tapestries, made in white paper, as pure as light. The manual labor is presented as the ancestral 
work renewed by the artist in depurated pieces, elaborated in a unique material that communicate emotion 
and pleasure. A material that conforms as original space, which lights up, divides or becomes transparent at the 
same time, and which evokes at times a theatrical atmosphere. In this magical site everything is related, as a 
game between time and space, a game that takes a graden, the eyes, a unique procession of floating creatures, 
and the moon, as its “witnesses”.

In the Garden, inspired by the essence and emotions of Venice, the city built among and above the waters, the 
artist transcribes symbols into the paper that refer to Nature, to animals and to human beings. Symbols that 
face the imaginary and whimsical observation of the rain, in the almost never-ending movement of water, the 
essential element, as they glide through the paper. She always uses this material in its simplest form and color, 
and plays with the light to recreate the garden that will also be a refuge for meditating about herself and about 
her feminine essence. In this case, the paper is presented to us as a productive and sensitive individual, in which 
the inner vision of the artist is emphasized to its maximum, in the force that the observed image transmits. Thus, 
the garden is exhibited as the beginning of a game with pure paper, in which the first sensation is to penetrate 
inside a unique world filled with restlessness and thousands of new questions that will eternally coexist around 
ourselves. A game that intents to go beyond our essence as human beings.

But the Garden does not play as a solitary essence inside a spatial manipulation of harmony. Other eyes that 



represent both past and present, and that also look into the future, appear together with the inquiring and 
observant eyes. These observing witnesses are another vital element of the work of art. The eye walls are not 
lonely eyes, but silent courts of our journey through life. They are eyes that seem to rest, but at the same time 
remain alert, as eyewitnesses of an earthly life that moves around the unconscious game of the unexpected.

Then, in a third act, creatures without bodies, textured garments with empty limbs suspended in the air 
appear. Images that float in a world between what is sublime and what is real. It is a walk in silence, but without 
movement, a feeling, a Procession towards the Divine. They are empty figures that run away from the Garden, 
yet at the same time come back to it, in a hopelessly retracted way.

In another hidden space, the room of the moon, the artist introduces her many-sided element, paper, with 
multiple textures, in interaction with an enormous moon that rests on the earth. It is a circle in a constant 
dialogue with a big choir of multiple moons floating in space. Here, the cycle of interrelation is fulfilled when we 
find these moons of empty eyes that talk about luminous phases, with light apparently coming out of them. The 
double face of the moon becomes evident in a game that can take us to the observers’ double standard, who 
feel at the same time as the ones being observed.

Riva Churchill’s art has an aesthetic creed that emphasizes and gives special importance to feeling, memory or to 
the overflowing of individuality inside the diverse artistic expressions. Here, we can see the artist’s experienced 
use of paper, as well as her essence as a master in visual arts. Her work makes us enjoy the unconscious search 
of our own witnesses in order to be able to find an escape in our wandering through life.

Angiola Churchill deciphers with her paper installations, a mystery that surpasses her mundane self, the mystery 
that every artist assumes the one of communication between the spectator and the creator.

 



“Signs of the body”

2003 at Lattuada Studios, Milan, Italy
by Angiola Churchill

A Life of Art 

The works presented here traverse more than half of the 20th century, from shortly before the Second World 
War to the present. They are influenced both by my personal history – displacement by immigration, growing 
up in an urban environment, my family’s social and economic status, my education, and my exposure to the New 
York art scene – and also by the world events I have lived through – the Depression of the 1930s, the scarring 
effects of World War II and its aftermath, McCarthyism, the Cold War, the Korean and Vietnam wars, the cultural 
shifts of the 1960s and ‘70s, and the affluent period of the 1980s and ‘90s. 

Between Two Cultures

I was born in Manhattan on April 30, 1922 but departed with my mother for Italy when I was four months old, 
while my father remained to work as a chef in hotels and restaurants in New York. My mother and I returned to 
New York City in 1934, at a time of strong anti-immigration sentiments. It was a time of communism and fascism, 
as well as conservative fears that immigrants would import these ideologies. Vast unemployment due to the 
Great Depression and loss of agricultural lands also led to a general climate of despondency.

My life in this country began under these depressing conditions. I felt isolated from everything I had known – 
a childhood of well being, filled with love and inspiration from the art that was all around me, and the idyllic 
gambols in gardens and in the countryside with its lakes and mountains. Now a gray, woebegone city loomed 
all around me. We did not live where other Italians lived. My father’s work, took us to various parts of the city 
where restaurants could survive. At that time, only people with money could go out to eat, so I did not live in 
the tenement areas but in the plus West Side. In any case, most of the Italians living in New York were from a 
different Italian experience than my own. They came from the sunny seaside of the expansive Mediterranean, 
while I came from the reserved mountainous north. We spoke a different language; I spoke Italian and they their 
own southern dialects. 

Much was made of teaching citizenship in the elementary school I went to, and I took to it easily, even though 
it marked a significant change from the version of history that had been taught in the Italian schools I had 
attended. Yet when I reflect back on those days, I realize my identification was with the immigrant experience. 
Evidence of this is in the art prizes I won as a child and adolescent in New York. When still in elementary school, 
I produced images referencing the urban life of the immigrant that my teachers sent to competitions. In the 



Wanamaker Children’s Competition, I won a prize for a scene of Italian street vendors on Bleecker Street pushing 
carts of fruit and vegetables. When I was thirteen, I received the Pratt Prize for Gifted Children for my mural 
size painting of a street scene in the tenements of New York during one of its sweltering summers. This prize 
allowed me to take Saturday classes at the Pratt Institute of Fine Arts. My participation in this program taught 
me the importance of developing the habits of concentration and the obligation of professional presentation. 

In 1938, I was accepted into the prestigious High School of Music and Art created by Fiorello Laguardia. My 
teachers were picked from the best schools and were all born in the early 1900s or late 1800s. They were 
very devoted to Cezanne; the French Impressionists; the Bauhaus; and the Modernists, Matisse and Picasso. 
They themselves had been introduced to the latter two artists via magazines; exhibitions at a few adventurous 
galleries or at the Museum of Modern Art in 1929; or more rarely, through travel to Europe. Also, they were 
familiar with the Hudson River and Ash Can Schools in America, and some had been in the WPA during the 
Depression when Social Realism and Regionalism were in full swing. They taught me all they knew – and well 
– for I always felt I had a sound training, which served me in the future. Four years of working 8:30 – 12:0 in the 
studio daily and all day Saturday, plus visiting museums on Sunday was perhaps the most concentrated and 
disciplined time I ever spent in the studio in my life. Later, on several sabbatical leaves from my teaching, I could 
paint full time, but I generally only managed to work three days a week.

While I was at the High School of Music and Art, one of my paintings was selected by my high school faculty as 
a gift to Mayor Laguardia in gratitude for his establishment of the school. This painting was of a rubber plant 
sitting on a windowsill in the city. It was painted in black and white oil paint – a mélange of subtle values. Unlike 
the prize paintings I executed in elementary school, this work was teacher – guided and might have been 
influenced by them as they were aware of the socially conscious artwork of the period, and I was not. For me it 
was an expression of my isolated, silent view of things.

In 1940, while I was still at Music and Art, I was selected to represent my school in an experimental project 
developed by Victor d’Amico at MOMA. It was a year of seeing and thinking about Modernist art. At first I was 
suspicious; I was prejudiced against the unfamiliar. Total abstraction was not easy for me to accept. I loved 
Cezanne and the French Impressionists, but gradually my world broadened to include the entire collection, 
which became my daily experience. Like my high school, this opportunity was an extraordinary privilege. I 
spent days in the museum, hour upon hour looking and thinking. I was also part of a program offered at the 
Guggenheim Museum by Baroness Hilla Rebay. She introduced us to Bauer and Kandinsky – the German and 
Russian abstractionists. Like a magician, she took us to places in our minds where we had never been. To round 
out my museum experiences during these years, I became so familiar with the Metropolitan Museum that I 
wrote my Regent’s essay on how I would reorganize it. In spite of my poor spelling, I got a 99/100 on the exam.

Higher Education 

In 1941, I graduated from Music and Art. I had been the first student nominated to the honor society. My 



parents were happy that I had done well in school, but they had no ambitions for me other than a hope that I 
would make a good marriage when I was ready. I didn’t know what to do. I had a secret of going to Bennington 
College, but my parents were unable to afford it, and I never mentioned it for fear of giving them any extra 
burden. My parents and I were ignorant of the financial and for higher education that was available in the United 
States. Later when I was a candidate for a professorship at New York University, an evaluation was done of my 
background. Looking at it, my chair told me that my grades were so outstanding, I could have had a scholarship 
at one of the prestigious schools. I wept.

I found myself with heavy decisions to make. I wanted to be an artist, but I did not know what that meant or how 
to go about it. The high school had not prepared me for the let down and indecision I felt. I continued to stay 
another year at the Museum of Modern Art program. I visited and participated in the Art Students League, but 
the academic offerings there did not attract me. I put off going to college and hung around for a year or so on 
8th Street in the Village, a hub of emerging art world. There was no gallery world to speak of, and the European 
values of my family, the fact that I was a woman, and also that I was maybe 10 to 15 years younger than the artist 
groups forming at the time, made it difficult for me to plunge in the midst of things.

I decided to attend one of the studio schools established by prominent artists at the time. I considered joining 
Hans Hoffman’s studio school, but I intuitively felt that men were a dominant clique there, so, instead, I chose 
to attend the studio school of a cool English painter, Wallace Harrison, which was in close proximity to 8th 
Street. James Brooks was among the other students there. A year spent in this atmosphere resulted in a series 
of miniature paintings on paper executed in gouache. These works, showed a Surrealistic attitude, perhaps 
influenced by Harrison’s taste and b the Surrealist works I had seen. Meanwhile, a revolution in the art world – 
Abstract Expressionism – was happening around me. I lived in Greenwich Village where it was all developing 
but I was too young to be a full participant. I was also a woman. The Abstract Impressionists were a very 
macho group; female artists didn’t rate very highly. Nonetheless, I visited the galleries that showed Abstract 
Expressionist work and hung around the meeting places of Abstract Expressionists: the Waldorf Cafeteria, the 
Cedar Bar, The Club, places where the artists met to talk. I was also a frequent visitor at Hans Hoffman’s school. 
Frightened by the way these artists lived and put off by their macho attitudes, I was fascinated and stimulated 
by their ideas.

The New York art scene was enriched at this time by the influx of European artists escaping Nazism and the war. 
Cubism, Surrealism, and Abstract Expressionism were in the air. In such a charmed environment, I kept an ear to 
the ground while putting together my understanding of what art was, what had happened in recent art history, 
what rebellions were erupting, and which directions individuals were taking – all with the purpose of figuring 
out how this affected me. The 8th Street art scene was a bubbling cauldron, and my true teachers were the 
artists themselves, their discussions and their controversies. A person can learn about her or his likes, dislikes, 
and affinities by putting together snatches of readings, conversations, lectures, and viewings. Ultimately, this 
raw material must be laboriously pieced together with the person’s own impression of ideas and experiences. 
Without organized instruction, I was devising my own understanding of Cubism, Surrealism, and the path to 
the flat surface followed by Abstract Expressionists. In 1942, after a year with Harrison, I felt the need for further 
education. I decided to go to college and chose Tyler School of Fine Arts of Temple University in Philadelphia. 



Here, I expected to continue the development of the ideas I had been exposed to in Greenwich Village. 
Unfortunately, the teachers at Tyler were not in the center of what was happening in art, but I was able to spend 
this year pursuing the great collections of the Philadelphia Museum of Art, especially the Gallatin Collection 
that contained the works of Gris, Braque and Picasso, and that of the Barnes Foundation, rich in the works of 
Matisse. Also the work of Gorky came into my life at this time. Such exposure intensified the two previous years 
spent at MOMA. I also returned to New York on weekends to visit the galleries. My work from the period I 
spent at Tyler consisted of a series of small paintings in the Cubistic mode using the live model. I taught myself 
all I could about Cubism and felt comfortable with its principles of compressed space, dependence on linear 
space and geometric forms. The problem that disturbed me was that the color and line never seemed to work 
together properly for me, an issue that continued to be unsolved for me for years to come.

After a year at Tyler, I returned home where I was swept up into the War effort. I made my contribution by 
preparing to teach, thinking I would teach in settlement houses. I transferred to Columbia Teachers College in 
1943 and received a Bachelor of Science degree in teaching in 1944. After my graduation, I wanted to continue 
painting, but I didn’t have a studio or model, which I felt I needed. So, I applied for a scholarship at Cooper 
Union, which I won, I went to Cooper Union from 1944 to 1946. There I was able to spend some time working 
from a model, I was also first exposed to Carol Harrison who taught design. She expected us to work with 
biomorphic or geometric forms that resonated within the space. This was challenging, but I was still tied to the 
figure and other subject matter rather than pure abstraction. My investment in Cubism was not useful here. 
Even though at the time I resisted and maybe did not pay enough attention to Harrison’s exposition of Bauhaus 
concepts, I have found that her lessons about edge and shape and the inner life of form have stayed with me. 
Over the years, I have isolated my forms and made hybrids of them. They have become abstract combinations 
of vegetation and animal life, including the human figure.

Starting to Teach

The entrance exam I took at Cooper brought me to the attention of the dean who recommended me for a 
position teaching art history at Manhattanville College, and I began teaching there while attending Cooper 
Union. At the time, Manhattanville was a girls’ college for the very wealthy Catholic communities in this country 
and in South America. The mayor’s daughter was a student as were daughters of other prominent families. My 
students were the same age as myself and were more interested in social life than in art.

My great pleasure that year (1945), was curating the monthly exhibitions the college mounted on some theme in 
art history. As display materials I had only the images I could cut out of magazines and other small reproductions 
that I could purchase. Designing a show with some coherence using only these materials was a real challenge. 
I used to lock myself in the exhibit hall and make the control and command of the arena a great aesthetic 
adventure. When I fixed the first small piece to the wall, I could feel the space vibrate. By the end of the year, I 
was so familiar with the space it was thrilling. A year of this kind of experience, I am certain, contributed to the 
confidence I gained to work in large format and later with installations.



Because so many of the works I exhibited were nudes, the working nuns of the College reported my activities to 
the Mother Superior, Mother Damian. The first time she asked for a meeting with me, I was very apprehensive. 
When I got to her office, tea and cookies in silver service were waiting for me. She told me how much she 
appreciated my efforts and assured me I was to continue to do my exhibits as I saw fit. I was, however to 
continue to meet with her supposedly to discuss the situation so that the working nuns would know that she was 
in control. These meetings with Mother Damian were extraordinary moments. We talked about art she had seen 
all over Europe, monuments I had only seen in reproductions. During my student teaching days at Columbia’s 
Teachers College, I had discovered that children were real artists, so even though I was offered a tenure track 
position with a view to taking over the department at Manhattanville, I decided I wanted to work with young 
children. I sent letters to all the private schools in the city and was accepted at the Ethical Culture School.

By the late forties, the most serious effects of the war began to fade. Painters began to experiment with gesture 
or action painting and color field painting. Young dealers – Betty Parsons, Charles Egan, Samuel Kootz – 
came onto the scene. But America also moved far to the right during these years. Hysteria about the threat 
of Communism led to McCarthyism, denial of basic citivil rights, and the Cold War. The pervasive atmosphere 
was hostile to artistic innovation. In this context, artists began to turn inward. They retreated to their studios or 
moved from the city to the country and began to focus on existential issues – selfhood, isolation, psychic malaise 
– and to concentrate on the development of their individual styles. All found it necessary to expand to large 
formats that allowed them greater freedom to express their emotions. Although they moved beyond Abstract 
Expressionism, artists, including myself, continued to use the pictorial techniques – the use of sweeping, active 
brushwork; the notion of process for its own sake; a tendency to apprehend space as an expanding field; and 
the possibilities of working on a large scale – championed by this school.

In 1949, I was married to my fiancé Walter Churchill who had returned form the war. In the evenings, Walter 
and I attended the New School for Social Research. We took courses together in philosophy taught by Hannah 
Arendt and in art history with the great Meyer Shapiro. In 1951, I went to Italy again after twenty years, to visit 
my family. My father died while I Was there. He died with a will, and without family in the United States to help 
us, my mother, brother, and I suffered economically. There was much economic upheaval at this time. Walter 
and I moved to a studio on Morton Street, where I continued with the figure – but without use of the model, and 
in a Cubistic mode. These were the years when I was beginning to teach and much of my energy went there.
My years as a teacher at the Ethical Culture School (1948-58) were rich and complex. Working with children, I 
was living in a wonderful creative realm of art. I played with them, experiencing the world through their eyes. 
I gained many pedagogical skills and in the creative, encouraging atmosphere at this school, I was able to 
try my hand at whatever came into my head. Working with the best artists in the world – children unspoiled 
and intelligent – I did many wonderful things. While teaching at the Ethical Cultural School, I also earned my 
masters degree at Columbia. By 1952, I, too, had moved out of New York City into the suburbs. These were 
the years when Robert Moses, intent on building super highways, destroyed neighborhoods, making the city 
too expensive for the middle class or the artist. Later, however I was able to maintain studio space in the city 
– Houston Street (1957-58), McDougal Street (1958-59), and Washington Square Towers (1960-90). It was in my 
studio on McDougal Street that the active brushwork of the Abstract Expressionists caught up with me or me 
with it. I had a solo exhibition of these works at Long Island University, which had an ironic result. The psychology 



department at the university di a study of the artist based on the works in the show. The only problem was, they 
assumed that the artist was a man. I never read the results of this study, because I did not feel complimented 
by this misconception.

In this same year, I was offered a permanent position directing the art education program at New York University. 
My duties included teaching a course on the principles and methods of art education from kindergarten to 
high school and supervising student teachers. Accepting this job meant that I was committed to earning a 
doctorate, and in 1961 I returned to Columbia Teachers College, which had recently begun offering a degree 
entitled Teaching Art at the College Level. This allowed me opportunities to spend time on my own work. One 
of the requirements for this degree was a retrospective exhibition, which I mounted in 1963. This proved to be 
an invaluable experience, since it obliged me to review and take account of my total production. At first, the 
work seemed so disparate, but on further contemplation, I discovered some consistencies such as love of line 
and shape, confidence in compositional use of the Cubist mode, and frequent views of urban scenes. At this 
time, I returned to the figure and to the more subtle relations in color I had enjoyed in earlier periods of my life. 
I hired a model for another bout with the figure and sometimes still life crept into my figurative compositions. 
The works of this period were large, passionate paintings in greens, grays, whites, and blacks. Around this time, 
I showed a work of mine in the 80 Washington Square Gallery. John Sweeny, then Director of the Museum of 
Modern Art, liked it very much and asked me to meet with him. I never did, because I felt I wasn’t ready as a 
painter. It was a great mistake. I am sure I could have learned a great deal from such a fine critic, and his interest 
would certainly have given me an entrèe into the art world.

The 1960s

To a great degree, the retrospective show at Teachers College brought enlightenment and closure. The early 
sixties were the years when the abstract expressionists were exhibiting their matured styles. Living in New 
York City, I was privileged to see these shows and to learn from them, I suppose in the years between my 
retrospective and the final thesis show, which I mounted in 1967, I was freeing myself from the concepts of the 
past and unconsciously searching for my own voice.

During this period, I felt the need to become liberated from a Cubistic mode. I remember telling myself, “Paint 
anything you want to try, forget everything you learned.” I experimented with mandalas, a form I had found 
stimulating while I was working with children. The scale of the work increased as I spread over the surface of 
the canvas. Instead of a Cubist compression of space, the power of centrality became important along with 
symmetry. The human figure gave way to endless, boundless space of an unknown place. Color became bright, 
luminous. One of my professors called these works, “hedonistic.”

I returned to Italy in 1961 and have spent every summer since then there. At first, I had a studio in Varenna. Later 
in 1974, I became resident director of the NYU summer studio program in Venice, a position I still occupy. In the 
years 1962-63, I was on sabbatical leave from the university to focus on my painting. Working in my studio on 



Lake Como I produced a series of paintings and collages influenced by the blue of the lake, the fused light of 
the water and sky and light patterns through foliage. The balustrades at the water’s edge were fascinating. This 
experience with nature for a city-reared person brought me in contact with new influences. Contact with nature 
and the baroque architecture caused me to play with symmetry, biomorphic forms, light, and atmosphere. Color 
began to function for me and to gain purpose in a way it had never done. That winter, the memory of these 
experiences stayed with me and I created symbolic collages isolating the form of architectural features that 
began to represent and merge with the human figure. The isolation of single forms in which shape dominated 
– sensuous and referential of nature – which had been introduced to by Carol Harrison, began to surface in my 
work.

The cast of characters that were to play their part in my future artistic expression were gathering: an expanded 
surface, isolation of line, a tie to nature through its shapes, and a love of linear elements in the decorative 
patterning of the European architecture became elements that began to add up to a personal communication 
of things I truly appreciate in art and in life.

Meanwhile, political and social unrest erupted throughout the United States and Europe. I was teaching at NYU, 
and there, as in other American colleges, there was rioting and protests. Students demonstrated against the 
war in Vietnam and protested for more control over their own education. In the art world, Op, Pop, Process Art, 
Minimalism, and Conceptual Art were all the rage. The themes in art were popular culture themes of sex, love, 
drugs, and rebellion. Increasingly, there was an awareness of the rights of ethic, racial, and women’s groups, as 
American culture gradually stopped trying to assimilate immigrants into an Anglo-American culture and began 
to affirm diversity, For my part, I had suffered much in the thirties and forties from being pushed into the Anglo-
American ideal of life. It had meant forgetting and giving up twelve years of Italian experience and heritage. I 
was happy to reclaim my background in the years that followed.

 I also benefited from the plethora of artistic movements that exploded in the 1960s. While I did not immediately 
absorb the discoveries of any of these schools, I later saw their influence in my work. Pop flourished in urban 
settings where the young and sexy were what counted. It flourished in an economic system in which items 
produced “go out of fashion even before they wear out” (Edward Lucie-Smith). The Pop artist did not create 
objects but chose among those that already existed often repeating them in homage to contemporary 
depersonalization. Belatedly contemplating Pop, I see numerous influences on my work. For one thing, I 
recognize now that I am an “urban“ child. Except for my earlier years and the later summers spent in Italy, I 
have lived almost exclusively in the city of New York. The influence of reproducible imagery, the repetition and 
selection of things that already exist became very evident in my work of the ‘80s and ‘90s, especially the Eye of 
I show in New York. 

Op art of the 1960s turned technique into subject. It explored the perceptual response of the eye, endeavoring 
to activate them by the conditions set up in the work, Op relied on sensations created by the manipulation of 
color and pattern. While I never adopted the more extreme techniques of op art, an appreciation of pattern 
is essential to my works. I have been interested in exploring the interchange between ground and figure and 
in using complimentary colors to create an afterimage. These techniques were particularly prominent in my 



mandalas of 1963 and my collages of the 1970s.

Influenced by Duchamp’s use of the ready-made object, Minimalism rejected the subjectivity, emotional 
content and metaphysical beliefs of the Abstract Expressionists. Minimalism stressed rationalism, mathematical 
exactitude and modern technology. Its artists made use of fabrication and industrial materials that gave their 
works a manufactured look. Utilitarian geometric shapes were organized in repetitive, simple orderings based 
on modules, serial sequences, and the grid. These concepts emerged in my own in 1974 when I utilized a 
module, seriality, a grid, and the simple purity of white in early paper works. I have continued to employ these 
concepts in installation work completed since the eighties. While I adopted these artistic practices, I rejected 
the notion that the handmade and craftsmanship were obsolete. Instead, I chose to work in a natural material, 
by hand, in a labor-intensive manner. This manner of working was influenced by the fact that I was a woman 
needing to identify the kind of work women had always done without recognition.

A broad and diverse range of activities was gathered together under the label of Conceptual Art. The works 
of Conceptual artists were mostly expressed in language, diagrams, and documentation – through written 
proposals, charges, maps, photographs, video, and film. There was an emphasis on ephemeral materials 
and random temporary structures. In the works I created for the Eye of I exhibition in 1977, I employed the 
contemporary technology of the photocopy as a means of expressing an idea along with language. While this 
technology has been used by Conceptual artists, my works had a more inward-turning focus. Artists make art 
by absorbing the ideas, concepts, and artistic devices present in the production of other artists, transmuting 
them through personal experiences, and rendering them in their own forms. As I moved away from art images 
influenced by my education, I discovered works that were ever increasingly personal, symbolic, and metaphorical. 
I was drawn to mixed media, collage, assemblage, bas-relief, and ultimately to installation. All my images and 
themes evolved from private mythologies whose meanings can only be captured intuitively and whose forms 
are essentially abstract, but they reference art movements that are of my time and culture.

In 1973, McGraw-Hill published my book Art for Preadolscents, plus a slide collection accompanied by a guide 
for art teachers. It represented fifteen years of research based on my experience teaching at Ethical Culture 
School and my doctoral dissertation “Painting for Preadolescents”. In two volumes I poured not only all my 
passion for art but also the exciting inspirations required for teaching, in order to spark, nurture and appreciate 
the intangible quest all artists pursue in the adventure of making things that symbolize experiences. I learned 
a good deal of what I know about art and what I make as art through participating with others in the world of 
imaginative living. 

In 1974, I became director of NYU’s Master Program in Venice, Italy, a post I continue to hold today. The twenty-
nine summers I have spent in Venice have provided ample opportunity for visiting the monuments and museums 
of Italy, while the Venice Biennale brings together the international contemporary art scene. Working in the NYU 
studio program, in effect a community of prospective artists, has exposed me to the challenges facing each new 
generation. Living in a foreign country stimulates an objective distance on one’s own culture. In this atmosphere 
of two island cities – Venice and New York – the concepts and accomplishments of each are merged. 



Feminism and New Materials: The Works of the ‘70s, ‘80s, and ‘90s

The feminist authors and artists of the seventies influenced me deeply. Feminist theories of art history became 
part of the discourse in art schools and the subject of art criticism. I didn’t quite realize the effect I was having 
on young women as a professor at NYU, until I began to be invited to participate in groups that met to discuss 
feminist art. I had been the only woman in the department for many years, first professor and then department 
chair for twelve years, and they felt I must be a champion of their goals. Like many women, I had always felt and 
known the inequities and injustices of a society dominated by men. My role in my work with young women in the 
studio and in art discussions was to assist them in exploring and encourage their investigation of what it meant 
to be a woman – what sensibilities were involved, and the variety of individual ways they could express their 
self-discoveries. I was never an activist in the feminist movement, but I have always been a natural believer in 
women’s rights and abilities. In my life, I always resisted being thrust into the “woman’s role” by the men around 
me, and my work has always reflected my concern with women’s issues.

I began working with white tissue paper quite by accident in 1974 and discovered a medium to which I would be 
devoted for nearly thirty years. This happened when a very distinguished artist visited our class. Chryssa was not 
only a fine artist, she was well prepared. She asked the students in the class to choose a material they had never 
explored before. To encourage the class, I also participated in the project, gathering some tissue paper that was 
lying about in the studio. I might not have seen the value of what I was doing if Chryssa had not immediately 
taken note of it. I shall be eternally grateful to her for her sensibility and generosity.

At first, the paper pieces were abstractions – repeated patterns in undulating rhythms that were rich in delicate 
tracery, light, and luminosity. The city of Venice was undoubtedly an influence as was the minimal aesthetic 
of module, seriality, and the grid. Once the paper works were under way, I was asked to exhibit in numerous 
galleries and museums. In all, I had thirteen solo exhibitions of works on paper in Europe and New York. It was 
the curator Lola Bonora, director of Centro Video Arte in Ferrara, Italy who pushed me off the walls to the real 
space of installation for my paper works.

Then in 1987, I returned to painting. I had missed painting so much, I stopped the installation paperwork. It was 
wonderful to begin from scratch. At first I didn’t know what I wanted to do, how it would look or what to do it 
with. I knew for certain that I did not want to use oil paint. I felt there was too much tradition tied to it. But what I 
was going to paint, or how I might imagine what I was going to paint was a complete mystery. A sabbatical leave 
in 1989 made it possible for me to work for a year in Venice. It was the return to the natural Garden of Eden.

I decided to let things happen as they would. The first thing that attracted me was brown paper and cans of 
different white paint with glossy opaque sheens. I began with a house brush to dash out shapes-cut them out 
and then collaged them onto large pieces of brown paper. I called the forms my letters of the alphabet. After 
accumulating a full alphabet, I began to want to write with it. A period of cursive writing followed, unintelligible 
to anyone including myself. In later years, analyzing the works in preparation for a catalogue, I realized that I was 
trying at the time to break through the heritage of silence. These works were concerned with speaking, writing, 
and communicating. My generation was taught that silence was a woman’s greatest protection. If she kept silent 



she would not provoke aggression. The time had come when I wanted to speak and be heard. Consciously or 
unconsciously, I continued to follow an autobiographical and feminist direction. These paintings on paper were 
entitled Talking to the Mirror and Talking in Visual Symbols. They explore not only my own communication, but 
also the idea that the world is communicating with itself via satellite. This series of large pieces on paper began 
with collage and ended with essentially abstract forms in glossy and opaque enamel applied directly on paper.
This period was followed by more autobiographical paintings on canvas, all in white on white with some grays 
and blacks and large in scale. In these paintings, the metaphor of the garden appeared. The forms that had 
signified the alphabet now took on forms like vegetation. One work was called “The Gate.” In this I asked 
myself whether I was locked out of the garden or in it. No doubt, the envisioned gardens of Italy were inspiration 
for this particular phase of my work. 

During these years, I had resumed working intermittently with paper installations, and the garden theme also 
came into these works. Some of the smaller panels were part of an exhibition at the Swan Gallery exhibition 
in 1996. The curator of the Neuberger Museum, Judy Collischan, saw this show and asked to visit my studio. 
Subsequently, she invited me to be in a three-person exhibition called Paper Spaces. The museum gallery in 
which it was to be held was a cavernous 5,000-square-foot room with a twenty-foot high ceiling and no windows. 
The Neuberger had been designed by Philip Johnson, an architect who was a hero of my high school days. I 
loved his work and knew it well. The idea of actually having an association with the building was inspiring. It 
seemed as though the circle of life was closing into a perfect relationship.

I responded to this opportunity by creating “A Handmade Garden” (1997) that brought together a number 
of ideas I had ben working with into a unified form. In this “garden made by hand,” there is a contradiction 
between the techniques and artistic practices employed. On one hand, the emphasis on the handmade 
reflects my nostalgic desire to return to an era when the machine did not exist. On the other hand, I employed 
methods of used by the minimalists who celebrated the technical possibilities of the machine age. I used the 
module, seriality, and the grid in arbitrary formal arrangements of parts, positioned so as to explore the ideas 
of repetition and continuity. In the same year, another group of ideas came together in The Eye of I exhibition 
in Milan. Throughout the course of my career, I have often made things that appeal to me without purpose 
and not seeing any connection between one idea and the other until a moment arises when things seem to 
come together. IT has usually been an exhibition that riggers a theme or concept. In this case, I have been 
thinking a good idea about perception and how to conduct critiques in my classes and I have been reading the 
French philosophers. Modern psychoanalytic theory had played a large part in developing our understanding of 
unconscious desires and the social indoctrination involved in looking in general as well as looking at objects of 
art. My interest and knowledge of philosophy and psychoanalysis coalesced in working with the physical image 
of a human eye while thinking about the I of personal identity.

I did not invent what I explored. I do not believe that I am initiating or forging new directions into unexplored 
forms in art.

Rather, I have an affinity with previous artists’ before me. So these projects are my own investigations into 
concepts that already exist.



“The lost garden and the future” 

2003 at Museum Fortuny, Venice, Italy
By Robert C. Morgan 
 

The crux of Angiola Churchill’s new installation is that paradise is in danger. Her belief as a woman and an artist 
is that the tragic sense of life has usurped our ability to capture paradise and to make it a living reality, a place 
to abide, to live, and to reflect. Her artist’s statement makes the claim that “Western culture begins in Eden, the 
paradise from which man was expelled.” The question Churchill raises is where has man gone since he left the 
garden? Has he made a better life for himself? Has he endured the spiritual privations of the last century, the 
age of Modernism?

Churchill is less cynical about her response to these questions than she is skeptical. She is till seeking an answer, 
still attempting to come to terms with the reality of existence – not as a mundane affair – but as paradise. The 
implicit statement in her work is that although man chose to leave paradise, the ability to regain it is within 
the province of women. Given her role as an artist, she has taken the responsibility of representing a visual 
paradigm, a paradigm of whiteness and purity. 

Thus, she represents a new possibility for seeing – a process of envisioning – within the garden. This is the place 
of Eden – a tactile, flourishing environment for the soul of humankind. 

Churchill’s installation in Venice is a tripartite arrangement. She has utilized the horizontal space of the palace 
to create a three-part division, each section giving a symbolic message, offering a further extension of human 
memory, space, and time.

The viewer enters the gallery and is confronted by the quadrilateral space of a labyrinth. The maze is enclosed 
and inaccessible; the center is unknown. It represents a space where the viewer arbitrarily loses oneself. From 
the maze, the viewer moves to the second part of the installation, the most ambitious in terms of scale and 
concept. This is the space of the Garden – the lost Garden of Eden – from which man departed and from which 
now he is lost, displaced, and willfully abandoned to a violent and callous world.

Churchill described the garden as “representing man’s need to create a paradise on earth.” While this may 
be true, the work of women is to ensure that the garden is maintained. “Human figures without bodies are 
traversing the garden,” says Churchill. “They are in a state of reforming themselves, transforming, an evolution.” 
There is a mystical aspect to Churhill’s art.

Within her installation she narrates a condition of the mind, a dream-world, that offers a kind of reconciliation, 
a place of Colace, a guardian-space. Her spaces offer us an elixir from the pain and repetition of everyday 
existence. 



“Their bodies have left their garments, vestiges of their culture,” proclaims Churchill has used preciously in an 
installation at the Museo de Arte y Diseno Contemporano in San Jose, Costa Rica (2001). But here at Palazzo 
Fortuny the figures are headless, suggesting that their bodies are remnants of a lost paradise, a lost culture 
where the sensual delights of mind and body have been forsaken.

The viewer is then expected to meander a path through these headless figures that appear like spectres of Doric 
columns from a bygone era. Between them we see the hanging flowers, also constructed in white translucent 
paper, and the poignant white fountain that rises up in the center, as if to resurrect a sense of being in this 
euphoric space, displaced in time. 

Finally, the third component in the installation is what Churchill calls the “unnamed space.” Here is the mysterious 
aftermath of the lost Eden where viewers encounter a large circular space. A light shines from the floor with 
tondos fluttering in the air currents overhead. 

The artist raises the question before our eyes – what to do? What can we do in such a ritual space? Is it possible 
to re-discovery the cultural past in a profound way, free of national, racial, and ethnic boundaries? The circle is 
symbolic of ritualized creation, of coming together, of acknowledging fear and retribution, of coming into a new 
places where humanity can restore itself, and reveal new sourced of energy for the future. 

This is where the artist abides as the harbinger of a new world, a better world, free of autocracy and oppression. 
This is the space we enter after the garden – a woman’s space, the space of warmth and pleasure, the space 
of solace and caring – where the spirit soars and is reconciled with the body, and where love and beauty are 
restored to humanity. 



“Beyond The Garden”

2003 at Museum Fortuny, Venice, Italy
by Silvio Fuso, director of Museum Fortuny

 

It seems particularly difficult to describe, in such a brief statement, the uniqueness of a work and of a creative 
process whose suggestiveness never ceases to attract and astonish. Angiola Chruchill is an artist that is blessed 
by the grace of a “synthetic effectiveness” in which symbolism, vision and a great ability for decorativeness are 
harmoniously founded.

I would like to pay particular attention to her ability for decorativeness. Perhaps it is because of the natural affinity 
that it has with the spirit of the polyhedric work of Mariano Fortuny: indeed, as soon as I saw the sumptuous 
garden created by Angiola in the ground floor exhibit space of the Palazzo Fortunny, it called to mind Mariano’s 
access to from the artist’s photos. In entering the interior of well-defined spaces and boundaries, of milk-white 
transparencies, both express a precise concept and view of art and beauty. If for Fortuny all of these qualities 
are expressed above all in the realization of his stupendous fabrics and of the famous delphos, for Angiola they 
lead toward a visionary intuition of reality.

The decorative motifs, the knowledgeable manipulation of the paper, the subtle use of luminous effects, 
accumulate to create the essence of a world that, to be imaginative and imagined, is not less concrete or 
possible.

The rigorous union of constrictive and decorative approaches renders Beyond the Garden a work that is radically 
“other” with respect to the Babele of the contemporary, in so much that the Labyrinth, the Garden, the Space 
without a Name allude to an important and mysterious function. Easy allegories are left aside in the name of a 
higher metaphorical concept of the artistic act.

In Angiola’s work the forms of nature and human culture are reproduced and reduced to their essences using 
the skills of the craftsman as the most important key of interpretation and as a sober ethic authenticity.

The “disinterested” aspect of beauty is all together prevalent, indeed, far from the necessity of indicating 
meanings or proposing messages, it simply is.



“Beyond The Garden”

2003 at Museum Fortuny, Venice, Italy
by Angiola Churchill

 

Western culture begins in Eden, the paradise from which man was expelled. This installations refers to the 
journey of Western culture from paradise to – where?

The first encounter in this installation is with an image of a labyrinth, ancient symbol of man’s desire for structure 
and order, and unambiguous path to salvation or revelation devised and practiced by a collective community. 
However, this particular labyrinth is no longer a carrier of clear messages but a maze, replete with dead ends, 
diverse directions, corresponding to our contemporary state of mind.

The second structure encountered in the installation is a walled garden, representing man’s need to create a 
paradise on earth. It also represents man’s endeavor to control nature, ultimately our planet.

Human figures without bodies are traversing the garden: they are in a state of reforming themselves transforming 
an evolution. Their bodies have left their garments, vestiges of their culture, behind.

All that is left are their empty dresses that in design symbolizes stages of western cultures like the Greek column, 
the lucid tracery of Renaissance drawings the unblemished purity of the cult of the Virgin Mary.

These figures are in the process of leaving the garden. They are directed towards a space where there is another 
world of expanding energy, holding possibilities into which human kind will be catapulted as they penetrate 
deeper into the universe.



“Paradise Revisited”

May 3 - June 13, 2004 at Tenri Cultural Institute of New York
by Robert C. Morgan

 

Falling Water

Throughout her long and distinguished career as a Professor of Art at New York University and as an internationally 
recognized art educator - who has expanded the notion of what it means to be an educated artist - Angiola 
Churchill has never forsaken her initial ideals as a painter. As a student of Hans Hofmann, when his school was 
on Eighth Street in the Village during the fifties, Churchill became enchanted with the breadth of expressive 
possibilities in abstract painting.

Over the years she has tenaciously evolved her own abstract vocabulary, working primarily in white and black, 
sometimes on canvas, but most often with paper. Her extensive work on paper is viewed by the artist as symbolic 
gesture related to her role as a woman, representing “the incapacity to speak - the inheritance of silence from 
the woman’s world.” She has also borrowed signs and symbols from her Lombardian heritage along with a 
certain vision of the light. She has brought this vision into the context of decorative significance. Put another way, 
Churchill has somehow evolved according to what the late nineteenth century artist and critic John Ruskin once 
understood as a hybrid sensibility between Italian and Anglican perspectives. Precision sensibility, expressive 
articulation, and attentiveness to the craft in art - these were the elements that constituted the goal of the artist.



“Paradise Revisited”

May 3 - June 13, 2004 at Tenri Cultural Institute of New York
by Thalia Vrachopoulos

 

ANGIOLA CHURCHILL: THE GARDEN AS A STATE OF SURPASSING DELIGHT

 
“When I abandon time I am myself eternity / and enclose myself in God, and God enclose in me” 
-Angelus Silesius

 
Churchill’s paradisiac imagery relates both to her Italian rearing and to her desire for reclaiming this early 
environment after many decades of accomplishment in the United States. For the majority of her life as a 
creator she constructed eidetic images relating to the garden or that allude to her childhood experiences with 
giardinos and serras (Hothouses), the delightful abides, where fresh brown earth smells dominate.

Throughout her productive career Churchill came into contact with such modernist masters as Hillay Rebay, 
Hans Hoffman and the Abstract Expressionist, and English Street Schools. However , Churchill’s monumental 
works have more in common with the minimalist aesthetic of Richard Serra or the sculptures of the Finnish artist 
Kari Huhtamo. Serra’s site-specific sculptures although more about solidity and confrontation than Churchill’s 
soft ephemeral forms, nevertheless share her economy and monumentality. Kari Huhtamo’s pieces are made of 
steel but due to their lacy fretwork worked with the laser saw, and delicate appearance, they can be associated 
to Churchill’s ethereal forms. Churchill’s close relationship to nature is akin to Serra’s love for the poetic aspect of 
the sea and she conceives of her installations for particular spaces, which also relates them to his site specificity.

The artist felt the power of symmetry and centrality in the sixties when she broke away from previous rectilinear 
Cubist forms of structure in order to engage with images inspired by natural forms and foliage. Churchill adopts 
hand-made techniques that allow for the presence of the artist’s hand yet, rather than becoming signifiers of 
labor, her designs appear as abundance and bounty like that one the Ara Pacis bas-reliefs. Churchill’s chosen 
material is paper, which is a natural fiber and her iconography alludes to vegetal forms. She has been devoted to 
the use paper since 1973 to create rich and delicate patterns in undulating rhythms whose transparent qualities 
are reminiscent of Venetian light. This results in an ambience of rapture recalling a Lombardian jasmin-scented 
evening.

Churchill’s engagement with modularity gas become a leitmotif as seen in Brambles, 2004. This work consists 
of layers upon layers of transparent glassine paper overlain with brambles drawn with brown oil stick. While 
this work’s modularity cab be associated with Minimalism in its superimposition, and due to its transparency 
it creates a palimpsest effect of abounding forms. The brown shapes on these delicate surfaces are vegetal 



alluding to twigs or branches while the layering of the paper one sheet on top of another like the time rings of 
an old tree develop as a synthesis. In taking up an entire wall space they become site-specific constructions that 
transport the viewer into an environment that rather confronting due to its large size, is inviting to the touch.

Churchill’s consistent use of line, shapes and composition led her to create proliferating natural forms in 
biomorphic configurations as seen in Seeds, 2004 a window installation. Hung in free flowing sections trailing 
to the gallery floor its medium, a delicate glassine paper, subverts the notion of permanence through its light 
transparency. These sections hung at a 45-degree angle also appear in layers so that their organic motifs change 
both with the breeze and with the viewer’s movement. This constantly altering artwork breaks with outdated 
concepts about the durability if art as well as overcoming the static limitations of the painted idiom. Churchill 
maintains the use of white as metaphor for purity and for its ability to offset the subtle relations of the Seed’s 
soft browns, greens, and grays.

Two related works entitled Stream, 2003 and Lake 2003 are a series of silkscreen prints on wooden panels. This 
method of printing is created through stencils that require forcing paint squeegee-like with instrument through 
fine silk stretched over a frame. By alternating blocked and open areas Churchill has created very complex 
compositions through the use of stencils and paint. Also called serigraphy the process became popular with 
American artists in the thirties and is still widely used. It is especially suitable for vivid colors and strong shapes 
like Churchill’s crystalline configurations. The background upon which she’s attached these prints, reflects the 
shapes of the triangular facet motifs creating a wedge that gracefully meets the gallery wall on one of its 
sides while rising about two inches on the other. Because her Stream series is white on white, on the process 
becomes more complicated as the shapes can only be differentiated through the use of texture rather than 
color. Churchill has masterfully dealt with this by orchestrating her moves so that she repeat the stenciling 
many times over whole varying the amount of paint to create textures without compromising her work’s overall 
design. The other pieces in this series entitled Lake contain the same motifs but differ coloristically having a 
dark background. Through its background color and its triangular rectilinear forms Lake suggests meting snow 
crystals while Stream’s white on white facets recall broken ice shards.

The artist uses paper as a direct medium of expression in yet another work Waterfall, 2004 composed of strips 
of white paper that in their verticality allude to the natural phenomenon of cascading water. Churchill has hand 
twisted and manipulated thousands of papers formulate her Waterfall whose tassels trail onto the parquet like a 
carpet of rain. Paper dates back to 105 C.E. China and has been used extensively by artists to construct works of 
unsurpassed beauty both in the West and in Asia. In recent history the most prominent example of a sculpture 
working with paper is Isamu Noguchi who often used this material to order to combine it with western sculpture. 
Churchill uses paper to recreate the diffuse light of the giarinos and serras of her early years in Italy. However, her 
site-specific installations are much more than a desire to visit familiar territory they are also physical expressions 
of the metaphysical as well as a manifestation of her creative impulse.



“Paradise Revisited”

May 3 - June 13, 2004 at Tenri Cultural Institute of New York
by Angiola Churchill

 

The visual discourse in this exhibit can be seen in terms of the human body as it moves in a complex articulation 
with itself in relation to all other living things in nature. Parts combine into hybrids, organic symbols, attesting 
to the parallelism existing between human and non-human life. Slipping in and out of each other, they spread 
onto waxed paper in vertical hangings, suggesting a living skin and firming a huge erogenous zone. Within a 
structure in which lyricism and abstraction are coupled, the multiple layering causes spatial ambiguities and 
unresolved meanings. On the walls, the symbols are organized in horizontal bands surrounding the space of 
the gallery like a garden wall. The glimmering of light shining on the walls and fused into the installation instills 
a metaphoric calm in which a moment of peaceful unification with nature is held in abeyance.



“Symbolic Images”

April 12 – May 1, 2004 at Crecloo Art Gallery, Jekintown, PA
by Angiola Churchill

Complex obsessive linear elaborations forms the symbolic images in these works and while they reference a 
range of personal reflections, they also reveal an awareness of abstract modernist concerns.
                                                                                                                               
Movements throughout the works is attained be an energy created by light and/or the rhythmic play of line and/
or the kinetic jostling of one form against another.

Enclosed volumetric forms gain sensuous dimensions. Selected spatial intervals along with symmetrical 
arrangements create a sense of metaphoric clam. Vicariously these images live the movements of all living 
things in nature, be they human or non-human.    

 

 

 

 

 

 

 

 

 

 

 

 



“A Labyrinth for Napoli”

2006 - Palazzo Reale, Napoli, Italy 
by Angiola Churchill

The given space of Palazzo Reale, exudes a mood. The light and shadows within its walls fire the imagination. 
Turning to my paper, glue and scissors I fashion shapes. Directions, scale and balance come into play. Building 
paper walls around paper gardens has always been of interest. It is only recently that the walls themselves 
become significant. Through playful rummaging, ideas and physical forms align. I envision a structure in which 
people can enter - a labyrinth comes to mind.

Entering this structure the individual is presented with a long lateral view of a path flanked by two walls. Standing 
in the void between them, surrounded by both tactile and visual clues the dialogue between the individual and 
the structure begins. The right wall composed of thousands of hand twisted strands, cascade down like falling 
rain or tears through which the light shines softly. Papers whisper quietly, sensitive to motion. On the left, the 
wall is a rigid, complex, see-through structure which only the eye can penetrate. They are different these two 
walls. In one a sense of depth is experienced as actual space while in the other the space is experienced as a 
diffusion of light.

The pedestrian lured by the path into movement embarks on a journey moving through space in real time. The 
rapid capacity of vision operates at another tempo. The eye darts in and out of uninhabitable spaces- zooming 
into long and short distances - going places where the body cannot.

These two capacities fuse to expand and intensify sensibilities.

The structure can be savored and appreciated in infinite ways through its collective parts. The integrity of the 
structure and its ultimate meaning depends upon these parts. The intricacy of overlaid, repetitive pattern, cross 
sections of inner and outer edges, dissolving volumes and the virtual world of shadows are manipulated and 
fused into richly sensuous relationships as familiar to us as our own bodies. Bodies formed by these characteristics 
into organic shapes supported by a skeletal structure as are these two walls. In this fragile network of paper 
where silence reigns as a potent presence, the presence within ourselves may be activated.

In Napoli, a city dominated by the menacing power of Vesuvius- walking the ritual of the labyrinth challenges 
us to face the Minotaur in the guise of our own unexplored selves thus opening the path to fuller dimensions 
of existence.



“New Works: Thoughts in Transition”

April 21 – June 3, 2006 at Crecloo Art Gallery, New York, NY
by Angiola Churchill

 

These pieces are an exercise in layering. Interplay of shapes, lines and tonal values-sometimes color – and 
physical joy in the release of gesture is often present. It is in the process of working that they reveal what they 
are about. They are not about the mark. They are related to subject-memory of thoughts perceptions, images, 
ideas, and concepts. They are a form of visual thinking, which through the freedom of association arrive at a 
message or a realization.

In the process of working my works reveal content.  Interplay of shapes, lines and tonal values- sometimes color- 
and physical joy in the release of gesture is often present. 

My art is not about the mark. The works are related to subject- memory of thoughts, perceptions, images, 
ideas, and concepts.  It is a form of visual thinking, which, through freedom of association arrives at a message 
or realization. My finished drawing is a chronicle of previous ideas and drawings that ultimately add up all the 
passages that have contributed to its creation.

Pandora’s Box #2
 
Pandora, created by the gods, was given by each of them virtuous gifts of character except for Hermes who 
marred her with excessive curiosity.

At the occasion of her wedding, the gods presented her with an extraordinarily beautiful box, which they warned 
her never to open.

Given Hermes’ contribution to her character, she could not resist. Upon opening the box, out leaped all the evil 
miseries that have since plagued mankind- greed, jealousy, hunger, cruelty, poverty, disease, and war- with the 
exception of one single redemptive promise - hope.

It has been men who have often authored this ancient tale- blaming woman for mankind’s loss of paradise. 
Remember Eve?

A revision is in order. Pandora’s Box #2 contains the hard won experience in women’s lives through history- love, 
patience, trust, caring, affection, forgiveness, reflection, peace- which now urgently need to be released into 
this imperfect world. 



“New Works: Thoughts in Transition”

April 21 – June 3, 2006 at Crecloo Art Gallery, New York, NY
by Robert C. Morgan

 

Angiola Churchill, an Italian-born American artist, was for many years the chair of the Department of Art and 
Arts Professions at New York University and the founding director of the NYU summer graduate program of 
fine art in Venice.  Upon her recent retirement, this amazingly profound and prolific octogenarian artist decided 
to devote all her time to making art as if to make up for the time she had spent as a devoted teacher and 
administrator. Professor Churchill works with large-scale, poetic cut-paper installations and with biomorphic 
contours and spatial volumes on overlaying sheets of vellum that suggest feminine sexuality derived from the 
natural world of flora and fauna.

This most recent series of works echoes the basic themes on which she has worked over the past six decades. I 
would characterize the symbolic content of her visual themes in the following way: the cycles or life and death 
in all living creatures, the belief in the superiority of abstract art to communicate basic feelings, the feminine 
structure of mind and body, the fundamental connection between nature and the human spirit, the belief in 
fantasy as a primary source for the creative imagination, and the desire of women to live in a civilized, humane 
world with freedom, dignity, and equality. 

In formal terms, her drawings reveal complex (though intuitive) curvilinear shapes overlaid on vellum atop one 
another or placed in a side-by-side relationship suggesting a gravitational pull between them. Here Churchill 
continues her exploration of abstract forms and shapes that, for her, carry a strong correlation with those found in 
the cosmic and micro-worlds. As a critical observer, I see these forms as sharing something in common with the 
transcendentalists. These American 19th century philosophers believed that what was essential to humankind 
was in direct relation to the laws of nature. The problem – as shown in the writings of Emerson,Thoreau, and 
Whitman-- arises when we lose contact and are no longer capable of taking the time to observe or to enjoy 
nature.

While such ideas were written a century and a half ago (and have their basis in the writings of the early Chinese 
philosopher Lao-Tzu), the problem of nature’s absence in everyday life appears more intensified in recent 
decades. Since the advent of new technologies, one may only speculate as to how our direction as a species has 
changed in terms of what we believe is significant and what defines the quality of life. Mature artists like Angiola 
Churchill are inspired to pursue a voyage that goes deeper into human reality than much of what emerging 
artists are willing to explore today. Her forms are mostly round and floral, but occasionally angular. They are full 
of spatial volume and sexual puns that reverberate through the picture plane. Her zest for inciting these forms 
and for bringing classical contours to life on the picture plane is enormous.  Churchill’s ability to sustain intuition 
as a continuum of creative consciousness is exorbitant, yet without pretension. There are few artists of either 
gender or of any cultural origin that can make works like these appear so easy and ultimately so convincing.



“Room with a View”

March 22, 2007 at Lattuada Studio, Milan, Italy
by Francesca Alfano

 

Georges Perec’s most famous book is probably “Life, instructions for use” in which he methodically describes 
the lives of the various inhabitants of an apartment block, following a circular pattern (the knight pattern, based 
on the knight’s move in the game of chess). The protagonist of the book is the millionaire Bartlebooth who 
resolves “in the face of the inextricable incoherence of things, [...] to execute a (necessarily limited) program 
right the way through, in all its irreducible, intact entirety [...] that his whole life would be organized around 
a single project, an arbitrarily constrained program with no purpose outside its own completion”. And so he 
starts off, at the age of 20, to carry out his project: for 10 years, despite not having the slightest interest in it, he 
learns the art of water-painting, and then for 20 years he travels the world, painting a “seascape” on sheets of 
Whatman paper, then sending each water-paint to a specialist craftsman who, after gluing the water painting 
onto a wooden board, build a 750-piece puzzle; lastly, in the 20 years following his return to France, Bartlebooth 
puts back together the wooden puzzles, one every 15 days and in the order in which they were created. The 
paintings, then detach from their wooden support and put back together as if they were the original works 
thanks to a special substance, are then sent back to the places in which they were painted and then dipped 
“in a detergent solution whence would emerge a clean an unmarked sheet of Whatman paper. Thus no trace 
would remain of an operation which would have been, throughout a period of fifty years, the sole motivation 
and unique activity of its author.” An extraordinary tale of fragility and power, of visible and invisible, of real and 
imaginary… And it is on this plain of fragility and projection that we come across the powerful artistic vision of 
Angiola Churchill. Paper is just one of the many ways to narrate the human story as it flits between the physical 
and the mental stages of life. Through paper, men and women fall in love, tell their own stories, recognize 
themselves and then lose themselves forever. And it is with paper that Angiola Churchill puts together series 
of worlds in which a complex and erudite world materials  through her slow and painstaking work, constituting 
an unexpected artistic approach, a choice of language which offers a new relationship both with matter and 
space. In Angiola Churchill’s works, the fantastical dimensions of invention are emphasized, along with those 
of style and of stylistic arrangement, to form a daring polyphonic ensemble, played out on the ambivalence 
of the underlying concepts. An all-engulfing theory of possible worlds, toying with numerous self references 
throughout her installations. Following this new train of thought, Angiola Churchill’s world shows itself to be 
infinite, resting on a discursive vortex, one in which the grace of the dreamlike imagination comes through with 
great force. Her approach is all played out in terms of “lightness”, and the work thus becomes a “projection 
of desire”. Lightness, Rapidity, Exactitude, Visibility, Multiplicity, Consistency. These are the categories chosen 
by Italo Calvino in his American Lessons, and which also seem to be the key binding elements of Angiola 
Churchill’s work. Despite being somewhat unusual categories, far from the common aesthetic canons, they are 
typical of the way of conceiving the language and works that Angiola Churchill has long made part of her artistic 
nature. The elements with which Angiola Churchill works, apart from paper material itself, i.e. lightness, rapidity, 
exactitude, visibility, multiplicity and consistency, are to be found both in her works and in her own lifestyle, 



categories of the interpretation of reality and of the self, in a self-declared stance towards the world. Since 1984, 
Angiola Churchill has put together complete environments consisting of weavings, inlays and embroideries, 
all out of paper, complete worlds of paper in which to walk, to look, to cross, to think, to imagine…. A sort 
of narration as a means of capturing time, a well-defined and well-calculated design of the work, reflecting a 
rational and disenchanted approach to reality through flawless reasoning. The ability to produce mental images, 
to structure an argument along with that autonomy of judgment which offers protection from conditioning. The 
awareness of the complexity of the multitude of visions of the world overflows into her life, like a form of curiosity 
which describes her intellectual development through a wide range of fields of knowledge. Angiola Churchill’s 
installations seem to turn the most complex issues of our time into a story of artistic transfiguration, only to 
become a story based on the world and the self and the relationships between the self and the world. Thus 
Angiola Churchill creates real paths of development, part made up of a complex intertwining of citations, of 
allusion. A multifaceted network of references in her work allows us not only to discover the density hidden within 
the texture of the paper, but also to explore its tension through sudden brainwaves, intuitions, inspirations, and 
table-turning. Angiola Churchill has never repeated herself; she has never returned to already-used patterns or 
forms. Each of her works in entirely unique: a visual tale without images, able to expose a detailed and poetic 
discourse on the contemporary world poised between the power and fragility of her work. Thus the lightness is 
double-edged: it is both a narrative model and a lifestyle. It is well-known how much care Angiola gives to her 
works, her painstaking attention to delicate geometrical shapes, to correspondences, symmetries, the structural 
framework and the stylistic lightness. It is known how she leaves nothing to chance, including her lightness. It is 
as if Angiola’s installations were a macro-text to be considered only as a whole, in the intertwining of symmetries 
and correspondences to be found within each portion, but they should also be considered in terms of the 
sometimes evident yet usually subtle references to be found between the various elements of the ensemble. 
The structure of the installation, chosen by her - just as her themes are - frames the entire cycle and lays out the 
key points to it, thus cracking open slowly like a seashell, little by little revealing the pearl it withholds. And it 
is first and foremost the dimension of an art as an answer to the weight of living which comes through, ranging 
360 degrees across the various forms of contemporary art, which Angiola knows down to the last detail. Angiola 
Churchill’s installations follow and reconstruct the thread which transversally brings together art’s ability to build 
new worlds, putting together a new mapping of the visual world, one in which the concepts are not formed by 
opposing pairs, where lightness may not be told from heaviness, fast may not be told from slow, precise from 
blurred, light form dark, much from little, or inside out.



THE PROJECTS

May 25 – June 26, 2010 at Wook + Lattuada Gallery, New York, NY
by Angiola Chruchill

The mute language of nature speaks to us all, as does that of drawings. All that is needed to understand it is 
quiet attention.

Why these projects? 

Artists need to unlock. They need to search to find parts of themselves that I have not seen explored. With this 
release the artist can then set up conditions, experiments and projects that possibly push into new territories.
How does one abandon or redirect away from what others have taught him or her? How does one avoid negative 
influences currently popular with critics, curators, and museums? What can the artist provide and follow for 
oneself with resolution and courage in order to fine something genuine within? 

“Variations In A Square”

This project was inspired by a gift given to me by a fellow artist, a thick pad of square drawing paper 12”x12”. 
During my lifetime drawing pads commonly came in rectangular formats, here was a square. The pre-eminent 
format of art of the 20th century. I was ecstatic.

Without pre-planning I proceeded to draw with a black crayon whatever came to mind. As I continued, rules 
emerged as each piece was becoming dependent upon the others. No drawing was discarded and each one 
was dated in consecutive order. No piece was to be titled. Analysis of them was to be reserved until the project 
was completed. I considered the exercise to be a purge in which everything or many things I had learned during 
my work simply came forth, tumbled out, unplanned, uncontrolled. One piece had no relation to the other. After 
a period I stopped, not due to a lack of ideas, but because I wanted to consider and reflect upon what I was 
doing.

I discovered that organic forms were present but much less than geometric ones and not much attempt was 
made to intermingle them. In spite of the fact that centrality and symmetry would commonly occur in a square 
format the use of these qualities did not predominate. All 200 pieces expressed my knowledge, education, and 
experiences of modernist art. The story, though not in a sequential order, was being told frame by frame like in 
a movie or comic strip in real time.



“Combining Disparate Parts”

Some time after completing the 200 drawings, Variations in a Square, I received a gift of a Japanese block with 
ink and brushes. At this point I decided to turn to rectangles and the new medium. The ink and brushes helped 
define the conditions for new possibilities. I once again set my own conditions which precluded that I work on 
12”x16” rectangles in a horizontal position. Each work was made independently of the others at varying times. 
After I accumulated many works, I began to join two pieces together horizontally as one resulting in exciting 
unexpected combinations.

By combining disparate parts, I arrived at Baroque fluid forms that were very unfamiliar to me. These combinations 
have an exuberant life of their own; they grow and reach out in many directions like growing vegetation. As 
biomorphic forms they spread across the surface rather than penetrate the depth of the picture plane. A change 
in format from the square to the rectangle eliminated a focal centrality. By my insistence on combining parts, 
that intentionally were not created together and then joining these disparate drawings I allowed chance to 
establish new possibilities.

Additionally, the soft brushes and watery ink easily formed complex intricate shapes allowing me to indulge in 
extravagant expression.

“Mixtures, Mergers, and Fusions”

In this project I worked collages on large pieces of paper from which I cut out parts that went together in 
exciting ways. I affixed them to a mustard-like colored paper, one of my favorite colors.

Collage, although a distinct medium, can be allied with drawings inventively and subtlety. In this work fragments 
of paper were affixed to other papers, isolated parts were extracted from larger works and recombined into new 
works. These works were arrived at accidentally as opposed to intentionally. 

“Silent Images”

In this project - the rectangular identical papers 12”X18” were held vertically - the shapes were drawn with a 
black crayon and then the entire remaining surface was filled with black crayon. The result essentially created 
white shapes in a black background.

Each rectangular panel was executed independently of the other. When many were made, they were combined 
into groups of four or five depending on how effectively they energized each other as a group. Upon reflecting 
on this project, there arose many questions.



Were these signs, symbols? I called them signs, but after some reading on the subject 1 was not certain 
and referred to them as forms. Barthes tells us that language is a set of conventional signs that are social 
constructions, which have meaning only in a particular society. Webster’s Collegiate Dictionary states that a 
‘sign’ is a mark having a conventional meaning used in place of words or a complex notion. My forms are not a 
set of conventional signs used in a language - nor a mark having a conventional meaning in place of something 
else. 

Maybe my forms are symbols? I understand that a symbol can be a sound mark or word that stands for something 
else. Only humans create and learn symbols through life experiences to communicate with others. My forms do 
not communicate conventional ideas agreed upon in a particular society; therefore my forms are neither signs 
nor symbols. They may be symbols. They do stand for something, but what? Are they simply shapes? And what 
is a shape? According to Webster a shape is something having a particular form. I accept that they are forms or 
‘shapes’ and perhaps they communicate in other ways, such as through the their movement, sense of tactility, 
and sensuality. They can communicate pleasure, release, and ecstasy. In this project where each ‘shape’ or 
‘form’ could stand alone, I grouped them into sets of four or five.

Did grouping amplify the experience? Were the weaker shapes given more strength by the more assertive 
ones? Did they modify or enrich each other in some manner? What constitutes a group? According to Webster 
a group is something in which there is a ‘unifying factor.’ In this project the ‘shape’ is not a unifying factor as 
each one is different from the other.

What is it then that unifies the group? The fact that they are, in each case, white ‘shapes’ on a black background 
and the fact that these shapes all occupy identical formats, rectangular viewed vertically. These criteria make 
it possible for the works to function as a group. These ‘signs’ invite us to enjoy our hedonistic tendencies, to 
abandon ourselves to playful being, to experience the vitality of sensuality. I finally decided to call them images. 
Image making is the result of creative thinking. Images come into being when the ordinary categories of cultural 
beliefs are by-passed or suspended. Only then can play, chance, and imagination come into the picture.
 
It is my belief that silence is potent in the mute visual image. It is evident and reinforced in this project.
The image is like a living organism with sensory vitality. Different sensations result when size, value, and 
placement are brought into a particular relationship. They intermingle to shape the sensory experience.

In turn, the physical body receives the message. In short, the actions, directions, and movement are a force 
claiming their existence.

“Directional Space”

The project titled Directional Space was executed with black crayons on white rectangular paper of the same 
size. Holding the paper in a horizontal position they were made without relation to one another. These were 
then turned from the original horizontal position to a vertical one. A selection was then made composing any 



two or three pieces, which together presented provocative spatial effects.

All these works abandon amorphous shapes in favor of geometric elements generally reduced to lines in 
space. They arrived as three different spatial arrangements within one piece, differing dramatically from the 
traditional goal of a single harmonic spatial composition within one piece. Collectively, they represent fresh 
spatial experiences on a lateral plane. 

“Solids Resonating In Space”

This project was made with 12”x 18” white drawing paper held vertically and with a black crayon I drew solid 
but incomplete shapes shifting the 12”x 18” pieces containing incomplete shapes until interesting connections 
occurred. Then I amplified the shapes. Chunky solid forms began to appear, which I began to think of as 
being made of an accumulation of particles, pressed together by some inner energy. I refer to them as rocks, 
representing dense matter floating in space like asteroids or planets. Perhaps they could be found planted in 
the earth like the ancient Stonehenge. I felt they were monolithic formations of solid matter in a spatial universe 
filled with energy or maybe they existed in a void, emphasizing their peripheries and deprived of smoothness, 
a meditative presence within themselves.

Claiming the tactile is evident in this work. The embodiment of emotions is present in the sense of touch. 
Through this embodiment knowledge is gained as well.

After the rocks came a series tondos or spheres, drawings 12”X 18” separate pieces often joined together to 
create the shape itself.

At times 3 or 4 tondos were grouped together, in case with panels of paper that might be cut in order to 
alternate the distance between the tondos.

Other were made on panels on 16”x 24” in size. All of them, no matter the size of the papers used, utilized the 
joining of separate pieces in order to allow for the possibilities of chance discoveries.

The void is also important. My work exists in a void. Maybe its not emptiness, as much as it is vastness. The 
inability to touch emptiness, to fathom endlessness, and infinity is all encompassing. The experience of letting 
go of everything and abandoning oneself to become part of the interrelation of everything is something I find 
very rewarding. 

“Mapping the Space without Volume”

This project was also inspired by a gift I received, a pad of white paper of small squares 6”x 6” on which I 
proceeded to draw with a black crayon.



Each of the squares was treated as an entity unto itself-independent of the others. Some contained organic 
amorphous shapes, while others were purely geometric. I placed on the wall as I made them, never discarding 
any, moving each here or there at will until finally together they formed a large rectangle containing 64 square 
pieces in all. The finished piece measured 24”x96.” Upon reflection I decided to title the work Disorder Within 
Order.

Indeed there was movement throughout the rectangles but it did not add up to a harmonic whole. The movement 
in it flickered here and there in clusters and counter clusters, by contrasting black and white forms and by linear 
activity. The rhythm was established haphazardly throughout with minor and numerous separate focuses.

The individual pieces did not read in a linear fashion. I feel that the positioning of the pieces held it together as 
a geometric system of the grid. The grid is an arrangement or network of regularly spaced horizontal or vertical 
lines crossing each other at right angles to form squares and rectangles. In this particular case the small squares 
formed the grid.

I was very excited by this project as it allowed me to explore new places for me. I could allow myself to play with 
disorder - randomness and chance, within a controlled environment. 

“Ovals In A Rectangle”

This project began when I noticed that my cat Uncle Sam, often curled into a perfect oval on his rectangular 
pillow. With a black crayon I began drawing ovals on a rectangular white piece of paper, read vertically 12”x 16.”
These drawings of biomorphic forms in geometric enclosures - were in fact abstractions of my representational 
experience. (Uncle Sam on his pillow)

After having accumulated many drawings, I began to group them, selecting those that were exciting while 
rejecting many that seemed uninteresting. The final piece consists of a total of 30 pieces. Each 12”x 16” grouped 
together in a block 60”x 96.”

The block is divided into two sections, one containing substantial portions of black forms and those rendered 
only in linear ovals. The size of the former is 36”x 96.” I asked myself why I found it so necessary to group all 
these pieces together. What did all this repetition mean?  Was it a series, a sequence?

• A series has a central element that changes over time from piece to piece ultimately developing a narrative. 

• A series could contain a number of things or events of the same class coming one after another in spatial or 
temporal succession.

• A sequence is a progression of continuous forms developing a single subject.



“A sequence is the backbone of time”
-Leonard Shlais in Art and Physics

All of these various arrangements or structures have to do with repetition over time. Something happens over 
and builds into something else.

In my piece, the simple activity of the placement of an oval in a rectangle gleans richness through the vast 
range of subtle variations, which it undergoes in repetition through time. Through the infinite subtle changes, 
the repetitive mixtures, the series ultimately builds a narrative about the oval in a rectangle. Therefore, it is a 
sequence. 

“The Numbers Game”

Blue. While working on the Black + White drawings, I yearn to get to working, a particular blue - that I discovered 
had to do with my eye examinations over a period of 3 or 4 years. A fellow artist one day turns with a gift of that 
special blue that he so often hears me speak of.

I started drawings on 6” x 6” white paper squares using blue crayons. Each square drawing did not relate to the 
next. All were numbered sequentially and organized into blocks of nine.

The plan in the future is to keep rearranging these 6” x 6” into various numerical combinations. Eliminating my 
intervention. Therefore the results will be a complete surprise.
 

“A Time to Reassess”

Perhaps the most illuminating realization gained from this experience was that, I was capable of producing 
inexhaustible amounts of differing images. Despite my limitations I realized I had the resources in me to 
question, search, discover and produce.

I invented methodologies in my drawing practice as a means to explore new ways of working, seeing, and 
thinking. With each set of works, rules and parameters arose out of the process.

Sometimes by chance, largely intuitively, but always with consistency, I chose to work on multitudes of separate 
pieces of paper instead of a single given format. This method of working lead me to mix-match disparate 
parts to form unplanned and unpredictable combinations. It sparked investigations leading to matrixes wherein 
varying works in varying combinations could be contained.



The constant drive to achieve an inventive synthesis through the combination of diverse entities is a persistent 
goal in this series of projects.

The mode I employed in the drawing practice relied significantly on chance, randomness, logic, illogic, order 
and disorder. 

“Structure of the Matrixes”

The matrixes were composed of independent and unrelated squares and rectangles. In each of them there 
was a manner in which the organic and inorganic merged, or as an alternative one or the other dominated. The 
intention was to achieve a unified harmonious whole within.

Each piece was gathered into a larger matrix of order. While they retained their individual integrity; they became 
part of a larger whole wherein they established a new meaning.

This work expanded my response and understanding of the natural order of things. There are rich parallels 
to nature in these works. In nature, each neutron is complete in itself, much like my individual squares and 
rectangles. In nature, those neutrons accumulate into differing larger organisms, like my groups and sequences. 

“Thoughts on Order”

I am obsessed with utilizing constructs of order to traverse into abstract thinking. My goal is to grasp an 
expanded realization of space and spatial order.

Abstraction is a mental construct making visible the complex nature of everything through height, width, length, 
diagonals, and the fourth dimension of time. It is a dynamic force uniting elements that arrive at form. Often it 
is a plan that combines the organic and inorganic at other times combining geometric directional lines.

Most of the projects are concerned with the exploration of lateral space. This means they are focused on 
mapping the space on a flat surface. They essentially reject sequential reading but focus rather on rearranging 
of parts to form spatial organizations. The lateral space seems to spread beyond the designated structure in 
which the parts are contained. 

As in the Haiku the strict structure is maintained and the limited use of words spread out to make expanded  
meanings as in the case of visual art structures.

An orderly repetition and regularity abounds in these projects creating a temporal rhythm within them. Time and 
repetition are inextricably engaged in the subtle variations of changes in size, shape, and value. The intervals 
between them vary as well. This occurred in the regularity of movement, and the number of separate pieces 
involved in the matrix.



“Discard or Retain?”

What persists in these works?  What is retained in spite of all the new ways of working and the territories explored? 
My interest in manipulation, multiple parts with regulated changes, and assembled configurations; began in 
1974 and continued until 2006. These were made manifest in works on paper and tissue paper installations.

As always it has been my specific desire to work in non-status, inexpensive materials.

The direct question I put to myself during and throughout these series of projects was: What is this thing I have 
made?

The answer seems to be in simply describing what constituted the thing I had made. Clearly, some ideas in the 
project dominated. I summarized that out of 8 projects, 6 of them dealt with the investigation of arrangements, 
groupings, means of structuring spatial perceptions. My former interests in biomorphic forms shifted to those 
of a geometric nature.

Others require greater explorations. Some of these are projects that deal with vastness and matter. For instance, 
on the project that was rendered in paint and produced Baroque-like extravagant shapes
.
Collectively, these projects opened up a range of unknown possibilities by thinking, rethinking, and identifying 
my choices. 

Finally, these projects are an exploration in expression. As I invested in them I was able to cut across learned 
responses, follow stems of ideas leading to a variety of aims, and explore a range of unknown possibilities, and 
most of all identify my choices. All the while endeavoring to follow each passion trusting my capabilities. 

By the spring of 1999, after months of working with paper, I had the tremendous, urgent desire to return to 
paining and drawing. I wanted to give myself up to the luxurious, sensuous adventure of intuiting the untried. 
I began drawing into paint on paper. I soon discovered that my desire to produce circles and spirals in endless 
revolutions was easily attained when drawing on transparent layers of paper or vellum. By piecing one paper 
over another, I could spiral in endless movements and direction. In paint such freedom had been difficult to 
achieve, but this technique was very easy and exhilarating. So I filled endless sheets, twenty feet long and 
longer, hanging them against the light. Layering increased the complexity and brought in the fused lights I had 
always loved. When Kendall Kennedy asked me to show at the Jaitai Gallery in Greenwich, Connecticut later in 
1999, I was prepared with these long transparent hangings as well as smaller drawings. 

Then I received an invitation to participate in an artists’ performance designed by Noah Jemisin. Jemisin asked 
me to make and model a paper dress. This experience caused me to conceive of garments without bodies, 
therby creating metaphors in which clothing becomes a representation of the values of society. Dresses become 
a surrogate presence, a carrier of meaning. Removing the body from the garment makes it more available for 
contemplating, interpretation, and explanation.





Angiola Churchill, the Artist

by Robert C. Morgan

“Self-identity requires reflection on those experiences acquired through reaching deeply into one’s inner 
feelings. Through the accumulation of the memories of these feelings, we build a knowledge of ourselves.”    
-Angiola Churchill

The position of the critic is not an easy one if one is truly engaged in the process of understanding the intensions 
of an artist in relation to one’s experience with the actual work. Though complicated in its own right, the task 
is further compounded if the critic has formed a close friendship with an artist who becomes the subject of an 
essay. The fact is that no criticism is ever completely objective. It is also true that critics become close to artists 
whose works they tend to admire. I have known Angiola Churchill’s work as a painter since I was in graduate 
school in the late seventies. As an artist and teacher, she was an inspiration then as she continues to be today. 
She has always shown a supreme dedication to her art and to herself as an artist.

One of the issues that has always come to the foreground in Churchill’s work is the issue of the metaphor or 
the way in which a visual form is capable of containing or suggesting multiple meanings. We live in a world 
consumed by the seemingly practical, unambiguous language of the scientist, the military strategist, and the 
business executive. In such a world, metaphors are often dismissed as irrelevant. Yet metaphors offer a richness 
that exists within the language of artists and poets. As our world becomes increasingly virtualized and detached 
from the realities of emotional life, the language of the artist becomes all the more important. It is a means to 
the survival of our spiritual understanding and to the awakening of the child that lives within each of us.

Metaphors exist – whether in art, literature, or performance – through a projection of personal feeling. To use 
the language of the metaphor requires a commitment from the artist. In the case of Churchill, she engages the 
world of imagination and brings the imagination into fruition. In a highly politicized art environment, such as 
ours, we are overcome with marketing strategies and media stunts at every turn. In such a world, metaphors 
get lost – swept under the carpet. Without the connection between intelligence and sensitivity, there is no key 
to understanding. This is the result of ignorance. To regain the power of the metaphor requires a belief in the 
imagination. This is where Angiola Churchil’s work carries significance and where it has enormous implications 
for us.

Having written about her most recent work – specifically the paper works and installations, the gardens and 
labyrinths, the eyes, figures, and rounds – all emanating from her earlier involvement as a painter, I have finally 
begun to comprehend the value of her visual vocabulary. Having reflected on her use of the color white and her 
sense of translucency and tactile spatiality, I now understand these signs as metaphors, as her way of expressing 
a heightened sense of feminine cognition that offers a broader understanding to the terms of feminism in art. 



In her remarkable installation, Beyond the Garden (2002), I find the historical and critical basis of her thinking 
as an artist. I am aware that all significant art has antecedents and that no significant art emerges exclusively 
from the void. In examining her early and mid-career paintings from the 1940s through the 1970s, I discover a 
means to elucidate on her sense of the metaphor as a source of identity. Within the realm of the metaphor, and 
through her lucid imaginative powers, Churchill reveals an on-going desire to transform reality, to give reality 
another context, an inner/outer convergence, where human beings begin to function again in a civilized way, 
and where they begin to awaken, to communicate, and to hear one another. In essence, I believe that Angiola 
Churchill’s recent installations, such as the work shown at the Neuberger Museum in Purchase, New York (1997) 
and at the Museo de Arte y Diseno Contemporaneo in Costa Rica (2001) constitute metaphorical environments 
where we may envision one another more accurately, not according to preconceived limitations, but according 
to all that we are.

In her autobiographical statement, included in this catalog, Churchill describes her beginning – her victories 
and disappointments, her struggles as a woman trying to be an artist, her family conflicts, her identity conflicts, 
her difficulties in understanding herself as both Italian (Lombard) and American. She discusses the importance 
of great teachers (who were artists and designers), important exhibitions and artists with whom she had contact, 
her search for a feminine role model, her involvement as a teacher and a leader in the field of art education, 
accompanied by the unfailing support of her husband Walter. All these factors contribute to what she has 
become. Throughout her life, Angiola has always maintained that she was an artist first, and that her position as 
an artist was the Rock of Gibraltar on which she stood when everything else was caving in around her.

In the 40s, Angiola was a figurative painter influenced by Cubism, more synthetic than analytical in orientation. 
Her understanding of color and planar relationships, her perceptual and tactile regard for space, begin here. 
Her focus and subject matter was primarily related to the figures. At the time, her figures were activated and 
engaged with one another. They were urban figures, positioned n the streets among buildings, and defined by 
geometric lines and color planes. By the early 50s, Churchill’s work was moving more toward the abstract, toward 
non-objective planes and shapes, yet still within a synthetic Cubist modality. In the late 50s we see a return to 
the figurative group again, and a relinquishing of her explicit Cubist vocabulary in favor of Expressionism. By the 
60s – that magical decade of transformation in American culture – Churchill was moving into bolder colors and 
circular shapes, wide-open eyes and womb-like enclosures, floral pods, and fertile seeds. This continued into 
the 1970s with a greater emphasis on minimal structure, perhaps influenced by the reductive organic apertures 
of Ellsworth Kelly. By the end of the 70s, she was clearly into the color white – the metaphorical purity – that 
would eventually take her to the paper works of the 90s and into the installations for which she has become 
recently known. 

Every artist of significance follows a trajectory in some sense of the word. The line or path is not always clear; 
sometimes it bends and twists, sometimes it is static. At other moments, one finds a ripple that leads to a 
substantial idea – a concept that widens and begets more ripples, more inspired developments, expansions and 
contractions. With Angiola Churchill, the trajectory has continued into the twenty-first century. Like other artists 
who have revealed amazing powers in their late careers, Churchill is forging ahead, making new discoveries, 
opening new thresholds, and tying new knots that suggest fixed points in time. These fixed points are the 
metaphors of her artistic expressivity, her symbolic mode of operation, her truth telling, and her enthrallment 



with the proclivity of her most intimate creative desire. What Churchill reveals is her state of being an artist – her 
insistence on forging ahead, always in search of new forms that lie beyond the obvious, and yes, even beyond 
the garden. 
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Flower Feast, 1965~66, 50”x 50”, Oil on canvas Flower Feast, 1965~66, 50”x 50”, Oil on canvas
Arch AC. No. 179 Arch AC. No. 180 

Flower Feast, 1965~66, 50”x 50”, Oil on canvas Flower Feast, 1965~66, 50”x 50”, Oil on canvas
Arch AC. No. 181 Arch AC. No. 182 

Flower Feast, 1965~66, 50”x 50”, Oil on canvas
Arch AC. No. 183

Flower Feast, 1965~66, 50”x 50”, Oil on canvas
Arch AC. No. 184 



36

Flower Feast, 1965~66, 50”x 40”, Oil on canvas

Flower Feast, 1965~66, 42”x 50”, Oil on canvas
Arch AC. No. 186 

Untitled, 1965-66, 50”x 50”, Oil on canvas

Untitled, 1965-66, Oil on canvasFaces, 1965-66, Oil on canvas

Arch AC. No. 187 

Arch AC. No. 190

Arch AC. No. 185 

Arch AC. No. 189

Untitled, 1965-66, Oil on canvas
Arch AC. No. 188 



37

Untitled, 1970, 14”x 16”, Pen on paper

Untitled, 1970, 14”x 16”, Pen on paper

Untitled  , 1970, 14”x 16”, Pen on paper Untitled, 1970, 12”x 18”, Pen on paper

Untitled, 1970, 18”x 12”, Pen on paper 

Arch AC. No. 191 

Arch AC. No. 192 

Arch AC. No. 193

Arch AC. No. 194 Arch AC. No. 195 



38

Untitled I, 1970, 40”x 40”,   Oil on canvas Untitled II, 1970, 40”x 40”,   Oil on canvas

Untitled, 1970, 8 2/1”x 9”, Gouache on paper
Untitled, 1970, 9”x 9”, Gouache on paper

Untitled III, 1970, 40”x 40”,   Oil on canvas Untitled V, 1970, 40”x 40”,   Oil on canvas

Arch AC. No. 196 
Arch AC. No. 197 

Arch AC. No. 198 Arch AC. No. 199

Arch AC. No. 200 Arch AC. No. 201 



39

Untitled VII, 1970, 25”x 39”,   Oil on canvas

Untitled VII, 1970, 25”x 39”,   Oil on canvas

Untitled X, 1970, Oil on canvas

Arch AC. No. 202 

Arch AC. No. 203 

Arch AC. No. 204
Untitled X, 1970, Oil on canvas
Arch AC. No. 205 



40

Lakes and Leaves Through Wrought Iron, 1971, Oil on canvas

Lakes and Leaves Through Wrought Iron, 1971, Oil on canvas

Sails, 1971, 10”x 13 ½”, Oil on canvas

Untitled, 1970, Oil on canvas

Untitled X I, 1970, Oil on canvas
Arch AC. No. 206 

Arch AC. No. 207 

Arch AC. No. 209 Arch AC. No. 210 

Arch AC. No. 208 



41

Untitled, 1971, 23 ½”x 19”, Pen on paper 

Untitled, 1971, 23 ½”x 19”, Pen on paper Untitled, 1971, 23 ½”x 19”, Pen on paper 

Untitled, 1971, 23 ½”x 19”, Pen on paper Untitled, 1971, 23 ½”x 19”, Pen on paper 

Untitled, 1971, 28”x 22”, Pen on paper 
Arch AC. No. 211 Arch AC. No. 212 

Arch AC. No. 213 Arch AC. No. 214 

Arch AC. No. 215 Arch AC. No. 216 



42

Untitled, 1971, 16 ½”x 14”, Pen on paper 

Untitled, 1971, 28”x 22”, Pen on paper 

Untitled, 1971, 28”x 22”, Pen on paper 
Untitled, 1971, 28”x 22”, Pen on paper 

Untitled, 1971, 28”x 22”, Pen on paper Untitled, 1971, 24”x 18”, Pen on paper 

Arch AC. No. 219 
Arch AC. No. 220 

Arch AC. No. 217 

Arch AC. No. 218 

Arch AC. No. 221 Arch AC. No. 222 



43

Untitled, 1971, 24”x 18”, Mixed media on paper Untitled, 1971, 24”x 18”, Mixed media on paper 

Untitled, 1971, 24”x 18”, Mixed media on paper Untitled, 1971, 24”x 18”, Pen on paper 

Untitled, 1971, 24”x 18”, Pen on paper Untitled, 1971, 24”x 18”, Pen on paper 
Arch AC. No. 223 Arch AC. No. 224 

Arch AC. No. 225 Arch AC. No. 226 

Arch AC. No. 227 Arch AC. No. 228 



44

Untitled, 1971, 28”x 22”, Gouache on paper Untitled, 1971, 28”x 22”, Gouache on paper 

Untitled, 1971, 28”x 22”, Gouache on paper Untitled, 1971, 28”x 22”, Gouache on paper 

Untitled, 1971, 28”x 22”, Gouache on paper Untitled, 1971, 28”x 22”, Gouache on paper 

Arch AC. No. 229 Arch AC. No. 230 

Arch AC. No. 231 Arch AC. No. 232 

Arch AC. No. 233 Arch AC. No. 234 



45

Untitled, 1971, 24”x 18”, Mixed media on paper Untitled, 1971, 24”x 18”, Gouache on paper 

Untitled, 1971, 28”x 24”, Mixed media on paper 
Untitled, 1971, 24”x 18”, Pen on paper 

Untitled, 1971, 24”x 18”, Pen on paper Untitled, 1971, 24”x 18”, Pen on paper 

Arch AC. No. 235 Arch AC. No. 236 

Arch AC. No. 237 
Arch AC. No. 238 

Arch AC. No. 239 Arch AC. No. 240 



46

Untitled, 1971, 28”x 22”, Mixed media on paper 

Untitled, 1971, 20”x 15”, Crayon on paper 

Untitled, 1971, 20”x 15”, Pen on paper 

Untitled, 1971, 20”x 15”, Mixed media on paper 

Untitled, 1971, 20”x 15”, Pen on paper Untitled, 1971, 20”x 15”, Pen on paper 

Arch AC. No. 241 
Arch AC. No. 242 

Arch AC. No. 243 Arch AC. No. 244 

Arch AC. No. 245 Arch AC. No. 246 



47

Untitled, 1972~74, 18”x 24”, Pencil on paper 

Untitled, 1972~74, 18”x 24”, Pencil on paper 
Untitled, 1972~74, 18”x 24”, Pen on paper 

Untitled, 1972~74, 18”x 24”, Pen on paper Untitled, 1972~74, 18”x 24”, Pen on paper 

Untitled, 1971, 40”x 26”, Pen on paper 
Arch AC. No. 247

Arch AC. No. 248 

Arch AC. No. 249
Arch AC. No. 250 

Arch AC. No. 251 Arch AC. No. 252 



48

Untitled, 1972~74, 18”x 24”, Pen on paper Untitled, 1972~74, 18”x 24”, Pen on paper 

Untitled, 1972, Crayon on paper Untitled, 1972, Crayon on paper

Untitled, 1972, Pen on paper Untitled, 1972, Crayon on paper

Arch AC. No. 253 Arch AC. No. 254 

Arch AC. No. 255 Arch AC. No. 256

Arch AC. No. 257 Arch AC. No. 258 



49

Untitled, 1972 

Untitled, 1972, Crayon on paper 

Arch AC. No. 259 

Arch AC. No. 260 



50

Lake and Gardens, 1972,  50”x 50” Acrylic on CanvasVerenna Balustrade , 1972,  50”x 50” Acrylic on Canvas

Palan Pinecones, 1972,  18”x 34” Collage

Lake Como, 1972,  18”x 34” CollagePalan Pinecones, 1972,  18”x 34” Collage

Palan Pinecones, 1972,  18”x 34” Collage

Arch AC. No. 261 Arch AC. No. 262

Arch AC. No. 263 Arch AC. No. 264 

Arch AC. No. 265 Arch AC. No. 266 



51

Frescoes, 1973,  19 ½”x 26 ½” Collage

Places of Memories, 1973,  19 ½”x 26 ½” Collage

Places of Memories, 1973,  19 ½”x 26 ½” Collage

Places of Memories, 1973,  19 ½”x 26 ½” Collage

Places of Memories, 1973,  19 ½”x 26 ½” Collage

Untitled, 1972,  50”x 50” Collage
Arch AC. No. 267 

Arch AC. No. 268 

Arch AC. No. 269

Arch AC. No. 270 

Arch AC. No. 271 Arch AC. No. 272 



52

An Offering, 1973, 19 ½”x 66 ½” Acrylic on Canvas 

Pale Dome, 1973, 19 ½”x 26 ½”, Collage 

Untitled, 1973, 24”x 19”, Pastel on paper Untitled, 1973, 24”x 19”, Pastel on paper 

Arch AC. No. 273 

Arch AC. No. 274 

Arch AC. No. 275 Arch AC. No. 276 



53

Untitled, 1973, 24”x 19”, Pastel on paper Untitled, 1973, 24”x 19”, Pastel on paper 

Untitled, 1973, 28”x 22”, Crayon on paper 

Untitled, 1973, 8 ½”x 5 ½”, Pencil on paper Untitled, 1973, 15”x 20”, Pastel on paper 

Arch AC. No. 277 Arch AC. No. 278 

Arch AC. No. 279 

Arch AC. No. 280 Arch AC. No. 281 



54

Untitled, 1973, 20”x 15”, Gouache on paper 

Untitled, 1973, 15”x 20”, Crayon on paper 

Untitled, 1973, 20”x 15”, Crayon on paper 

Untitled, 1973, 20”x 15”, Crayon on paper 

Untitled, 1973, 20”x 15”, Pen on paper 

Arch AC. No. 282 Arch AC. No. 283 

Arch AC. No. 284 

Arch AC. No. 285 Arch AC. No. 286 



55

Untitled, 1973, 24”x 18”, Pen on paper Untitled, 1973, 24”x 18”, Pen on paper 

Untitled, 1973, 24”x 18”, Pen on paper 

Untitled, 1973, 20”x 15”, Pen on paper Untitled, 1973, 20”x 15”, Pen on paper 

Untitled, 1973, 20”x 15”, Pen on paper 

Arch AC. No. 287 Arch AC. No. 288 

Arch AC. No. 289 Arch AC. No. 290 

Arch AC. No. 291 Arch AC. No. 292 



56

Untitled, 1973, 20”x 15”, Gouache on paper Untitled, 1973, 20”x 15”, Gouache on paper 

Untitled, 1973, 20”x 15”, Pen on paper Untitled, 1973, 20”x 15”, Pen on paper 

Untitled, 1973, 20”x 15”, Pen on paper Untitled, 1973, 20”x 15”, Pen on paper 

Arch AC. No. 293 Arch AC. No. 294 

Arch AC. No. 295 Arch AC. No. 296 

Arch AC. No. 297 Arch AC. No. 298



57

Untitled, 1974, 20”x 15”, Pen on paper Untitled, 1974, 20”x 15”, Pen on paper 

Untitled, 1973, 20”x 15”, Crayon on paper 

Untitled, 1973, 40”x 26”, Pen on paper 

Untitled, 1973, 39”x 26”, Pencil   on paper 
Untitled, 1973, 40”x 26”, Pen on paper 

Arch AC. No. 299

Arch AC. No. 300 

Arch AC. No. 301 
Arch AC. No. 302

Arch AC. No. 303 Arch AC. No. 304 



58

Untitled, 1974, 15”x 20”, Pen on paper 
Arch AC. No. 305 

Untitled, 1970’s, Pen on paper 

Untitled, 1970’s, Pen on paper 

Arch AC. No. 307 

Arch AC. No. 306 



59

Untitled, 1980,  15”x 20”, Collage Untitled, 1980,  15”x 20”, Collage Untitled, 1980,  15”x 20”, Collage

Untitled, 1980,  15”x 20”, Collage Untitled, 1980,  15”x 20”, Collage Untitled, 1980,  15”x 20”, Collage

Untitled, 1980,  15”x 20”, Collage Untitled, 1980,  15”x 20”, Collage Untitled, 1980,  15”x 20”, Collage

Arch AC. No. 308 Arch AC. No. 309 Arch AC. No. 310 

Arch AC. No. 311 Arch AC. No. 312 Arch AC. No. 313 

Arch AC. No. 314 Arch AC. No. 315 Arch AC. No. 316



60

Untitled, 1980,  15”x 20”, Collage

Untitled, 1980,  15”x 20”, Collage Untitled, 1980,  15”x 20”, Collage Untitled, 1980,  15”x 20”, Collage

Untitled, 1980,  15”x 20”, Collage Untitled, 1980,  15”x 20”, Collage Untitled, 1980,  15”x 20”, Collage

Untitled, 1980,  15”x 20”, Collage Delicate stripes, 1980, 19”X 29 ½, Collage

Arch AC. No. 317 Arch AC. No. 318 Arch AC. No. 319 

Arch AC. No. 320 Arch AC. No. 321 Arch AC. No. 322 

Arch AC. No. 323 Arch AC. No. 324 Arch AC. No. 325



61

Untitled, 1980,  20”x 15”, Collage Untitled, 1980,  20”x 15”, Collage

Untitled, 1980,  20”x 15”, Collage Untitled, 1980,  20”x 15”, Collage

Untitled, 1980,  20”x 15”, Collage Untitled, 1980,  20”x 15”, Collage

Arch AC. No. 326 Arch AC. No. 327 

Arch AC. No. 328 Arch AC. No. 329

Arch AC. No. 330 Arch AC. No. 331



62

Untitled, 1980,  20”x 15”, Collage Untitled, 1980,  20”x 15”, Collage

Untitled, 1980,  20”x 15”, Collage
Birch tree, 1980, 39”x 29 ½” , Collage

See through, 1980, 40”x 29”, CollageFlowing_Bits, 1980, 38 ¾”X 29 ½”, Collage

Arch AC. No. 332 Arch AC. No. 333

Arch AC. No. 334 
Arch AC. No. 335 

Arch AC. No. 336 Arch AC. No. 337 



63

Venitian lace, 1980, 39”X 24 ¾”, Collage

Waves and Dots, 1980, 41 ½”x 29 ½”,  Collage

White clouds, 1980, 39 ¾”x 29 ¾”, Collage White forms, 33 ¼”X 29 ½” 1980, Collage

Squares, 1980, Collage Venitian morning, 1980, Collage

Arch AC. No. 338 

Arch AC. No. 339

Arch AC. No. 340 Arch AC. No. 341

Arch AC. No. 342 Arch AC. No. 343



64

Untitled, 1980,  39”x 30” Collage

Diamonds, 1980, Collage

Dull and shine, 1980, 20”X 29 ½”, Collage

Grand diagonal, 1980, Collage

Arch AC. No. 344 

Arch AC. No. 345 

Arch AC. No. 346 Arch AC. No. 347 



65

Untitled, 1982,  31”x 39”, Collage

Untitled, 1982, Collage

Untitled, 1982,  15”x 20”, Collage

Venitian light, 1980, 29 ¼”x 39”, Collage
Arch AC. No. 348 

Arch AC. No. 349 

Arch AC. No. 350 Arch AC. No. 351 



66

Untitled, 1983, 30”x 39”, Collage

Untitled, 1983, 30”x 39”, Collage Untitled, 1983, 15”x 20”, Collage

Untitled, 1983, Collage  
Arch AC. No. 352 

Arch AC. No. 353 

Arch AC. No. 354 Arch AC. No. 355



67

Untitled, 1983, 15”x 20” Collage

Untitled, 1983, 15”x 20”, Collage
Untitled, 1983, 15”x 20”, Collage 

Untitled, 1983, Collage 

Arch AC. No. 356 
Arch AC. No. 357 

Arch AC. No. 358 Arch AC. No. 359 



68

Untitled, 1983, 30”x 39”, Collage 

Untitled, 1983, 30”x 39”, Collage Untitled, 1983, 30”x 39”, Collage

Multiple squares, 1983, 30”x 39”, Collage

Arch AC. No. 360 Arch AC. No. 361 

Arch AC. No. 362 Arch AC. No. 363 



69

Untitled, 1983, 30”x 39”, Collage

Untitled, 1983, , Collage 

Untitled, 1983, Collage 

Venitian waters, 1983, 21”x 49”, Collage

Arch AC. No. 364

Arch AC. No. 365 

Arch AC. No. 366 Arch AC. No. 367 



70

Water, 1983, 29”x 38 ¾, Collage 

Many circles, 1980, 29”x 39”, Collage

Untitled, 1983, Collage

Untitled, 1983, Collage  

Arch AC. No. 368

Arch AC. No. 369 

Arch AC. No. 370 Arch AC. No. 371 



71

Untitled, 1983, Collage Untitled, 1983, Collage

Division in stripes, 1985, 89 ¾”X 39 ½”, Collage

Arch AC. No. 372 Arch AC. No. 373

Arch AC. No. 374 



72

Horizontals and diagonals, 1985, 89 ½”x 39”, Collage

Lines in all directions, 1985, 89”x 37”, Collage

Stripes forever more, 1985, 87 ½”x 37 ½”, Collage

Arch AC. No. 375 

Arch AC. No. 376 

Arch AC. No. 377 



73

Stripes in many directions, 1985, 89”x 38 ¾”, Collage

Stripes within stripes, 1985, 116 ¼”x 29” Collage

Verticle and horizontal stripes, 1985, 118 ½”x 29 ¼”, Collage

Arch AC. No. 378 

Arch AC. No. 379 

Arch AC. No. 380 



74

Three kinds of bands, 1985, 90”x 38 ½”, Collage

Accumulated crosses, 1985, 89”x 38 ¾” , Collage

Untitled, 1985, Collage

Arch AC. No. 381

Arch AC. No. 382 

Arch AC. No. 383 



75

Heavenly body, 1985, 56 ¼”, Collage
Arch AC. No. 384 

Squares whitin verticals, 1980~1985, Collage
Arch AC. No. 385 

Stripes long and short, 1980~1985, Collage Diagonal and chaos, 1980~1985, Collage
Arch AC. No. 386 Arch AC. No. 387 



76

Untitled, 1986, 18 ¾”x 13”, Pen on paperUntitled, 1986, 18 ¾”x 13”, Pen on paper

Untitled, 1986, 18 ¾”x 13”, Pen on paperUntitled, 1986, 18 ¾”x 13”, Pen on paper

Untitled, 1986, 18 ¾”x 13”, Pen on paper

Arch AC. No. 389 

Arch AC. No. 391 

Arch AC. No. 393

Untitled, 1986, 18 ¾”x 13”, Pen on paper
Arch AC. No. 392

Arch AC. No. 388 

Arch AC. No. 390 



77

Untitled, 1986, 18 ¾”x 13”, Pen on paper Untitled, 1986, 18 ¾”x 13”, Pen on paper

Untitled, 1986, 80”x 83”, Enamel on paper

Man, 1980s, 31 ½”x 23-½”, Oil on canvas Refection, 1980s,  31 ½”x 23 ½”, Oil on canvas

Arch AC. No. 394 Arch AC. No. 395 

Arch AC. No. 396 

Arch AC. No. 397 Arch AC. No. 398 



78

Untitled, 1980s, 31 ½”x 23 ½”, Oil on canvas

Fallen leaf, 1980s, 31 ½”x 23 ½”, Oil on canvas

 Woman , 1980s, 31 ½”x 23 ½”, Oil on canvas

Untitled, 1980s, 31½”x 23 ½”, Oil on canvas

Arch AC. No. 399 Arch AC. No. 400 

Arch AC. No. 401 Arch AC. No. 402 

Parts, 1987,  79”x 55”, Oil on canvas Untitled, .1988, 39 ½”x 27 ½”, Oil on canvas
Arch AC. No. 403 Arch AC. No. 404 



79

Breakthrough, 1988,  79”x 55”, Oil on canvas Comfort,  1988, 39 ½”x 27 ½”, Oil on canvas

Arabesk, 1988,  55”x 39 ½”, Collage

Gestures, 1988, 39 ½”x 27 ½”, Collage

Arch AC. No. 405 Arch AC. No. 406 

Arch AC. No. 407 

Arch AC. No. 408 

Golden Waves,1988, 55 ½”x 118” Enamel on paper Cursive Writing, 1988,  79”x 55”, Enamel on paper  

Arch AC. No. 409 Arch AC. No. 410 



80

Lost Eggs, 1988, 27 ½”x 39 ½”, Oil on canvas

Touching, 1988, 39 ½”x 27 ½”, Oil on canvas

Under Banners, 1988, Oil on canvas Communication, 1988, 79”x 55”, Oil on canvas

Eggs, 1988, 79”x 55”, Oil on canvas

Arch AC. No. 411

Arch AC. No. 412

Arch AC. No. 413

Arch AC. No. 414 Arch AC. No. 415 



81

Letter of the Alphabet, 1988, 79”x 79”, Enamel on Paper

Conversing in symbols, 1988, 79”x 79”, Enamel on paper 

I am the Vince, 1988, 79”x 79”, Enamel on paper Alphabet, 1988, 78”x 78”, Oil on paper 

White Alphabet, 1988, 79”x 79”, Oil on paper 

Arch AC. No. 416 Arch AC. No. 417 

Alphabet, 1988, 79”x 79”, Enamel on paper 

Arch AC. No. 418 Arch AC. No. 419 

Arch AC. No. 420 Arch AC. No. 421 



82

Venetian Kites, 1988,  79”x 110 ½”, Enamel on paper

Bright White, 1989, 78”x 78”, Enamel on canvas 

Closed Gate, 1989, 78”x 78”, Oil on canvas 

Garden Gate, 1989,  78”x 108” Enamel on canvas Swirls, 1989, 78”x 78”, Enamel on paper

Arch AC. No. 422

Arch AC. No. 423

Arch AC. No. 424 

Arch AC. No. 425 Arch AC. No. 426 



83

Garden in Brown, 1989, 82 ½”x 79”, Enamel on paper.

Black Garden, 1989, 78”x 78”, Enamel on paper Arch AC. No. 427 

Arch AC. No. 428

Desire to Know, 1988, 42”x 42”, Oil on canvas  Untitled, 1980’s, Oil on canvas
Arch AC. No. 429 Arch AC. No. 430



84

More Talking to the Moon, 1988, 79”x 55”, Oil on canvas

Man in Communication, 1988, 79”x 55”, Oil on canvas

Communication, 1988,  79”x 55”, Oil on canvas

Communication, 1988, 79”x 55”, Oil on canvas

Communication, 1988, 79”x 55”, Oil on canvas

Communication, 1988, 79”x 55”, Oil on canvas

Arch AC. No. 431 Arch AC. No. 432

Arch AC. No. 433 Arch AC. No. 434 

Arch AC. No. 435 Arch AC. No. 436 



85

Two Women in the Garden, 1989, 55”x 39 ½”, Oil on canvas

Square Key, 1989, 53”x 53”, Oil on canvas 

Nude Woman in the Garden, 1989, 55”x 39 ½”, Oil on canvas

Angel Stuff , 1989, 55”x .39 ½”, Oil on canvas

Woman in the Garden, 1989, 78”x 78”, Oil on canvas

Passion for Brown, 1989, 55”x 37 ½”, Oil on canvasArch AC. No. 437 
Arch AC. No. 438 

Arch AC. No. 439 Arch AC. No. 440 

Arch AC. No. 441 Arch AC. No. 442 



86

Untitled, 1989, Oil on canvas

Adam and Eve, 1989, 82 ½”x 39 ½”, Oil on canvas

Elf Peak,1989, 39 ½”x 27 ½”, Oil on canvas

The Garden, 1989,  83 ½”x 39 ½”  Enamel on paper 

Shadows, 1989, 36”x 42”, Oil on canvas

Arch AC. No. 443 

Arch AC. No. 446 Arch AC. No. 447 

Arch AC. No. 444 

Arch AC. No. 445 



87

Palm Garden, 1989,  108”x 78”, Enamel on canvas 
The Birth of “I”, 1989, 69”x 39 ½”, Enamel on paper 

Quiet Repast, 1989, 79”x 55”, Oil on canvas

Wood Grain, 1989, 82 ½”x 39 ½”, Oil on canvasWhite Bal, 1989, 82 ½”x 39 ½”, Enamel on canvas

White Garden, 1989, 60”x 48”, Enamel on canvas 

Arch AC. No. 448
Arch AC. No. 449 

Arch AC. No. 450 Arch AC. No. 451 

Arch AC. No. 452 Arch AC. No. 453 



88

Stripped Leaves, 1989, 78”x 78”, Enamel on paper The Forming “I”, 1989, 78”x 78”, Enamel on canvas

Venetian Fan, 1989, 78”x 78”,  Enamel on canvas 

Paradise,1989,  46”x 56”, Enamel on canvasWanderings, 1989,  79”x 55”, Enamel on canvas

Arch AC. No. 454 Arch AC. No. 455 

Arch AC. No. 456 

Arch AC. No. 457 Arch AC. No. 458 



89

White, 1989, 36”x 36”, Enamel on canvas

73

White Drips, 1989, 31”x 20 ½” Enamel on paper

Flash Fall, 1989, 27 ½”x 39 ½”, Enamel on canvasGrowth, 1989, 27 ½”x 39 ½”, Enamel on canvas

Arch AC. No. 459 

Arch AC. No. 460

Untitled, 1980’s, Enamel on paper
Arch AC. No. 461 

Arch AC. No. 462 Arch AC. No. 463 



90

Avenging Angel, 1990, 50”x 50”, Oil on canvas

Mary mother of god, 1990, 50”x 50”,  Oil on canvas 

Sweet Medusa, 1990, 50”x 50”, Oil on canvas 

Untitled, 1990, 50”x 50”, Oil on canvas

Wonded, 1990, 50”x 50”, Oil on canvas
Arch AC. No. 464 

Arch AC. No. 465 

Arch AC. No. 466 

Arch AC. No. 467 

Arch AC. No. 469

Contrasts, 1990, 39”x 25”, Oil on canvas
Arch AC. No. 468 



91

Prometheus, 1990, 48”x 48”, Oil on canvas 

Mask, 1990, 42”x 42”, Oil on canvasWomen Birthing Women, 1990, 50”x 50”, Oil on canvas 

Deconstruction 48”x 96” Oil on canvas 1991 

Sistine Chapel, 1991, 120”x 60”, Oil on canvas 

Arch AC. No. 470 

Arch AC. No. 473 

Arch AC. No. 474

Arch AC. No. 471 

Arch AC. No. 472 



92

Seed, 1991, 48”x 48”, Oil on canvas Television Set, 1991, 48”x 48”, Oil on canvas

Celtic City, 1991, 118”x 59” Oil on canvas Mothers and Daughters, 1992, 138”x 69 ½”, Oil on canvas  

Arch AC. No. 475 Arch AC. No. 476 

Arch AC. No. 477 Arch AC. No. 478 

Untitled, 1990’s, 289”x 59”, Mixed media on paper
Arch AC. No. 479



93

Directions, 1993, 20 ½”x 30”, Enamel on paper

Dull and Shine, 1993, 20 ½”x 31” Enamel on paper 

Untitled, 1993, 76”x 72”, Oil on canvas

Untitled, 1993, 72”x 72”, Oil on canvas

Untitled, 1993, 72”x 112”, Oil on canvas

Arch AC. No. 480 

Arch AC. No. 481

Arch AC. No. 482

Arch AC. No. 483 Arch AC. No. 484 



94

Untitled, 1990’s, 20”x 14 ½”, Charcoal on paper Untitled, 1992, 20”x 9”, Enamel on paper

Untitled, 1992, 20”x 9”, Mixed media on paperUntitled, 1992, 20”x 9”, Enamel on paper

Untitled, 1992, 20”x 9”, Enamel on paper Untitled, 1992, 20”x 9”, Enamel on paper
Arch AC. No. 485 Arch AC. No. 486

Arch AC. No. 487 Arch AC. No. 488 

Arch AC. No. 489 Arch AC. No. 490 



95

Untitled, 1992, 20”x 9”, Enamel on paper Untitled, 1992, 20”x 9”, Enamel on paper

Untitled, 1992, 20”x 9”, Enamel on paper Untitled, 1992, 20”x 9”, Enamel on paper

Untitled, 1992, 20”x 9”, Enamel on paper Untitled, 1992, 20”x 9”, Enamel on paper
Arch AC. No. 491 Arch AC. No. 492 

Arch AC. No. 493 Arch AC. No. 494 

Arch AC. No. 495 Arch AC. No. 496 



96

Hovering Angels, 1993, 108”x 70”, Oil on canvas 

Untitled, 1990’s, 60”x 61”, Oil on canvas

Woman IV, 1993, 20 1/3”x 31”, Enamel on paper

Personage I, 1993,  31”x 36”, Enamel on paper 

Arch AC. No. 497 

Turkish Man and Woman, 1993, 54”x 70”, Oil on canvas Turkish Angel, 1993, 48”x 48”, Oil on canvas 

Arch AC. No. 498 

Arch AC. No. 499 

Arch AC. No. 500

Arch AC. No. 501 Arch AC. No. 502 



97

Homage to Nancy, 1993, 76 ½”x 76 ½”, Enamel on canvas

Moving Object, 1993, 41”x 62”, Oil on Paper

Personage, 1993, 20 ½”x 31”, Enamel on paperBent Arrows,1993,  41”x 62”, Oil and Enamel on paper 

Twist, 1993, 27”x 27”, Enamel on canvas 

Arch AC. No. 503 Arch AC. No. 504 

Arch AC. No. 507 Arch AC. No. 508 

Women, 1993, 96 ½”x 22”, Enamel on paper 
Arch AC. No. 505

Arch AC. No. 506



98

See through, 1993, 15”x 20”, Enamel on canvas 

The Kitchen, 1993,  20 ½”x 31”, Enamel on paper 

Arch AC. No. 511 

Arch AC. No. 512 

White Directions, 1993, 40”x 30”, Enamel on paper 

 White Forest, 1993,  20 ½”x 31”, Enamel on paper

Woman II, 1993, 20 1/3”x 31”, Enamel on paper Woman III, 1993, 20 1/3”x 31”, Enamel on paper 

Arch AC. No. 509 

Arch AC. No. 510 

Arch AC. No. 513 Arch AC. No. 514 



99

Untitled, 1993, 15”x 20”, Enamel on paper 
Arch AC. No. 515 

Woman I, 1993, 20 1/3”x 31”, Enamel on paper 
Arch AC. No. 516 

Blunt Arrows, 1994, 48”x 48”, Enamel on canvas Untitled, 1994, 55 ¾”x 74 ¼”, Enamel on canvas 

Personal arrow, 1994, Mixed media on paper

Sound of drums, 1994, Enamel on paper

Arch AC. No. 517 

Arch AC. No. 518

Arch AC. No. 519 Arch AC. No. 520



100

At the Crossroads, 1994, 29”x 29”, Paper on Canvas

Vanquished,1994, Mixed media on paper

See Scape, 1994,  41”x 31”,  Mixed media on paper 

Arch AC. No. 523 

Arch AC. No. 524 

Arch AC. No. 525 

Art Seen, 1994, 41”x 31” Mixed Media on paper Crossed Eyes, 1994, 41”x 31”, Mixed Media on paper

Arch AC. No. 521 Arch AC. No. 522 

Arch I, 1994, Mixed media on paper  
Arch AC. No. 526 



101

Arch III, 1994, Mixed media on paper  
Arch II, 1994, Mixed media on paper  

Mirror, 1994, Mixed media on paper  
Hands, 1994, Mixed media on paper  

Search, 1994, Mixed media on paper  Seeking, 1994, Mixed media on paper  

Arch AC. No. 527 
Arch AC. No. 528 

Arch AC. No. 529 

Arch AC. No. 530 

Arch AC. No. 531 Arch AC. No. 532



102

Oracle, 1994, Mixed media on paper  

World knowledge, 1994, Mixed media on paper  Arch AC. No. 533 

Arch AC. No. 534 

Untitled, 1994, Oil on canvas

Untitled, 1994, Oil on canvas

The arrogant trickster, 1994, Oil on canvas The pityiless trickster, 1994, Oil on canvas

Arch AC. No. 535 

Arch AC. No. 536

Arch AC. No. 537 Arch AC. No. 538 



103

Double, 1994, 27”x 27”, Oil on canvas 

Escape, 1994, 72 ½”x 94”, Enamel on paper 

Meditation, 1994,  27”x 27”,  Enamel on canvas 

Triple, 1994, 27”x 27”,  Enamel on canvas 

City people II, 1994, 72 ½”x 58”, Oil on paper 

City people, 1994, 72 ½”x 86”, Enamel on paper

Arch AC. No. 539

Arch AC. No. 540

Arch AC. No. 541 

Arch AC. No. 542 

Arch AC. No. 543 Arch AC. No. 544



104

Witnesses, 1994,  48”x 48”, Enamel on canvas 

Victimization, 1994, 48”x 48”, Oil and Enamel on canvas

Crowd , 1994, 72”x 96”, Oil on  paper 

Hydra, 1994, Oil on canvas

Arch AC. No. 545 

Arch AC. No. 546 

Entanglements, 1995, 71 ½”x 72 ½”, Enamel on paper 

Aura of the Forest, 1995, 72”x 87”, Mixed media on paper 

Arch AC. No. 547 Arch AC. No. 548 

Arch AC. No. 549 Arch AC. No. 550



105

Forgiven, 1994, 48”x 48”, Enamel on canvas 

Purification, 1995, 72”x 96”, Mixed media on paper

Weeds in the Golden Grass, 1995, 72”x 80”, Mixed media on paper

Grotta ,1995, 150”x 75”, Oil on canvas 
Arch AC. No. 551 

Arch AC. No. 552 

Arch AC. No. 553 Arch AC. No. 554 



106

Rodolfos Eye Game, 1996, 70”x 78”, Mixed media on paper 

Untitled, 1996, Mixed media on paper 

Target, 1997, 16”x 16”, Mixed media on paper 

Arch AC. No. 555 

Arch AC. No. 556
Arch AC. No. 557 

Peacock in Hand, 1998,  Mixed media on paper Fan, 1998, 48”x 48”, Mixed media on paper
Arch AC. No. 558 Arch AC. No. 559 



107

The mythical eye, 1998, 20 ½, Mixed media on paper  World wide view, 1998, 36.½”, Mixed media on paper

Search, 1998, 27”x 27”, Mixed media on paper Hidden venus in the forest of eyes, 1998,104”x 42”, Mixed media on paper

Arch AC. No. 560 Arch AC. No. 561 

Arch AC. No. 563 
Arch AC. No. 564 

Untitled, 1998, Mixed media on paper
Arch AC. No. 562 



108

Untitled, 1998, 9”x 20”, Mixed media on paper Untitled, 1998, 9”x 20”, Mixed media on paper

Untitled, 1998, 10”x 10”, Crayon on paper Untitled, 1998, 9”x 12”, Mixed media on paper

Arch AC. No. 565 Arch AC. No. 566 

Arch AC. No. 567 Arch AC. No. 568 



109

Untitled, 1998, 8”x 11”, Crayon on paper

Untitled, 1998, 7 ½”x 8”, Crayon on paper

Untitled, 1998, 8”x 11”, Mixed media on paper

Untitled, 1998, 13”x 9”, Crayon on paper

Untitled, 1998, 8”x 9”, Crayon on paper Untitled, 1998, 15 ½”x 9”, Crayon on paper

Arch AC. No. 569 

Arch AC. No. 570 

Arch AC. No. 571

Arch AC. No. 572 

Arch AC. No. 573 Arch AC. No. 574 



110

Untitled, 1998, 20”x 15”, Mixed media on paper
Untitled, 1998, 12”x 9”, Crayon on paper

Untitled, 1998, 12”x 9”, Pen on paper

Untitled, 1998, 12”x 9”, Pen on paperUntitled, 1998, 12”x 9”, Pen on paper

Untitled, 1998, 9”x 12”, Pen on paper

Arch AC. No. 575
Arch AC. No. 576 

Arch AC. No. 577 

Arch AC. No. 578 

Arch AC. No. 579 Arch AC. No. 580 



111

Untitled, 1998, 9”x 12”, Pen on paper Untitled, 1998, 9”x 12”, Pen on paper

Untitled, 1998, 9”x 12”, Pen on paper Untitled, 1998, 9”x 12”, Pen on paper

Arch AC. No. 581 Arch AC. No. 582 

Arch AC. No. 583 Arch AC. No. 584 



112

Untitled, 1998, 9”x 12”, Pen on paper

Untitled, 1998, 9”x 12”, Pen on paper Untitled, 1998, 12”x 9”, Pen on paper

Untitled, 1998, 11 ½”x 10”, Crayon on paper

Untitled, 1998, 16”x 12”, Crayon on paper

Arch AC. No. 585

Arch AC. No. 586

Arch AC. No. 587 

Arch AC. No. 588 Arch AC. No. 589 



113

Untitled, 1998, 8”x 14”, Crayon on paper

Untitled, 1998, 11 ½”x 11 ½”, Crayon on paper

Untitled, 1990’s, 63”x 78”, Oil on paper Untitled, 1998, 13 ½”x 12”, Crayon on paper

Arch AC. No. 590 

Arch AC. No. 591 

Arch AC. No. 592 Arch AC. No. 593 



114

Untitled, 1999, 26”x 26”, Oil stick on vellum

Untitled, 1999, Oil stick on vellum

Untitled, 1999, Oil stick on vellum

Untitled, 1999, Oil stick on vellum

Touching Drawing,1999, 26”x 26”, Oil stick on vellum Viginal, 1999, 26”x 26”,  Oil stick on vellum
Arch AC. No. 598 Arch AC. No. 599 

Arch AC. No. 594

Arch AC. No. 595 

Arch AC. No. 596

Arch AC. No. 597



115

Untitled, 1999, Oil stick on vellum

Untitled, 1999, Oil stick on vellum

Untitled, 1999, Oil stick on vellum

Rings, 1999, Oil stick on vellum

Untitled, 1999, Oil stick on vellum Untitled, 1999, Oil stick on vellum

Arch AC. No. 600

Arch AC. No. 601 

Arch AC. No. 602 

Arch AC. No. 603 

Arch AC. No. 604 Arch AC. No. 605 



116

Untitled, 1999, 24”x 25 ½”, Oil stick on vellum

Untitled, 1999, 18”x 24”Oil stick on vellum

Arch AC. No. 606 Arch AC. No. 607 

Arch AC. No. 608 

Arch AC. No. 610 Arch AC. No. 611
Untitled, 1999, 18”x 24”Oil stick on vellum Untitled, 1999, 18”x 24”Oil stick on vellum

Untitled, 1999, 24”x 25 ½”, Oil stick on vellum

3rd eyes, 1999, 26”x 26”, Oil stick on vellum
Arch AC. No. 609 



117

Remembrance,  1999, 26”x 26”, Oil stick on vellum Plant II, 1999, 26”x 26” , Oil stick on vellum

Untitled, 1999, Oil stick on vellum Untitled, 1999, Oil stick on vellum

Arch AC. No. 612 Arch AC. No. 613

Arch AC. No. 614 Arch AC. No. 615 

Plant I, 1999, 26”x 26”, Oil stick on vellum Vortex, 1999, 26”x 26”, Oil stick on vellum

Arch AC. No. 616 Arch AC. No. 617 



118

Whiperins, 1996, Mixed media on paper

Woman, 1996, Mixed media on paper

Secred thought, 1996, Mixed media on paper

Secred , 1996, Mixed media on paper Swirls , 1999, 79”x 79”, Enamel on canvas

Arch AC. No. 618 

Arch AC. No. 619 

Arch AC. No. 620 

Arch AC. No. 621 Arch AC. No. 622 



119

Double Vision, 1999, 20”x 16”, Mixed media on paper
Seeing, 1999, 27”x 27”, Mixed media on paper

World Vision, 1999, 17 ¾”, Mixed media on paper

Untitled, 1990’s, Mixed media on paper

Untitled, 1990’s, Mixed media on paper
Arch AC. No. 623

Arch AC. No. 624 

Arch AC. No. 625

Arch AC. No. 626 
Arch AC. No. 627 



120

Untitled,  2003, Untitled,  2003, 

Brambles, 2004, 10”x 26 ¾”, Brown oil stick on glassine paper

Arch AC. No. 630 

Germination 1-10, 2006, 35 ½”x 23 ½”,Oil Stick on Vellum
Arch AC. No. 631 

Two Uprooted Trees, 2006, 52“x 26”, Oil Stick on Vellum

Arch AC. No. 632 

Arch AC. No. 628 Arch AC. No. 629



121

Seed 1, 2006, 24“x 19”, Oil Stick on Vellum Seed 2, 2006, 24“x 19”, Oil Stick on Vellum

Seed 3, 2006, 24“x 19”, Oil Stick on Vellum Seed 4, 2006, 24“x 19”, Oil Stick on Vellum

Seed 5, 2006, 24“x 19”, Oil Stick on Vellum Seed 6, 2006, 24“x 19”, Oil Stick on Vellum

Arch AC. No. 633 Arch AC. No. 634 

Arch AC. No. 635 Arch AC. No. 636 

Arch AC. No. 637 Arch AC. No. 638



122

Blue Garden, 2006, 26“x 26”, Oil Stick on Vellum

Green pond, 2006, 26“x 26”, Oil Stick on Vellum

In a peaceful forest, 2006, 26“x 26”, Oil Stick on Vellum

Rhapsody, 2006, 26“x 26”, Oil Stick on Vellum The moth, 2006, 26“x 26”, Oil Stick on Vellum

Arch AC. No. 639 

Arch AC. No. 640 

Arch AC. No. 641 

Arch AC. No. 642 Arch AC. No. 643 



123

Collage in Brown, 2006, 34 ½”x 19 “, Mixed media on paper Parts Collage, 2006, 20”x 26”, Mixed media on paper
Arch AC. No. 648 Arch AC. No. 649 

Pussycat in the garden of eden, 2006, 42”x 50 “, Mixed media on paper Mr. Blanding’s dream house, 2006, 42”x 50 “, Mixed media on paper

Tree with brown trunk, 2006, 26”x 26“, Mixed media on paper

Sprout, 2006, 42”x 50“, Mixed media on paper
Arch AC. No. 644

Arch AC. No. 645 

Arch AC. No. 646 Arch AC. No. 647 



124

Flying the C, 2006, 26”x 26”, Mixed media on paper

Arch AC. No. 650 

Arch AC. No. 651 
Untitled, 2000’s, Mixed media on paper



125

Vibrations in a square II, 2010, 12”x 12” (each), Oil stick on paper

Arch AC. No. 652 



126

Vibrations in a square II, 2010, 12”x 12“(each), Oil stick on paper

Arch AC. No. 653 



127

Vibrations in a square II, 2010, 12”x 12“ (each), Oil stick on paper

Arch AC. No. 654 



128

Combining disparate,  2010, Ink on paper 
Arch AC. No. 662

Arch AC. No. 655 Arch AC. No. 656 

Arch AC. No. 657 Arch AC. No. 658 

Arch AC. No. 659 

Arch AC. No. 660 

Arch AC. No. 661 

Arch AC. No. 663 



129

Mixtures, mergers and fusions, 2010, Mixed media on paper
Arch AC. No. 667 

Arch AC. No. 664 Arch AC. No. 665 

Arch AC. No. 666

Arch AC. No. 668 



130

Silent images, 2010, 12” x 18”(each), Crayon on paper

Arch AC. No. 675 

Arch AC. No. 669 Arch AC. No. 670 Arch AC. No. 671

Arch AC. No. 672 Arch AC. No. 673 Arch AC. No. 674 

Arch AC. No. 676 Arch AC. No. 677 



131

Directional space, 2010, 12”x18”, Crayon on paper

Arch AC. No. 691 

Arch AC. No. 678 Arch AC. No. 679 Arch AC. No. 680 Arch AC. No. 681 Arch AC. No. 682 Arch AC. No. 683 

Arch AC. No. 684 Arch AC. No. 685 Arch AC. No. 686

Arch AC. No. 687 Arch AC. No. 688 Arch AC. No. 689 Arch AC. No. 690 

Arch AC. No. 692 

Arch AC. No. 693 Arch AC. No. 694



132

Solids resonating in space, 2010, Crayon on paper

Arch AC. No. 695 Arch AC. No. 696 Arch AC. No. 697 Arch AC. No. 698 

Arch AC. No. 699 Arch AC. No. 700 Arch AC. No. 701 Arch AC. No. 702 

Arch AC. No. 704 Arch AC. No. 705 

Arch AC. No. 703



133

Mapping the space without volume, 2010, 24”x 96”(6”x6”each), Crayon on paper

Arch AC. No. 706 



134

Mapping the space without volume, 2010, Crayon on paper

Arch AC. No. 707



135

Ovals in a rectangle, 2010, 60” x 90”(12”x16” each), Crayon on paper

Arch AC. No. 708



136

Ovals in a rectangle, 2010, 12”x16” each, Crayon on paper

Arch AC. No. 709 

Arch AC. No. 710 



137

The numbers game, 2010, 6”x6”(each), Crayon on paper

Arch AC. No. 711 



138

Vibrating Strands, 2012, 17”x 13 ¾ (each), Pen on paper
Arch AC. No. 715 

Arch AC. No. 712 Arch AC. No. 713

Arch AC. No. 714 

Arch AC. No. 716 



139

Bonding of the Smallest, 2012, 17”x 15” Mixed media on paper   

Arch AC. No. 717 



140

Within a microscopic ream, 2012, 60”x 60”, Mixed media on paper

Arch AC. No. 718 



141

Untitled, 2013, Mixed media on paper

Untitled, 2015, Pen on paper

Untitled, 2015, Pen on paper

Untitled, 2015, Pen on paper

Arch AC. No. 719

Arch AC. No. 720 

Arch AC. No. 721 

Arch AC. No. 722



142

The Myghty square, 2010’s, 8”x 8”, Mixed media on paper The Myghty square, 2010’s, 9”x 9”, Mixed media on paper

The Myghty square, 2010’s, 10”x 10”, Mixed media on paper The Myghty square, 2010’s, 18’x 18”, Mixed media on paper

The Myghty square, 2010’s, 18’x 18”, Mixed media on paper The Myghty square, 2010’s, 18’x 18”, Mixed media on paper

Arch AC. No. 723 Arch AC. No. 724 

Arch AC. No. 725 Arch AC. No. 726 

Arch AC. No. 727 Arch AC. No. 728 



143

The Myghty square, 2010’s, 18’x 14”, Mixed media on paper

The Myghty square, 2010’s, Mixed media on paper

The Myghty square, 2010’s, Mixed media on paperThe Myghty square, 2010’s, Mixed media on paper

The Myghty square, 2010’s, 24’x 18”, Mixed media on paper

Arch AC. No. 729 
Arch AC. No. 730 

Arch AC. No. 731

Arch AC. No. 732. Arch AC. No. 733 



144

Untitled, 2017, Mixed media on paper

Untitled, 2017, Mixed media on paper

Untitled, 2017, Mixed media on paper Untitled, 2017, Mixed media on paper

Untitled, 2017, Mixed media on paper

Untitled, 2017, Mixed media on paper

Arch AC. No. 734 Arch AC. No. 735

Arch AC. No. 736  Arch AC. No. 737

Arch AC. No. 738 Arch AC. No. 739 











Credits for Critics’ Essays

   Gregory Battcock
   Franco Farina
   Robert C. Morgan
   Claudio Cerritelli
   Judy Collischan
   Franco Farina
   Rolando Barahona-Sotela
   Tahituey Ribot-Pérez
   Silvio Fuso
   Thalia Vrachopoulos
   Francesca Alfano

Special thanks  

   Oogie Art
   Fiorella Lattuada
   Flavio Lattuada
  Debbie Riva Prieto




