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Crossing the Submarine: A Life in Colors and Strokes
In Conversation with Samia Halaby

by Nathalie Handal

It is a bitter cold January day, January 18, 2008 to be precise. The grayness of the New York City sky could
be one of Samia Halaby’s paintings or maybe not. Her universe is one of colors. I enter the front door of
her warehouse-like building in Tribeca, and as I go up the slanted stairs leading to her loft, remember the
very first time I came to see her, some ten years ago. What had changed? Nothing it seemed for she was
still the daring, tireless, and inspiring woman I have always known. But when she greeted me to the door, I
left behind the crowds in my mind, the freeze, the bustling beats of Canal Street, the whistling of the wind,
and realized all had changed, from the lights of her canvas to the reverberation in her eyes. Halaby is about
metamorphosis. Entering her world is like having a conversation in a submarine. You are underground. In a
place so unfamiliar it becomes strangely familiar. In a place so unusual it becomes inexhaustible; in a place
as majestic, maze-like and wondrous as the world found in the pages of Alice in Wonderland.

As I watch her put on the hot water for tea, I wish I could be inside her mind for an hour to navigate her
thoughts, know who she really is? Not the facts but the waves and rhythms of her soul-beats. But I also know
I will find her song only while traveling through her life and artistic journey.

Samia Halaby was born in Jerusalem on December 12, 1936, where both her parents are from. In 1939, her
family moved to the port city of Jaffa, and like many Palestinians became exiles in 1948. She remembers
Palestine so vividly, as she was elleven when she was displaced from her homeland. Her father lost everything
and navigated between Jordan and Lebanon for work, while the family stayed in Beirut. She was enrolled in
the British Syrian Training College in 1949, and those years profoundly impacted her as she was caught in the
disturbing emotional space of her parents. Dislocation as she came to understand was a place where echoes
hung like forgotten birds, a place were the spirit incessantly struggled to find a window with a view of home.
Three years later, in 1951, her family moved to the United States. It was a huge shift she tells me for it was a
completely different cultural sphere and far away from Palestine.

They moved to Cincinnati, in the Midwest of the United States, a bigger city but not as graceful and international
as the three Arab cities she knew intimately up until then—Jerusalem, Jaffa, Beirut. Upon graduation, she was
uncertain what to study. She was good in mathematics but in her dry and witty, surprisingly humorous-tone,
tells me that after each exam she has a headache so decided not to study math after all. Until today, Halaby
half-jokingly says that she wished she had studied mathematics, a subject she still loves. Her brother decided
to take her to the chemistry building but she thought it was too smelly, and bursts into laughter recollecting her
youthful conclusions. Undecided, her mother suggested she study art but Halaby was uncertain if she could
make a living as an artist. When her mother responded, ‘but that’s what you like,’ it seemed to resonate inside of
her. She studied design which was her idea, at the time, of being an artist while also being able to support herself.
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Halaby went to the University of Cincinnati, a five-year coop-system which essentially was a work-study
program, affording her the possibility to study and pay her way through college. She received her Bachelor
of Science in Design in 1959, worked for one year and went to Michigan State University, where she finished
her Master of Art in Painting in 1960. After Michigan she decided she would rather teach than get design
jobs. She went to Indiana University, received her Master of Fine Arts in Painting in 1963, spent her first
summer visiting European art museums and started looking for full-time teaching positions.

Her first teaching position was as Adjunct Professor at the University of Hawaii in 1963. A year later, she
became Assistant Professor of Art at Kansas City Art Institute in Missouri where she stayed until 1967. She
received a faculty development grant from Kansas City Art Institute in 1966 to travel to Egypt, Syria and
Turkey to study Arabic architecture and geometric abstraction. It was also that year which marked her first
visit back to Palestine, right before the 1967 invasion, and from 1995-onwards, Halaby has gone back to
Palestine on a regular basis. She taught at the University of Michigan from 1967 to 1969, and at Indiana
University, Bloomington from 1969 to 1972. In 1972 she received the Tamarind Lithography Workshop
residency grant and spent nine weeks in Albuquerque, New Mexico working on lithographs. That same year
she became the first full-time female professor to teach at the Yale School of Art.

In 1976, she boldly changed her position from full-time to part-time in order to live in New York City
and commuted to Connecticut twice a week. Ten years later, in 1982, Halaby and the school of art had a
fall-out when they fired her and other women from the department. In response to Yale not honoring their
commitment of a permanent position, she curated an exhibition entitled, “On Trial: Yale School of Art,” at
22 Wooster Gallery, Soho, New York City. For Halaby, although it was a learning experience to be entangled
in the politics of the art world in the East Coast in retrospect she wishes she had gone to live in Spain or
somewhere else in Europe, where she feels she would have been more accepted as an artist. Halaby taught
for seventeen years in universities in the United States, and since 1982 has taught workshops and/or has been
a Visiting Artist at universities nationally and internationally, from Hawaii to Palestine. In 1983 she began
programming kinetic paintings on the computer and in 1989 she began attending computer conferences
dealing with the arts.

Her first professional exhibition was in 1964 at the Gima Gallery in Honolulu and her first solo show was in
1970 at the Phyllis Kind Gallery in Chicago. What followed was a series of solo exhibitions namely: Solo
exhibition of lithographs, Yale School of Art Gallery, New Haven, CT, 1972; Spectrum Gallery, New York
Solo exhibition, 1973; Marilyn Pearl Gallery, New York, 1978; Housatonic Museum, Bridgeport, CT, 1982;
Galleria Palace de Arte, Granada, spain 1986; Tossan-Tossan Gallery, New York, 1983 and 1988; Darat
Al-Funun, Amman, Jordan, 1995; Galerie Atassi, Damascus and Galerie le Pont, Aleppo, 1997; Sakakkini
Art Center, Ramallah, Palestine, 2000; Skoto Gallery, New York, 2000; Artim Gallery, Strasbourg, France,
2001; Kahaf Gallery, Bethlehem, Palestine, 2003; Agial Gallery, Beirut, 1999 and 2004; and Ayyam Gallery,
Damascus, 2008.

She has participated in numerous group exhibitions including: Recent Acquisitions exhibition, Guggenheim
Museum in New York, 1975; Kunstnernes Hus, Oslo, Norway, 1981; “On Trial: Yale School of Art,” 22
Wooster Gallery, Soho, New York City; Asilah Festival in Morocco, 1985; Havana Biennial, 1988, the first
artist from North American to be invited; Musée du Chateau Dufresne, Montreal, 2001; Made in Palestine at
the Station Museum in Houston, Texas, in 2003, and at The Bridge gallery in New York, in 2006; Three Arab
Painters, Bridge Gallery, New York, 2006.

el =l Yellow Spiral, 1970. Oil on canvas, 66 x 66 inches, 168 x 168 cm.
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Her paintings and drwings are part of museum collections throughout the world, to name a few: The Art Institute
of Chicago; The British Museum, London; The Guggenheim Museum, New York; Cleveland Museum of Art,
Ohio; Institute Du Monde Arabe, Paris; Memphis State University Art Collection; The National Museum of
WomenintheArts, Washington, D.C.; Palm Springs Desert Museum, California; and Sioux City Art Center, lowa.

Halaby lectures, gives papers in conferences and festivals as well as writes articles on art. She has curated
numerous art shows and raised thousands of dollars to exhibit Arab and Palestinian artists in the United States.

As I learn more about all that she has accomplished, I hope the clock slows down. As I sit in her studio, I
look around me at the galaxies of color. There are paintings everywhere on the walls, paper-mache hanging
from the ceilings like bells delivering a message, and I wonder how this fierce, out-spoken, dynamic artist,
whose face at times expresses a deep melancholy could have created such grand paintings of jubilation. It
is unexpected yet the more I spend time with Samia Halaby, the more I expect surprise. Her work projects a
state of equivalence and tension. Her mind as poetic as her work.

Painting she tells me “is visual ideas.” Her colors are her playground—~Persian-blue, sea-green, lemon-green,
violet, blue-red, gray, pink, yellow, it’s all present. But her colors are not as symbolic as much as they are
impressionistic. She describes herself as a “picture-maker rather than a painter.” She creates with fervor and
immeasurable devotion. The more you look at her paintings, the more seductive undertones you find; and
like listening to an orchestra playing you find high tunes, low tunes, violent roars and soft cries. Some of her
strokes appear to have no reference but in fact are very carefully devised and at times profoundly disturbing
for what they merely suggest. For instance, her painting, Demolish the Wall, Let Life be Fertile, (p 44) shows
a world of such great beauty yet terrible pain and injustice being closer than we pretend. However, the power
of the work is that without the title it is not obvious that it’s about that wall. Instead, she decides to show that
life, that Palestine, is fertile. “The painting is a celebration of fertility, of nature,” she tells me. In this painting
and others she captures the intimacy of nature.

Many of her new work have white space framing it which leaves you to navigate a white sky if you want
to get away from the constellation of colors in the center of the work... it’s like flying above chaos and
tranquility. She showed me her third black and white painting, which is intensely commanding. Although
it deals with the same thematic concerns as her other paintings, it resonates in a whole new way through
the black, white and grey palette. She seems to finish a painting when she has reached a serene space both
visually and emotionally.”

We drink our tea and she takes me around her studio. I walk through a universe of echoes. Winter. Through
forest of leaves. Spring. A kingdom of magic light. Summer. Through a symphony of raindrops. Fall. And as
her paintings grow, music grows. And what is invisible now has a name, a voice, a ricochet.

She tells me about the different periods of her artistic life from her Student Works, 1960-1970; Geometric
Abstractions, 1970-1979; Textured Fields to Textured Space, 1980 to 1985; From Hawaii to Havana, 1986
to 1995; Kinetic Painting, 1984-1995; Artists’ Books, 1985; The Motion of Things, 1995 to 1999; Earth
Works, 1986-onward; Olive Tress, 1999-onward; Hanging Sculpture, 1997-onward; and Painting Freed from
Frames, 2000-onward.

When we get to “Palestine from the Mediterranean Sea to the Jordan River,” 2003, Halaby explains that while
creating this painting she thought of seashores and flowers which reminded her of where she grew up. She tells

da=a Ocean, 1974. Oil on canvas, 48 x 66 inches, 122 x 168 cm.
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me “vertical flowers growing, and the center is Ramallah, the mountains at nighttime, the fig trees....the olive
orchards.” At that moment, I become aware that Palestine is no where and everywhere in her work. And that is
exactly what she wants. Unlike where she comes from, everything in her painting is free, is growing, is alive.

It also strikes me how physically demanding it is to manage those enormous canvases that she seems to
glue to the world. Her collage-paintings which she does piece by piece by piece, until she achieves what she
wants, are masterful.

Every step I take inside her world is a step into another dimension of the real and the imaginary. She declares,
“I explored a great deal, now I have become very intuitive and I no longer prepare sketches. I feel like I have
arrived at...” Suddenly she turns around to show me a new piece, never finishing her sentence.

As I leave her apartment, I take with me some keys in her song. Take with me that image of her sitting very
close to an immense canvas then going all the way at the back of the room to see what she has done, and
returning very close again, like a maestro conducting a universe. And I feel confident that if she had finished
her sentence, she would have said, “I have arrived at a great light.”

Days later, while listening to the interview I hear so much honking in the recording that at times her voice is
blurred. But I have no recollection of any noise outside her apartment that day. [ was in her music, motion,
movement. In her submarine. And I think, like Clov in Samuel Beckett’s Endgame, Samia Halaby claims: “It’s
my dream. A world where all would be silence and still and each thing in its last place, under the last dust.”

Conversation with Samia Halaby

NH: You left Palestine when you were elleven, is there one image that remains vivid in your mind?
SH: My grandmother’s house in Jerusalem, in Baqah, is outside the city wall, in the modern neighborhoods
of that time. The house is still there. I often visit it. It is divided into three apartments. Israeli families live in
it. My grandmother’s and my father’s properties were taken. Like my many Palestinians, I thought that we
would be absent for at most two weeks; that we would return once things calmed down.

I remember the day we left. It was sudden. My father sent word that he was sending us a car to take us to Lidda
airport. My mother told us to pack as little as possible. She told us that we were going for just a while to the
mountains of Lebanon. We had to leave quickly and I wanted to cooperate so I did not take anything. We were
never able to go back. The Israeli State locked all attempts at return and stole our homes and possessions.

NH: Growing up, did you think of home as Palestine or the US?

SH: I never thought of home as anywhere else but Palestine. Every time I am near buying a place, I find
it hard. The feeling became especially noticeable when my fellow professors at Indiana University were
all buying farmhouses in France during the 1970s. They suggested I do the same, and I discovered that
emotionally I was unable to do it. One of the places that attracted me is the old city of Halab (Aleppo) in
Syria. The Arab-style rooms surrounding an open courtyard, the central focus of which is a tree or fountain,
felt homey and beautiful but I still could not buy. Palestine is home... Jerusalem is my home city.

I remember, sometime in the 1990s, seeing oak trees in autumn while in Indiana. The image powerfully
affected my aesthetic, especially the bright variety of brown colors. Finally in 2007, I poured that experience
into a painting titled “Big Oak.” I dedicated the painting to the Indian tribes in whose territories I saw the Oak
stand—the Miani, the Illinois, and the Shawnee. Finishing that painting helped me process the idea of having
lived so long in the Midwest, in someone else’s home, exiled from mine.

NH: You came to the East Coast because you wanted to leave the Midwest or was it because of your
professorial position at Yale or perhaps it was your desire to be in NYC?

SH: I came to the East Coast because of the art scene in New York City. The Midwestern cities I lived in had
little or no art scene. The New York City art world was and still is unfriendly to me as a Palestinian artist but
I was never prepared to negotiate on my aesthetics or political views in order to fit in. I tried very hard to
work with New York galleries but had little success. In the 1980s, I stopped showing my work to New York
dealers, and in the 1990s, turned my attention to the Arab world.

NH: Which artists and art movements have influenced you?

SH: I love the Constructivists’ art born with the Soviet revolution. I find their art work and writings exciting.
They were very active from 1914 through to the early 1920s which was just after Cubism. I love the Cubists
and the Futurists too but the Constructivists remain more exciting to me. The Cubists and Futurists were
still oriented to objects, taking objects apart, moving them around... combining various views. I like Pablo
Picasso and Georges Braque, the central figures of Cubism, but I was never inspired by them as I was by
the Soviet artists. I was influenced by Kazimir Malevich, Liubov Popova, and Olga Rosanova, especially
her writings. Popova has done some incredible work such as the Painterly Architectonics of 1916-18 and
her Spatial Force Constructions of 1921. I can’t be still when I see her work. They make me want to run and
do something, anything. There were many women artists during the period of the Soviet revolution, which
demonstrates how open it was and the impact it had on Soviet society. Bourgeois order was shifted, and artists
felt free to act, to explore. They designed all kinds of things such as schools, clubs for workers, utensils, and
clothes for workers. They applied contemporary practicality to graphic and industrial design, and they were
making amazing paintings. The workers’ unions supported them financially and so did the new government.
You could feel their enthusiasm in what they created and were involved in. There is a holistic quality to
collectivity as opposed to individualism found in the U.S. The writings of the constructivists opened great
vistas of new thought.

From the nineteenth-century, the painter Georges-Pierre Seurat had a deep influence on my work. I spent
many hours looking at his work at close range, and his influence is present in the paintings I did in the nineties.

I have spent so much of my time carefully looking at paintings in museums and galleries. One of Jan Van
Eyck’s paintings at the Rockhill Nelson Gallery of Art in Kansas City, a painting similar to Arnolfini s Wedding
of 1434, affected me profoundly. A pristinely painted orange on the windowsill played a catalytic role at
the beginning of my artist’s life. I admire Leonardo da Vinci a great deal, much more than Michelangelo.
Leonardo’s intellectual sophistication is very attractive.

NH: Has any American artist influenced you?
SH: I admire the abstract expressionists. I have been influenced by Mark Rothko’s color and by Jackson
Pollock’s gestures and motion. They were the aesthetic descendents of the Constructivists. I also like Georgia
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O’Keeffe. One of the most brilliant American abstract painters, whom I like, is Stuart Davis. He emerged in
the 1920s but was disregarded in later decades due to his leftist attitude.

NH: Are there any Arab artists you like?

I like Mona Saudi’s work a lot. She does not stand still in her thinking and her art has matured over the
years. The depth and refinement of her visual form is not sufficiently appreciated. I admire the work of the
calligrapher Rasheed Quraishi and the paintings of Fahrel Nissa Zeid.

The inlaid marble and tile-work of the Dome of The Rock in Jerusalem, and the Great Omayad Mosque
in Damascus had a major influence on my work of the early eighties. I looked carefully at how Arabic
architecture creates a continuum between volume and surface. I see a complex notion of the whole of a
work of art that has influenced me. Arriving at a major architectural monument, one experiences a sequence
of walls and spaces that shifts slowly, from nature to social architecture. It makes me feel as though I have
entered a well-organized intellect of great beauty which in turn allows me to see the beauty of the wilderness.

NH: Tell me more about your artist trajectory? Do you prepare what you are going to paint—your
colors, shapes etc.—or does it come into itself as you are working?

SH: In the years after school, my work was precise and based on still-lives that I built out of geometric
volumes. At that time I first made careful line drawings followed by shaded drawings, and then the painting.
Later I organized shapes on a grid without having a still-life. The grid gave the work a very Arabic flavor.
Some of these graph drawings used helical and cycloid curves from which I made highly precise paintings
imitating the reflective surfaces of metals.

Since that beginning, I slowly became impulsive in my painting. These days I often start intuitively and hope
an aesthetic something happens. Sometimes nothing happens so I keep painting, keep searching. It can be
very frustrating. That is what happened with the painting Essence of Arab, 2007, (p 55) it tortured me for two
months. Sometimes I have a very precise inspiration that has not cooked long enough in visual memory, like
the blue painting, Pre-Dawn Abu Dhabi. On my first trip to Abu Dhabi last November, I arrived at 3 a.m. The
sky was deep dark-blue, the trees almost black-green and the buildings pink with electric light. The sight and
the night air etched themselves on my senses. I am still working on it hoping to succeed.

NH: Is it always a struggle?

SH: Seeking is more descriptive than struggle. I seek because of the pleasure of finding. But the hardest part
of painting is recognizing something in the painting and knowing when to stop. The act of painting has a
motion like waves. Starting aimlessly and finding something exciting is easy but finishing is elusive. When
the painting looks almost finished I become ambitious and want more. I cautiously add a few more strokes
to make the final improvements. But each hopeful, cautious stroke harms the painting. The downward spiral
grows until | finally accept ruin, give up caution and again paint impulsively. That is when the painting
improves again. It is as though I am not in full control and need humility to balance intuitive impulse and
conscious judgment. The most frustrating paintings are sometimes the best ones, riding the peeks and valleys
of this wave-motion several times. Confirmation comes when another person recognizes something in the
abstract painting, something representing an organization the viewer and I have both seen in the real world.
At that moment we share a new bit of visual language. A wild impulse is confirmed by social experience. As
a painter I enjoy the shared experience. I don’t understand it all at the conscious level; the viewer might even
know more about the source of the painting than I do. I need to trust my intuitions and learn from the viewer,
or never find anything new.

2l 3530 Position Slide, 1980. Oil on canvas, 72 x 72 inches, 183 x 183 cm.
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NH: What do you see that is Arabic in the helical paintings?

SH: Each shape of the painting comes forward, has enough convex and concave outlines so that it can’t be
background. There is not a negative and a positive nor a space behind and a space forward. Shapes, though
shaded themselves, fit next to each other. The helical paintings led to the diagonal paintings such as Ocean,
1974, (p 11) and Fern, 1975. (p 102) Shading edges led me to horizon lines. At that time, I was questioning
the relationship of shading to perspective. Shading combined with perspective describes direct illumination
on concrete surfaces but it can create ambivalent space if we remove perspective. Thus in the diagonal
paintings, variations of light make a space that is of relative measure and thus abstract.

NH: Did you ever abandon painting?

SH: In 1979, I had the proverbial artistic crash. I stopped painting for a bit then I began to paint profusely and
just as profusely destroyed everything. It was a period of questioning. I began to edit. Editing is when I pull
out everything and throw out the bad ones. Then in 1980, I recovered. I began to work on a series that was a
combination of the diagonal paintings and new influences from Arabic architecture.

Influenced by the geometric abstractions that I saw in The Dome of The Rock in Al-Quds, I allowed the
rectangle of the painting to create shapes, which I then filled with shaded cylinders from the diagonal paintings
or with texture imitating inlaid Arabic art. A good example is the painting Position Slide, 1980 (p 19).

Eventually, texture began to charm. I began to think that the edges of things should betray what they are made
of. So I began to allow textural marks to scatter over the entire painting in disregard of edges, as in Brown
Sailings, (p 99) and Pulsating, (p 97) both dating from 1982.

NH: Tell me about the sources in reality of your abstract painting, and what you mean by visual
memory?

SH: Parallel to painting, I satisfy my visual curiosity with small works. Sometimes these are based on things
that attracted my eye powerfully. In 1975, autumn leaves in New Haven fascinated me and I started collecting
them. I wanted to grasp their beauty. I drew and painted them, made them into slides, and pressed thousands
of them into all my books. I also cut many of them into small rectangles that could be paintings. But these
little rectangles lost the beauty of the leaf as a whole. I concluded then that paintings must grow as leaves do
or else they cannot have the beauty of things in nature. This absorption and the many thoughts it brought did
not directly affect my work of the time. But late in 1982, seven years later, [ began a series of paintings based
on thoughts first developed in 1975. I had noticed that the cells between veins in maple leaves were uneven
rectangles with one end open, really uneven pentagons. Placing such shapes adjacent to each other created
dynamic, spiralins organizations. This was the principle with which I began the autumn leaf paintings such
as, Down West Broadway in the Evening, 1983, (p 22) Tribeca, 1983, (p 92) and City Nights, 1983. (p 23) I
felt that I had taken a tiny step to giving my paintings the power of things that grow.

Thinking of things that grow and seeing how the perimeter of a painting can have destructive power, I began
to question the rectangular picture plane. I took these thoughts with me to Hawaii in 1985, where I went to
teach for the third time. I began to absorb influences of the vegetation, influences which began in 1963 during
my first year of teaching there, when I filled sketchbooks with images of Hawaiian seed pods, fruits, flowers,
stems, branches, and leaves. Thoughts of the picture plane, of natural growth, the joy of being in beautiful
Hawaii, eye movement while walking, and ideas of multi-panel paintings lead to works such as Harvesting, (p 80)
and Radial Energy, (p 30) done in the mid-1980s.

I a3l Pink Walking Green, 1983. Oil on canvas, 50 x 60 inches, 127 x 152.5 cm.
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The rectangle, or outside edge of the painting, is a basic piece of the visual language of pictures. The
organization of parts with the pictures outside perimeter is more important than the relationship of parts to
each other. Perspective habituated us to see the rectangle as a window through which we see the world. This
does not serve abstraction because abstraction is about general principles not about one frozen view through a
window. I explored this throughout the 1980s. One manifestation was the wide painting Transitions, 1989, (p 88)
which is like a scroll 52 inches high and 29 feet wide. One has to stroll past it. It puts the viewer into motion.

During the 1990s I took a break from trying to challenge the rectangle and decided to create paintings made
of small brush mark. The pointillism of Seurat asserted its influence. The result was abstract impressionism.
Making these paintings presented a challenge to me. I charted two areas of failure: brush marks that created
geometric shapes as had been my habit and the syntax of landscapes. That is, I did not want the dark and light
of the impressionist brush marks to create illusions of sky, horizon lines, earth, and trees. The area between
these two failures seemed as narrow and dangerous as a ridgeback walk that I once took in the Alps. I drew on
the overlapping patterns of natural growth, on the rhythms of city life, and especially on the rhythms of eye
movedment while walking. I began to analyze how our eyes jump from spot to spot in order to comprehend
an object or a scene, how it works in rhythm with our walking in order to avoid cars and other pedestrians.
The result was paintings such as Spring Symmetry, (p 82) and Green Flamenco, (p 83) both completed in 1999.

After 2000, explorations of the rectangle led to paintings completely free of the rectangle. I was influenced
by the many Palestinian artists that I had interviewed for my book, Liberation Art of Palestine—painters like
Nabil Anani, Vera Tamari, and Mahmoud Taha. I began to compile my paintings by first making the parts
then fitting them to each other, and allowing that process to determine a perimeter. Thus the perimeter is often
irregularly born of the inner workings of the parts rather than existing before the parts and determining their
formal attributes. This matched what I had learned when cutting autumn leaves in 1975, searching the leaf
for a rectangular area to imitate in paint and discovering that the leaf as a whole was more beautiful than any
rectangular part of it. This resulted in paintings such as, Mountain Olives of Palestine, 2003, end Demolish
the Wall, Let Life Be Fertile, 2004-2007, (p 44).

The rectangle cannot be disregarded. It is a language all by itself. It is the hallmark of human culture. Just
look around you: the floor, the ceiling, the wall, the rug, the table, the bookcase, books, paintings, closets,
drawers, photographs, films, videos, video screens, computer screens, note pads, boxes, shipping containers,
laptops, and much more. Rectangles are peculiarly human. When we cannot make rectangles, we adjust
things at right angles. Consider crossroads, bridges, buildings, and city blocks. The economy of rectangles
dictates their use to us, as gravity dictates the river’s flow. And so after a trip around the world of the picture’s
perimeter, I returned to the rectangle in the summer of 2007 with new questions and insights.

NH: What is your daily artist routine and has it changed over the years?

SH: I don’t do art daily. Sometimes months go by and [ don’t paint. [ used to feel guilty about that, and would
take a sketch book with me on trips. I used to sketch a lot but in recent times I have been focusing on painting.
At age 71, I accept that there is a limited amount of time left. I do not have another 45 years of creativity;
otherwise maybe I would do something else. I have maybe 5 or 10 years, let’s hope I have 20, but either way,
you arrive at the point where it is different than it was at the beginning.

Now I feel that painting has to be a more integrated expression of all that I have learned, and it has to come
with greater ease. | do not want to force it. We become incredibly skilled with practice whether we are writers,
poets, craftsmen, architects or painters. I know my good and bad habits now so I allow more room for intuition.

3359 A Rose, 1987. Oil on canvas, 44 x 66 inches, 112 x 168 cm.
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neuull B3l Radial Energy, 1986. Acrylic on canvas, 60 x 60 inches, 152.5 x 152.5 cm.

NH: Do you usually work on a painting for a long time?

SH: On rare occasions, I do it in one sitting and sometimes it takes months. When I was young, I used to drop
everything, including sleep and work, until I finished a painting. But they were smaller then, and I had more
energy than wisdom.

NH: Do you follow what is going on in the contemporary art scene?

SH: Not too much anymore. Galleries exhibit what is popular and fashionable and what they can make money
on. Art Galleries as commercial shops first appeared in Paris approximately 160 years ago, contemporaneous
with advanced capitalism. The rare dealers who enter history are those with enough foresight to exhibit the
artists who prove significant to society. Museums are far more interesting. But to find out what is happening
today, neither galleries nor museums help. One has to visit studios, schools, conferences, international art
bazaars, artist run galleries and exhibitions, read artists’ writings and critical reviews.

In the atmosphere of contemporary fashion, galleries have been focusing on conceptual and installation art,
while painting is little considered. Certainly good painting is still taking place but it is hard to find. Painting,
one of mankind’s basic languages, cannot be denied. My focus is on painting, its history and its future, and
not on what is fashionable in the galleries.

NH: What role do you think art can play in world conversation?

SH: I have paid a great deal of attention to the history of art because I don’t think you can be creative
and build inventively if you accept the analysis’ of historians without question. I have tried to learn about
art from parts of the world omitted in the education I received in the U.S. As a painter, my language is
pictures, and pictures are flat. They lie in one plane. Paintings are made with liquid pigments are a subset
of all pictures. Pictures can be woven or photographed. Pictures are the first language of mankind. Writing
emerged from picture-making in ancient time, and as time went by other languages were born from pictures
such as writting, photography, perspective and color separation. Perspective is the basis of the many digital
languages important to production, to feeding and housing us.

I think there is a leading edge to picture-making where invention takes place, and with time, it becomes a
wider and wider field, and eventually subdivides into many fields, for example, illustration, photography,
filmmaking, video, graphing, mapping, signage and more. Human culture thus grows in complexity and
richness. It is very exciting and should be shared internationally. I think painting is very important. Painters
investigate, and that investigation becomes a language, which spreads.

NH: Has September 11, 2001 affected your work, affected you as an artist, affected you in any way?
SH: I see a difference in the world around me as a result of September 11%, Sept 11, 2001 is the symptom
of a process that has been taking place and now getting more strident. It is a symptom of an international
economy that is in trouble and a western world that is frightened and looking for scapegoats. On one hand,
Arabs in America are more visible now. On the other hand, and maybe this is subjective, I feel more distance,
between me and everyone around me here.

NH: You have been instrumental in bringing Palestinian art to the U.S., tell me more about that journey.
How receptive have Americans been to the shows you have worked on or curated?

SH: I have always been an activist whether its political activism or arts activism. Art activism has a different
audience. The effort of our two shows, “Williamsburg Bridges Palestine” and the “Made in Palestine”
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show, mostly strengthened the confidence of the Arab community. It echoed throughout the community,
and Americans were also interested and influenced by the work. It had a broad audience and received good
reviews. It made a mark.

NH: Can you speak about the Palestinian art scene today in Palestine and about art produced by
Palestinians in the Diaspora?

SH: A committee of student activists invited me to curate a show of Palestinian art at the DePaul University
Museum. It was a great success especially with the Arab community in Chicago. The show and the catalog
essay were titled, “The Subject of Palestine.” I analyzed the Palestinian art scene as predominately being of
two parts. The first part consists of Palestinian artists who do installation art about Palestinian issues. Their
metaphors, language, and visual form are directed at a western audience. They are explaining Palestine to
the outside world, European and American, and mostly using the English language. The second part consists
of Palestinian artists who live in Palestine and who artistically descend from the liberation movement. For
example, the first Intifadah artists—artists such as Suleiman Mansour, Mustafa Hallaj, and Abdal Rahman
Mozayen—created images for the Palestinians. That is whom they were talking to.

NH: So the work of the second group is not international?
SH: It is international but they are not trying to be internationally fashionable.

NH: Who decides that? Can we really set such levels?

SH: You look at artistry and you find where that level is. I think many of them do not have extensive enough
education or freedom to investigate libraries or go to museums but they have an international consciousness.
They are aware of the world but have not had the educational opportunities of Palestinian artists living
abroad. Their art tends to be more from the heart and will probably outlast the internationally fashionable
installation artists. Also, they experience the occupation daily and that is mostly their subject. Do not mistake
me in thinking the two groups do not empathize with each other. On the contrary, each group holds the other
at high value to its own expression. Solidarity among Palestinian artists is unusually high.

NH: What is the difference between what Palestinians are exploring in art and what the rest of the
Arab world is creating?

SH: They are not very different. The same influences and categories found in Palestinian art exist in Arab
art. Some of these influences are from the ancient Egyptians, Sumerians and Canaanites; others have adopted
geometric Arabic abstraction. There are also those who love Cubism, which is an abiding influence on artists
of the so-called third world. And among Arab painters is the deep tradition and influence of calligraphy. This
genre divides into two styles, one is painterly using freehand script and one is formal using traditional hard
edge calligraphic form. In Syria, there is an unusual movement of figure painting about how groups of people
socially organize with each other.

NH: So to you, is art a witness, a lover’s quarrel? What is art to you?

SH: Painting is joy in beloved places. Even when thoughtful, art to me is intuitive play. I feel the same
creative delight as when I was making mud pies in childhood. Many artists say they do their best work after
reverie. Fra Angelico, the Italian Renaissance painter, is known to have prayed before beginning to paint.
Of course he was a monk so clearly his contemplation is going to be prayer. I do my best work when I feel 1
am not in the practical world. I had a basement studio on campus when I was teaching at Indiana University
and I use to paint at night when the building was empty. The metal heating pipes that filled the ceiling would

ping quietly giving me the unconscious sensation of being on a submarine. But it was only years later that I
realized the submarine trips it had taken me on. I do my best work in this other mental space.

I usually wake up very early after I’ve returned from a long trip and I am jet-lagged. On those days, if I go to
the studio to work, the feeling inside of me is one of liberating isolation and dislocation, and that olso is when
I have done some of my best work.

For me striving to be an international artist and not just Arab or Palestinian, and attempting to be at the leading
edge of what is going to happen visually in painting, is also a way to declare that I exist, Palestine exists.

NH: What keeps your work alive?
SH: What keeps it alive is the freedom to keep asking questions.

I get over a tiny hurdle and feel I have discovered a language, and I go with it and when it is done and I get
bored, nothing forces me to stick with it. Something new, a little discovery, keeps me delighted.

But there was not something new when I used a Renaissance method in doing the Kafr Qasem Massacre
drawings. I would never have done that in my explorative paintings. My motivation was the anger I felt
inside, and the desire I had to preserve the memory of the massacre. Anger is not necessarily destructive; it
can be a manifestation of empathy.

NH: What are you most faithful to?
SH: My art and myself. Myself and my art.

NH: In one word what have you tried to accomplish in your art?
SH: Painting.

NH: What is your greatest disappointment?
SH: Losing Palestine.

NH: What are you most proud of?

SH: I am proud of the political work I have done, of all the effort it took to bring the “Made in Palestine”
exhibition to New York. But I am proudest of the mountain that has become my art work over time. And [ am
very grateful for the book, which reveals the development of my painting—Samia Halaby. Beirut, Lebanon:
Fine Arts Publishing, 2007—because it puts it all together as one extended process of thought.

NH: What are you working on now?
SH: I am working on a show called “The Geometry of Nature,” which will open on May 3, 2008 at Ayyam
Gallery in Damascus, Syria.

NH: Let me end by asking you, how does love manifest itself in your work?

SH: Love is made up of many different things, which results in this human emotion. Bonding, habitual
attachment, money, opportunity, attraction, passion, romance, desire, and sex are all aspects of love. In
abstract painting like good cooking, we are using a clear head and some intuition to create something that
provokes an emotional response, and sometimes we want that response to be like one of the aspects of love.
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Labsliie Gt,.«‘l Cross Currents, 1999. Oil on canvas, 42 x 48”, 107 x122 cm. ol s Spring Symmetry, 1999. Acrylic on canvas, 48 x 36 inches, 122 x 91.5 cm.
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lggll 2 aslis Density in Air, 1999. Oil on canvas, 28 x 20 inches, 71 x 51 cm. I saxly One For Me, 2004. Acrylic on canvas, 23 x 26.75 inches, 58.5 x 68 cm.
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5 yuiio dlogly Little Oak, 2005
Acrylic end paper maché on canvas 84 x 21 inches, 214 x 54 cm

Nathalie Handal and Samia Halaby during interview, 2008.

Nathalie Handal is an award-winning poet, playwright, and writer. She is the author of two poetry books,
The NeverField and The Lives of Rain (short-listed for The Agnes Lynch Starrett Poetry Prize/The Pitt Poetry
Series and recipient of the Menada Award); two poetry CDs Traveling Rooms and Spell; the editor of The
Poetry of Arab Women: A Contemporary Anthology (Academy of American Poets Bestseller, winner of the
Pen Oakland/Josephine Miles Award); and co-editor of Language for a New Century: Contemporary Poetry
from the Middle East, Asia & Beyond (Norton, 2008). Her work has been translated into more than fifteen
languages and she has been featured on NPR, KPFK, PBS Radio as well as The New York Times, The San
Francisco Chronicle, Reuters, Mail & Guardian, The Jordan Times and 1l Piccolo. Her poetry has also been
set to music and performed at venues such as Lincoln Center,; and has been featured in numerous galleries/
traveling exhibitions, most recently, Glass Curtain Gallery, Chicago. Handal has been involved either as a
writer, director or producer in over twenty theatrical and/or film productions. She is currently playwright-in-
residence at The New York Theatre Workshop and part of the production team for the feature film, Gibran.
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Samia Halaby
Born AlQuds (Jerusalem) 1936

SELECTED ONE ARTIST SHOWS

1971
1972
1978
1983
1988
1995
1997
1997
1999
2000
2000
2001
2003
2004
2007

Phyllis Kind Gallery, Chicago

Yale School of Art Gallery, New Haven, Connecticut
Marilyn Pearl Gallery, New York

Housatonic Museum, Bridgeport, Connecticut
Tossan-Tossan Gallery, New York

Darat Al-Funun, Amman, Jordan

Galerie Atassi, Damascus

Galerie le Pont, Aleppo

Agial Gallery, Beirut, Lebanon

Sakakini Art Center, Ramallah

Skoto Gallery, New York

Artim Gallery, Strasbourg, France

Kahaf Gallery, Bethlehem

Agial Gallery, Beirut

Ayyam Gallaery, Damascus

PERFORMANCES of Kinetic Painting

1993 & 1994 FISEA (Fourth International Symposium on Electronic

Art), Minneapolis then Philadelphia

1994 Brooklyn Museum, Brooklyn, New York

1997 Galerie Atassi, Damascus, Syria

1997 Galerie le Pont, Aleppo, Syria

1997 Darat al Funun, Amman, Jordan

1997 Sakakini Art Center, Ramallah, West Bank, Palestine

1997 Philadelphia College of Art; Pennsylvania

1998 Williamsburg Art and Historical Center, Brooklyn, New York

1998 Lincoln Center, New York

SELECTED GROUP SHOWS

1973 American Drawing, Yale University Gallery, New Haven,
Connecticut

1975 Recent Acquisitions, Guggenheim Museum, New York

1977 Group Show, Susan Caldwell Gallery, New York

1977 Contemporary American Printmaking, Indiana University Art
Museum

1977  Contemporary American Prints, Utah Museum of Fine Arts,
Salt Lake City
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1979 Palestinian Artists Oriental Museum, Moscow

1981 Palestinske Kunstnere, Kunstnernes Hus, Oslo, Norway

1980 Festival of Greater Hartford Invitational, Civic Center,
Connecticut

1982/83 On Trial: Yale School of Art, 22 Wooster Gallery, New York

1983 Halaby and McClelland, 22 Wooster Gallery, New York

1985 The Spectrum Show, Hudson Center Gallery, New York

1985 Tamarind: 25 Years, University Art Museum, Albuquerque,
New Mexico

1985 The Book Show, Tossan Tossan Gallery, New York

1989 Tercera Bienal de la Habana ‘89, Cuba

1990/91 Hilo International Exhibition Works on Paper, University of
Hawaii

1991 Digitized and Manipulated, Sangre De Christo Arts Center,
Pueblo, Colorado

1994 Forces of Change, National Museum of Women, Washington, DC

1999 World Artists at the Millennium, Elizabeth Foundation, UN
lobby

2001 Rhythms from Palestine, Musee du Chateau Dufresne, Montreal

2002 The 13" Afro-Asian, Latin-American Exchange Exhibition,
Tokyo Metropolitan Museum

2003 Made In Palestine, The Station Museum, Houston, Texas

2004 Stop The Wall, Chikyudo Gallery, Tokyo

2005 Made in Palestine, Somarts, San Francisco

2005  Made in Palestine, T. W. Wood Gallery, Montpelier, Vermont

2006 Made in Palestine, Bridge Gallery, New York

2006 Three Arab Painters, Bridge Gallery, New York

SELECTED PUBLISHED PAPERS

Nature, Reality and Abstract Picturing, Leonardo, Volume 20, Issue 3,
1987

Pictures in Computer Medium, Proceedings of the 9th SCAN (Small
Computers in the Arts) Conference, 1989, pgs 100 to 105.

Technology, Abstraction, and Kinetic Painting, FISEA (Fourth International
Symposium of Electronic Arts) Papers, November 1993, pgs 57-66.

The Subject of Palestine, DePaul University Museum catalog, February
24-May 6,2005.

BOOK

Samia A. Halaby, Liberation Art of Palestine. H.T.T.B. Publications,
2002.

MUSEUM COLLECTIONS

Alternative Museum, New York; The Art Institute of Chicago, Illinois;
The British Museum, London, England; Detroit Institute of Art, Detroit,
Michigan; Center for the Arts, Vero Beach, Florida; Cincinnati Art Museum,
Cincinnati, Ohio; Cleveland Museum of Art, Cleveland, Ohio; Fine Arts
Museum of Long Island, Hempstead, New York; Fort Wayne Museum
of Art, Fort Wayne, Indiana; The Guggenheim Museum, New York,
NY; Honolulu Academy of Arts, Honolulu, Hawaii; Indiana University
Museum, Bloomington, Indiana; Indianapolis Museum of Art, Indianapolis,
Indiana; Institute Du Monde Arab, Paris, France; Kalamazoo Institute of
Art, Kalamazoo, Michigan; Mead Art Museum, Amherst, Massachusetts;
Memphis State University Art Collection, Memphis, Tennessee; Michigan
State University Museum, East Landing, Michigan; The National Museum
of Women in the Arts, Washington, DC; Nelson Rockhill Gallery of Art,
Kansas City, Missouri; Palm Springs Desert Museum, Palm Springs,
California; Sioux City Art Center, Sioux City, lowa; Speed Art Museum,
Louisville, Kentucky; Tamarind Lithography Institute, Albuquerque, New
Mexico; The University Gallery, Memphis State University, Memphis,
Tennessee; University of Michigan, Kalamazoo, Michigan; Yale University
Gallery, New Haven Connecticut.

SELECTED REVIEWS AND PUBLICATIONS

Brown, Gordon. May-June 1973. “Review: Samia Halaby at Spectrum
Gallery,” Arts Magazine, pg 74.

Teghrarian, Salwa. Oct 1984. “A Conversation with Samia Halaby,” Arab
Perspectives, pgs 28-31.

Goodman, Jonathan. May 1988. “Review: Samia Halaby,” Arts Magazine,
pg 89.

Thomas, Helen. Sept. 1978. “Review: Samia Halaby at Marilyn Pearl
Gallery,” Arts Magazine, pgs 44 45

Moberg, Ulf Thomas. 1998. Palestinian Art, Almquist and Wiksell, Uppsala,
pgs 72-85.

Bartelt, Dana. Spring 2004. “Land and Liberation,” Eye Magazine and the

International Review of Graphic Design, Vol. 13, pgs 54-59.

Goodman, Jonathan. December 2000. “Samia Halaby at Skoto,” Art in
America, pg 125.

Wilson-Goldie, Kaelen. Nov 29, 2004. “Painting, Politics and Palestine,”
The Daily Star, Lebanon.

Saudi, Mona. “Samia Halaby and the Rhythm of Color Spaces,” Al Nahar.
Artner, Alan G. April 14, 2005. “Palestine Struggles are ‘The Subject,””
Chicago Tribune, pg 3.

Glaser, Milton and Ilie, Mirko. 2005. “The Design of Dissent,” Rockport
Publishers, Inc. Gloucester, Massachusettes.

Zarur, Kathy. September 2006. “Looking at the Levant,” Art in America,
pgs 154-157.

Inea Bushnaq and Samia Halaby, Samia Halaby, Fine Arts Publishing,
Beirut.

Reem Fadda, Editor, Palestinian Women Artists, Palestinian Art Court — al
Hoach, 2007, pages 12, 179-182m

Fayeq S. Oweis, Encyclopedia of Arab American Artists, Greenwood Press,
2007.
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Lg gt 3Ll 19es «ylustl 19 a5 Demolish the Wall; Let Life Be Fertile, 2004-7. Acrylic and paper on canvas, 66 x 66 inches, 168 x 168 cm.

The Geometry of Nature in Painting, 2007-2008
Notes on Painting by Samia A. Halaby

The beauty of abstraction and symmetry in Arabic art placed me on a road to appreciate the softer more
complex geometry of natural growth. At first, I paid greater attention to the geometry of human production
in architecture, in cities, and in accumulated knowledge. I observed a natural economy in how mankind
builds, using right angles. The less predictable forces of nature affect this tidy human plan. The earth’s
topography reshapes the plots and blocks created by roads laid at simple right angles to each other. Many of
man’s rectangles thus become uneven pentagons. Abstraction allowed me to appreciate the general principle
in similar things. Roads bring life to blocks as veins to cells in tree leaves. Segments in tree leaves resemble
city blocks and veins resemble pathways. This influenced my first steps away from simple geometry. It
became my ambition to use principles found in nature and in man’s activities to guide the arrangement of
brush marks in painting, thereby imitating principles of motion rather than how things might look through a
camera lens.

There are reasons for arrangements of groups. Products in shop windows, on fruit stands, and on peddler’s
carts are arranged to entice the buyer. It is a very special popular art. The dynamics behind this art are like
that of a plant that exhibits its flowers to bees and directs its leaves to the sun. I note patterns created by sets
of things, animals, people, plants, rocks, etc and how they grow, evolve, interact, move, spread, disperse, and
re-congregate. Such patterns inspire how one brush mark gives birth to another slightly different, or how a
line might divide a shape, which I then paint again as two new shapes. The result is an ebb and tide of added
brush marks based on earlier layers of brush marks.

Although automatic gesture in painting can produce great work, I want to make paintings as controlled as
untrammeled nature. Thus while my work seem to have gotten looser over the years, it in fact has gotten
more geometric, more affected by a deepening understanding of things we see. I strive to equate the surprises
of nature and it’s capacity for variation, motion, growth, decay, and rebirth.

In a finished painting, color and shape identify groups. As the viewers take note of one group, attention is
then shifted to a similar one. Thus as attention travels the surface of the painting, viewers recognize that
the thythms of the painting are familiar. This moment of recognition is a moment of pleasure at finding a
visual language which describes their previous experience. It is the critical moments in abstract painting — so
important that its significance surpasses the trained observations of either historian or critic.
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Return of The Stolen Olive Tree, 2003-07 } .
Acrylic on canvas, 70 x 20 inches, 178 x 29 cm Ogig a1 Letters and Hannoun, 2007. Acrylic on canvas, 33.5 x 90 inches, 85 x 229 cm.
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SlelS fpo a2 Le ) (523l e Canll Red Summer, Listen to the Words in the Wind, 2007. Acrylic on canvas, 58 x 48 inches, 147.5 x 122 cm.
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This painting might easily be called Sirocco. It is like a windstorm but without the discomfort. lts second title reflects my thoughts while painting it. Listeners
to the wind seek words that may be carried by it. Its force becomes an entity of energy, a personality of material, a pattern of churning, organized and ove-

rwhelming, powerfully beautiful.

2 =2 3,31 Wilderness in My Studio, 2007. Acrylic on canvas, 80 x 60 inches, 153 x 203 cm.
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| spent five intense days painting ancient olive trees. They seemed to impart sad wisdom and take me into their circle. It was this state of
mind that was poured into Wilderness in My Studio. Textures of Palestine’s mountains and vegetation emanate from its core. Things that live
in hostile environments have a beauty different from that of lush vegetation.
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3 9l=wa 33lus Adjacent Gardens, 2004-07. Acrylic and paper on canvas, 72 x 49 inches, 183 x 124.5 cm
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Adjacent Gardens is the pivotal work between the previous series of paintings free of stretchers and paintings back on the rectan-
gular stretcher. It was first completed as canvas and paper collage with an irregular perimeter. On a whim, | placed it on a stret-
ched piece of bleached linen and it looked good. | glued it on to the canvas and began work again. | allowed the boundary of the
finished free-shape painting to compete in importance with the rectangular frame of the painting. What was inside the perimeter

of the first stage gave birth to all the additions outside the perimeter. This alerted me to possibilities of allowing collaged parts to
radiate influences to their surroundings, like seeds that germinate, grow, and spread.
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a3 8 cave Summer Near Fall, 2007. Acrylic on canvas collage, 16 x 12 inches. 41 x 30 cm. ‘_,.u.s 19 Light Between, 2007. Acrylic on canvas, 60 x 80 inches, 153 x 203 cm.
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&g all 75, Essence of Arab, 2007. Acrylic on canvas, 60 x 80 inches, 153 x 203 cm.
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One of the pleasures of painting is receiving people in the studio and listening to their comments. Although many are made ner-
vous finding themselves in such a situation, fortunately some speak freely. Essence of Arab was a difficult painting and at first all
who came to see it disliked it. It gestated for two months in my studio exchanging location with Light Between (p 53)which was
also a difficult painting to complete. Eventually something beautiful was being born in it, something visually Semitic. The desert,

wide spaces, woven patterns, colors of night all seemed to join to make this an essence of something Arab. | did not reject the
sensation and thus titled the painting.
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Forest Air, Imagine Flying with Birds, 2007. Acrylic on canvas, 42 x 48 inches, 106.75 x 122 cm.

Lild Our Nights, 2007. Acrylic on canvas, 48 x 66 inches, 122 x 168 cm.
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It was time to do a dark blue on blue painting and as | did it, it turned to night and trees. Trees illuminated by artificial light in cities
have colors whose beauty has always spoken to me. | especially love trees at night in New York’s Chinatown. Our Nights is a
painting for people who love each other and can say this is like the unseen tenderness of their nights.
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Sleal e = Wind in Brown Trees, 2007. Acrylic on canvas, 48 x 48 inches, 120 x 120 cm.
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If you collect disparate fragments of brown material and bring them together, you will note some to be reddish, some bluish, some
greenish etc. You will have a hard time selecting the perfect brown and the same is true of gray. | use grays and browns in Wind
in Brown Trees with small surprising touches of strong color hidden here and there. The principle of a field with small surprises is
available in nature everywhere. Fruits and flowers are delightful semi-rare occurrences of this type. Palestinian embroidery also

embodies this quality. Red is the field color while bits of other bright colors are scattered in unpredictable ways over a predictable
geometric pattern of the red.

=&l 31,9l Foliage, 2007. Acrylic on canvas, 58 x 48 inches, 147.5 x 122 cm
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Nature’s geometry contains an unevenness affected by weather and other forces. In Foliage, the all over distribution pattern is

like the precise geometry of the city but its unevenness is like the geometry of nature. It is as though a man-made organization
had gone to flower and is fluttering in the wind.
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¢3! el River Turning, 2007. Acrylic on canvas, 58 x 48 inches, 147 x 122 cm.
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In the early stages of abstraction during the 20th century paintings were of single formal ambiances. Exploration varied between
hard-edged, geometric space and painterly space full of gestural brushing. In searching for a guide that would lead to a next step,
| noted how the softer space of trees combined with the hard space of architecture in cities. This ambition was partly met by the

collaged group of paintings free of the stretcher. But the idea is more fully realized in River Turning. | pushed the space to contain
different adjacent events.
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el =ls=l Spawning Pool, 2007. Acrylic on canvas, 47,25 x 57 inches, 120 x 145 cm.
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In October of 2007 | visited Vancouver Island off the western coast of Canada and drove past rivers where salmon spawn. There
were many wonderful calm pools off the main river where the beauty of all that lay at the riverbed was visible in shinning clarity,
unreachable like something precious and protected. Spawning Pool is in two vague sections each with two more, all like imper-
fect reflections of each other. Some groups of marks limit themselves to specific areas while other groups travel over the whole
as though floating midway through the water of a pool. The brightness of the colors and the clarity of the painting alluded to the
spawning pools | had just seen, a metaphor for the birth of ideas and natural procreation.

o PO | W glaﬂ Pieces of the Sky, 2007. Acrylic on canvas, 57.75 x 48 inches, 145 x 120 cm.
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Like handwriting, there is in painting a touch that is unique in small ways to each different hand. This painterly handwriting can be-
come a deadening force that blocks the expressive potential of brush marks to describe more complex visual thought. In Pieces
of the Sky, it is the invisibility of my painterly handwriting that pleases me. The sky blues and blue-greens over the saturated reds
simulate reflections of the sky on a sunny day, like pieces of blue highlights over redness. It is a play between sunlight turned cool
blue by being reflected from the atmosphere that we call sky, and warm sunlight coming directly through it.
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oueidl s9n 2 5 i Little Tree in Sunlight, 2008. Acrylic on canvas, 71 x 71 inches, 180 x 180 cm.
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Little Tree in Sunlight started as yet another attempt to paint the color purple. Something brave was needed to challenge its dull-
ness, maybe a strong yellow. Memory of a young tree | had once painted guided making the shocking yellow organically belong

to the dark purple. One summer while vacationing in West Virginia, | saw a young maple tree in strong light. It was like a gangly
teenager, bright with yellow-green freshness. It stood alone on a manicured lawn, against a tall background of dark evergreens.
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AUty 5eull A Relativity of Light and Dark, 2008. 47,25 x 57 inches, 120 x 160 cm.
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Relativity of Light and Dark is the third and most delicate black and white painting that | have made. The first time | tried a black
and white painting, | could not resist adding color in scattered patches all over the black and white background. It was in 1983 and
| called it City Nights. (p 23) To limit painting to black and white and succeed is a rigorous test to someone who loves color; but it
also has its own beauty. It is how things are seen by someone totally color blind. The rest of us can see this way under sodium
illumination which emits light in only one wavelength.

oS ie Purple Nest, 2007. Acrylic on canvas, 57 x 71 inches, 145 x 180 cm.

Lgany 1S o (uSe Bl 55 Asglo daglas aiimianl S (SU er 2 gl Lo g s (50l 33101 2 5101 38 Hodl Llons e o pall ity Sl ¥ Glme Y A Liall i i1 2 5 Sl ue L
.gi.\.hdobkd.aelé'%iicc@.\"ﬂ‘.xll.)(j}lLJA__.b}JI"%Q\jLé))'«;\l)__‘:qji;LZU)'.N elacadl (e cilomt poo 5L all il puio (e A5 i 1S A nilly . ianll

Thinking of the complex curves of tree branches and Arabic calligraphy helped me to avoid the automatic circular motion of my arm. They guided my ambition in Purple
Nest to use lines dancing counter to each other's movements. The result was a cocoon of brush marks with hints of blue sky or blue lakes at the corners, as though a
Panda had created a nest in a purple bamboo forest.
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sra3lly gale - Grey and Pink, 2008. Acrylic on canvas, 48 x 58 inches, 122 x 147 cm.

396> Jug slinng elagu 5y e Ly Byjmﬁ_\xm By Ayl Jasdl Comyg JolS lsdl ae 4pad e 35l 50 ccd (slsla 2 i Lonie
Wlgs Il Lgmian 79l 2 clingdl sl cracelid! 3585 (6583005 s3ka i 128y diiaas 2 Lgus yo S ¢l gaw cadgs 5,85 e Hgiall 3508
B2 &y sl o Lasg saill lasslaal ()Uigd Lad iadly pund V1 o)1 Loy &y e litngs g el 3500 03985 oo dtiysnd (ySias ¥ (It a4 LA iy
Ladall 2 05l (e Ladnis ST (g pmga Tsa g 5T g s guinll ea LWl (g5l (6 O aus OIS e gl el 1 81301 (393 ¢y S0 s Ll g 31

sl 2 Stk
Once in Hawaii, | visited a man who is completely color blind and loved to garden. He only used black and white flowers and
flowering trees and went to great effort to find a black tulip and make it grow in his garden. Gray and Pink evokes the white Plu-
meria in full bloom just inside the gate of his charmed garden. Of course his garden could not be purely black and white since
green and brown are essential colors of growth and since color hides in the heart of white flowers. But without the confusing effect

of color, he could more clearly see the essential level of light which is a more basic organizing principle than color both in nature
and thus in painting.
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= ¢lwl Creativity of the Wind, 2008. Acrylic on canvas, 57 x 47,25 inches, 145 x 120 cm.
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Piles of debris cast by ocean waves at the end of a stretch of beach, flotsam en dancing water at corners of concrete docks,
scattered autumn leaves, pebbles at the edge of a river, have all been created by natural forces. They are similar to the patterns
we experience in the city. In Creativity of the Wind, the scattering of brush marks in corners of the painting, and in virtual corners
in the middle of the painting is an imitation of such forces.

a3 245 s Wild Prairie in Autumn, 2008. Acrylic on canvas, 58 x 48 inches, 147.5 x 120 cm.
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This painting started with lines that moved from one edge of the rectangle to the opposite one, from top to bottom. | varied the
motions of the brush in speed and curve to imitate branching and dancing. | forced a variety of marks to be born on most of the
lines. It looks like a wild prairie, almost like a photographic type of illusion, because it successfully imitated a small attribute of
growth. But Wild Prairie in Autumn is abstract, an extract from nature.
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IT «Susla 22 545 Light in Heart II, 2008. Acrylic on canvas, 46 x 36 inches, 115 x 90 cm.
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I wanted Light in Your Heart Il to be like a blossoming dogwood in a deep dark forest. The blossoming white tree kept eluding me

while a warm light resembling the soft, warm colors of evening kept emerging. It evoked an interior space rather than an outdoors
one, a space that | imagined was like a gift of affection.
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J=u1 3l Queen Bee, 2006
Acrylic in paper maché
29.5 x 29 x 20 inches, 76 x 75 x 51 cm Badb sl Joua «ue Miss These Are The Stones of Our Country, 1997. Papier Maché, 16 x 16 x 8 inches, 41 x 41 x 20 cm.
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Osad9 w9 > Korab and Olive, 2000.
¢! Almonds, 2000. Acrylic on plastic, 51 x 30 inches, 130 x 76 cm. Acrylic on plastic, 51 x 30 inches, 130 x 76 cm. osis A9 Vines and Fig Trees, 2000. Acrylic on plastic, 51 x 30 inches, 130 x 76 cm.
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slast! Harvesting, 1986. Acrylic on canvas, 76 x 107 inches, 193 x 272 cm.
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+18,) slew 2 3K 515 Quiet Fire in Blue Sky, 1999. Oil on canvas, 36 x 48 inches. 91.5 x 122 cm. ,m;.ljs_mm Green Flamenco, 1999. Oil on canvas, 36 x 48 inches, 91.5 x 122 cm.
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a0y elyluey 3,0 Highways and Fault Lines, 1992. Acrylic on canvas, 48 x 75 inches, 122 x 190.5 cm.
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cale Play Ground, 1986. Acrylic on canvas, 52 x 54 inches, 132 x 137 cm. dasdl a3, Calligraphic Dance, 1984. Charcoal on paper, 50 x 106 inches, 172 x 264 cm.
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«¥e3 Transitions, 1989. Acrylic on linen, 52 inches x 29 feet 3 inches, 132 x 889 cm.
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L,a) 0MSea Pink Choclate, 1982. Encaustic on paper, 30 x 40 inches, 76 x 102 cm.
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Sl 3, Tribecca, 1982. Oil on canvas, 75 x 65 inches, 156 x 190 cm.
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tbla Intersecting, 1983.

Qil on canvas, 65 x 75 inches, 156 x 190 cm.
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o~ Pulsating, 1982. Oil on canvas, 66 x 90 inches, 168 x 229 cm.
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ok ey gia «gl3a9 0 Broadway below Chambers, 1982. Oil on canvas, 42 x 48 inches, 107 x 122 cm. sl=sl Sailing, 1981. Oil on canvas, 48 x 42 inches, 122 x 107 cm.
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szl ,algl 2 il cne Tiger's Eye in Late Winter, 1978. Qil on canvas, 66 x 90 inches, 168 x 229 cm.
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Fern, 1975. Qil on canvas, 66 x 84 inches, 168 x 214 cm.
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S SLh @ik, Albaquerque Heroins, 1972. Oil on canvas, 66 x 66 inches, 168 x 168 cm.
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slinng slagw wlil> Black and White Rings, 1969. Oil on canvas, 30 x 30 inches, 76 x 76 cm.
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S 39s Pink Wave, 1972. Color pencil on paper, 9 x 9 inches, 23 x 23 cm.
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