WOLES

Ken Nevadomi has been my friend, colleague, and mentor for over thirty years. We worked
together for many years in the Cleveland State University Art Department. We used to share a
studio downtown. Having observed his work habits, | learned about his dedication and disciplined
sensc ofprofessionalism. lalso learned about his sense of humor, his kindness, and his humanity.
Imake no pretense to being objective.

Before coming to CSU as a Professor of Painting, Ken had important experiences that | believe
informed his art and his outlook. As a veteran of the military, he traveled extensively abroad,
serving his country in both the Army and the Air Force.

After leaving the service, he worked at American Greetings in Cleveland, designing greeting cards
with an unlikely colleague, Robert Crumb, who went on to fame as one of the founders of the
underground comics movement. Like Crumb, and his late lamented collaborator, Harvey Pekar,
Nevadomi shares a passion for jazz music. | see the influence of modern jazz on Nevadomi’s work,
particularly in the improvisational way he works with images, creating unlikely and contrasting
combinations to ponder.

While one can see numerous art historical influcnces and references in his work, such as Picasso,
Dali, de Chirico, Beckman, etc., |speculate that movies also play an important role in the way he
thinks about his work. The depictions of movement, of various angles, repetitions...they seem to be
cinematic, and concerned with the clement of time, of taking itapart and putting itback together.
Also, he is a primarily, but not exclusively, a figurative artist. He is operating within an age old
tradition, but trying to push it further. Clearly, in addition to influences, there is a unique voice and
sensibility at work. His work reveals his complex vicw of the world with depictions of absurdity,
tragedy, beauty, repulsiveness, joy, and pain.

While he is famously “tight-lipped” about the meaning of his work, as Mindy states, that should
not imply that he doesn’t think long and hard about it, or that the images are simply vehicles for
throwing paint around.

But ultimately, Nevadomi is a visual artist. He lives in the world of art much asa writer lives in the
world of books. Our late colleague Marvin Jones once commented, “Drawing is thinking.” To me,
Ken is the epitome of a visual thinker, clearly understanding the notion of a visual language.

When Ilook atKen Nevadomi’s work, Isee swirling, complex visual thoughts and absurd allusions,
figures that defy gravity, and images that bounce back and forth and make my eyes and mind spin

asltry to take it all in.

-George Mauersberger, 2021






Theater of the Cage of Time (1),
1984, acrylic, 64"x66”




Fcreword

“Myth and Mania”, the art of Ken Nevadomi, is the first in a series of
Ohio Retrospectives, exhibitions designed to examine in depth the work of
artists who, though influential in the region, may not have received the
recognition they deserve. Bill Robinson proposed the exhibition to
SPACES, and we agreed that Ken Nevadomi would be a perfect first
subject.

Although I've known him scarcely more than a year, I find Ken a fierce,

" kind man, obsessed with his work, and a devoted teacher with an ironic
wit. Forget theories and imitation, if you're Ken's student, paint, work,
think, dammit. You see through your oun eyes with his assistance, you
work on making your own art. Ken makes his own art in a harsh, uncom-
fortable, but sometimes humorous way. He’s the genuine article, and
we're delighted to exhibit and document his work.

This catalog is made possible by support from Cleveland State Universi-
ty, through the good offices of Walter Leedy, without whose help it could
not have been produced.

Special thanks go to Bill Robinson for his thoughful essay and careful
organization of the exhibition; to Richard Sarian for the design of the
catalog; and Michael Malak and Studio 2479 for the photography.

Susan R. Channing




Myth and Mania
The Art of Ken Nevadomi

mt impresses you most about the art of Ken Nevadomi is its honesty and

its directness. In attempting to understand the nature of things, he avoids the
superficial cliches and the escapist fantasies of much contemporary art. Instead,
his paintings make us acutely aware of the conflict between human values and
the increasingly complex, technological world in which we live. Although filled
with serious content, Nevadomi’s art does not offer facile solutions to such diffi-
cult issues. The images he creates are not always easy to understand, nor can
they be described as “beautiful” in the conventional sense of offering some-
thing inherently pleasant or soothing to look at, but their truthfulness casts
such a powerful light on the contradictions and difficulties faced by the

individual in the modern world that they demand our attention.

”evadomi grew up in Cleveland, Ohio, attended both Cooper School of Art
in Cleveland and the Columbus College of Art and Design in Columbus, and
received an MFA from Kent State University. Currently Associate Profes-
sor of Art at Cleveland State University, he has also taught at Cooper School
of Art and Kent State University. Among his more recent awards are first prize
for painting at the Butler Institute’s Midyear Painting Exhibition of 1983,
top prize for painting at The Cleveland Museum of Art’s May Show in 1986, '
three Ohio Arts Council Individual Fellowships (1978, 1980, 1984), and his
painting Adam and Eve Dance with Animals was included in the 39th
Biennial Exhibition of Contemporary American Art at the Corcoran
Museum of Art in Washington D.C. in 1985. Despite having achieved nation-

al recognition through exhibitions of his work in New York, Toronto, Cincin-




Political Deviant with Keeper,
1984, acrylic, 60”x66"




nati, and Washington D.C., Nevadomi still lives and works in Ohio — a fact

he considers entirely irrelevant to his creative activity.

he essential strength of Nevadomi’s art derives from the way he combines
meaningful content with a forceful, painterly style. Any examination of his
paintings of the past decade would disclose a continuing preoccupation with
certain themes and ideas. Random Porker Boy of 1978, the earliest work
in this exhibition, is a gruesome scene in which a butcher carves the corpse
of a pig with such sadistic pleasure that he appears more animalistic than his
victim. This painting looks back to Pork Chop Afternoon of 1974 and
Attacking the A&P of 1977, and its pessimistic tone is echoed by the artist’s
Anti-Urban series of 1978 and his Death of Cleveland series of 1979.

ince 1980, Nevadomi has increasingly turned to themes implying much
broader, more universal meanings. The subjects of his recent paintings elude
fixed or finite definition, and instead, seem to operate on the level of myth.
Our interpretation of them must necessarily remain highly subjective; none
of those presented here were offered by the artist. But what we discover when
viewing these works is a complex mythology conveyed through certain obses-
sive, recurring images: men attacked by animals or trapped in cages, people
falling or drowning or trapped in burning buildings, a pair of men locked in'
a violent embrace. Time and time again we are forced to become silent witness-
es to otherwise unnoticed scenes of brutality and torture. Many paintings
involve images of flight and pursuit — in The Oarsman a man rows furiously

away in a boat, in Man in a Landscape a naked figure flees into a dense
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primordial forest, and in Man Who Lived in a Refrigerator a figure
surrounded by a cage and violently tilted buildings rushes head-long into an
icebox. Scenes of flight and pursuit can also be found in Traumatized Vani-
ty wherea man slips into a room through an open window as a sleeping woman
lies naked on a bed; and in the three-part series Intimations of Disaster a
drowning man becomes the victim of nature or forces beyond his control: here
roles are reversed so that torturer becomes victim, hunter becomes prey, the

pursuer becomes the pursued.

’lall of these works Nevadomi avoids direct political statements by refusing

to identify victim or torturer. Instead, we are left only with troubling ques-
tions: who are these figures, are we associated with the victims or the torturers,
and if we remain passive witnesses are we also implicated in these events —
an especially relevant question for an affluent society well aware but often
silent about real crimes and atrocities committed around the world. These
paintings suggest that Nevadomi is uncomfortable with the present state of
things, especially the continuing cycle of suffering and victimization. Yet, at
a time when pointed political statements and attacks on the administration
have become so fashionable in the art world, Nevadomi avoids taking posi-
tions which would deny our potential culpability in the continuing cycle of

violence. His art refuses to be “comfortable””

i's steadfast refusal to take sides — to become an advocate for a specif-
ic ideology — seems to reflect a fundamentally existential point of view which
denies the validity of absolute values or rigid political doctrines. Instead, his

PR T



Traumatized Vanity, 1986,

acrylic, 67"'x58%"
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art offers a constant “unmasking” of the darker side of human nature — a
painful probing of hidden realities, topics avoided in normal discourse, subjects
not rigidly defined or easily explained by rational analysis. Men attacked by
animals imply a lack of control over destiny — a helplessness before fate.
Themes referring to Adam and Eve or naked figures set in primordial forests,
reinforced by the artist’s expressionist style, reflect a general tendency toward
primitivism, ie., a desire to strip away the veneer of civilization and expose
man’s more fundamental, emotional, instinctual nature. Conflict arises when
this primitive, instinctual persona intrudes upon a mechanized, technologi-
cal world. The artist thus confronts us with the ambivalence of owr victimi-
zation: are we truly the victims of mechanization or just our own animal

natures’

Idisquieting content of Nevadomi's art is accompanied by a powerful,
sometimes violent, painterly style. Broken, twisted, and disjointed forms are
often forced into compressed, chaotic spaces resulting in powerful pictorial
tensions. The opposition of passive to aggressive shapes/colors often corresponds
to the conflict between victim and torturer. Nevadomi applies paint rapidly
and spontaneously with a heavily loaded brush, resulting in thickly textured
surfaces possessing a strong physical presence. One element which distinguishes
his paintings from those of other so-called “neo-expressionists” is Nevadomi’s
tremendous command of technique and his understanding of human anato-
my. In many paintings, the compositions are so thoroughly worked out that
every inch of the canvas seems to explode with dynamic energy. The influence
of the artist’s academic training is also reflected in his skillful representations



Man in a Landscape, 1983,
acrylic, 84”x84", two panels

.
jP

»

"

\

N
N

y
e

B

\-
L)

f:‘ S Y o ! : A 3
. e, R g , " Sy
‘ 1 | ‘ / ‘ " __r' 1 Y’ *
4 | I A : ,\;_,‘ [ el ‘.‘ "
=l g ‘. » -\
A
>

-

:




14

of anatomy, as evident in such paintings as The Artist and His Model of
1985, one of the more traditional subjects in his art. In most cases, however,
the violence or “primitivism” of his technique functions to reinforce the brutal

honesty of the subject matter.

’ combining a forceful expressionist style with meaningful content, Nevadomi

unfolds a complex system of signs referring to but not “depicting” the contem-
porary world in any literal sense. Figures and objects are recognizable but not
representational. Above all, his subjects imply such broad, universal mean-
ings that they function on the level of myth. Indeed, his paintings offer a search-
ing look behind the facade of appearances and the apparent randomness of
events — a continual stripping away of the veneer of civilization — which
allows us to examine the state of the human condition and the fate of the

individual in the modern world.

William H. Robinson



Horse Frightened by Demon,

1985, acrylic, 69"x64"
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Intimations of Disaster

(Drowning Man), 1984, acnlic,
60'2"x60"%:"
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Study for Fleeing Man and
Child, 1984, acrylic, 30"'x22”




Adam and Eve Take a Bath,
1983, acrylic, 60'x66"




Variation on Myth of Europa (II),

1986, acrylic, 72"x60"
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Preface

The New Museum has made a firm commitment to work being done outside the New York City
area, since we believe that artistic innovation is not geographically determined. Most of the art-
ists whose work is known and admired in New York today came here from-other parts of the
United States (or outside the countryitself), and even those who have made New York their home
often have esthetic roots elsewhere.

To this end, we have tried to give priority to work and ideas from areas to which we do not
have easy orimmediate access. This is done in several ways: first, the Museum’s curatorial staff
tries to accommodate visiting out-of-town artists by seeing their work when they are here;
secondly, a generous grant from The National Endowment for the Arts has provided the
opportunity for our staff to travel to various parts of the country to seek out new work, and to
discover first-hand, in the studios, galleries, museums and alternative spaces of each region,
what is going on there.

The present exhibition, focusing on the work of eleven artists from Ohio, is the result of an ex-
pedition made by Allan Schwartzman, one of the Museum’s three Curatorial Associates, to the
Midwest. He saw more vital, exciting work on this trip than available information had led him to
expect, and we have therefore selected artists from Ohio for the second in our series of Outside
New York exhibitions. The variety of work found there is extraordinary, and we have tried to pre-
sent both objects and performances in order to give the viewer a clearer understanding of the
enormous range of styles, ideologies and concerns to be found there.

I am especially grateful to those individuals and organizations whose enthusiasm for the art
of their own area was so generously shared with Allan Schwartzman during his visit, and to those
artists who graciously spent time with him in their studios and whose hospitality made the task of
seeing so much work in such a short time immeasurably easier.

The ““Ohio dialog” was begun many years ago, when people like Marjory Talalay, Joe
Erdelac, Don Harvey, Jack Boulton, Ed Levine and Betty Collings, shared their enthusiasm with
me when | first visited Ohio in a curatorial capacity. This enthusiasm, one which is now shared by
all of us at The New Museum, is in part responsibie for our commitment as an organization to art
outside the geographic (and often esthetic) mainstream.

The exhibition, as always, is due to the cooperation of so many dedicated people on our
staff. The exhibition was organized by Allan Schwartzman, whose selections were made with the
collaboration of Cheryl Cipriani, Curatorial Associate, who was also responsible for the catalog
organization and synthesis of exhibition materials. Emory Craig, our preparator, was once again
instrumental in organizing and executing its installation, with the able and tireless assistance of
John Jacobs, Mario Teruel, and our crew of energetic volunteers. Tim Yohn provided thoughtful
and critical editing of the essay, and Joan Greenfield again applied her considerable skill to the
catalog design. Many thanks go to Joe Erdelac for his generous support of The New Museum’s
activities over the years, and especially for his assistance with the present exhibition. | am grate-
ful to our hardworking and enthusiastic staff, volunteers and interns who once more have made
the Museum's continued existence a pleasure, a challenge and a reward.

Marcia Tucker
Director
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Outside New York: THE STATE OF OHIO

q:_m exhibition attempts to present the diversity and durability of art being made in Ohio, by
artists who live there because they want to. Included are several artists from each of the
state’'s major centers—Akron, Cincinnati, Cleveland, Columbus, and Dayton. As this selection
shows, artbeing made in Ohio has little *‘regional’’ character, at least when compared to Chicago
or Texas. There's no perceptible unifying sensibility or tradition to which a given community
adheres.

Much of Ohio’s art is energized, informed, exciting, vital. A great deal of the activity—at least
in Akron, Columbus, and Dayton—is centered around universities: faculties, students, dropouts,
and opponents. The Ohio Arts Council supports its artists and institutions more than most state
arts councils, and continues to broaden its programs. Ohio's academic institutions seem to
foster this artistic vitality, since most of the more important and challenging artists who teach
have consistently maintained a high level of artistic growth.

On a recent trip devoted to exploring art in the state of Ohio, | met with countless artists who
have reconciled why they are making art with what they want to get from that activity, and who
seem immune to pressures of style, fashion, and the market. Rapid communication guarantees
artists outside of New York access to information, and, paradoxically, the nonexistence of a
commercial support system secures and nurtures creative autonomy.”

4 he art of Akron, more than that of any other Ohio center, can be said to be characterized by
a working-class esthetic. The moribund rubber industry and resultant high unemployment,
the growth of white collar service business, the centrally located and ever-dominant Akron Uni-
versity, and the esthetics of Middle America itself all inevitably yield polarities. The city does not
willingly embrace the arts, and the interesting art has the toughness of survival. The Akron Art
Institute has presented some exciting and important exhibitions under the recently dissolved
directorship of John Coplans. While maintaining a balanced attitude toward local and national art,
Coplans neither hyped nor ignored local output. He initiated Dialogue, a bimonthly newspaper
format art magazine, to which all Ohio arts organizations contribute articles, photographs, and
exhibition announcements. Dialogue is undoubtedly the most important attempt to unify the state
and to reinforce awareness of the strength of Ohio’s art and activities. Don Harvey, Director of
Akron University’s Art Gallery, has also presented some exciting exhibitions, including university

'For recent discussions of art in Ohio see Robert Pincus-Witten, Six in Ohio (Ohio State University Gallery of Fine Art,

1979); Donald B. Kuspit, '‘Columbus,’" Art in America 67 (July/August 1979), pp. 65-68; Holiday T. Day, ‘‘indianapolis,

Cincinnati, Dayton,"" Art in America 67 (July/August 1979), pp. 68-71; and Peter Frank, ‘‘Columbus Focus: Eight Artists,"’

Dialogue, July/August 1979, pp. 28-32. 5



and national shows.

In his own art, Don Harvey explores personal oppression as well as cultural paradoxes and
inconsistencies. Recent tableaux consist of multipart photographic/textual/scuiptural montages,
often of socially loaded topics, most of which draw from Harvey's unique perspective on Akron
and its life and people. For Harvey, photography functions as a necessary distancing element
which assists the viewer’s receptivity to highly controversial issues. Similarly, the texts—often
written in a hypothetical third person voice—remove the insistence of current threat and direct
confrontation. The images and texts nonetheless infiltrate our thinking and often leave us with, at
least, a self-conscious political itch.

In Under the Umbrella of the Lord, Harvey focuses on Rex Humbard, an evangelist who is
nationally known for his save-the-soul crusades on television. Harvey arranges revealingimages
in the form of a double cross: the evangelist on stage in deep thought, the evangelist surrounded
by a huge golden halo, and the evangelist embracing the audience; the national headquarters
building for the Cathedral of Tomorrow, located in Akron, with a text overlayed on top of it; and two
images on tinted red-panels, consisting of a Repentmobile replete with its God-fearing text, and a
billboard, *'Christ Saveth the Longing Soul,”” with the Church’s telephone number below it. Two
black painted panels on the bottom of the whole composition (suggesting the ''void,"’ or perhaps
sections awaiting images from the evangelist’s future public appearances)anchor the polyptych
on the wall. Harvey’s text, which reveals the scope of the Church’s activities and its theatrical
modes of presentation, does not condemn Humbard’s activities, but rather the fact that he is
being ‘‘'seduced by structures.” In another piece, Untitled, an image of a ladder reaching up into
darkness, repeated images of an endiess sea, and a fragment of a surveillance tower and distant
airplane complement a text which delineates a possible future world of automatic thinking and
paranoid reaction to one's environment, a world that may already exist.

In direct contrast, the Patiosville Beatniks, who also derive their work from their Akron envi-
ronment, want to have fun. Their performances—by Mark Riffle and Mike Thompson, and also
featuring Sue Reimenschneider—are truly entertaining. Their most ambitious work to date,
Patios-A-Rama Part 2 or For Loungers Only, occurs in nineteen sections, and begins with the
explanation “‘that the audience is about to embark on a voyage into the World of Fashion and Lux-
ury, etc.”'2 Indifferent to the gravity and artiness of much recent performance work, the Patiosville
Beatniks set about presenting an evening of comedy, tongue-in-cheek skits, burlesque and
campy episodes, and common tacky American iconic images.

fn their current work the Patiosville Beatniks combine various media: an abbreviated version
of Creature from the Black Lagoon (their “‘Chiller Thrilier'”), Betty Boop cartoons, slide/music
montages, and live discourses from Sunset Books How To series, such as instructions on outdoor
electrical wiring, or on mixing an exotic drink, the Goldfinger, with Suzy Homemaker panache.

“Vinyl Destination,” the first major section of the piece, features slides of Mrs. lacomini
(Akron’s famed wealthy bag-lady who, crouched over, wanders around town, sporting an authen-
tic leopard coat) to the tune of the popular song *Walk on the Wild Side.’' The *‘lacomini se-
guences” are interspersed with other songs and visual tidbits from Akron life: a family pool party,

2From Mark Riffle's unpublished notes.



a child’s plastic tricycle in the driveway, Mark Riffle in dashing fifties attire behind the wheel, as
well as other cultural monuments: Jackie Kennedy in one of her famous pill box hats of the sixties,
the Moulin Rouge in Paris, and Niagara Falls dramatically lit.

-: the greater Dayton area are found two major educational institutions: Wright State Uni-
versity and, in Yellow Springs, Antioch College. The gallery at Wright State, now run by Michael
Jones, has a long, consistent tradition of exhibitions and special projects by New York artists, re-
flecting both the art faculty's need for direct contact with some nationally significant, innovative
work and their interest in enabling the students to interact with a variety of artists of diverse per-
spectives. The art faculty at both Wright State and Antioch are nontraditional and there is consid-
erable emphasis on video, film, photography, and other non-object oriented media. Although the
Dayton Art Institute has occasional contemporary art exhibitions, the most exciting activity in the
city proper centers around two younger organizations. The Contemporary Media Study Center,
founded and administered by former New Yorker Jud Yalkut, presents innovative media installa-
tions in its cramped quarters. The Center's expansion of its current facilities—to m.:ooBummm
more video and photographic equipment and to offer more workshops for local artists—will cer-
tainly enlarge an already experimental community. The City Beautiful Program, administered by
Paul Wick, brings important national artists (such as Alice Aycock, Siah Armajani, Charles Sim-
monds, and George Trakas) to Dayton to do major projects in the community, and organizes the
annual River Festival, an aggregation of performance and visual works.

As a part of Dayton’s nontraditional art community, Allan Jones is a painter who is con-
cerned, like most painters, with light, color, surface, and form, although he has arrived at most
unorthodox means of exploring such phenomena. Four years ago he had an exhibition at the
Louisville School of Art in Anchorage, Kentucky, in a large old-fashioned room, one with elaborate
moldings and large French doors. Overwhelmed by the hall's historical character and strong
ambient natural light, he began positioning sheets of canvas on blank walls where light projected
from nearby windows played at least as active a role in the work as did the painted prop. He also
fused painting with its structural support when he manipulated the architecture by painting liquid
latex over isolated molding panels, and partially peeling off sections of it when it had dried. His
once formalistic work hasn’t been the same since.

Now all of his art contains such a coalescence of an object as a prop, to be manipulated with
light as a technical, formal, and visual element, that it cannot be traditionally categorized. His
recent painted works consist of unstretched lengths of canvas successively layered with acrylic
paint until a thick pasty or grainy surface, with mutti-hued streaks or coarse surfaces, is
produced. Jones then situates the either stiff or limp skins in a context all their own. One recent
piece, entitled Blue Skies, is comprised of a large broken blue arc elegantly curving on a wall,
with common spotlight fixtures positioned along its edges to partially illuminate and partially
obscure the surface; another, Untitled, is made of long thin brownish-orange strips hanging down
from a small wooden shelf, with a lone lamp, from which an intense light/color interaction radi-
ates, placed only several inches above it. The chance ways in which the fixture cords drape down
the wall become both a part of the composition and a clear disclosure of the work’s mechanics. A
recent Cibachrome of three similar alterations of a light on paper installation at once serve as
document and object, the latter being light accumulation on paper.



Janis Lipzin also is interested in the intrinsic properties of light. Her small color photographs
and films result from manipulation and exaggeration of light in a multitude of situations. Usually
objects or architectural settings are obscured or almost fully obliterated so that they function as
indications of directional or hazily volumetric forces. Color and light sweep into otherwise
mundane situations and the blurred edges between forms, like the images in Mark Rothko’s late
paintings, appear to be dense and laden with a heavy mist. Lipzin's photographs are prompted by
her films, in some of which, according to her, ‘I play with light: pick it up and embrace it, throw it
around, pierce it, and wiggle it.""* All of Lipzin's distortions occur between her, the camera, and
the situation, and her recent intensive studies in physics and electronics have certainly altered
her way of seeing and creating. A recent ambitious scroll project establishes an abstract
narrative of travels and overlays of light; rhythm, beat, and visual crescendoes and blockinas
control the flow of time in viewing them.

Although light. is her primary subject, Lipzin's inclination toward mysterious, evocative
effects results from the choice of images viewed. Many of her works recall common perplexing
situations, often associated with the kind of imaginary narrative development a child attributes to
the most ordinary visions: a walking cat, which can contain all the terror of a jungle lion; an oddly
lit hallway that becomes a haunting processional path; a blurred detail of clothing which suggests
unidentifiable floating forms.

A number of Dayton area artists do collaborative work or projects, and Rob Kohn has been a
pivotal participant in most of these. Kohn is obsessed with cataloging common linguistic and
factual occurrences, and with creating a controlled situation in which a viewer or audience
participant becomes aware of usually overlooked aspects of his/her ordinary knowledge or
environment. A recent piece, Furniture Theatre, was ‘‘a performance which exists as part of an
environment in which the audience is not aware of itself as an audience.”* The piece, simply,
consisted of eleven participants stationing themselves in various locations in downtown Yellow
Springs and greeting everyone who passed them with ““Good Morning."" Kohn, a sort of zany rule-
maker, established the conditions. In another work, he established a means of mentally playing
with the cracks in one's office walls, by making patterns connecting them to one another. In a
recent encyclopedic work Kohn listed every person he knew of who died before Kohn was born.

Kohn's most recent piece, originally a performance and now existing as an audio tape,
entitled INT:-er-est, consists of the artist’s listing, in chronological order, all superlative words
used in television commercials during six days in April and fourteen days in May in 1979. Three
performers shout out the words: “‘biggest, baddest, longest, fastest, longest, sturdiest, best,
finest, better, more smaller, more,” and so on. With his ongoing interest in heightening the
commonplace to the nearly absurd, in making sense and nonsense of a file-drawer society, and in
devoting most of his time to planning strategies for useless use, Kohn commands the audience or
recipient of information to be as entrenched in the incessant intricacies of his games as he is.

3From Lipzin’s unpublished notes.
“From Kohn's unpublished notes.



c nlike Dayton, where most of the artists are aware of one another, Cincinnati is attempting to
centralize its dispersed community of isolated individuals. The Contempaorary Arts Center,
which has consistently presented some of the country’s finest contemporary arts exhibitions,
recently opened its doors to all of the city’s disparate and diverse artists’ groups in a large salon-
style exhibition called Strategies. Under the direction of Robert Stearns and Curator Ruth Meyer
(who recently left the Center to assume her new position at the Ohio Foundation for the Arts), the
Center has attempted to actively incorporate Ohio artists into its regular national exhibition
program. On a smaller scale, Lance Kinz, Director of the Tangeman Fine Arts Gallery, has
consistently showcased local art within the context of broadly based contemporary American
art. Although Carl Solway’'s Not in New York Gallery is showing more established masters in
recent years, the newly opened Toni Birckhead Gallery is largely devoted to exhibiting younger
Cincinnati artists. Most of the artists | visited in Cincinnati are not from the city originally, but
arrived after completing their art education. Like the rest of Ohio’s cities, Cincinnati is
inexpensive to live in; consequently, only a smallportion of one’s time need be spent on problems
of daily financial survival. Although more cosmopolitan than other Ohio cities, Cincinnati is arch-
conservative (a recent presentation of Hair was closed by the police) and thus most of its artists
have drawn into themselves and isolated their activities.

Unwilling to accept certain attitudes reflected in the city’'s conservativism as constant
realities, Peter Huttinger attacks stereotypical standards head-on. His bluntly controversial
images and narratives serve as a viewer's gauge of him/herself. His amalgamation of nude male
and female forms with fractured and schematized genitalia, partially revealed internal organs,
ladders, chairs, toilets, and staircases, all drawn with a coarse, heavily worked line, exaggerates
and extends already taboo subject matter. His frequent incorporation of words as captions, in
savvy black streetlingo, or rough-and-tough stereotypical *hardened feminist'’ dialect, personal-
izes and particularizes his characters and the situations they are found in. Although many of his
earlier pieces are concerned with racist realities, their precision and candidly type-cast cultural
generalizations further charge his characters/protagonists to a point where what remainsare our
responses, which further underscore our own prejudicial standpoints. More recently, Huttinger
has become involved in creating more oblique, tense relationships between images (often dogs)
and his heavily worked drawn pencil surfaces, or where greatly labored erasures concentrate
intense energy in small clusters dispersed throughout each work. Some recent wall pieces which
combine painting, sculpture, and drawing are miniature folding triptychs. Here Huttinger adopts
the conventions of religious painting to encase his dramas; his figures are charged with the kind
of concentrated passion often found in religious subjects, such as the Dying Christ. His comic
book-like renderings, though, give his work a sense of being street wise, a sensibility which most
estheticians eschew.

Whereas Huttinger is primarily concerned with an internal space, Sandy Rosen, who occu-
pies a studio next door to Huttinger’s, is driven by an obsession to make a physical space her
own. A recent project at the Contemporary Arts Center in Cincinnati consisted of patterning the
walls, floors, and furnishings of a room with paints, pencils, crayons, and magic markers. More
interested in process than in final product, Rosen is compelled by a desire to break with the
conceptual and spatial limitations of a single surface. In the process, Rosen’s possessiveness, a
necessity to command the comfort essential to working unselfconsciously, dominates her proce-
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dures. For example, Rosen moved furnishings from her studio into the space of the Contempo-
rary Arts Center in order to construct a familiar ambience. Once the space became her own,
Rosen began weaving layer over layer of brightly colored patterns on every available surface.
Various sections of the room were worked in relation to one another throughout the six weeks of
the exhibition. Footprints were occasionally painted in the location where people had walked;
shadows were painted to indicate where a piece of furniture was before being moved elsewhere;
the empty cans of soda she had consumed were stacked in isolated clusters. Once complete, the
room was airy and fun, with a touch of whimsy transforming fantasy into reality. In her work, the
actual fuses with the imagined, resultingsomewhat in something like the marriage of Mondrian’s
Studio with Oldenburg's Bedroom.

wmomcmm of its size, Cleveland is perhaps the most decentralized art center in the state, de-
spite the lively activity of a few institutions. The New Gallery of Contemporary Art, founded
ten years ago by Nina Sundell and Marjorie Talalay, and now entirely under the latter's leadership,
presents important exhibitions of work in various media from across the country. Although origi-
nally established as a showcase for important New York work, it has more recently moved in the
direction of providing public exposure for lesser known Ohio artists. Every year the Cleveland
Museum of Art offers its May Show, an important regional conglomeration to which most local
artists submit work. Spaces, a newly established alternative arts organization, enables area
artists to experiment with installation work and is currently setting up a major color xerox
resource center. The Cleveland Institute of Art regularly presents exhibitions of work by its faculty
members. Despite the variety of exhibition possibilities, many of the artists | visited expressed
feelings of isolation. Undoubtedly the city's long-standing tradition of systemic art has partially
stagnated artistic growth. Most of the younger artists lament their present situation, and most
leave upon completion of their studies.

Ken Nevadomi, one of the troupers who has remained, holds a unigue attitude toward his
painting. He and three close friends (all teachers at Cleveland Institute of Art) organize frequent
group exhibitions of their own work. Deriving energy and support from one another, they maintain
a certain isolation which concentrates their energies internally.

Nevadomi's large-scale paintings are direct and controversial in their sexual and political
subject matter. Harshly candid confessions, presented with comic book irony, reveal a phantas-
magorical world where mom gets seduced by Mickey Spillane, with a ghost of his image in blood
red outline, looming over her; or figures become bound by rotational movement implied by
circular brushstrokes which seem toencasethem; a nude female’s derriere, rendered like a two-
dimensional cutout, is lasciviously hosed down with a wet substance identified in the title of the
painting as Twentieth Century Mayonnaise. The drawings and paintings of his recent / Want Your
Youth-1 Want Your Beauty Series explore sexual seduction and psychological rape between
men and women, old ladies in wheelchairs, exhibitionistic bare-chested nurses, and doctors
with their helplessly supine patients. In Nevadomi’s paintings, specific images assume meta-
phoric proportions: a broken mirror becomes a slice of imagination which mirrors a blurry fan-
tasy; television sets release inner, primal desires; smoke spirals provide a suggested exit route
from a full-scale battle scene. His blunt subject matter and irreverent drawing psychologically un-
leash his compacted compositions, which seem to be barely contained by their frames; when set



loose, desires trigger monstrously consuming actions.

Unlike Nevadomi, with his explicit subject matter, Ginna Brand prefers to suggest rather
than todefine a given situation. Her spare use of materials—rice paper, plaster, tape, and lead—
parallels the poetic sense of positioning and sensitive spatial order in her work. Brand allows her
media to function within the limitations of their intrinsic properties. Her presentation is matter-of-
fact, yet refined.

Brand's earlier work consists of the systematic, although not totally programmed, folding of
tracing paper (and in later works, mylar) into various triangular and square configurations, so that
a suggested unfolding of forms seemed to be generated by itself. The works were coated with
successive layers of either lacquer or other lamination materials; the paper’s aging and subse-
quent preservation are suggested.

Most recently, Brand became fascinated by the weight of her materials. Laid Back-Out Front
is comprised of three groupings of the same structure: a scroll-like overlay of two long, thin
sheets of rice paper, one over the other. In the center of each top sheet, a large square of plaster
absorbs the paper, establishing an abstract sort of abdominal cavity. Below it, where the bottom
sheet extends, a thin horizontal line, delineating an edge of a composition (although not neces-
sarily the bottom of the work) is drawn in either tape, lead, or graphite, and *‘holds” the plaster
square in position. Additional linear markings are placed above the plaster square—graphite
T-shapes, a simple line, a strip of partially unaffixed tape. Above all, Brand’'s work is characterized
by a tremendous respect for materials, a fascination with affixing and partially removing ele-
ments, and an interest in indicating rather than fully defining a given visual interaction.

-: 1974 Betty Collings became Director of the Ohio State University Gallery in Columbus. An
accomplished artistin her ownright, Collings has stirred up the university (and greater Ohioin
general) by presenting exhibitions as well as establishing a fine small collection of national signifi-
cance, in order to provide area artists with a continually altering perspective on art from other
places; these exhibitions are almost always surrounded by controversy. Most art activity in Co-
lumbus centers around the University, and its faculty has some exciting painters amongits ranks.

Larry Shineman, a faculty member of Ohio State, has had a major effect on many of his stu-
dents. In his metamorphic process of putting paint on the canvas with rollers and brushes,
images emerge, frequently recognized by him only after the fact. The most dominant recogniz-
able image is a vase, the female vessel, both container and a symbol of replenishment, the uni-
versal functional object, and the essence of the human form as well. Shineman charges his
naturalistic colors with an intense glow extending to the forms themselves. The individual forms
become points of fixation in otherwise floating shaded fields, for Shineman’s greatest concern is
simply to engage the viewer in an intense and pure visual experience.

Red Ground-True Cross consists of a large centralized rich blue vase with mottled edges
made round by a partially visible white aura, against a clay red background. A dark blue cross in
the center of the vase marks the middle and the viewing point of the painting. Gazing into the
center, the bulging bow! swells outward; its edges are sensed more than defined; the blue
scalloped points seem to push at the red ground, revealing the white underneath, whose spatial
orientation is barely apprehensible on a sensory level. The cross is the means through which
Shineman unites the viewer's experience with his own.

11
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Although no longer affiliated with Ohio State University (where he studied art) Chris Steele is
one of a diminishing number of independent Columbus artists. For many years his primary sculp-
tural activity was to carve simple wooden balls, often in small multiple editions, painting them in a
variety of unique ways, and then periodically using them to juggle with. Even when not used as
functional props, the balls retain a sense of movement. A set of three balls, with alternating black
and white stripes and yellow dotted lines, are mounted on the wall with small wire frames. They
can be positioned in a variety of ways. A large bowl! of ‘‘stray’” balls, which sits on the floor, still
hints at their potential or former activity. Steele’s use of rotational space, both actual and implied
—to which the balls are most adaptable—extends such earlier twentieth-century sculptural
concerns as those of Gabo, Pevsner, and Brancusi. Steele’s focus on the relationship between
subject, object, and activity allows the object to be most flexible and to function in a variety of
contexts.

Steele has most recently been fabricating life-size pencils, which he uses (often with the
balls) in a variety of situations ranging from architectonic sculptures to performance props used
by himself and others. Steele's reliance on pre-existent forms and his interest in repetition, dupli-
cation, movement, and objects with inherent architectural qualities is revealed in a recent series
of drawings, which combine multi-colored typewriter markings and hand-drawn forms.

Steele thinks of himself more as a forties-style theatrical entrepreneur than as a ‘‘contem-
porary artist.” He wants to entertain us and allow us to enjoy the beauty, simplicity, and humor of
the objects as they function in live situations as he does. Steele prefers to complete the object
and then allow it to function on its own, or to live through our own perceptions of its possibilities.

major distinction between the cities of Ohio and that of larger centers, such as New York or
Chicago, is that the qualities and distinctions of a given community are measured by the
interconnection between artists and institutions. In New York, the separation between the artist
and arts organizations grows greater each day, partially because of the abundance of available
alternatives. Yet in Ohio, where artists do not live in close physical proximity and do not have
centers for regular social congregation, and where the only real audience for contemporary artis
other artists, institutions become both crucial as a positive and negative measuring post. For
example, many Dayton artists are united by their common position as faculty members of Wright
State University or Antioch College. The University's exhibition program—which brings in many
outside artists for short term positions—reinforces this connection. The Contemporary Media
Study Center in Dayton becomes more than a possible place to show; it is a place to exchange
ideas, an interchange which continues to occur effectively largely as a result, | feel, of its concen-
tration of energy in a few realms.
Cleveland, on the other hand, has less community organization among artists because there
is no major institution of which they are an integral part, nor is there a single individual to act as a
catalyst to incite reaction and response in the community; the recent birth of Spaces, however,
may very well alter the current situation. In Akron, nobody knows that s/he is part of a community
without the unification, interaction, and sometimes rejection that the University makes possible.
Likewise, many of Cincinnati's artists did not know about one another until they were in shows
together by Lance Kinz in a Cincinnati Underexposed exhibition. Columbus is also characterized
by liveliness and controversy because of the local response to University exhibitions. Because of



the rapid communication of information and the existence of a number of institutional structures
in each of the five cities | visited in Ohio, | found each city to be a microcosmic art center yet
without an extensive commercial gallery network. | saw a lot of strong and exciting work in Ohio,
and am grateful for the vast information resources made available to me by artists and insti-
tutional representatives, all of whom seem to support and help promote one another. When it
comes down to it, Ohio artists are like most othersanywhere in the country; all they want to do is
make art.

Allan Schwartzman



Ginna Brand

| like what Fairfield Porter once said of an
artist’s work: “‘They have presense, though
nothing stirs and there is no sound, they
have the aliveness of mushrooms.”’

Rich Bogart
Ginna Brand
Drawn Lead No. 1 and Drawn Lead No. 2, 1979
Mixed media
30" x80"
Collection of Peter Vandijk

Jerry Nesnadny
Ginna Brand
Untitled, 1979
Graphite, ink and plaster on rice paper
17" x 22"
Courtesy of the artist



Jerry Nesnadny

Ginna Brand

Drawn Lead—Third, 1979
Graphite and lead on paper
30" x 40"

Courtesy of the artist

Ginna Brand

Laid Back—OQut Front, 1979
Mixed media

36" x88"

Courtesy of the artist

Ginna Brand
Untitled, 1979
Graphite, tape and wood on paper
23" x 29"
Courtesy of the artist
Jerry Nesnadny



Donald E. Harvey

The city, its buildings, its streets, its ambitions, its anxieties, its myths, its superstitions, its
stories that are told in the streets, its stories that are never told, its history, its destruction
of its own history, its truths, its lies ... these | would have as the subjects of my art.

But these things are not fixed. The cityscape changes daily, its appearance, its dynamics,
are constantly in motion like the traffic on its streets. Structures are put up or torn down,
positions taken erode, new ideas become the status quo ... To the eye, to the mind, this



process can unfold slowly, or it can appear in sudden bursts. Spaces, structures, can be
dramatically sliced open, events can follow each other so quickly they seem like explo-
sions, events and images can seem to collide.

| would speak of these things, | would record them, | would attempt synthesis, | would
make known polarities, reversals, collisions. | attempt to make art from the flow of events
... in the cityscape, in my mind.

Donald E. Harvey

Under the Umbrella of the Lord #1, 1979

Black and white and color photographs with text
and painted panels

75" x 100"

Courtesy of the artist

Donald E. Harvey

Untitled, 1979-80

Black and white photographs with text and
painted panels

72" x 70"

Courtesy of the artist 17



Peter Huttinger

Peter Huttinger

Freedom Is Just A Shot Away, 1980
Graphite on paper

15" x21%"

Courtesy of the artist

Peter Huttinger

Eternal Hope, 1980

Acrylic and graphite on paper
15" x21%"

Courtesy of the artist
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Peter Huttinger

Experience Froze Into Authority, 1980
Acrylic and graphite on paper

15 %21 %"

Courtesy of the artist

Elizabeth Huttinger

Peter Huttinger
Dog Barking At A Goose Stepping Pulpit In A
Dimlee Lit Room, 1980
Graphite on paper
15" x21%"
Courtesy of the artist 19



Allan Jones

The physical and metaphysical properties
of light intrigue me. | am attracted to light
because it is an additive color system
rather than a subtractive one.

Light has become as important to me as
pigment and canvas. Hopefully they are all
inseparable—with each light fixture being
as peculiar to its place in the work as each
dab of pigment.

For me light becomes a symbol of the
temporal. The arbitrary division into
quarters—the seasonal reference (Blue
Skies, Limbourg Quarters) is not related to
nature as environment but rather to the
seasons of man.

Wynette Jones

Allan L. Jones

Untitled, 1980

Acrylic, canvas, light and wood
20" x 10" x 12"

Allan L. Jones

Blue Skies (for Wynette), 1980
Acrylic, canvas and light
101" x 274"

Courtesy of the artist



Allan L. Jones

Limbourg Quarters (for Henry and Phil), 1978-79
Cibachrome

14" x 39"

Courtesy of the artist
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Robert Kohn

My work is a confluence of the kinds of
things | did as a child: invented games,
wrote rules, created structures, and made
lists (people tell me that | talk in lists)—and
of music, theatre, and performance, the
professional, "'trained’ Rob Kohn.

| like structures and rules. Creating limits
does not limit; it frees. For instance, de-
ciding that a musical measure shall be 20
seconds long and shall be comprised of mi-
nor seconds designates time and interval,
but does not otherwise limit the number or
location of minor seconds to be played. |
am free to perform them.

Structures can be used variously. Why
can't a score for an instrument also be a
ground plan for something else? The struc-
ture is already prepared; fill in the blanks in
as many media as you like. Then bring
them together.

Who says you can’t add apples and
oranges? If the Lord had not intended for
us to do that (S)He wouldn't have invented
the fruit salad.

| agree with LeWitt: “‘The idea is a machine
that makes art.”’ Give five people the same
idea and you'll get five different pieces.
Give me one idea, and you'll get at least
five.

| love to play, | love to perform, | love to do.
It is only recently that | have taken serious-
ly that which in the past has been used for

amusing or entertaining myself. | have seen
that what | do naturally is worthy of serious
examination through art.

| was and am a late developer. I’'m devel-
oping.

INT:-er-est

[ Six Days in April
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Janis Crystal Lipzin

The Starflex Series was named for the Kodak Brownie
Starflex camera which | acquired in 1976 for twenty-
five cents. Although initially, my attraction to this cam-
era was based largely on its similarity to one which my
father had given me when | was a child, the Starflex
has revealed itself to be a most willing light gathering
and recording accomplice. The Starflex Series ques-
tions the mimetic use of color which was historically
introduced into photographic technology to more accu-
rately render objective, physical reality. Fragments of
familiar objects, glimpses into uncertain spaces, color
which floats free of form and asserts itself, become in-
Stead sensual revelations of the material basis of these
light molds. The film is baked in the sun and exposed in
reverse fashion by allowing light to enter through the
filtered window on the back of the camera. Thus, light
must pass through the film’s fibrous paper backing be-
fore striking the film itself. Either procedure creates
light leakages that encroach upon the subject as gold-
en effulgences and groping, fiery “fingers.”’ The Tem-
poral Vision prints and Starflex Scrolls take advantage
of freely-advanced film and sequentially overlapping ex-
posures during both the shooting and the printing to
produce image-time continua which further relate to
my concurrent work in filmmaking. Light and color are
qualities as fugitive as the tension between recog-
nizability and ambiguity. The Starflex Series alludes to
but doesn't describe color in the natural world—rather
it supplies visible evidence of a surreptitious con-
spiracy between the artist, her materials, and photo-
chemical occurrences.

24



Janis Crystal Lipzin

Starflex Series: Pentaprism, 1979
Ektacolor print

8"x9"

Courtesy of the artist

Janis Crystal Lipzin

Temporal Vision: Athens, 1979
Ektacolor print

8"x13%"

Courtesy of the artist

Janis Crystal Lipzin

Temporal Vision: San Francisco, 1978
Ektacolor print

5% x 27"

Courtesy of the artist



Kenneth Nevadomi

Kenneth Nevadomi

| Want Your Youth-1 Want Your Beauty Series,
1979

Charcoal and graphite on paper

23" x30"

Courtesy of the artist



Kenneth Nevadomi

Christopher Columbus Before, 1978
Acrylic on canvas

84" x66"

Kenneth Nevadomi

| Want Your Youth-I Want Your Beauty Study,
1979

Oil over acrylic on canvas

60" x 54"

Courtesy of the artist
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Patiosville Beatniks

"“This is the greatest thing that’s happened
to art since the invention of the smock."

—Mike Thompson
""Have Blender Am Cool”’

The Patiosville Beatniks -— Mark Riffle and Mike Thompson
— with Sue Reimenschneider
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Patiosville Beatniks

From a color slide used in Patios-A-Rama Part 2
or For Loungers Only

‘A different kind of spook house"

Patiosville Beatniks

From a color slide used in Patios-A-Rama Part 2
or For Loungers Only

“A different kind of spook house”

Patiosville Beatniks

From a color slide used in Patios-A-Rama Part 2
or For Loungers Only

“*A different kind of spook house"
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Sandy Rosen

My temporal environments are the result of
my personal process of physically, emo-
tionally, and esthetically moving into and
inhabiting space. | bring with me materials,
objects, feelings, and ideas from my past

which | combine with the meanings | find
as |l interact in each new situation. When |
stop inhabiting a space what remains are
the artifacts and representations of my
process.

Sandy Rosen

Rooming In, 1979

Mixed media

Dimensions variable

Installation at Contemporary Arts Museum,
Cincinnati, Ohio



Sandy Rosen

Rooming In, 1979

Mixed media

Dimensions variable

Installation at Contemporary Arts Museum,
Cincinnati, Ohio

Sandy Rosen

Rooming In, 1979

Mixed media

Dimensions variable

Installation at Contemporary Arts Museum,
Cincinnati Ohio
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Larry Shineman

The paintings | present succeed or fail de-
spite any statement | can write. You might,
however, understand the work more fully if
| describe something about the way | pro-
ceed in my work. Much of the rest relates
to intuitional, particular decisions linked
with so many personal factors, that are
inexplicable.

Two conscious decisions | make are to use
tools and materials that are simple and
non-technical, and to begin with no idea of
what the final painting will look like. The
only expectations | have are to arrive at a
visually coherent conclusion that is seem-
ingly familiar yet awkwardly new. | try what-
ever comes to mind ... that which seems
too much, too little, intelligent, dumb, base,
sophisticated, personal, objective, accept-
able, preposterous. | believe | must see
that which subconsciously presents itself
before | can accept or reject it. One
canvas might be layered with many, almost
resolved and totally different paintings.
Finally, the visible painting is a seemingly
thin membrane of colors stretched over the
low relief evidence of past paintings. It is
curious that the painting is so physically
thin and the illusion so deep.

If the painting compels the viewer to stop
and see ... not rationalize or categorize,
but to visually behold the transformation of
energy, then | believe the spiritual potential
of painting is born.
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Linda Young
Larry Shineman
Gypsy Jar, 1979
Acrylic on canvas
79" x 48"
Courtesy of the artist

Larry Shineman

Vase with Green Line, 1980
Acrylic on canvas
93"%x60"

Courtesy of the artist



Larry Shineman

Red Ground-True Cross, 1979
Acrylic on canvas

46" x 70"

Courtesy of the artist

Larry Shineman

Bone White Bowl, 1980
Acrylic on canvas
81"x 168"

Courtesy of the artist

Linda Young



Chris Steele

| entertain myself by working.
Being entertained is relaxing.

I am intrigued with and, at tirmes, mesmerized by,
spacing and its illusionary effects,

the object and its shadow,

the silhouette and its interpretation,

balance,

scale,

color,

pattern,

the pencil and its definition,

and the way in which my work evolves.

Chris Steele

Ball and Pencil, 1979

Carbon, liquid paper, pen, pencil and typewriter
markings on paper

5%"X8%"

Courtesy of the artist

Collaboration,
movement,
performance,
arrangement,
and accessibility
provide impulse.

I am a performing sculptor.

| use my work to entertain.

Rowena Pon

Linda Young



Linda Young

Linda Young

Chris Steele

Tail Lights at Night, 1979
Acrylic on wood
3”%x10"x 3"

Courtesy of the artist

Chris Steele

Black and White, 1977
Acryiic on wood
3"x10"x3"
Courtesy of the artist
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Biographies

GINNA BRAND

Born in Sewickley, Pennsylvanig, 1929. Educated
at Kent State University, Kent, Ohio (BS-ED 1952)
and Cleveland Institute of Art, Cleveland, Ohio
(BFA 1973). Lives in Shaker Heights, Ohio.

SELECTED EXHIBITIONS

Solo

1976 ‘“‘Paperworks,’ Ohio State University,
Columbus, Ohio
“Traces," New Gallery of Contemporary
Art, Cleveland, Ohio

1977 Kent State University, Kent, Ohio

1979 New Gallery of Contemporary Art,
Cleveland, Ohio

Group

1973 “Cleveland Invitations,”" Lake Erie Col-

lege, Painesville, Ohio

1974 '*All Ohio Painting and Sculpture,” Dayton

Art Institute, Dayton, Ohio

1975 “Assembled Propositions,” New
Organization for the Visual Arts, Cleve-

land, Ohio

““Assembled Propositions,’" University of
Cincinnati, Cincinnati, Ohio

“Four Visual Doctrines,”" Baldwin Wallace
College, Berea, Ohio

“Works on Paper,' New Gallery of
Contemporary Art, Cleveland, Ohio

Cleveland Institute of Art, Park Centre,
Cleveland, Ohio

““Medium is the Message,” Park Centre,
Cleveland, Ohio

"‘Ohio Invitational,'” Eells Gallery, Blossom
Music Center, Northampton Township,
Ohio

1976

1977 Art Research Center, Kansas City,
Missouri
"Art Today: USA," Iran-American Society,
Teheran, Iran
“‘Assembled Propositions,” School of Fine
Arts, Willoughby, Ohio
“Drawing as Process,"" Akron Art In-
stitute, Akron, Ohio
New Gallery of Contemporary Art,
Cleveland, Ohio

1978 ‘‘Cleveland Exchange,” Harbourfront Art
Gallery, Toronto, Canada

1979 *“'Tenth Anniversary Show," New Gallery

of Contemporary Art, Cleveland, Ohio

DONALD E. HARVEY

Born in Estherville, lowa, 1941. Educated at
Mankato State College, Mankato, Minnesota (BA
1964) and Tyler School of Art, Temple University,
Philadelphia, Pennsylvania (MFA 1971). Currently
teaches Contemporary Art History at The Uni-
versity of Akron, Akron, Ohio. He is also the
Director of the University Art Galleries at The
University of Akron, Akron, Ohio. Lives in Akron,
Ohio.

SELECTED EXHIBITIONS
Solo
1977 Akron Art Institute, Akron, Ohio

Ohio State University Art Galleries,
Columbus, Ohio

1979 The New Gallery of Contemporary Art,

Cleveland, Ohio

1980 Akron Art Institute, Akron, Ohio

Group

1976 “All Ohio Painting and Sculpture
Biennial," Dayton Art Institute, Dayton,
Ohio

“‘Contemporary Images in Watercolor,”
Akron Art Institute, Akron, Ohio; The
Indianapolis Museum of Art, Indianapolis,
Indiana; Rochester Memorial Art Gallery,
Rochester, New York

*'Ohio Invitational,” Eells Gallery, Blossom
Music Center, Northampton Township,
Ohio

““Spawn Press Exhibition," Ohio State
University, Columbus, Ohio

1977 “‘Art Stories,” Libra Gallery, Claremont
College, Claremont, California
1979 “‘Generative Issues: A Common Ground,"

Wright State University, Fairborn, Ohio

“Travelling Exhibition: Winners of Regional
Artists’ Fellowship Grants,” Wright State
University, Fairborn, Ohio and subsequent
Midwest tour

PETER HUTTINGER
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Born in West Palm Beach, Florida, 1953. Lives in
Cincinnati, Ohio.

At the artist’s request no exhibition summary is
included.



ALLAN L. JONES

Born in Fort Worth, Texas, 1940. Educated at
Texas Wesleyan College, Fort Worth, Texas

(BS 1963) and Claremont Graduate School, Clare-
mont, California (MFA 1965). Teaches painting
and printmaking at Antioch College, Yellow
Springs, Ohio. Lives in Yellow Springs, Ohio.

SELECTED EXHIBITIONS

Solo

1967 Lindenwood College, St. Charles, Missouri

1974 University of Southwestern Louisiana,
Lafayette, Louisiana

1975 Dayton Art Institute, Dayton, Ohio

1977 Louisville School of Art, Anchorage,
Kentucky

1980 Wright State University, Dayton, Ohio

Group
1963

1964

1965

“'26th Annual Exhibition,” Fort Worth Art
Center, Fort Worth, Texas

“'All-California Print Exhibition,”" Los
Angeles Printmaking Society, Los Ange- -
les, California

“*4th Biennial Print Exhibition,” Pasadena
Art Museum, Pasadena, California

“50th National Orange Show,"” San
Bernadino, California

160th Annual Watercolor, Drawing and
Print Show,”’ Pennsylvania Academy of
Fine Arts, Philadeiphia, Pennsylvania

“2nd All-California Print Exhibition,” Los
Angeles Printmaking Society, Los
Angeles, California

'23rd Louisiana State Art Exhibition,"
Baton Rouge, Louisiana

1966
1967

1968

1972

1973
1974
1975

1979

"'24th Louisiana State Art Exhibition,"”
Baton Rouge, Louisiana

"*3rd Bucknell Annual National Drawing
Exhibition,” Lewisburg, Pennsylivania

“8th Annual Piedmont Painting and Sculp-
ture Exhibition," Mint Museum, Charlotte,
North Carolina

Contemporary Arts Center, Cincinnati,
Ohio

"“Invitational Drawing Show,’" Wright State
University, Dayton, Ohio

“All-Ohio Invitational Exhibition,” Dayton
Art Institute, Dayton, Ohio

“'OK Art,”” Contemporary Arts Center, Cin-
cinnati, Ohio

Contemporary Arts Center, New Orleans,
Louisiana

ROBERT KOHN

Born in New York, New York, 1935. Educated at
Antioch College, Yellow Springs, Ohio (BA 1957)
and Sarah Lawrence College, Bronxville, New
York (MFA 1960). Teaches at Central State Univer-

sity, Wilberforce, Ohio. Lives in Yellow Springs, Ohio.

SELECTED ACTIVITIES
Music/Sound

1977 *“Can't Fly, ‘Fraid I'll Fall,”" music for
dance (piano, hammerharp, brass cup,
and nut pick) by Barbara Kohn, South
Gym, Antioch College, Yellow Springs, Ohio

“"Missing Me,”" music for dance (piano) by
Robin Kohn, South Gym, Antioch College,
Yellow Springs, Ohio

"“Pre-Classic Dance Suite,” music for a
Dance (piano), Packages, by Barbara
Kohn, Antioch Area Theatre, Antioch
College, Yellow Springs, Ohio

1978 ‘‘Paradigms,” Simultaneous improvisation
on piano with Barbara Kohn’s dance Born
Again But Not Through Jeezus, or You
Can Know All | Am, South Gym, Antioch

College, Yellow Springs, Ohio

“Tantric Hum,"" voice with graphic, Ritter-
skamp's Farm Goes Station, Ohio

““Ma’aleesh |," vocal narrative for gallery
installation by James Jordan, Noyes Gal-
lery, Antioch College, Yellow Springs, Ohio

1979

1980

“*Quintet for Voices," music for dance (di)
(pro) (re) (ag) (e) (cone)GRESS, by Barbara
Kohn, South Gym, Antioch College, Yellow
Springs, Ohio

Untitled, voice and Shawnee Bells, for ‘Al
Tariqg (Ma’aleesh Il)," gallery installation
by James Jordan, Noyes Gallery, Antioch
College, Yellow Springs, Ohio

“*Now is Then—Tomorrow," six 10-minute
scores for Shawnee Bells to accompany
performance piece by Barbara Kohn,
Noyes Gallery, Antioch College, Yellow
Springs, Ohio

White Music, for *'Sabih Abyah
(Ma’Aleesh Ill)," gallery installation by
James Jordan, 60-minute piano improvisa-
tion on 4 notes in 3 octaves, Noyes Gal-
lery, Antioch College, Yellow Springs, Ohio

Performance Pieces

1978

1979

1980

""Good Morning,” Village of Yellow
Springs, Ohio

“Turtle Walk,” Central State University,
Wilberforce, Ohio

““Four Wordsworks:"" Two Beautiful
Definitions and One Alter(nat)ed On,
INT:-er-est, Cleavers cleavers and 100
Vocabulary Words, DOWN and OUT,
Wesley Arts and Sciences Buiiding,
Central State University, Wilberforce,
Ohio

Other
1977

1978

1979

*3600" or Dinner in Thebes, 9-hour per-
formance piece divided in 6, Paul Robe-
son Center for the Cultural and Perform-
ing Arts, Wilberforce, Ohio

““Patio Piece,” a space imprint, Central
State University, Wilberforce, Ohio

“Difficult Decisions: Ethical Dilemmas,"’
Tweed Gallery, University of Minnesota,
Duluth, Minnesota

“Nose Job 2,"" collaboration with Michael
Jones, Hopkins Gallery, Ohio State Uni-
versity, Wilberforce, Ohio and Noyes Gal-
lery, Antioch College, Yellow Springs, Ohio

"Playworks Goes to an Art Auction,”
Greek Orthodox Church, Springfield, Ohio

“Tree Dressing’' (one of “Three Clandes-
tine Pieces"), environmental imprint,
various locations, Yellow Springs, Ohio

“Invitation to Several Hangings'' (one of
“Three Clandestine Pieces'’), various
locations, Yellow Springs, Ohio

“Martin Buber,"" a graphic satire in 66
portions, Paul Robeson Center for the Cul-
tural and Performing Arts, Wilberforce,
Ohio

"The Presents of Playworks" (one of
“Three Clandestine Pieces"), various lo-
cations, Yellow Springs, Ohio



JANIS CRYSTAL LIPZIN

Born in Colorado Springs, Colorado, 1945. Edu-
cated at Ohio University, Athens, Ohio (BFA
1967), University of Pittsburgh, Pennsylvania
(MLS 1976), and the San Francisco Art Institute,
San Francisco, California (MFA 1976). Currently
teaches film at the San Francisco Art Institute,
San Francisco, California and film and photog-
raphy at Antioch College, Yellow Springs, Ohio.
Lives in Yellow Springs, Ohio and San Francisco,
California.

SELECTED EXHIBITIONS

Solo

1972 Gallery Eleven, Slippery Rock State
College, Slippery Rock, Pennsylvania

1976 Sacramento State University,
Sacramento, California

1978 Chicago Filmmakers Inc., Chicago, lllinois
The Cinematheque, San Francisco,
California
Contemporary Media Study Center,
Dayton, Ohio
Grey Gallery, Antioch College, Yellow
Springs, Ohio
Pittsburgh Filmmakers Photo Gallery,
Pittsburgh, Pennsylvania
Radha Photo Gallery, San Francisco, Cali-
fornia

1979 Contemporary Media Study Center, Day-
ton, Ohio
The Millennium Film Workshop, New York,
New York

1980 Ohio State University, Columbus, Ohio

Group

1966 Loeb Student Center Contemporary Art
Gallery, New York, New York

1967 “Ten from Ohio University," Uncommon
Carriage House Gallery, Lima, Ohio

1972 “*Mini Show,"" Arts and Craits Center of
Pittsburgh, Pittsburgh, Pennsylvania

1973  *“‘First Invitational Exhibition of Western

Pennsylvania Women Artists,” Carlow
College, Pittsburgh, Pennsylvania

“‘Photo-Imagery,” Sewickley Academy,
Sewickley, Pennsylvania

1974

1975

1976

1977

“Three Rivers Arts Festival Invitational
Exhibition,"" Pittsburgh, Pennsylvania

“*‘May Day Screening,”’ Carnegie Museum
of Art Film Section, Pittsburgh, Pennsyl-
vania

“'64th Annual Associated Artists of Pitts-
burgh Exhibition,’ Carnegie Museum of
Art, Pittsburgh, Pennsylvania

I. Magnin Salute to the San Francisco
Art Institute,’" I. Magnin, San Francisco,
California

“'Seven by Four," Canyon Cinematheque,
San Francisco, California

1978

“Bellevue Film Festival," Bellevue, Wash-
ington

Canyon Cinematheque, San Francisco, 1979

California

Dementer Project, San Francisco, Cali-
fornia

"‘Eye Music: California Experimental Film-
makers,'" Pittsburgh Filmmakers Screen-
ing Room, Pittsburgh, Pennsylvania

Media Study/Buffalo, Buffalo, New York

“'Recent Films by Bay Area Women Art-
ists,”” Pacific Film Archive, Berkeley, Cali-
fornia

“‘San Francisco Art [nstitute Film Festi-
val,”” San Francisco, California

"The Western Undertow,'’ Collective for

Living Cinema, New York, New York 1980

“'Antioch College Invitational,”" Noyes
Gallery, Yellow Springs, Ohio

“‘Athens International Film and Video
Festival," Athens, Ohio

“Four and Seven: Twenty-six Artists,
Twenty-six Days,’” San Francisco Art
Institute, San Francisco, California

Grey Gallery, Antioch College, Yellow
Springs, Ohio

“*New Generation San Francisco Film-
makers," Independent Film Oasis, Los
Angeles, California

“New Generation San Francisco Film-
makers," Anthology Film Archives, New
York, New York; N.A.M.E. Gallery, Chi-
cago, lllinois; Carnegie Museum of Art,
Pittsburgh, Pennsylvania; S.U.N.Y. at
Binghamton, Binghamton, New York;

Sarah Lawrence College, Bronxville, New
York; University of Oklahoma, Norman,
Oklahoma; Antioch College, Yellow
Springs, Ohio

“New York Avant-Garde Festival," World
Trade Center, New York, New York

""Six Bay Area Filmmakers," Ultrafilms,
Oakland Museum, Oakland, California

"The New San Francisco Filmmakers,”
The Cinematheque, San Francisco, Cali-
fornia

""Photographic Means; Open Studios,”
San Francisco, California

"*3rd Invitational Festival of the New
Super-8 Cinema,’’ Caracas, Venezuela

“‘Recent Directions in American Indepen-
dent Cinema,"” London Filmmakers’
Cooperative, Maidstone College of Art,
Kent, England; Saint Martins College of
Art, London, England

“Southwestern Alternative Media
Project,” El Paso, Texas

**3rd International Avant-Garde Festival,”
London, England

“Photo Means," Noyles Gallery, Antioch
College, Yellow Springs, Ohio

"“Women Filmmakers,” Experimental
Films, San Francisco Jewish Community
Center, San Francisco, California

"Artists’ Films at Club 57," New York,
New York

Atholl McBean Gallery, San Francisco Art
Institute, San Francisco, California

Dayton Art Institute, Dayton, Ohio

“New Bay Area Films," Los Angeles In-
stitute of Contemporary Art, Los Angeles,
California

"New Directions in American Cinema,"
London Filmmakers Cooperative, London,
England

San Francisco Museum of Modern Art
Rental Gallery, Fort Mason, San Fran-
cisco, California



KENNETH NEVADOMI

Born in Cleveland, Ohio, 1939. Educated at
Cooper School of Art, Cleveland, Ohio
(1964-1967), Columbus College of Art and Design,
Columbus, Ohio (BFA 1972) and Kent State
University, Kent, Ohio (MFA 1975). Lives in Lake-
wood, Ohio.

SELECTED EXHIBITIONS

Solo

1975 Akron Art Institute, Akron, Ohio

1977 Kent State University, Kent, Ohio
Lakeland Community College, Painesvilie,
Ohio
Ohio University, Athens, Ohio

1978 University of Cincinnati, Cincinnati, Ohio

PATIOSVILLE BEATNIKS

Mark Riffle born in Akron, Ohio, 1955. Mike
Thompson born in Akron, Ohio, 1954. “We both
got a BA from Kent State University, and that
means a bad attitude. We currently live in Plaza

SANDY ROSEN

Born in New York, New York, 1944. Educated at
State University of New York at New Paltz, New
York (BA 1965), Ohio State University, Columbus,
Ohio (1968-1969) and University of Cincinnati,
Cincinnati, Ohio (1971-1972). Lives in Cincinnati,
Ohio.

Group

1967-1972 Cooper School of Art, Cleveland,
Ohio

1973 ‘‘Lakeland Community College Invitation-
al,” Lakeland Community College, Paines-
ville, Ohio

1975 ‘‘New Organization for the Visual Arts
Invitational,”" Park Centre, Cleveland, Ohio
Not in New York Gallery, Cincinnati, Ohio
"'Ohio Invitational,"" Eells Gallery, Blossom
Music Center, Northhampton Township,
Ohio

1977 Cleveland State University, Cleveland,
Ohio

Linden Gallery, Cleveland, Ohio

"'Self Portraits,” Cooper School of Art,
Cleveland, Ohio

del Rey, Akron, Ohio, and have a red viny!
restaurant booth with a zebra skin kitchen."
SELECTED PERFORMANCES

1978 '‘Patios-A-Rama Part 2 or For Loungers

Only,” University of Akron, Akron, Ohio

SELECTED EXHIBITIONS

Solo

1979 ‘‘Rooming In,” The Contemporary Arts
Center, Cincinnati, Ohio

Group

1975 *“*Emphasis: Women Artists,” College of

Mount Saint Joseph, Cincinnati, Ohio

“'Painting and Drawing Invitational,”" Cin-
cinnati Art Museum, Cincinnati, Ohio

1978

1979

1976

1977

1978

"“Cleveland Exchange,’ Cleveland State
University Gallery, Cleveland, Ohio

Cleveland State University, Cleveland,
Ohio

“Rips in Reality,”” Akron Art Institute,
Akron, Ohio

“Four Figurative Painters,”” Canton Art
Institute, Canton, Ohio

"“Group Drawing Show,’’ Cleveland State
University Gallery, Cleveland, Ohio

““New Organization for the Visual Arts
Show,"” Cleveland State University
Gallery, Cleveland, Ohio

“Surrealism Roots Show," Space Gallery,
Cleveland, Ohio

“‘Patios-A-Rama Part 2 or For Loungers
Only," Spaces, Cleveland, Ohio

““The Big Dirt Dyna and the Truth About
Leopard,” Contemporary Arts Center,
Cincinnati, Ohio.

“University Faculty Exhibition,”" College of
Mount Saint Joseph, Cincinnati, Ohio

Crosley Communications Center, Cincin-
nati, Ohio

Haehnle Gallery, Cincinnati, Ohio

*'Concerned Artists Group Effort Drawing
Invitational,” C.A.G.E. Gallery, Cincinnati,
Ohio
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LARRY SHINEMAN 1980
Born in Hastings, Nebraska, 1943. Educated at G
University of Nebraska, Lincoln, Nebraska (BFA roup
1966, MFA 1968). Currently teaches drawing and 1968
painting at Ohio State University, Columbus,
Ohio. Lives in Westerville, Ohio.
1970
SELECTED EXHIBITIONS
1971
Solo
1971 Watson Gallery, EImira College, Elmira, 1972
New York
1974 Ohio Wesleyan University, Delaware, Ohio
1976 Canton Art Institute, Canton, Ohio
1978 Denison Art Gallery, Denison University, 1973
Granville, Ohio
1979 “Recent Paintings, Larry Shineman,”’ 1974
Wright State University, Fairborn, Ohio
CHRIS STEELE
Born in Columbus, Ohio, 1948. Educated at Ohio
State University, Columbus, Ohio (BFA 1971,
1972). Lives in Columbus, Ohio.
SELECTED EXHIBITIONS 1978
Group
" ) 1979
1976 ‘‘Columbus Art League State Office Tower

Show," State Office Tower, Columbus,
Ohio

1977 Designers Showcase, Columbus, Ohio
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“Recent Paintings, Larry Shineman,"
Ohio State University, Columbus, Ohio

1975

""Faculty Exhibition,"" Ohio State Univer-
sity, Columbus, Ohio

“Faculty Exhibition," Ohio State
University, Columbus, Ohio

“Faculty Exhibition,”” Ohio State
University, Columbus, Ohio

1976

"“Museum Avant-Garde,"” University of 1979

California, San Diego, California

“Two Man Exhibition," Hopkins Gallery,
Ohio State University, Columbus, Ohio

“Faculty Exhibition,”” Ohio State
University, Columbus, Ohio

"Ohio Painting and Sculpture, '74,"" Day-
ton Art Institute, Dayton, Ohio

“Invitational Sculpture Show,' Contempo-
rary Institute for Fine Arts, Columbus,
Ohio

“Up Up and Away Show,’" State Office
Tower, Columbus, Ohio

‘‘State Office Tower Show,’" State Office
Tower, Columbus, Ohio

“Columbus Focus Show,"” Sullivant Hall
Gallery, Ohio State University, Columbus,
Ohio

1980

“‘Selected Ohio Artists,” Governor's Man-
sion, Columbus, Ohio

“Faculty Exhibition,"” Ohio State
University, Columbus, Ohio

"Faculty Exhibition,”" Ohio State
University, Columbus, Ohio

“University of Nebraska MFA Alumni,”
Midwest College Art Conference, NBC
Building, Lincoln, Nebraska

100 Artists," Ten Windows on Eighth
Avenue, New York, New York

"Recent Work,’" Faculty Exhibition, Sulli-
vant Gallery, Ohio State University,
Columbus, Ohio

“Visions,"" Artreach Gallery, Columbus,
Ohio

"Image Makers Workshop'' (performance
with props by Chris Steele), Apple Gallery,
Columbus, Ohio

100 Artists,” Ten Windows on Eighth
Avenue, New York, New York

“‘Countdown’’ (dance performance with
props by Chris Steele), Mershon Audi-
torium, Ohio State University, Columbus,
Ohio

“2nd Annual 100 Artists Show,” Ten Win-
dows on Eighth Avenue, New York, New
York
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Volume 73, number 5

Juries of Selection

Painting and Sculpture
Patterson Sims, Associate
Curator, Permanent Collection,
Whitney Museum of American
Art, New York

Tom E. Hinson

Graphics
Jane Glaubinger
Patterson Sims

Photography
Tom E. Hinson
Patterson Sims

Crafts

Elena Karina Canavier, Director,
Public Art Trust, Washington
Joseph L. Finizia

The 1986 May Show: 14 May through 29 June

Sixty-Seventh Annual Exhibition by Artists and Craftsmen

of the Western Reserve

Special Awards

Paintings
$1,000 AWARD

Ken Nevadomi, Folding Up of Things and Man Who Lived in a

Refrigerator

SPECIAL MENTION FOR PAINTING
Suzanne L. Fisher, Untitled
Michael Kellers, Buddha’s Argument

Gerald Kramer, Pharoah’s Daughter and the Babe in the Bullrushes

Scott Miller, How God Perceives Carlo and Patheticon
Edward A. Raffel, Father and Son, Together Never
Jim Rottmayer, Untitled #6

Graphics
$500 AWARD
George Mauersberger, Diagram and Docu-Drama

SPECIAL MENTION FOR GRAPHICS

John Gulyas, Backstreets and Imitation

Paul Jacklitch, Holy Ghost and Three Specimens in a Room
Hugh Kepets, S.L.P. #5

Kendra L. Kostiha, A Bitternesse of Herte

). Noel Reifel, In the Constellation Aquarium

Sculpture
$1,000 AWARD
Mark Soppeland, house between planes

SPECIAL MENTION FOR SCULPTURE

Gloria DeArcangelis, Out of the Woods
C. A. McWeeny, Colander Man

Edwin Mieczkowski, Kalevala 12418
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Each year the May Show has its own identity, and this installment
is no exception. For those following the exhibition, the distinguishing
features will be easily discerned, especially in the areas of style,
imagery, meaning, and scale. Geometrical abstraction — a tradition
long prominent in this region — is less evident, while representa-
tionalism — always present in the past — has emerged as dominant,
focusing primarily on the human figure, landscape, architecture,
animal forms, and geometric shapes. Few paintings and drawings
have precisely rendered subjects, instead many of the works are
expressively, gesturally executed, their surfaces dense with richly,
sometimes idiosyncratically, applied materials. Another important
change is the move from emphasizing technique and formal issues
to a greater interest in content, narrative (often obscured by
personal iconography), and eccentricity.

Shared subject matter and content tend to break down the dis-
tinctions between the various May Show categories and afford
the viewer an opportunity to compare the creations of artists
working in a seemingly limitless variety of substances. The human
figure is, for example, portrayed in media such as oil, acrylic,
watercolor, charcoal, graphite, woodcut, lithography, black-and-
white and color photography, wood, and ceramics; in poses
characterized as private and meditative to dramatic and aggressive;
in sizes ranging from the intimate to heroic; and in emotional
states that include desire, isolation, rejection, and fear. These
representational works are linked to a much larger body created
by national and international artists. This year’s juror Patterson
Sims notes: “The Ohio tributary of the mainstream employment
of the figure and careful hand-crafted representations flows
generously.”

The dimensions of the individual entries continue to expand,
especially with the paintings and drawings, which strains the finite
exhibition space. The resulting selectivity — accepting roughly ten
percent from the large pool of excellent work— has kept the
show’s overall quality at a very high level.



A total of 1,324 artists entered slides of 2,334 objects, of which 189
560 works were singled out for final judging at the Museum. From
these, the juries selected 212 objects created by 178 artists. In
choosing the show, the Museum staff was assisted by two prominent
professionals, Patterson Sims from the Whitney Museum of
American Art in New York City and Elena Karina Canavier from
the Public Art Trust in Washington.

This year the paintings category was marked by ambitious,
engaging works. Ken Nevadomi received the $1,000 prize for his
two provocative, expressive paintings of flatly rendered figures.
His Man Who Lived in a Refrigerator and Folding Up of Things
provide an excellent union of content — a pessimistic view of the
human condition — and formal painting issues that simultaneously
contains carefully controlled tension between the two.

The particularly strong graphics category was unusually well
balanced among various drawing and print media, with awards of
Special Mentions reflecting their quality and diversity. As has often
been the case, the $1,000 Graphics Award was divided between
that category and photography. George Mauersberger received
$500 for his two large, complex graphite and watercolor drawings.
Diagram and Docu-Drama have a sketchbook feeling to them;
some areas contain doodles and cartoons, while others present
carefully drawn and colored illusionistic renderings of people and
objects. Notes accompany many of the sketches.

As with graphics, the photographs also represent the many
different processes employed by area artists. William D. Wade was
awarded $500 for his black-and-white photograph of the interior
of a record store. In a documentary style, Music Video Love com-
bines romantic popular culture expressions from the 1950s — love
songs on 45-rpm records — with a pervasive entertainment from
the 1980s — the soap opera.



190

The sculpture category continued to have fewer participants,
but drew impressive works, sharing with paintings and graphics an
abundance of expressive, decorative, and embellished surfaces.
Mark Soppeland received the $1,000 Sculpture Award for his
striking, complex mixed media work titled house between planes.
Portions of the exterior and interior walls of a model house have
been removed to reveal various rooms and their furnishings. Adding
visual richness, wooden rods of varying lengths strike or penetrate
every plane and randomly splattered paint covers all surfaces.

The quality and variety of styles, materials, and techniques that
have characterized crafts appear this year. The $1,000 award was
split between two fine craftsmen: Brent Kee Young, with his two
beautifully designed glass vases featuring fossil-like shapes, and
Jan Sobota, for his two imaginative, witty leather book holders.
Sobota’s entry recalls book binding techniques popular in the
early years of the May Show. The Robert Mann $500 Award for
Ceramics was given to Patricia Hughes/Schneider for her triptych
of vases — their surfaces covered with colorful, decorative abstract
compositions — meant to be hung on the wall. Edward S. Wohl'’s
High Chair exemplifies the handmade furniture that has been
important in recent exhibitions. He received the Horace E. Potter
Memorial Award for Excellence in Craftsmanship for his superb
rendition of a traditional shape, set apart by its polished surface
and excellent joinery.

Overall, the sixty-seventh edition of the May Show is an energetic,
stimulating exhibition containing superior works of art by many
of the region’s outstanding artists whose interests are tightly
focused and attuned to current contemporary art issues. As always,
the show contains work that will delight some visitors while
baffling others.

Tom E. Hinson
Curator of Contemporary Art



Ken Nevadomi, Man Who Lived in a
Refrigerator, $1000 Award for Painting




George Mauersberger, Diagram, $500
Award for Graphics
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George Mauersberger, Docu-Drama,
$500 Award for Graphics



Hi. I’'m Ken Nevadomi.
Pleazed to Meetcha.

Paintings 1970-1977

June 13-July 1, 1977

The Gallery

School of Art
Kent State University




»
ol i

A FRP
T A& ,.\.f.‘ﬁ“lill“"]' &4




Hi. ’'m Ken Nevadomi.
Pleazed to Meetcha.

Paintings 1970-1977

June 13-July 1, 1977

The Gallery

School of Art
Kent State University









Artist’s Resume

Kenneth Nevadomi
Cleveland, Ohio

Born:

December 14, 1939

Education:

* Cooper School of Art
Cleveland, Ohio
1964-1967

e Columbus College of Art and Design
Columbus, Ohio
1971-1972 B.F.A.

e Kent State University
Kent, Ohio
1972-1975 M.F.A.

Scholarships and Awards:

e Cooper School of Art
Scholarship and tuition grant

e Kent State University
Scholarship grant and graduate
assistantship

Teaching Experience:

¢ |nstructor, Painting and Drawing

e Cooper School of Art, 1967-1970

e Glenville Program, 1972-1973

¢ Kent State University, 1973-1975

e Cleveland State University, 1976 to
the present

Related Experience:

« Statistical draftman and
photographer, U.S. Army 1957-1964

» Television graphics designer and
artist, Cleveland Board of
Education, 1965-1967

e Graphics Designer,
American Greetings Corporation,
1967-1970

¢ Free Lance Designer,
American Greetings Corporation,
summer 1972

¢ Art Director,
Shelly’s Magazine, 1974-1975
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Exhibitions and Credits: Collections:

1967-1971
1971,1974
1972
1973
1975

1976
1977

Faculty Shows, e Mr. and Mrs. Walter Wojno

Cooper School of Art * Mr. Edward McGehee

May Show, e Dr. Robert Bertholf

Cleveland Museum of Art e Mr. Bruce Miller

Two-Man Show, * Mr. Lance Kinz

Cooper School of Art » State of Ohio

Lakeland Community ¢ School of Art, Kent State University
College Invitational
Two-Man Show,

Not In New York Gallery,
Cincinnati

One-Man Show,

Akron Art Institute

Ohio Invitational,

Eells Gallery, Blossom
Music Center

Computer Piece: “OneIn A
Million”

One-Man Show,

Lakeland Community
College

Portrait Show,

Cooper School of Art
Ten-page feature of
graphics and creative
writing: Shelly’s Magazine




Entries

1. Murder Painting Il, 1970
acrylic on canvas
6612 x 502 in.

2. Paranoia lll, 1971
acrylic on canvas
63 x 68 in.

3. Park Painting Il, 1971
acrylic on canvas
84 x84 in.

4. Pork Chop Afternoon, 1973*
acrylic on canvas
60 x 60%2 in.

5. Bus-O-Rama, 1973
acrylic on canvas
83 x 65 in.

6. Western Thrombosis, 1973
acrylic on canvas
68 x 68% in.

/£

10.

2 i ¥

Bernini Visits Louis Xl in his
Toilet, 1974

acrylic on canvas

544 x 674 in.

Geronimo and Sitting Bull Cast
Out of Heaven by Bomber
Pilots, 1974

acrylic on canvas

6072 x 55

Walter’s, 1974
acrylic on canvas
84 x 67 in.

Playpen with Long Pig, 1975
acrylic on canvas
43% x 614 in.

Mom Painting Il, 1975
acrylic on canvas

60 x 54 in.

Lent by Edward McGehee



Mom Painting IV, 1975

No. 13






No. 18
Attacking the A&P I, 1976
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Entries

12. Mom Painting lll, 1975
acrylic on canvas
60%2 x 542 in.

13. Mom Painting IV, 1975*
acrylic on canvas
6872 x 49 in.

14. Attacking the A&P I, 1976
acrylic on canvas
62% x 50% in.

15. William Bonney Ascends to
Heaven, 1976
acrylic on canvas
60%2 x 54% in.

16. Bus Madness, 1976*
acrylic on canvas
60 x 55 in.

17.

18.

19.

20.

21

Untitled, 1976
acrylic on canvas
53 x 392 in.

Attacking the A&P Il, 1976*
acrylic on canvas
642 x 54% in.

Artist As ..., 1977*
acrylic on canvas
544 x 51% in.

Artist As ..., 1977
acrylic on canvas
62% x 59V in.

Attacking the A&P V, 1977*
acrylic on canvas
60 x 60 in.

No. 19

Artist As .

oeis VOTT









catalogue design/ Phillip R. Hales
No. 21 photography/ Lainard E. Bush,
Attacking the A&P V, 1977 Sandra A. Thome






Ken Nevadomi: Bio.

[ was born in 1939 in Cleveland Ohio. Joined the military when [ was 17
with the intention of making it a career. While in the service |
discovered I could paint as well as draw. It was an ‘epiphany’ for me.
When my hitch was up I went to art school.

[ went to the Cooper School of Art In Cleveland for 2 years, Columbus
College of Art and Design for a year and a half and Kent State for a
masters degree.

At Cooper [ met Ruth Bercaw, one of the teaching faculty. She showed
me painting wasn'’t a bunch of exercises. Rather, it was an adventure.
She was an inspiration to me as an artist and teacher.

After Kent [ was hired by Cleveland State U as painting and drawing
instructor. A requirement was ‘research’. In the art department this
meant having art shows on a regular basis. [ had one person and group
shows as well as competitive art contests. I received several grants from
the state of Ohio that helped further my career.

I'm retired now but still painting. And, by the way, so is Ruth Bercaw



ART NOTES

Continued from Page 25
something else, ground through one
man’s psyche, filled with turbu-
lence, contradictions and percep-
tions.

Nevadomi characteristically fills
a canvas with a scene of action,
and more often feverish activity
on the part of any number of figures
jammed in for the occasion. What
are they telling us? One gathers
that Nevadomi is teeing- off on
modern life and the state of the
world, and there are hints of that
in such paintings titles as “A
Popsicle Now” and the “C.C.” series
“on Christopher Columbus — and
what happened.”

But mostly we are on our own,
to be swept into (or repelled by)
the paintings. Nevadomi depicts
anxiety, violence and illusion. He

often injects a a masking technique,
outline shadow imagery with
painterly portions of the canvas.
Most of the paintings are large
acrylics on carnvas. Some have oil-
finish highlights. The drawings, too,
are relatively large, series-linked
and similar in feeling.

Intown portraits:

“Six Points of View,” an exhibi-
tion of portraits in oil, acrylic,
watercolor, pencil and pastel by
six Cleveland artists who share a
studio and regularly paint from a
shared model, is on view through
March in the Intown Club Gallery,
One Playhouse Square.

The exhibitors are Daphne But-
ton, Dorothy Claflin, Tricia Kaman,
E. Jane Kime, Kathleen McKenna
and Virginia Willard, The models
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Arts’ censorship-obscenity battle
1s continuing in varied venues

he battle over obscenity and

censorship in the arts moved

to @ new phase Sept 30 when
Congress vot=d 1o extend funding of
the National Endowment for the
Arts for three years without
restrictions, leaving the question of
obscenity to the courts,

According to terms of NEA's
temporary reprieve, granlees no
longer must sign a pledge not to
produce objectional works.
However, they will have to return
Erant money if the courts later rule
their works obscene. This is less
restricting but equally untenahle
from the arts viewpoint. New York
Shakespeare Fastival producer
Joseph Papp promptly led the
protest against that “insidious” aet
by rejecting $323,000 in NEA grants.

— AMUSEMENTS —

THANKSGIVING
CELEBRATION
Enyy Dinner and Show

Spacial Savings
52000 Adults

Cnitaren

515.00 undar 12yrs.

“Food, Glorious Food”
Child under 12
FR EE yoars with full paid aduit
Every Tuesday

% When youbringagrocery
pag of canned 100d tor
he Axran-Canton

Regronal Foodbank.
Some restrctans apply.
P Holiday
;ﬂﬂ . Party
<.§“\}Amday, Nov. 30
RESERVE NOW
7249855 » 1-800-362-4100

Dinnar and Show Tickets
$23.50 10 $29.00
Show Only $1300 to $1850

1275 East Waterloo Road « Akron

CLEVELAND

ORCHESTRA
AT

HELEN CULLINAN

ART CRITIC

There is bound to be more action in
that corner.

Where art shows are concerned,
asthe trigger exhibitions of Andres
Serrano and Robert Mapplethorpe
photographs recede in the wings of
the censorship saga, new focuses
emerge. Artists and muséums are
addressing the issues with shows of
their own that play on the
censorship/obscenity theme both in
present and historical context.

Kecently, when the Institute of
Contemporary Art in Boston hosted
the traveling Mapplethorpe show
that brought obscenity charges to
Contemporary Arts Center director
Dennis Barrie in Cincinnati,
Boston's Musenm of Fine Arts
presented a support show for its
sister institution.

“Figuring the Body" dealt with
nudes by major 19th- and
20th-century artists, including a
black male by John Singer Sargent,
a Willem DeKooning “Woman™
painting, a nude photograph of
Allen Ginsberg by Elsa Dorfman
and a variety of works by Louise
Bourgeois, Bruce Naumann and
Alice Neel.

The Brooklyn Museum of Art in
New York offers its partly NEA-
funded “The Play of the
Unmentionable" show of
potentially offensive artworks from
its collections (through Dec. 3).
Included are about 100 works such
as erotic Japanese and Mughal
manuseript and album pages,
Apollo tarsos, voluptuous African
figure carvings, a bronze pair of
lesbian lovers by Auguste Rodin
and modern paintings.

All at some time could be found
scandalous, objectionabie or
obscene because of religious,
social, political or art historical
issues affected by country, culture
and context.

Filtering to the local scene, in
Cleveland the censorship issue has
had a major impact on the seventh
annual People’s Art Show at the
Cleveland State University Arl
Gallery. Conceived as an unjuried
democratic forum for area artists,
this averybody-in-free show of 237
works has a newly controversial
tone.

Dedicated to the celebration of
First Amendment rights, it has
attracted a new dare-you element,
tempting fate, and has erupted in
an incident involving racial charges
in a work addressing the subject of
rape. Despite the fact that
relatively few of the show's 237

works might offend, a new climate
of scrutiny has oeveloped. Gallery
director Robert Thurmer is backed
by CSU officials in his defense of
the show.

Elsewhere, in addition to
censoring in the sensitive area of
performance art, Cleveland artisis
have complained of censorship
actuality or threats in photo shows
and poetry readings. One artist
recently objected when the owner
of g restaurant showing her
calligraphs asked for the removal ol
lesbian references. A flareup was
averted when they agreed to hang
possibly objectionable pieves in
less conspicuous view. The
question here was not one of
artistic merit, but appropriateness
of place and private standards.

The NEA funding legislation was
pending when Ken Nevadomi was
preparing the invitation for his
current exhibition at Bonfoey's. [n
the surge of widespread sentiment
that helped to bail out NEA, he
inserted a message urging
recipients (o contact their political
leaders and voice support for
unfettered funding of the
endowment.

Purely coincidentally
Nevadomi’s show consists of nude
drawings, largely of women,
beautifully rendered and far from
prurient or offensive. They were
selected from Nevadomi's studio by
gallery directors Marcia Hall and
Laura Sherman, who said that they
could easily have chosen other
material, but saw no reason to do
50, Perhaps they felt compelled not
to. Self-censorship increasingly is
something that arts people want to
avoid.

What has been gained and lost in
nearly two years of headline
developments over censorship in
the arts is far from certain. Dennis
Barrie was acquitted. The arch-
enemy, Sen. Jesse Helms, R-N.C.,
has been re-elected despite a
concerted arts-backed movement to
support his opponent.

The NEA's future remains
uncertain The complexity of the
problem grows in the face of a
multicultural soeiety split by
ethnocentric and special interests,
Above all, the twe erucial questions
— What is obscenity? What is art?
—defy definition.

On the plus side, the arts
community has been mobilized, and
the educational process stepped
up. The CSU Art Gallery isto be
commended for offering a series of
public panel discussions on “Rights
1n Conflict: Censorship in an Open
Society” in conjunction with its
“People's Art Show."

Public programs such as the
recent “Censorship in the Arts:
Legal and Business Issues”
symposium sponsored by the New
Organization for the Visual Arts
and the Cleveland Bar Association
also are helping to put these
matters in a light that ultimately
may make a difference.

— AMUSEMENTS —
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SPARE FRAMES

hether you have an O'Kecfe, Nevadomi, or a

therapy-inspired self-portrait, the proper
frame completes the picture. Who better to matte
your Ven Gogh, or, for that matler, your Stadium
demolition photo, than Bancroft Henderson, He has
hundreds of frames to choose from (prices vary) and
cen help you select just the right one. You can’t miss
him either, Bancroft is always wearing a bow fie.
Bancroft Gallery, lawer level of the Arcade, 401
Euclid Ave., (216) 589-0061.







STILL LIFE—Kenneth Nevadomi dr;-:ssed in his art

clothes.
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Cooper Student’s 2 Works Make Exhibit

Kenneth Nevadomi is thejartists from Cooper were ac-
only art student from Cocper|cepted in the exhibit. Nevado-

School of Art to have twe of
his works accepted for display
in “Great Words of the Presi-
dents,"” a touring exhibition of
works interpreting statements
by all U.S. presidents.

The exhibit, which opens in
Western Reserve Historical
Society Jan. 22 before going
on a eross-country and around-
the-world tour under the aus-
pices of the U. S. Depart-
ment, features work by young
artists from four art schools.
It is cosponsored here by
American Greeting Corp., or-
iginator of the idea, and The

Plain Dealer.
NINE PAINTINGS by eight

mi's twh  works

illustrated
Calvin Coolidge's . . . IPree.
dom is not only bought with
a great price; it is maintained
by unremitting effort” and
Kennedy’s *‘Ask not what your
country can do for you . . .”

Nevadomi, who has attended
Cooper for 2% years, entered
the contest as a summer proj-
ect in his advanced design
class.

“I was skeptical at first
about this assignment but en-
thusiastic once I got into it,”
the art student, said. “My
first painting was bad, but
then I did the two others
which 1 entered the contest.

““Kennedy was one of my

favorite presidents, and I Western Reserve Historical|
found his quote a challenging|Society will be from 10 a.m.

one to illustrate with a graphic
design of stark black and
white arrows and a colored
flag.”

“For the Coolidge quote I
did a surrealistic painting
looking through a window to
see a ragged flag and a mis-
sal with the names of hattles
in which the United States has
fought on the window shut-
ters.”

A GRADUATE of South
High School, Nevadomi, 11725
Detroit Road, Lakewood, was

in the service seven years be-|H

fore _entering Cooper. He
works afternoons in television

art for the Cleveland school (g

system. He attends Cooper
mornings.
The free exhibit at the

n

to 5 p.an, Tuesday through|
Saturday and 2 to 5 pam.
Sunday. The museum is closed
Mondays, !
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Galleries

Longevity brmgs a show of depth

Sruvsx; Litr REVIEW
litt d
slitt@plaind.com Bonfoey Gallery

.

Bonfoey also aims at a broad
range of tastes from progressive to
conservative. Its persona is com-
mercial and catholic, and some of
its shows can be quite dull.

The 120th-anniversary show
indicates the gallery’s broad spec-
trum. 1t includes “Sins of Spam,”
an edgy, 1987 neo-Expressionist
painting by the important Cleve-
land artist Ken Nevadomi, along
with a pleasant and feather-light
decorative floral watercolor by
Gary Bukovnik, whose shows are
a fixture on the gallery’s annual
calendar.

What Bonfocy does well — and
should continue to do — is to
demonstrate depth, range and
focus in its regular exhibition
program, which on balance has
more hits than misses. As long as
it continues to do that, it will be
an invaluable resource in the local
art scene, as it has been for many
decades.
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Preview’s series on artists
paints a partial picture

In a departure from its usual
variety-and-movie fare, Preview, the
pay-TV service, is wrapping up an
ambitious series on prominent Cleve-
land artists. It is successful in a
rough-hewn sort of way.

The idea was to make a 30-minute
interview/documentary on each of
three artists: Ceramic sculptor George
Roby and painters Patricia
Zinsmeister-Parker and Ken Nevado-
mi.

With interviewer Dennis Barrie, the
camera takes us into the artists’ lives:
where they live, where they work and
what they do..

The Roby piece, which aired last
night, was not available at press time.
The other two were.

- The better was the first one, on
Nevadomi. This had a lot to do with
the fact that Nevadomi is a man of
strong opinions. He talks of his work
as well as the difficulty any modernist
faces in Cleveland.

What was left unsaid was enonciat-

£ : . <
h < HJAMES EWINGER
i .. TV/RADIO
ed by his art.

This is an imporiant approach, be-
cause there is a body of critical
thought based on the notion that an
artist’s life is significant in fully ap-
preciating his or her work.

The problem, especially in a half
hour, is keeping the dirty dishes and
living-room furniture from over-
whelming that for which the artist is
known: his or her work.

In Nevadomi's case, that was
accomplished; in Zinsmeister-Park-
er’s it was not,

She lives in North Canion, teaches
at the University of Akron and has a
studio somwhere else.

Obviously, there is a lot of travel
involved, but the camera did not have
to show her driving what seemed like

every tedious mile.

Much time is wasted on this as well
as her family activities and some
cloying shots of her walking through
a flea market and other outdoor
sports.

Things become clearer when she is
filmed teaching a drawing class.

A picture of her emerges, but it
creeps out teo slowly and is incom-
plete by the show’s end. Finally, we
come away with no real sense of
Zinsmeister-Parker's work.

In both programs, it would have
been helpful to have some detached
critical observations about the art in
question,

Interviewer Bavrie, who also is
Midwest director of the Archives of
American Artists, is adept at drawing
out the artist as a person. Bul he
adds no real insight beyond that.

The series, which ran on Wednesday
nights, was filmed by Paula Grooms
Scherba and written and directed by
Jesse Epstein.
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Paintings speak
for Ken Nevadomi

By HELEN CULLINAN
ART CRITIC

Ken Nevadom is probably the most
tightlipped painter in town, and the
most vociferous in his paintings. No
othc artist around has so potently
loaddhh'orkwlthfood!ormoogm
yet said 20 little himself. And nooe
has 8o snecessfully
tion pays off. Curators and critics
bave done the talking for him.

E

was William
lmmn'lb assistant curator of
mlt Cleveland Museum of
Art. Robinson has watched Neva-
for years, and when

by Spaces to initiate a projecied
series of solo Ohio Retrospective
shows, Nevadomi was his obvions
cholce.

Robinson insisted on an illustrated
catalog as a must for a first-class
show, and Spaces wanted the prece-

proved that disere-’

dent for the series. Cleveland State
University, where Nevadomi bas
taught since 1976, provided part of the
catalog funding from its College of
Graduate Studies fund. Nevadomi’s
boss, Walter Leedy, CSU art depart-
ment chairman, couldn’t have been
more He, too, is 2 Neva-
domi fan, and the last painting to
come off Nevadomi's easel regularly
bangs in his office until the pext one

mmog cover plctum “Man

Who Lived in a2 Refrigerator,” one of a
of Nevadom! canvases (o receive

It’s a freetic,

energy-charged picture
Jin which a nade male in 2 barbed wire

enclosure surrounded by toppling
buildings dives into a refrigerator, his

CMA contemporary art curator
Tom Hirson said that the paintings
“pmide an excellent mion of content

— 3 pessimistic view of the human
condition — and formal painting
issues that simultsmscusly contain
gereﬁmy controlled tengion between

two.”

Nevadomi, born in 1939 and edu-
cated at the Colurnbus College of Art
and Design and Eeat State University,
has exhibited widely, incloding shows
at Spaces (1983 solo), CSU, Bonfoey’s,
Park Synagogue, the Akron Art

i

Museum and the Butler Institule of
American Art. In 1980 he showed at
the New Museum in New York, and in
1985 his “Adam and Eve Dance With
the Animals” was featured in the
biennial exhibition of American
Paintings at the Oom'nn Gallery of
Art in Washington, D.C.

mmm with about 30 siz-
able lic paintings and 10 draw-
ings, is his mest broadly inclusive,
incloding the 1978 “Random Porker
Boy” of butchery as the ear-
liest The theme of violence pre-

POV GAYLE

Ken Nevadomi, with “Hitler and Hell, L.,” acrylic, at Spaces.

eries (Freud interviews Hitler, in one

instance) and canvases alluding to

World War T and modern warfare,

flaming cities and a climate of fear,
many ways portrayed.

Danga- lurks in Nevadomi's many
worlds, vicious, and seduc-
tive. But the point of it all is the paint-
ing itself, the loaded brush and the
dymmuolvlmlwmlt'mot

mﬂmu It's a wild ride with

, whose figuration
tr.ulcu:h nndenurulimist
vogue (o 2 classicism all its own and
of the highest order.

Myth and Mapis can be seen at

Spaces, 1216 W. 6th St, from 11 am.
105:30 pm_today through Saturday.
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Shades of Montmartre: A reclining nude by Ken Nevadomi on view at the Bonfoey Co. could have been
plucked stralght out of the Blue Period paintings of Pablo Picasso.

Shows combine for
complete picture of artist

ARTIST rromi-e

Bonfoey, a fairly buttoned-up
commercial gallery on Euclid
Ave. at E. 17th St., gets the quiet,
sedate and presumably more sal-
able Nevadomi, The Bonfoey
show consists of 10 paintings and
2 half dozen drawings, most of
which evoke a dreamy, imaginary
bohemia saturated with the mood
of fin-de-siecle French symbolist
painting.

This includes paeans to Picasso
such as an image of an androgy-
nous female nude reclining on a
chaise in a blue room shuttered
against blazing Mediterranean
sunlight. Other images in the
show evoke the drowsy nudes of
Amedeo  Modigliani, or the
dreamy visions of Odilon Redon,
Absinthe, anyone?

The Bonfoey show also includes
an impressively crafted charcoal

drawing of a male magician and’

his scantily clad female sidekick,
who perches a colorful parrot on
her upraised arm. Nevadomi is a

rafe the

FOR YOUR
INFORMATION

“Ken Nevadomi: Recent
Work" is on view at the
Bonfoey Co., 1710 Euclid
Ave,, Cleveland Through
July 31, Hours are 9 a.m.-
5:15 p.m., Monday-Friday;
and 8 am.-noon, Saturday.
Free, Call (216) 621-0178.

wizard of a draftsman;:and the
drawing is filled with handsome
passages, including the fippling
f:bric of the magician's silky
shirt.

But the drawing, and most of
the other works at Bonfoey, seem
a little too eager to please, a little
too facile. Nevadomi's insubstan-

tial maidens, with their tiny eyes, .

noses and lips, exalt an ided of
women as slender, weightless
decorative objects. They're visual
background music: Nevadomi
Lite.

At Spaces, 2220 Superior Via-
duct, Nevadomi is part of "“Re-
gional Forecast,” a three-part ex-
hibition organized collaboratively
with Hallwalls in Buffalo and
Brew House Space 101 in Pitts-
burgh, two other nonprofit galler-
ies. (That show will be réviewed
more extensively tomorrow in the
Arts & Entertainment scction,)

The Spaces exhibition includes
another eight paintings that
round out Nevadomi's exprassive
range and give a betteridea of the
demiurgical currents that flow

through his imagination. The best
works in the show depict horses
rearing amid eddies of paint laid
on thickly with the clotted, gritty
surfaces that are Nevadomi's
trademark.

Also powerful is g painting of a
selitary man bobbing amid green
waves far out at sea. It's like see-
ing a shipwrecked refugee from a
seascape by Winslow Homer,
minus the menacing sharks and
waterspout, Nevadomi's lonely
floater is in no immediate danger.
But he is, quite literally, a lost
soul.

In the cut-up paintings, Neva-
ddmi has sliced several canvases
into’strips and has rewoven them
so that hands, noses and eyes in-
termingle with other bady parts,
It's an interesting experiment.
But the woven canvases never co-
here. They're a victim of their de-
vice; they're too rigid, too pre-
dictable and too gimmicky.

_At their best, Nevadomi's paint-

ings ar Spaces speak of primal
emotions and deep-seated fears.
They seem to have been sum-
moned directly from the artist’g
subconscious. Despite that imagi-
nary flavor, they're more sub-
stantial than the airy visions at
Bonfoey.

Then again, if the two bodies of
work had been displayed to-
gether, they might have had a cu-
mulative force that the two sepa-
rate shows lack. Now it's up to
Nevadomi's audience to glue the
two halves of his production to-
gether by secing both shows. De-
spite the weak points in both ex-
hibitions, Nevadomi's best work
makes that short pilgrimage
worth the effort.




back to giraffe trap index

William Busta Gallery,
(featured link)

Cleveland State University Art Gallery (link)

Double Visions
Ken Nevadomi at CSU Gallery

by Douglas Max Utter

For more than thirty years Cleveland based painter Ken Nevadomi’s very personal iconography
and style have emerged from a mix of painterly concerns and an interest in ideas — often
underwritten by a tough vision of urban life. Sometimes, as in the 1986 “The Man Who Lived in a
Refrigerator” (which was one of two works by Nevadomi awarded the coveted Painting Prize in the
Cleveland Museum of Art’s 1986 May Show), these appear to comment on social conditions. But
Nevadomi is an activist only in the sense that he’s involved in the world at street level, with a keen
eye for anecdote and for the absurd. His often dream-like works argue for the importance of
beauty, stranded and disfigured as it may be amid the intensely emotional hues and harsh textures
of daily existence.

The one person show “On the Corner Off’ consists mostly of large acrylic paintings, completed
over the past twelve years or so, which manage to hold their own in Cleveland State University’s
soaring gallery space. All are executed on unstretched canvas and pinned to the wall, stressing the
rough-edged immediacy of Nevadomi’s several recent manners. In these works passages of art
historical reference alternate with semi-comic, off-the-cuff observations, stirred briskly with bravura
brushwork and energetic spattering. Some depict interior scenes, others are nearly abstract, like
several six by ten foot diptychs on display, composed of two side-by-side sections that repeat key
motifs. Each of these features a graffiti-like tangle of boldly drawn images: things having to do with
the philosopher Renee Descartes, a selection of images derived from paintings by Matisse, and a
snarl of WWIl-era bombers.

Nevadomi renders firmly outlined, cartoon-like human figures when he’s using paint on canvas,
although over the years one of the hallmarks of his works on paper has been a much more realistic
linear sensitivity. In the paintings at CSU Nevadomi’s underlying gifts as a draftsman and observer
become a matter of psychological overload; he achieves a shaky sense of pictorial balance by
tipping and turning shapes and sections of color in precarious combinations, winding them together
with wiry lines and obsessively repeated themes. One of his “People at an Exhibition” (2006-7)
paintings at CSU is part of a series dealing with what Nevadomi wryly calls “bar culture.” A starkly
sensual palette of red, black, white, and deep yellow tones shows a bar/café scene, splashed here
and there with white paint. This is similar to a technique pioneered by School of London artist
Francis Bacon (a notorious gambler), who actually threw paint at his canvases in a final gesture,
courting and daring chance to make or break his compositions. In “People at an Exhibition” the



intent seems a bit more calculated, bettering the odds that the painting’s intensity will sustain visual
interest. Nevadomi’s sideways spatters distract the eye, or gives it a jumping-off point, acting as an
extra layer; it's as if we see the blurry scene through a pane of dirty glass. Three faceless, potato-
headed male figures eat and drink, accompanied by three women, also without features. One of
the women is passed out, nude, on the floor, at the left-hand margin of the painting. The direction
of her fallen body echoes and balances the black horse-shoe curve of the bar. At the upper right
one of the men has also passed out. His head rests on a table surface, pointing out of the picture
and continuing the composition’s circular motion. It's not a happy scene, but it captures the fly-
specked, queasy-fuzzy disorientation of drunk nightlife to perfection. Shapes and colors move back
and forth, up and down, round and round, like a ride at an amusement park, hilarious, nauseating,
and hypnotic.

Random markings or brushstrokes, spread around the picture plane, are a common feature of
most of the paintings at “On the Corner Off.” In the Descartes diptych “I Think Therefore | Am, |
Think (2000-2003),” these are large and numerous enough to make an extra painting,
superimposed on the Descartes imagery. In this case, Nevadomi’s “two for the price of one”
devices resonate with the philosopher’s mind-body dualism, and, as elsewhere in the exhibition,
call to mind the multiple focal points and narrative P.O.V’s typical of modernist and postmodern
aesthetic structures.

“Frick/Frack (2000)” and “Airless (2000)” are organized in a similar way, clustering marks and
loose depictions around a central pictorial area (the bar, the Descartes portraits). But instead of
being painted directly on a single surface, they're assembled, “woven” as Nevadomi puts it, from
small cut-up patches of previous canvases, arranged as if in a grid or like tiles in a mosaic. In
“Frick/Frack” these pieces are mostly covered with short, angular black marks, reminiscent of
classic cubist collage works -- except that here no specific object or scene is deconstructed;
instead, aspects of the painter’s habitual manner are the building blocks of a new abstract order.
These seem almost to shimmer and move in relation to each other and to the whole. Again the total
motion of the compositions is both circular and back and forth, as the eye shunts from the broad
surface to interior activity concentrated in the center of the work.

Throughout his various manners, Nevadomi remains concerned with visual conflict and ways of
resolving it. He unpacks the energy of marks, images, line and color as if emptying a bag of toy
soldiers, and deploys them around the battlefields — or playgrounds -- that are his surfaces.
Nevadomi’s disenchanted scenes can seem world-weary and grown-up enough to read as cynical,
yet there is an ongoing innocence inherent in his energetic style, and a winsome (if twisted)
suggestiveness to titles like “Caravaggio Light,” which shows a stripper seated at a bar, near a
large window that bathes her naked back in golden afternoon sunshine. Even at their most
dramatic Nevadomi’s paintings aren’t exactly “Caravaggio Lite” (though contemporary strip clubs
certainly might be), but they spread the fresh colors, quick wounds and dark thoughts of a younger
world on the canvas, at once playful and serious in their games.
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WOLFS Gallery Announces Representation of Ken Nevadomi Collection

Cleveland, OH — WOLFS Gallery is pleased to announce the
representation of Ken Nevadomi (b. 1939), one of Cleveland’s
premier figurative painters. Included is the acquisition of
Nevadomi’s own remarkable collection of paintings spanning his
celebrated and prolific career. Known for his direct and often
controversial figurative subject matter, Nevadomi’s art is an
intuitive and personal response to contemporary culture and
urban drama.

Important in this region as a major artist and highly regarded
professor, Ken Nevadomi’s blue collar persona adds another
dimension to his appeal. At the age of 17, Nevadomi left his
troubled home in Cleveland enlisting in the service for two tours
of duty during which he began to recognize his prowess and
passion for painting. He went on to earn his B.FA. from the
Columbus College of Art and Design in 1972 and an M.FA.
from Kent State University in 1975. Nevadomi has been
included in numerous juried shows and at least 10 solo
exhibitions since 1975. His work was regularly included in the
Cleveland Museum of Art's May Shows winning several first Ken Nevadomi (American, b. 1939)

prizes in painting and was awarded the 1988 Cleveland Arts PaNInG fetist, AIRE: L
Pri for Vi | Art Acrylic on canvas, 87 x 64 inches
rize for Visual Arts.

Nevadomi’s work was sought out by curator and art advisor, Allan Schwartzman, for the New Museum’s
1980 exhibition Outside New York. Eluding fixed meanings, his work explores broad subjects that peel
away the veneer of the human condition. Schwartzman has said that Nevadomi’s works are, “harshly
candid confessions, presented with comic book irony, revealling] a phantasmagorical world.” Much
like Picasso, Nevadomi was enamored with the female figure, which is frequently represented in his
powerful, sometimes angst-ridden compositions.

William H. Robinson, senior curator at the Cleveland Museum of Art, says of Nevadomi’s work, “What
impresses you the most about the art of Ken Nevadomi is its honesty and its directness... His art offers
a constant ‘unmasking’ of the darker side of human nature — a painful probing of hidden realities,
topics avoided in normal discourse, subjects not rigidly defined or easily explained by rational
analysis.” Comprehending specific meanings is not necessary to appreciate Nevadomi’s narratives.
While he may have set out to make social commentary, he encouraged the viewer to respond with
their own interpretations. Of his work, Nevadomi has said, “I'd like to think that these works have
something to do with our lives but damned if | can figure out what that might be,” continuing, “I think
the world is more bizarre than my paintings will ever be.”

WOLFS is dedicated to creating a program that advocates and cultivates a broad audience for
Cleveland’s most significant artists. Nevadomi’s work will be introduced with an in-depth exhibition
and catalog planned for Fall 2021.

For Press and Sales Inquiries, please contact WOLFS at: 216.721.6945 or info@wolfsgallery.com
View our Website at www.wolfsgallery.com
Follow WOLFS on Instagram @wolfsgallery or facebook.com/wolfsgallery

23645 Mercantile Road, Cleveland, Ohio 44122
216.721.6945 | info@wolfsgallery.com | www.wolfsgallery.com



