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The Halls at Bowling Green is a curatorial incubator serving the student body and downtown 

community with contemporary art exhibitions.

For more information, please visit www.powerhouseprojects.com

The Halls at Bowling Green is located at 25 Broadway, 7th Floor

Visitors please phone (212) 925-6625 for admittance.
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Ben LaRocco. Atomic Swerve.  Oil on linen. 2008. 35” x 40”

Source
Glen Cunningham | Mark Dagley | Laura Fayer | Molly Herman
Lori Kirkbride | Ben LaRocco | Rachael Wren

APRIL 22nd - MAY 28th

INCUBATING ART DOWNTOWN

The City College Center for Worker Education
and PowerHouse Projects Present

About the Curators

Visual artists Susan Ross and Melissa Staiger are emerging curators whose recent collabora-

tion includes Patterns of Growth mounted at NURTUREart Gallery through its emerging curators 

program.

Resource:  Where Abstract Art Is (From)  
Panel discussion Thursday, May 6th from 6:00 until 7:30 at The Halls 

With Rossana Martinez and exhibiting artists. 

About the Panel Moderator
Rossana Martinez is co-founder of MINUS SPACE, an alternative Brooklyn-based organization 

dedicated to reductive art.  Martinez is a Fellow of the Cue Art Foundation and a member of 

American Abstract Artists.



In 1944 Jackson Pollock saw the work of Janet Sobel—a Brooklyn mother of five who 

had started painting at 43. This encounter would inspire Abstract Expressionism’s fa-

vorite son to create his iconic drip paintings.  Thus critic Roberta Smith notes, “Jackson 

Pollock may have broken the ice, in Willem de Kooning’s well-known phrase, but Janet Sobel 

definitely helped crack it.”*

Source features seven artists whose work shares a mysterious quality present in all good 

abstract painting: colors, shapes and patterns are articulated into compelling images that 

defy the constraints of rep-

resentation. And, just as Pol-

lock was moved by Sobel’s 

work, these seven are united 

by shared stories of feminine 

inspiration that ranges from 

early childhood memories to 

a critical appraisal of prede-

cessors.  

Though their work repre-

sents two different strains of 

Abstraction, Glen Cunning-

ham and Lori Kirkbride both 

have early, vivid memories 

of textiles and fashion. Cun-

ningham recalls how growing up in a small house with his mother and grandmother he would 

make objects of the scraps from his mother’s lively sewing practice. Many years later, he 

says “there is a common thread 

of shape vocabulary in my work” 

that stems from those early ex-

periences. Cunningham stretches 

canvases over irregular armatures 

and juxtaposes painted shapes to 

create what he calls “cut-outs”. 

Like delicate stitching, intersect-

ing pencil lines weave through-

out, creating smaller variations 

within his larger tableaux.

Lori Kirkbride’s exuberant use of 

color reflects her love of fabric 

from the 60’s and 70’s, “I re-

member my great-grandmother’s 

Lily Pulitzer sundresses and rely heavily 

on these visual memories for color in my 

work.” Also inspired by the story behind 

these textile designs—Pulitzer initially ran 

a juice stand and needed brightly colored 

clothing to hide stains—Kirkbride paints 

with a tactile inventiveness, pouring and 

layering high-key colors to create a rich 

variety of patterns.  

Mark Dagley, Molly Herman and Rachael 

Wren credit such historical heavyweights 

as Helen Frankenthaler (born 1928), Lou-

ise Fishman (born 1939) and Agnes Mar-

tin (1912-2004) as powerful influences 

on their own work. “What we know of ab-

stract painting today would indeed be completely impossible without the pioneering research 

of female artists,” Dagley notes.  While Frankenthaler’s work is visually quite different from 

Dagley’s—the looser forms in her compositions countering his tightly rendered geometrical 

patterns—Dagley credits Frankenthaler’s finely honed palette as essential to the develop-

ment of his own. 

Like Louise Fishman, who in later work took an almost sculptural approach to painting, Molly 

Herman uses a variety of tools to build up her canvases. She pours, stains, scrapes, weaves 

and draws paint with brushes and 

trowels with a physicality that is 

transmitted directly through her 

brushstrokes. Herman is also fas-

cinated with how her densely lay-

ered marks illustrate the Bezold 

Effect—a Bauhaus discovery that 

color is not a visually fixed con-

stant but in fact is affected by sur-

rounding colors.  

Rachael Wren is influenced by Ag-

nes Martin, whose paintings are 

defined by line, grids and subtle 

color.  While living in New Mexico, 

Martin introduced color washes 

that shimmered in the changing light. Similarly, Wren uses the grid to create order and tran-

quility. Wren creates the illusion of glowing light, layers of space and volumetric roundness. 

Her colors are often derived from 

observed phenomena— light 

playing between tree branches, 

for example.  Wren states, “I am 

drawn to moments when air feels 

thick, when space has a pres-

ence as real as that of objects.” 

Ben La Rocco and Laura Fayer 

both embrace mystery in their art.

La Rocco found a kindred spirit in 

Hilma Af Klint (1862-1944). “She 

was a mystic who felt that imag-

ery was channeled through her.

When I discovered her paintings 

she was all I could think about 

for a long time.” La Rocco’s imagery comes from memory, experience and observation. He 

uses symbols and recurrent forms such as spirals, trees and nebulous clouds. “Occasionally 

my work comes from my dreams,” he reveals. “Each painting is its own universe, draw-

ing from some or all of these 

sources.” 

While many of the artists were 

influenced by specific individ-

uals, Laura Fayer’s impetus 

comes from less concrete 

sources. Having spent time in 

Japan as a child, Fayer recalls 

of this time that “my memo-

ries are vast and fluid, but it 

is the residue of something 

deeper and less quantifiable 

that stayed with me in the 

studio.” These forces have 

brought her to an aesthetic rooted in wabi-sabi, a Japanese approach to beauty associated 

with the Yin aspect of the Chinese Yin/Yang and associated with femininity, serenity and the 

passage of time. Fayer utilizes handmade rubber-stamps, revealing and concealing various 

marks through layers of paint and rice paper. “My paintings serve as a record of a natural 

process... and show evidence of intuitive responses,” she explains. 

These artists all engage in distinct practices, yet their images and sources overlap in a fluid 

manner just as richly layered as their paintings.

*Smith, Roberta, “ART IN REVIEW: Janet Sobel” The New York Times, February 15, 2002.

Glen Cunningham. Planar Deformation.
Gesso and graphite on linen (shaped canvas).  2009.  58” x 68”

Lori Kirkbride.  Untitled.  Acrylic polymer and resin on panel. 2009.  72” x 72”

Mark Dagley.  Untitled.  Acrylic on canvas.  2009.  30” x 36”

Molly Herman.  Madder-Dot.  Oil on canvas.  2009. 12” x 12”

Rachael Wren. Branch.  Oil on gesso and paper.  2009. 8” x 8”

Laura Fayer.  Troubadour.  Acrylic and rice paper on canvas. 2009. 24” x 30”


