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This exhibition aims to excite a deeper interest
in geometric art and abstraction in the area
and inspire more artists to open up

their studio practice.

Curatorial Statement

The art in Tangents: Abstract and Geometric Art in Northeast Ohio is a collection of work
created by a group of diverse and prolific artists. They encode abstraction as a part of their
artistic language. This includes forays into: color, optical interplay, mathematics, space,
surface, texture, process, and the built environment. These artists are further unified by the
use of non-representational forms that are powerful yet pragmatic upholding traditions of
abstract art in the region.

The idea for this exhibition grew out of a call to action. In the wake of the COVID 19
Pandemic most regional artworks appeared to explore literal pictorial space in painting and
sculpture. Questions circulated about who in the area is making design dominant,
non-representational work? Why is making abstract work still important? And how can the
process of being an abstract artist lead to greater manifestations of perception? This
exhibition aims to excite a deeper interest in geometric art and abstraction in the area and
inspire more artists to open up their studio practice.

The nine artists in Tangents share many intersections but all explore their individual pursuits
in geometry and abstraction. For example, Susan Squires explores the excavation and
preservation of the surface under dense layers of encaustic wax. Mark Keffer uses a series
of processes to add and subtract text, symbols, and references to circuitry. Andrew Reach,
trained as an architect, uses various computer programs to explore geometry, rhumbas
combinations and mathematical constraints in both two and three dimensions. Catherine
Lentini uses analog drawing techniques to arrive at the optical interplay in her geometric
forms. Gianna Commito allows relationships between forms and layering techniques to
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crystalize into new geometric spaces. Ed Raffel employs a sculptural approach with mirrors,
optical interplay, and material intersecting various styles, tastes and perceptions. David
Louis Cintron uses a more automatic, layered and traditional approach in his paintings to
fragment forms and time. Mark Howard is inspired by the collage like aesthetic of arrange-
ment in using various shapes, textures, and bold colors in his paintings. All of these artists
are connected through abstraction but are divergent in their practice.

The process of making abstract art occupies a rare space. It combines ways of thinking
and making that interact with the temporal; sometimes abstraction is minimal and simplified,
sometimes optical, and sometimes part of a collaged or combined language. It slows down
or abandons the use of literal shapes and forms, often including ad hoc arrangement and
disparate elements to engage the viewer in a space where philosophical questions prevail.
The work has the power to share the pictorial space of color and surface with sensoriality,
metaphor, and resonance.



Susan Sauires




Encaustic is my chosen painting medium. It's history, seductive sur-
faces, transparency, and the resulting ability to layer and imbed, all
precisely suit my goals. Believing that a sense of “the sacred” is

missing in our contemporary world, | refer to ancient studies of

Sacred Geometry in my work. Painting, for me, is always an
elusive mystery, and always about color.

sound of silence

“In this piece | am working with the wood grain of
the pine round and the rectangles of the wood strips
which form it. | joined the rectangles with drawn and

incised lines. | am interested in the space created.”

Susan Squires




“

My approach to painting revolves around discrete
projects, often conceptual in nature, that incorporate
an open-ended balance of systematic thinking and a
fascination with the experiential effects of color. | make
paintings about painting, and I'm interested in painting as a
way of thinking. Engaging with tropes of geometric abstraction
and the elegance of pattern, and the imagery | use draws upon
basic arithmetic and abstract reasoning to challenge and delight
viewers’ perceptions.






My paintings are an effort to reflect a state of uncertainty, one that is the natural product of
the times in which we live, but also, one produced by the cognitive processes of perception
and memory. These aspects of the mind are fragmentary and subjective and inspire the spatial
ambiguity and other formal disruptions in my work. Attractive colors and patterns create
semi-ironic moments of optimism in the midst of existential voids.

There are often references to circuitry, which are used primarily to symbolize information to
which we have no access. | see ultimate truths as unknowable and hope to mirror our state

of not knowing. On a poetic level, | hope my work evokes remnants of a future digital past.

| embrace open-endedness and a degree of absurdity in my work, as they echo the world
around us.







This body of work deals with illusionistic frames as a source of internally and/or externally
applied pressure. All of the pieces have some kind of framing device that is either
pushing out from the center or compressing in from the edge, or both. The concentric
framing devices are always painted first, and then usually covered up while | start the
planer, fractured, “body” of the painting. At a certain point | reveal the covered frame or
interior structure and marry the two competing images. | want this to be an uneasy union.
They are a loud couple. A certain amount of energy or anxiety between competing color
systems or patterns is what keeps the work from becoming too friendly.

My paintings are made with casein, a milk protein--based paint, and traditional mar-
ble dust gesso ground on wood panel. | do not have a predetermined image in mind.
I work intuitively, allowing dozen of layers to build and relationships between forms

to crystalize into geometric, architecturally inspired spaces.




This idea of scaffolding, floor plans, or underpinnings is
important to the visual stability of the work. Without some
kind of structure the image falls into chaos. Despite how

graphic they seem in photographs, my paintings and
drawings are fairly grungy. | spend a lot of time touching my
work. There is a haptic quality to how it is made. The
repetitive act of pulling tape off the roll, pressing it to the
painting, and pulling it away keeps my face about six inches
from the surface at all times. | am hunched over the painting
as it lays flat on the worktable and my elbows, hands, and
coffee rest on its surface. This hands-on, sensory input is
similar to what a weaver or potter must feel, completing the
same motion over and over again. Unlike a factory worker
on an assembly line, | am able to respond to the repeated
motion and change the task to fit the visual need. This recent
work shares a similar aesthetic weft and warp to the way
textiles are made. | am weaving several images together,
if only illusionistically. In this way, I'm again subverting the
initial structure of the image by pushing it back and pulling it
again to the surface.

Untitled
casein on paper
15’ X11” (unframed) 2017 23
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I make abstract geometric paintings and installations inspired by landforms and

rock formations that, combined with dizzying color contrasts, play with perception of
shallow space. Relying on repetition, line, scale shifts, and collage techniques to push
and pull the picture plane, the resulting image manipulates and challenges spatial
expectations. | create rules as | go, making decisions that are spontaneous and
slightly measured, allowing for mistakes and corrections. DayGlo colors, a signature
of the palette, challenge adjacent colors and disrupt a comfortable place. After years
working with hard-edged patterns, slick geometric painting has eroded into gestural
mark-making and heavily layered textures. The marks are expressionistic, at times
smooth and controlled, and sometimes demonstrating struggle and confrontation.
The resulting punchy surfaces inhabit a frontal, shallow, optical space.

Collage serves as both a sculptural and conceptual expression. Repeating patterns
and gestures call out the flatness of the picture plane, while collaged or painted
elements push against it, creating a constant, inventive dialogue between illusions of
depth and flatness. The paintings expand into the viewer’s space, either perceptually
or physically, and create a greater sensory experience beyond seeing.

Gale, 2021
Flashe, DayGlo and acrylic on
paper

54" x 44”
25










Right: “It Always Comes Back to You,”
19” x 42" x 117, Welded steel frame on
linear motion tracks with dual chain
and sprocket drive system. K1 attach-
ments hold 51 non-reversing front
surface mirror pairs mounted on aluminum
carriers with color-multiplying panels.
The drive system is a DC gear motor
driven with variable speed and
reverse. 2023

Right Page: Nautilus Triad, 34", Plywood
and Wigglewood carcass, front surface
mirrors, polyacrylic coated line art,
polyester fabric. 2923

The idea for this piece occurred to me some 25 years ago and all the
mirrors were purchased from a company in California, which were later
used on everything EXCEPT this piece. This was the nidus for all of the mirror
diad art | have done for the last 3 years finally culminating in this piece.
These front surface mirror diads are rather miraculous in that they affect three
optical illusions simultaneously. The mirrors reverse the image so that the viewer
sees themselves in the correct L-R orientation, perhaps for the first time. Second,
the diad captures the viewer within its 90-degree dispersion radius and inescap-
ably follows any observer within its range. Adjacent observers will not see their
neighbor but only themselves, as this operates as an observer-dependent reality.
Thirdly the mirrors can multiply the adjacent color squares thrice resulting in the
appearance of a complete square of color.







QUADRABAR | (perspective) 3D Deriv-
ative Series, 2023 UV inkjet on acrylic
mounted to composite aluminum, cut out

on cnc router. Edition of 3, 47.5” “x 45.5”



Crushed
2017, 17"x17"
Acrylic on canvas

My current artistic practice functions as a grounding meditation. My
intent is simply to create automatically, in the present moment, to express
who | am.

The work begins without a preconceived idea or plan; | show up and start.
Compositions—depicting images emergent from the unconscious mind—are
exploration and discovery of form and formlessness, negative space and
imagined structures, suspended worlds and symbolic gateways. There is an
intuitive dialogue with the materials and the painting—a constant back and
forth process between automatism, creating without conscious thought, and
a stepping back to make more considered decisions with color, composition,
pattern, shape, space, and dimension. Heavily inspired by all nature and life
around us, | will occasionally notice recognizable forms in the developing work,
and may play with them just enough to encourage formation while allowing
identification to remain elusive.

There's also a very important temporal aspect to my process. Though | proceed
with work daily, | find it important to recognize when to leave; when | no longer
have answers. The intervals between the studio sessions will always provide
solutions until they don’t. Once there are no more questions asked, no more
lines or forms, tangential relations shouting for resolution, | know the painting has
found its proper place; transcending the picture plane and living in its own space.
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Mark Howard’s recent works are derived from contemporary paper cutouts he has been

working with for the past five years. This technique, inspired at a transitional point in his
artistic career by a folded paper snowflake, has served as fertile ground for his expression
and growth.

Howard’s works begin as small sketches, which he then transfers to paper, folds, and cuts.

When unfolded, intricate compositions of rhythmic repeated patterns are revealed. His deft
use of line, positive and negative space, and the expressive qualities of his renderings are
dramatically intensified through the repetitive patterns created.

Howard is known for the range of subject matter he approaches in his work. Much of the
personal, social and cultural imagery he develops is gleaned from life in his Cleveland
neighborhood. In his creative hands, what he sees and finds --- including scraps of
newspaper, letters and photographs, become the impetus for his compelling compositions.

Howard’s paper cutouts, complete works of art themselves, also serve the artist as drawings
for his other works. These include large scale paintings where the cutout imagery has been
expanded and energized with the artist’s instinctive use of dramatic color. In many works,

repetition, shape and pattern have been dominant forces in these compositions. In other
smaller paintings, the artist has isolated segments of these cutouts to focus our attention on
them. In all these works, the negative shapes are critical elements of the artist’s work.
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Left, Untitled, 2020, Collage
on paper, 8.5” x 5.25”
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