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World Bank Art Society--Exhibit Opening:
Virginia Cuppaidge, Australian Artist

Wednesday, May 1, 1996
6:00-7:00 pm
E 12th Floor Gallery
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A. CLASSIFICATION

B. SUBJECT: WORLD BANK ART SOCIETY -- EXHIBIT OPENING: VIRGINIA | DATE: 05/01/96

CUPPAIDGE, AUSTRALIAN ARTIST

JDW TO MAKE OPENING REMARKS /#/ (JDW & ERW)

VENUE: E 12TH FLOOR GALLERY

PROGRAM: 6:35 PM. (AFTER AMBASSADOR'S MCARTHY'S ARRIVAL) -+ JDW

WILL MAKE REMARKS

TO ACCOMPANY: REGINE BOUCARD & SERAGELDIN -- PICK-UP AT 6:10 P.M.
CONTACT: REGINE BOUCARD @ 34711

C. VPU

Affilliates

Corporate Regional

D. EXTERNAL PARTNER

E. COMMENTS:

File Location Cleared By Date:
05/17/96







THE WoRrLD BANK STAFF ART SOCIETY
REQUESTS THE PLEASURE OF YOUR COMPANY
AT THE OPENING RECEPTION

OF PAINTINGS BY

VIRGINIA CUPPAIDGE

ON
WEDNESDAY, MaY 1sT, 1996
FROM 5:30 PM TO 8:00 PM AT
701 19TH STREET NW
E-12 GALLERY

WASHINGTON DC

PLEASE PRESENT THIS INVITATION AT THE DOOR
WITH THE PROPER PICTURE IDENTIFICATION

ExXHIBITION THRCOUGH JUuNE 30TH, 1996
FOR ADDITIONAL INFORMATION PLEASE CALL 202/473.4711

IDAVIIND VINIDH A  ONINNIS9EgG FHL 40 ¥3LNID)

8861 @ .Gl ¥ . SYANYD NOIO

World Bank Staff Art Society
1818 H Street, NW.

Suite J 4-008

Washington, D.C. 20433

Mr. & Mrs. James D. Wolfensohn






ROSENBERG +KAUFMAN FINE ART
115 WQOOSTER STREET, NYC 10012

TEL 212.431.4838 FAX 212.431.1067






“Stars Map"

Virginia Cuppaidge

Jo Sonja Gouache on paper
22" x 30" ©@1984







“City Harvest"
Virginia Cuppaidge
Archival Qil on Canvas
36" x 38" @1883







VIRGINIA CUPPAIDGE
NEW WORK

DCTOBER 17 — NOVEMBER 18, 1995
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Trailing The Perimeter
Virginia Cuppaidge
Acrylic on Canvas, 45" x 72" ©1988



VIRGINIA CUPPAIDGE



FROM COLOR FIELDS TO FIELDS OF COLOR
New Works by Virginia Cuppaidge

“Light is there and colors surround us. Nevertheless
if we did not have light and color in our eyes, we
would not perceive them outside.”

In 19689, Virginia Cuppaidge left her native
Australia to come to New York to be in the center
of artistic production which the city certainly was
at the time. Many of her fellow Australians had
gone to London but Cuppaidge felt that she had to
be in the place where truly contemporary abstract
art was being made. Moreover, New York she
recalls was purported to be “the most
sophisticated city in the world.” She found what
she was looking for. Of great importance early on,
was seeing a Hans Hoffman painting at the
Metropolitan Museum which seemed bold, bright,
and aggressively American, making European
abstract painting appear polite in comparison.
Then, of decisive importance, was the Mondrian
retrospective at the Guggenheim Museum in
1972. The work she had seen of the De Stijl
painting in Australia was only in reproduction. But
now she could respond to the paint quality when
seeing actual canvases by Mondrian in the flesh.
She realized that carefully structured painting
could indeed also be sensuous at the same time.
Like a Joycean epiphany, this moment of revelation
has stayed with her as she continues her career
as a painter.

In the seventies, Cuppaidge worked in the style
which has generally been described as color field
painting. As time went by, however, Cuppaidge, like
many of her contemporaries, managed to discard
the Greenbergian vise and the severe geometry in
her paintings was eliminated while she was able to
maintain her very special sense of light. She began
playing with similar shapes against each other and
before long, organic forms entered her paintings
which were bathed in a subtle and subdued light.

Once Kandinsky and the Delaunays had liberated
color from the delineation of form, it became
possible to think in terms of color as the prime
aspect of painting. In the work of Virginia

Goethe

Cuppaidge it is color that organizes the canvas
and structure becomes a function of color. In a
recent painting such as The Eye of the Calm, a
blue pyramidal shape manifests itself, but it is the
blue that is the most assertive in its relationship
to the turquoise, the greens, and the reds of the
richly vibrating surface. A similar experience is
provided by a sensuously voluptuous painting
which she has named Clouds Within the
Mountain. The title is a reference to the I-Ching
which has been an important source of illumination
for this artist. The painting with its many layers of
acrylic and oil has assumed a great strength of
composition in emphatic colors. Evocative of a
lush landscape, it simultaneously elicits visual,
aural, olfactory, and tactile sensations, producing
an effect of synesthesia which involves all the
senses of the viewer.

The Center of the Beginning is a field of color 15
feet across in which a diffusion of hues flows
across the canvas in a direction which moves
upward and toward the right. The bright palette of
red, blue, orange, green and purple is held at the
same values, yielding a sense of harmony and calm
within the luminosity of the painting. In certain
places the straight lines delineate the color areas,
but it is color which dominates the compaosition.
The surface is organized in an all-over manner so
that the forms at the outer edges hold the same
visual weight as the central area. Although non-
objective, the painting evokes a sense of nature, of
water and sky and tropical flora.

Virginia Cuppaidge continues to explore the range
of possibilities of an ideal and consummate
correspondence between nature and painting.

Peter Selz
New York Gity, 1989

Cover: Sunshines Scomehaow. Oil on Canvas. 38" x 36", 1888 ©



Four Corners of the Earth. Oil on Canvas. 45" x 72", 189889 0©



Center of the Beginning. Oil an Canvas. B4"” x 180", 1888 @




Constellatiaon Shift. Qil on Canvas. 45" x 72", 1989 ©



VIRGINIA CUPPAIDGE

SOLO EXHIBITIONS

1989
1988
18987
1886
1885
1985
1984
1883

1982
1980
1979
1976
1975
1974
1873

Stephen Rosenberg Gallery, New York City
Michael Milburn Galleries, Brisbane, Australia
Bloomfield Galleries, Sydney, Australia
Stephen Rosenberg Gallery, New York City
Bloomfield Galleries, Sydney, Australia
Milburn Galleries, Brisbane, Australia

Ruth Schaffner Gallery, Santa Barbara, California
Lewers Bequest and Penrith Regional Gallery
(Museum), New South Wales, Australia
Gallery A, Sydney, Australia

Gallery A, Sydney, Australia

Gallery A, Sydney, Australia

Gallery A, Sydney, Australia

Susan Caldwell Gallery, New York City
Gallery A, Sydney, Australia

A.M. Sachs Gallery, New York City

SELECTED GROUP EXHIBITIONS

1889
1988
1988
1986
1885
1983
1882

1882
1978

1978
1978

1977
1876
1875
1973

1973

Manhattan Community College, New York City
Arts Fair, Melbourne, Australia

EveSpan, Albury Regional Arts Center, Australia
Genest Gallery, Lambertville, New Jersey
A.LR. Gallery, New York City

AllR. Gallery, New York City

Phillip Morris Collection,

Melville Hall, Canberra, Australia

A.LR. Gallery, New York City

Organization of Independant Artists,

Brooklyn Courthouse, New York

Susan Caldwell Gallery, New York City
Australian Women Artists, Contemporary
Arts Society, Sydney, Australia

Lehman College of Art

Bronx, New York

Susan Caldwell Gallery, New York City
University Art Gallery, Berkeley, California
“Women Choose Women,” New York Cultural
Center, New York City

Aladdin Gallery, Sydney, Australia

AWARDS

1976
18975
1975

Guggenheim Fellowship in Painting
C.A.PS. New York State Award for Painting
MacDowell Colony Fellowship

PUBLIC COLLECTIONS
Neuberger Museum, Purchase, New York

Kingsborough Community College, Brooklyn, New York

Art Gallery of New South Wales, Sydney, Australia
Commonwealth Loan Collection (Australian Embassy)
Queensland Art Gallery, Brisbane, Australia
Newcastle Art Gallery

Power Institute, Sydney, Australia

Sydney University Library, Sydney, Australia
Queensland University, Brisbane, Australia

CORPORATE COLLECTIONS

Chase Manhattan Bank, New York City
Citicorp, New York City

Integrated Resources, New York City
Elders IXL Finance, New York City

Hyatt Regency Hotel, New York City
Olympia & York, Inc., New York City
Phillip Morris Collection, Canberra, Australia
Prudential Life Insurance, New York City
5. Vogue, Inc., Dallas, Texas

Westpac Banking, New York City
Whitney Communications, New York City

TEACHING AND INVITATIONAL LECTURES
1988 Pratt Institute, Brooklyn, New York

1986 Manhattanville College, Purchase, New York
1984 \Visiting Artist, University of California

at Santa Barbara

Art Gallery of New South Wales, Australia
Power Institute, University of Sydney,
Australia

Queensland Art Gallery, Australia

Pratt Institute, Brooklyn, New York
Wooster College, Ohio

Visiting Artist, Pratt Institute,

Brooklyn New York

University lecture tour, Australia

Lehman College, Bronx, New York

Visiting Professor of Art

University of California at Berkeley

1983
1983

1883
1882
1882
1880

1879
1877
1875

REPRESENTED BY

STEPHEN ROSENBERG GALLERY
115 WOOSTER STREET
NEW YORK, NY 10012
212-431-4838



Evye of the Calm. Acrylic/ Oil on Canvas. 72" x 96", 1988 @
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VIRGINIA CUPPAIDGE

ROSENBERG +KAUFMAN FINE ART
115 WOOSTER STREET, NYC 10012

TEL 212.431.4838 FAX 212.431.1067



Forest Traffic Il Qil/Canvas, 45" x 72," 1995



VIRGINIA CUPPAIDGE:
The Nature of Painting

Virginia Cuppaidge’s art has
always been a celebralion of
abstraction. She understands how
the sights and sounds of nature
find expression threugh coler

and form on a two-dimensional
surface. In her oil paintings
Cuppaidge addresses one of the
principal tenets of abstraction: the
experience of nature is something
more than the eye can see-the
cosmic realms and the micro-
scopic world clso can be realized

through abstracted images.

Cuppaidge's vivid hues and thick,
sensuous surfaces reaffirm her
initial pleasure in seeing works of
art in the original after years when
only reproductions were available
io her. In 1969, when she came
io the Uniled States from her native

Australia, Cuppoidge quw'ck|y

absorbed the sophisticated art
scene of New York, which included
some of the best museums any-
where. Trips fo the Guggenheim
Museum infroduced her fo the extra
ordinary abstractions of Wassily
Kandinsky, and the wonders of
American modernists Georgia
O'Keeffe and Arthur Dove. A
painting of explosive color by
Hans Hofmann in the Metropolitan
Museum of Art was a stariling visual
experience alfer the sepia repro
ductions of his work she had known
in Auslralia. In 1972 a major refro-
spective of Mondrian came to the
Guggenheim, and Cuppaidge
was astonished at the incredible
visual eftect of his neo-plastic
canvases. She realized that
even the rigorous, geometric
compositions of Mondrian could

alsc be a sensual expression. In



1983 she saw lee Krasner's refro-
specfive af the Museum of Modern
Art, and was overwhelmed by the
canvases of this arlist whose work
had seldom been shown previous-
ly. Since her earliest paintings,
Cuppaidge has continued fo
employ an underlying structure for
her large, painterly canvases: a
large biomorph or o series of
friangles anchor her compositions,
and serve as a counterpoint for
the linear elements and spots of
pigment that adhere fo the larger
forms like microscopic organisms.
like Kandinsky and Hofmann,
Cuppaidge contfinues fo explore
the siructural properties and the

exprassive character of color,

This is especially true in her recent
canvases that are redolent of an

important change in Cuppaidge’s

life: for the past four years she has
summered in Amagansett, long
sland, and taught at the Victor
D'Amico Institute of Art/Art Barge
in Napeague Harbor. She fold a
story recently of a remark that she
had made to one of her adult stu-
dents there. When the young man
expressed an interest in painting
the bay adjacent to the anchored
studio/barge, Cuppaidge advised
him to “paint the feeling of the
bay” rather than a view. This is
exaclly the approach of the artist
herself. The effect of the gentle
waves, the cobalt of the skies,
and the buzzing grasses have
transformed her vision, making for
smaller, shimmering, lively forms
on the canvas. The vision is no
longer of a landscape recalled
from her native Australia, but the

direct experience of the beauties



First Days of Spring Qil/Canvas, 40" x 60,” 1995



When Ships Come In OQil/Canvas, 72" x 96," 1995



around her. The artist makes vivid
waorks on paper, and brings back
to her New York studio these
impressions of Long lsland’s
special light. Cuppaidge recalls
her memories of the seas off the
coasts of Australia as harsher and
stronger than the tranquil lapping
of waves and the gentle greens

of the Atlantic.

Titles of her recent works suggest
how much her yearning for nature
has been satistied by her sojourns
at the beach, and how her
creative energies are easily
channeled there info painfings of
enormous visual appeal. Sunlight
and Rain, for example, combines
underlying triangles and biomorphs
with an active surface of vivid
color areas in green, red, blue,

and yellow; all the hues that are

redolent of the sea. In this work, and
another, When Ships Come In
she shows the extent of her
abstractions’ centinuity and
departure from previous paintings.
These images have the dynamic
interaction of color and form that
has always been her signature
approach. The new paintings,
though they refain her expansive
scale, feature elements that no
longer sweep powerfully over the
entire canvas, but pu|sofe and res-
onate as though driven by inner
torces. First Days of Spring and
Forest Traffic Il in their shimmering
eftects of oscillating dabs of coler
are reminiscent to me of the
resplendent nature studies of Joseph
Stella, an American Futurist
honored last year by a retrospec-
tive at the Whilney Museum of

American Art-a show that



Cuppaidge viewed, and deeply
admired. While her color choices
and the overall appearance of her
nature canvases depart from the
dynamism of the Futurists, the infer
nal rhythms and the use of small
strokes of color to enliven the

surface reflect their example.

The cosmos has always been

a theme that has captured
Cuppaidge's imagination. In Star
Map, the binaries of dark and
glowing, massive and minuscule,
unified and fragmented evoke the
experience of a starry evening

in a sky that never ends.

Cuppaidge needs fo be applauded
for the rich and vibrant canvases
and works on paper that never
get stale. Her art brims with new
ideas, and her energy abounds.

This show is the twenlieth sclo

exhibition for Cuppaiage. Such
an exhibition history both in the
United States and Austialia is @
remarkable achievement for any
artist. For Virginia Cuppaidge,
the buoyancy of her new

canvases is a friumph.

JOAN MARTER
Professor of Art History

Rutgers University



Star Map Gouache on paper, 22" x 32, 1994



VIRGINIA CUPPAIDGE

SELECTED SOLO EXHIBITIONS

1996
Douglass Colege. Rulgers Univarsity,
MNew Brunswick, N

1996, 1994

Rowin Gibson Gallary, Sydnay, Australia
1995

Roserberg + Kautman Fine Art, NYC
Wagner Art Gallery, Heng Kong, China

1993, 1989, 1986

1988, 1985
Michael Milkom Galleries, Brisbane,
Austral'c

1987, 1985
Bloomfied Galleries, Sydney, Aushclia

1986
Manhataryi le College Gallery,
Purchase, NY

1984

Ruth Scnaffrier Gallery, Sarra Berbara, CA

1983

Peririth Regoral Gallary, New South
Wales, Australia

1982, 1980, 1979, 1976, 1974
Gallery A, Sydney, Austialia

1975

Susan Caldwell Gellery, NYC

1973
AN Sachs Gallery, NYC

SELECTED GROUP EXHIBITIONS

1996

Joan & Pater Clamange- Triennial
Exhinilion of Cenlemporary Ausholian
Art, Netional Gallery of Vicleria,
Melbourre, Auslralic

1993, 1991
Slephen Rosenbarg Gallery, NYC

1992

Wagner At Callery, Sydney, Ausralia

1991

Australiar Galleries, Sydney, Aushalia
1987

Monasn University Gallery,
telbourne, Ausiralio

1985, 1983

ALR. Galiery, NYC

1982
Prilp Mearris Collzction, Melvile Hall,
Canserra, Aushalia

1978, 1976

Suzan Celawel Gallery, MY

1978

Australion Wamean Arliss
2

Caoremporary Atls Sogicly, Sydney

SELECTED BIBLIOGRAPHY

1994

Eveyn lynn, The Austreiian, June

1993

Wandy Backett, The Mystical Now: An
and The Sacred. llus., Universe
Grace Gluece, The Mew Yok Observer,
March

Certirme Rotins, Exhibition Esscy,

[

Slephan Rosanberg Galery, NYC

1992
Hean Ashton Fisher, "NY Marebock,”

Oz Arls Maguaczine

Susar Wyndham, "Diown io the USA,"

The
1990

Infernalicnal Goesl Arist, Australian

Australion Magazine

Ary Fine Colling, Art in America, Jon
1989

Ruth Beiss, ARTnews, December

1989

Fewer Selz, Calalogue Essay,
Stephen Rosenberg Gallery, NYC
1986

Corinne Rebirs, Calalegue Essay,
Stechen Rosenberg Gallery, NYC

1985
MNancy D Underhill, Universin of
Queensland Al Museum Cafalegue

1985
linda van Nuren, Tne Austalian, Aori

1984
Cevinne Rogins, The Pluralis! Era:American
At 1968-1981, Harper & Row, NY

Gueansland Lniversisy Art Mussum
Acquisitions Colclogue 19731983

1978

Corinne Rebing, ARTS Magazine, lunc

1973

Apii Kingsley, At nlernational, April

SELECTED PUBLIC COLLECTIONS
Art Gallery of New Scuth Waies,
f‘;";,'l,hle\},', Australic

Brisbane Girls Grarmmar School,
Austrelia [Commission)

Chase ranhattar Bank, MY
Citicorp, NYC

Commonwealth lean Cellection,
Auvstralian Lraba 55y

Hyait Regency Helels, NYC

<ingshboreugh Commurity College,
Zrooklyn, NY

Neubarger Museum, Purcnase, MY

Newcosle A Gallery, Australio

Prilp Marris Co o0, Canberra,

Australia
Powe: Insilule, Sydney, Australic
Prudential life nsurance, NJ

Queensiard Al Callery, Brishans,
-alia

@UUL’" S1GNg Ul'll'\’C:‘"; Iy .I'I.‘ul')f]ﬂ—.’:‘
W,
Austalia

Sydney University Licrary Australia
Westpac Barking Corporalion, NYC

Whitney Communications, NYC



Special thanks fo:

Australian Embassy, Washington, D.C,
leonard & Carol Freifelder, New York
Ann Llewis, A.M., Australia

Jeanne Thayer, California

Desigr: laurel Marx
Photography: D, James Dee

Front Cover Sunlight and Rain Oil/Canvas, 36" x 38,” 1994
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WORLD BANK STAFF ART SOCIETY

April 27, 1996
Mr. James D. Wolfensohn
President
World Bank

Dear Mr. Wolfensohn:

Here is the information package on Ms.Virginia Cuppaidge, the artist whose
exhibition you will open on May 1st. Although Australian Ambassador McCarthy will
attend the function (he will arrive at 6:10 p.m.) he will be able to stay for only 20
minutes as he will be between engagements. Guests will arrive at 5:30.

Suggested schedule:

6:10 Mr. Serageldin and I will come to your office and walk with you to the
exhibition

6:10 Arrival of Ambassador McCarthy

6:15 Mr. Serageldin introduces you

6:18 Your opening speech

6:23 Ambassador McCarthy introduces Ms. Cuppaidge

6:25 Ms. Cuppaidge responds briefly

Guests list includes Ambassadors, Cultural Attachés and other embassy staff
from the British Commonwealth countries, directors and curators of area museums and
galleries and private collectors. Bank and IMF Executive Directors, Vice Presidents
have also been formally invited. All other Bank and IMF staff are automatically
invited through Weekly Bulletin announcements.

I am extremely grateful to you for making the time to preside over this
event.

Kind regards,

(P ool

Regine S. Boucard

PS: You will notice that the wine and beer are from Australia.

1818 H Street, NW, Washington, DC 20433 - Tel (202) 473-4711 - FAX (202) 473-5480



Mr. J. D. Wolfenson -2- April 27, 1996

cc: Mr. 1. Serageldin, Mesdames J. Bassinette, J. Holden, A. Tsatsakis, Art Society
Board



WORLD BANK STAFF ART SOCIETY
Washington, DC 20433
USA

VIRGINIA CUPPAIDGE

EXHIBITION OF PAINTINGS
March-June 1996

Price List
When Ships Come In, 1995 727 x 96” oil/cnvas
Morning Light, 1995 36” x 38” oil/cnvas
Sunlight & Rain, 1995 36” x 38” oil/cnvas
Starry Starry Night, 1994 36” x 38” oil/cnvas
Trailing the Perimeter, 1986 45” x 727 oil/cnvas
Solar Cascade, 1992 30” x 60 oil/cnvas
St. Valentine’s Gift, 1992 30” x 60” oil/cnvas
Center of the Beginning”, 1988 84” x 1807 oil/cnvas

$ 22,000.00
7,200.00
7,200.00
7,200.00

14,000.00
12,000.00
12,000.00
36,000.00

Further visits to the exhibition by appointment only. Please contact the Art Society at (202)

473-4711 - Fax (202) 473-5480
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MAY 1990

Australia's nacional practical monthly magazine for active artists

Leamtotaken"slminyourart—.donftbeaﬁaidtoopmup

decided | wanted to be an

artist when | was very
young, about six or seven
years old. Later, when | was a
teenager growing up in Bris-
bane, | remember looking at
paintings and finding myself
re-painting them in my mind
1o make them come daoser 10
my own taste. That helped me
to understand that this burn-
ing desire | felt to be a painter
was real. And even though
there were a few years when |
first left school when | was
worried about the notion of
actually being a woman artist,
| always had this burning de-
sire, and | guess | just had 10
fulfil it. Now there’'s no ques-
tion that this is what | will al-
ways do.

It's important to add that
atthat time in Australia, in the
early sixves, the lack of role
models made it very hard for
me to truly envisage being a
female artist. What | gather
from younger women artists |
meet now is that although
their self image has improved
a lot, there’s still quite a way
10 go for women.

| came directly from Sydney
to New York City in 1969 |
was 25 years old with one
suitcase in hand and not
much money. How | knew so
determinedly that this was
the city for me to be in | do
not know, but it 15, and | have
never stopped appreciating
my time here. What moti-
vated me was some of the
contemparary art | had seen
(in reproduction) from
America, | thought it was the
maost advanced art | had ever
seen, It was not as though,
like a lot of Australians, |
wanted to travel the world. |
didn’t. | just wanted to get tc
New York City. Now, after 20
years here, | still don't bke 10
be away from it for too long

One of the things | really
love here is the access to the
art museums. It is a real sec-
urity to know that anytime
you need 1o, you can hop a
subway and be looking at
some of the greatest art in the
worid In minutes

| tink that, like all artists, |
am 1rying 1c reveal a deepe’
meaning to lite ant 1o expiaim
e wisua terms owil always
SV;J(_]_:IE with th.

| think the ferninist move-
ment in America in the mid
seventies definitely contri-
buted to my opening up and
revealing on canvas the
maximum that | could with-
out inhibition. When | look
back at my early works, |
realise that there was a defi-
nite timidity based on being 2
woman in what was a male
world, and the feminist move-
ment in the seventies — plus
getting a few years older! —
really helped me to open up
more on the canvas and not
be afraid to reveal my inner

selt.

Probably the most impor-
tant thing that | have learned,
though, is to take risks. | find
that whenever | make a8 move
based on 'should’ - for exam-
ple, 'l should do this because
that's what | learned in art his-
tory’ — it didn’t work. But
when | let the painting tell me
jwhat moves 10 make —even
Ithough it often doesn't make
‘any sense intellectually — it al-
ways works. When | see a
painting is not working and |
look 10 see why, | usually
realise |'ve done something
that was dictated by my mind,
and that | didn't let the paint-
ing tell me what to do.

So what I've learned is to
just do whatever the painting
suggests, because it ends up
making sense to the paintng,
even if it makes no sense to
my reason or logic or anything
else.

My personal style

| suppose | would describe
my personal style as intuitive
Over the years my work has
evolved from being more min-
imal and a littie aloof, 10
being much more upfront
I've really worked on trying to
just let it rip, and I'm stili work-
ing on that. it's not as easy as
it might sound though. Well
not tor me, at least, because |
see that | have a strong ten-
dency 1o hold back. | think
many women do. | suspect
that I've been so deeply
socialised to respond to my-
self this way that sometimes |
don’'t even realise I'm doing 1.
But as I've become more and
more aware of it my work nas
changec ang so nave ' I'm
naping my paintings now wil:

become an even clearer ex-
pression of wha | am.

Some friends who are
close to me who have
watched the evolution of my
work over the past 15 years or
50, have commented on how
much bolder and more robust
it's become, and they say that
the work really seems to di-
rectly reflect the way | have
been changing in myself, as a
person. And | think that's
true. it's as though whatever's
going on for me now is OK,
and it's OK to put it out there,
| don’t have to hold anything
back anymore

| do want to say | have
never tried to pant to adhere
to a trend and I'm not about
o start. What I'm pursuing as
an artist is something truly
contempaorary, 5o | just paint
what | have to paint for that
particular time. Sometimes it
even proves 1o be ahead of
the trend. But peing fashiona-
ble 1s definitety not a factor in
my work. 1'm just aiming for
good paintings

peaple often ask if | paint
irom sketches, and the ans-
wer is no. | maybe do a Iittle
pencil outline of a few of the
forms, but | basically work on
the painting as | go along
Years ago, when | was work-

.ing in a very simple style, |

tried to do a small version of
the painting and then blow it
up to a much larger size, but |
discovered that there was no
way | could do this because
the proportion just changed
the whole feeling of the paint-
ing.

Because | am an abstract
artist, my choice of subject
matter is dominated by what
colours | want to use on the
canvas. It's calour that or-
ganises the canvas, and struc-
ture becomes a function ot
colour. | get ideas for the col-
ours, and then the colours will
directly tell me what size and
what sorts of shapes the

forms will be
Most af my paintings take sev-
eral months, but | can never
predict it. | have a very big one
that took six montnhs, but
sometimes they take only a
few weeks

| believe that being an art-
ist is the most wonderfu!
thing in the waorld, particularly
when you know you will do it
tor the rest of your life. And |
do believe that the risks we
take Iin painting that ulti-
mately work are the same
risks we need to take in life.
And | think the thing is 10 take
the nisk, in painting and in lite,
because 1t's worth it. it really is

About the artist

Virginia Cuppaidge was born
in Brisbane in 1843 and spent
her childhood there. A painter
and designer, she studied at
the Orban Art School, Sydney
and under John Olsen, Stanis-
laus Rapotec and Robert Kilip-
pel. She taught painting and
worked as a fashion designer
in Australia before going to
the U.S.A. in 1969

Virginia was assistant at
Max Hutchinson’s Gallery,
New York and later became

acting director of the Richard
Feigen Gallery in Chicago
She has taken part in many
important group exhibitions
in Australia and U.S.A. as well
as holding sole exhibitions in
both countries

She was awarded the Mac-
dowell Colony Feliowship in
1975 and the Guggenheim
Fellowship 1n 1976 Her work
hangs in numerous collec-
tions in U.S.A. and Australia
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Virginia Cuppaidge

at Stephen Rosenberg
Nature, in Virginia Cuppaidge's
vision of the universe, is ruled by
frenetic forces. Acid complemen-
tary colors, swirling organic
shapes, kaleidoscopic patterning
and propulsive brushwork all
conspire to produce delirious ab-
stractions. Whether penetraling
lo the essence of a landscape or
zooming through an imaginary
galaxy, Cuppaidge discovers the
same madly happy rhythms. Only
her cool blue zones and intruding
pyramidal wedges provide occa-
sional relief from the pulsing neon
palette and swooping high-veloc-
ity biomorphism.

In Four Corners of the Earth, a
fantastic global diagram, two
earth-toned blotches are op-
posed to a pair of ocean-blue
sections, marked with checker-
board graticules. Within these
“four corners,” variegated rivu-
lets flow by, vivid as party
streamers. The curving striations
also recall topographical nota-
tions on contour maps, while the
string of dots—bouncing and
popping as brightly as Christmas
lights—suggests routes on an
air-travel chart, or the plan of a
constellation.

Less grounded in the malerial
world, Constellation Shift is a
meditation on galactic move-

Virginia Cuppaidge: Four Corners of the Earth, 1989,

oil on canvas, 45 by 72 inches; al Stephen Rosenberg.

ment. A giant rainbow-hued
smear whooshes by like the tail
of a confectionary comet. A mol-
ten, confetti-speckled sunburst
oozes in from the right, while a
ribbony streak of navy—turning
in on itself like a Mobius strip—
zips around in the opposile direc-
tion. Like space debns in orbit,
everything in this cosmos floats
past without colliding. '

In Center of the Beginning, the
most manic work of all, Cup-
paidge discharges a wild barrage
of hyperactive, directional brush-
strokes. They radiate like sun-
beams, flicker like flames, wrig-
gle like high-speed sperm and
shower down like the aflermath
of fireworks. This painting is huge
(84 by 180 inches), and it sucks

the viewer right into the heart of
its maelstrom—a sensation that
proves more exhausting than ex-
hilarating. '
Cuppaidge's visionary cosmol-
ogies, with their explosive, vibrat-
ing facture and colors and their
homely shapes, recall van
Gogh's anthropomorphized, anx-
ious landscapes. But in Cup-
paidge's canvases, there is no
tension between chaos and or-
der: this is van Gogh on mush-
rooms. Lacking the discipline of a
rigorous underlying structure, her

" compositions get wobbly and her

Iropical, subaqueous colors—too
similar in intensity—come dan-
gerously close to a decorator pal-
ette.

—Amy Fine Collins
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LOFTY ASPIRATIONS

In her loft in Soho, New York,
celebrated artist Virginia Cuppaidge
has developed a wonderful
symbiotic relationship between her
art and her living spaces.

Virginia at work in her light
filled, open space loft — her
painting and Iiving space

Virginia Cuppaidge was
born in Brisbane and
trained as an artist in
Sydney; she now practises
her craft in a light-flooded
loft on the top floor of an old
factery building in New
York's Soho district. “'Light”
is the operative word for
Virginia — it is all pervasive.
it invades her living space
and sufluses her work. A
reviewer described her
paintings as “‘fields of light".

When Virginia bought the
232 sg m of raw space eight
years ago and began to
renovate, she found herself
faced with a fundamental
design problem.

“When | began to draw
up plans, | discovered that
in placing the walls on a
strictly vertical/honzontal
basis, with the walls al right
angles to one another, | losl
a good deal of the foft's
most valuable asset, light.”

She solved the problem
finally by setting the walls al
an angle to the hornzontal,
creating a wedge shaped
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gallery in the centre.
Kitchen, bathroom, and
bedrooms are localted in the

central area of the loft
behind the angled wall that
defines the gallery. A large
living room occupies the
south end of the space, and
an even larger studio the
northern end. “'In a way, you

could say the loft was

designed around my

paintings,” she says.
Virginia Cuppaidge's

work is well known both in
Australia and New York. Her
paintings now hang in the
Australian  Embassy in
Washington, the Art Gallery
of New South Wales, the
Cueensland Art Gallery, the
Philip Morris Collection, the
Chase Manhattan Bank,
Neuberger Museum in Pur-
chase, New York, the Kings-
borough Community Col-
lege in Brooklyn, and mosl
recently she has sold a
painting 1o a collector from
Dallas, Texas.

There have been num-

erous arlicles concerning

her work in such prestigious
publications as Arts Mag-
azine, Art International and
Art in Australia.

Virginia says that her
early Australian environ-
meni and conditioning have
left her with a marked feeling
for the large scale, the wide
expanse and the sweeping
vista. This in pari explains
why she prefers to work on
paintings of such monu-
mental proportions.

“Really,” she says, "the
only factor that limits the
size of my work, is the size
of my working space.”

In order 1o maintain her

Australian connections,
both familial and inspira-
tional, she returns 10

Sydney and Brisbane once
every 15 months

The process by which
Virginia produces her paint-
ings is slow and painstaking
“which is why | will usually
need over a year to get
together enough work for a
show. It can take me four or
ive weeks o complete one

painting."” Building up, by
the application of up to 50
layers of paint, she achieves
a smooth, almost flawless
surface that quite literally
glows, as though illum-
inated from within.

“| needed a simple un-
cluttered space in which to
display the paintings to their
best advantage, one in
which dealers and buyers
could understand how they
might look in a domestic
environment. Clients often
find it hard to visualise how
a painting will look in a room
surrounded by furniture.”

A beautiful Oriental rug in
delicate pink and beige
tones, light brown uphols-
tery, the natural tones of
wood and all white walls
effectively complement
Virginia's subtle paintings.

Lightly stained natural
wood was also the choice
for kitchen cabinels with
plainwhite Formicafor count-
ter tops. ‘'l intentionally
designed the counlers sev-
eral inches higher than is
standard,” says the tall
Virginia. "'l was fed up with
working in kilchens des-
igned for midgets. Though |
don't do it very often
I do love to cook and oc-
casionally I'll spend several
days lurning oul gourmel
maslerpieces.”

Just 1o survive in New
York as an artist, let alone
make a fairly decent living,
is a tremendous feat of
endurance and willpower,
Virginia leels.

The lolt is a perfect re-
flection of her needs and
priorities. The space is div
ided roughly into one third
living and two thirds
working space. “That's if
you counl the gallery as
working space.” Bul it's im-
possible to separale the
working and the living areas
of either the lolt or Virgima’s
lile. They are inseparable
Her painlings enhance the
living space and the living
space enhances her painl
ings: they're symbiohc. [ |
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VIRGINIA CUPPAIDGE

Stephen Rosenberg

olor is the animating force of Virginia

Cuppaidge's dynamic abstractions. This
Australian-born artist, who settled in New
York in 1969, seems to have been particu-
larly inspired by Hans Hofmann's glowing
color as well as by his paint quality and his
juxtapositions of hard-edge and irregular
forms.

Once considered a color-field painter,
Cuppaidge gravitated to a more organic
abstraction, and her paintings often refer to
landscape, the world of nature, and even
the cosmos. In the large acrylic Eve of the
Calm, a monolithic royal-blue triangle
thrusts mountainlike into a field of brown,
blue, purple, violet, green, and orange
streaks and blotches. Toward the apex is an
amoebalike shape of rich turquoise and
aqua, overlaid with dabs and dashes of
other colors and set against a halo of red
and orange paint. The configuration alludes
to landscape—somewhat in the manner of
early Kandinsky—as well as to wind and
weather, and sunrise and sunset.

In the oil Center of the Beginning, curv-
ing bands of color, enlivened by recogniz-
able patterns or globs of varying hues,
interweave over the surface of a 7-by-15-
foot canvas. Although there i1s no one-to-
one correspondence, all kinds of images
emerge—foliage rising, rainbows. moun-
tains, rivers flowing downward, and fish
swimming toward some predetermined des-

tination. Shocking pinks, avoca-
do greens, multiple hues of blue,
and dusky oranges predominate.

Cuppaidge’s penchant for ac-
tive, sweeping forms and brilliant
color can lead to weakness. In
some works the sense of motion
seems to be there for its own
sake. The most ergaging paint-
ings are those that are rather mod-
est in size and dependent on color

/

and paint quality rather than on
shape or form. Sunshines,Some-
how is simply a buildup of thick,
gooey strokes on an almost
square canvas—golds and lem-
ons, fuchsias and pinks, ceru-
leans and purples—in bursts and
streaks of gorgeous color that
create a world of foliage, flow-
ers, and dazzling sunlight.
—Ruth Bass

“ Tl e

Virginia Cuppaidge, Sunshines, Somehow, 1989, oil on can-

vas, 38 by 36 inches. Stephen Rosenberg.




