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It is my great pleasure and honor to present 
Carol Hepper: The Skin of Things as Catskill Art 
Society’s third Invitational Show at CAS Arts 
Center. The annual Invitational Show program 
allows CAS greater time and resources to present 
exhibitions of considerable importance in the field 
of contemporary art. Since 2007 CAS Arts Center 
has been a vibrant arts destination for visitors 
from the region, New York City, and beyond, 
bridging the gap between pastoral and cultural, 
rural and urban. In an increasingly globalized 
world that seemingly feels more atomized, locality 
is at a premium. Identity and self are inextricably 
linked to place and origin, and are often how 
audiences extrapolate meaning. CAS reflects its 
locality in its name as well as through its artists 
and exhibitions, presenting artistic excellence in 
the western Catskills.

Carol Hepper is no exception. Born in 1953 in 
McLaughlin, South Dakota, she has split her time 
between New York City and Jeffersonville, New 
York, for the past twenty years. Hepper’s upstate 
studio has provided the latitude to expand the 
scale and scope of her practice, allowing her to 
take on larger and unyielding mediums: namely 
wood. Having grown up on the expansive plains 
in the heart of the Standing Rock Sioux Nation, 
she was taken by the magnitude of trees of the 
densely forested Catskill Mountains. Much of 
the art present in this exhibition was produced 
in her Jeffersonville studio with material derived 
directly from the land, such as cuttings from the 
apple trees that she prunes. Her work examines 
the memory and temporality contained in wood 
and offers an archaeological record for years 
past, including the environmental conditions and 
invasive species of the area.

As an artist, Hepper pays close attention to 
materiality, often working with discarded 
natural items like the hides and pelts of 
animals and the skin of fish to highlight the 
transience and ephemerality of the medium. 
She manages to capture both permanence 
and meaning from something that is normally 
considered a byproduct. In doing so, Hepper 
brings greater consciousness to the man-made 
world and our destructive habits of consumption 
and disposal, joining the public conversation 
about global change. 

Hepper, an unwavering advocate for the natural 
world and now also for CAS, has become a dear 
friend. I am indebted to her generosity of spirit 
and time in helping realize this exhibition and 
catalogue, along with that of Patterson Sims and 
Oliver Shultz. Their contributions to the book and 
curatorial process brought a level of excellence 
and professionalism previously unseen at CAS. 
I am proud to share Carol Hepper: The Skin of 
Things and the eponymous publication with our 
members and community at large. I hope it will 
challenge and inspire audiences to reconsider 
mankind’s role within the arts and environment. 

Sally Wright
Executive Director, Catskill Art Society

Foreword

















In a 1984 color photograph taken in South 
Dakota, a desolate expanse of the prairie 
unfolds before us. A landscape of rolling hills 
and parched grasses rise upward, describing 
a gently undulating contour of horizon against                    
a cloudless sky. Looming in the foreground is 
an elegant and enigmatically arched structure; 
it is composed of translucent, alabaster-colored 
fabric stretched across a rigid armature, twisting 
in a way that echoes the shape of the hills 
behind it. Composed from sheets of tanned deer 
hide affixed to a curved framework of willow 
branches, Seven Stroke Roll is one among a 
group of monumental sculptures that Carol 
Hepper created from wood, bone, and animal 
hide during the early 1980s. She photographed 
these works outdoors in the landscape of South 
Dakota, where she was born and raised in a 
family of cattle ranchers. Suggesting fragmentary, 
porous, and uninhabitable architecture, Hepper’s 
photographs make her sculptures appear as if 
emerging from the landscape rather than placed 
upon it, pointing to a closeness between work 
and world—between the language of nature 
and the language of art—that has informed her 
practice ever since.

In 1982 a group of Hepper’s work was exhibited 
for the first time in New York, where they were 
installed in the dilapidated galleries of what was 
then the alternative space known as P.S.1 (now 
MoMA PS1). In a photograph that documents this 
influential exhibition, we see her sculptures once 
again stretched out, this time across the linoleum 
floor of the old school building. A construction of 
cattle bones is suspended just beyond the frame 
of the photograph. From the perspective of art 
history, Hepper’s oeuvre itself has remained just 
beyond the frame. It has garnered considerable 
notoriety, but like the work of other key women 
artists of her generation—some of whom, like 
Jackie Winsor and Tina Girouard, she met and 
befriended in the late 1970s—it has often been 
overlooked. This may in part have to do with the 
way Hepper’s art is both radically specific and 
placeless. Her work is stretched thin between 
far-flung locales: the vast open spaces of 
the American West, where she was raised by 
descendants of homesteaders amongst the 
Sioux tribes of Standing Rock, and the bustling 
metropolis of New York City, where she has been 
based since the mid-1980s.

Later, that specificity would expand to include the 
Catskill Mountains of upstate New York, home to 
another mythic landscape of Americanness—that 
of Thomas Cole and Asher Brown Durand—where 
Hepper has maintained a home and studio for the 
past two decades. While the Hudson River School 
may have been far afield from her conscious 
concerns as an artist, her practice remains 
haunted by a peculiarly American relationship 
between the body and landscape, between 
culture and nature. On the one hand, the early 
hide works draw on her experience of Native 
American culture, which surrounded her in the 
form of cultural traditions from the architectural 
to the ritual.1 They also recall indigenous 
philosophies regarding making and using, 
particularly in relation to the bodies of animals. 
Yet the photographs also suggest that Hepper’s 
work is deeply concerned with contemporary 
culture. It is not merely that her sculptures can 
be understood in relation to contemporary artists 
who engaged the landscape in the 1970s and 
1980s, from Robert Smithson to Michelle Stuart, 
but also that they suggest a certain urgency with 
regard to empathy, which resonates in our age of 
digital disembodiment.

In the mid-1990s, around the same time that 
she began frequenting the Catskills, Hepper 
started stitching together large tapestries of 
luminescent fishskins in her studio in Chinatown. 
She preserved the skins in a process analogous to 
her treatment of animal hides, cleaning, tanning, 
and stretching them herself. After preserving 
them, she painted the resulting objects, endowing 
the dulled and faded scales with an iridescence 
that recalled the shimmer they had lost in death. 
After stitching them together into a tapestry, she 
suspended the entire object vertically, several 
inches off the gallery wall. The resulting works, 
like the monumental form of Tsunami (2000), do 
not so much hang as float. They suggest ghostly 
schools of aquatic bodies woven together in 
space. They seem both to arrest and preserve 
the kinetic quality of the dead creatures that 
comprise them, imbuing the remnants with an 
uncanny vivacity. The memory of the fish from 
which the skins originated is preserved, and the 
living creature is simultaneously transformed 
into something else entirely. Nature is reborn as 
animate artifice.

Carol Hepper: 
The Skin of Things

by Oliver Shultz



however, by bright orange pigment, which 
Hepper applies over the cuts on the branches, 
producing bright oval forms that hover at the 
surface of the picture plane and reinforce the 
sense of its two-dimensionality and thinness as 
an object. More importantly, they also produce 
a stark distinction between the natural form of 
the tree and the mark of human intervention 
that severed it. The orange color, which evokes 
construction fencing, also seems to play on the 
function of safety vests worn by hunters in the 
woods to avoid being confused for prey: it is 
a color out of place, not of nature. It signifies 
man-made intervention, redoubling the violence 
and amplifying it. And yet, the pigment is also 
applied with delicacy and care, suggesting a 
kind of poultice. It is a dressing on the wound, 
as if the act of rendering the fragmented 
branch in a watercolor might be a kind of 
healing—redemptive not for the tree, but for 
us, for we otherwise cut and use trees without 
contemplating their inherent treeness.

How many of us consider where the wood comes 
from in the furniture we inhabit daily, the desks on 
which we write, the chairs in which we sit? During 
an artist residency at New York’s Park Avenue 
Armory in 2011–12, Hepper produced a body of 
work that asks us to remember precisely this: 
to recall the woodiness of our tables and chairs. 
To construct Armory Armoire (2012), she used 
reclaimed furniture that was discarded outside her 
studio. She cut open and sanded down the finish 
to reveal the grain of the original tree beneath, 
exposing the wood’s history. She then bored 
holes in the fabricated objects that she pierced 
with tree branches—bark and all—so that the 
branches seem to rise up from the furniture as if, 
having been discarded outdoors for a prolonged 
period, the trees had grown through the man-
made objects. Here, however, the tips of the 
tree trunks are altered, carved down, their bark 
removed and whittled into shapes that closely 
resemble a stag’s antlers. Hepper presented the 
works in a room in the Armory where they were 
flanked by trophy heads of preserved elk on the 
walls, a juxtaposition that made inescapable 
the comparison between two radically different 
modes of artifice. It suggested the horn-shaped 
form might have been lurking within the wood 
all along, as if nature were secreting one of its 

creatures inside another—an animal inside the 
branch—something that is only imaginable if we 
begin to understand that animals and trees are 
united in their living thingness.

Rough Rider (2014) emerges from the same 
series, incorporating both the carved horn 
branches from the Armory works alongside 
garishly colored, bulbous blown-glass forms 
that Hepper began making during a residency in 
2007 at Pilchuck Glass School. She slotted these 
glass objects into the wooden armatures of her 
sculptures, allowing them to rest precariously 
in defiance of gravity, poised to fall like ripened 
fruit. In Rough Rider, amorphous, almost 
amoebic forms of jig-sawed plywood painted 
in pastel colors are affixed to the unadorned 
wooden panels that constitute the sculpture’s 
central support. The artificiality of the pastel 
palette rhymes with the garishly colored glass 
and further amplifies the contrast between 
what is merely transported from nature and 
what has been altered or transformed. Glass 
itself is a product of this tension: the result of a 
natural process, the melting of silica. It is also 
an ancient human technology that requires a 
bodily technique dependent upon one’s breath. 
Hepper’s glass forms are therefore like traces 
or indices of a given person’s breathing; they 
stand in for the human, both in their chromatic 
dissonance with the natural materials she often 
uses, and in their status as traces of the human 
body’s internal processes.

The same palette of decidedly artificial colors
—pastel pinks, yellows, and grays—populate the 
surfaces of Geometry 3D (2012), where a similarly 
fabricated angular support seems to have been 
vertically bisected by the branch of a fallen apple 
tree, almost as if the branch had plummeted 
from the sky and lodged itself in the sculpture. 
What is strange about the piece is how one of the 
branches seems at first to dissolve into a black 
graphic line emanating outward from it, disrupting 
its verisimilitude. Upon closer inspection, the line 
turns out to be a wildly curving steel bar, which 
has been twisted into a fancifully contorted shape 
that echoes the random crisscrossing of tree 
branches. Hepper has also painted the cut edge 
of the tree branch orange—just the same way 
she did in the Orange Slices that she began the 

The arrival of the fish in Hepper’s work also 
heralded her use of color as a site of meaning. 
Indeed, the artist often refers to her work with 
fishskins as “paintings,”2 and not just because 
she applies pigment to the surface of the tanned 
skins. In fact, the paint does not so much accrete 
on the skins as infuse them in the manner of 
a stain. In this way, she imbues color into the 
material of the scale itself—the fish literally re-
absorbs its color. This reabsorption hints at the 
meaning of painting for Hepper: an act of abstract 
sensuousness more than an act of representation. 
It is history produced through feeling as much as 
fact. The whole history of each sturgeon that died 
to make Percussion (2000) is contained within 
the work, but not in the form of a tale that can be 
recounted. Instead, the work is a conduit for the 
energy of the fish, for a vivacity—literalized in its 
color—that never dies with death but only needs 
to be coaxed back into what persists of the body, 
its skin, to re-animate it.

Painting has the power to reanimate through 
sensuous experience. The art historian 
Heinrich Wölfflin famously connected painterly 
sensuousness to the metaphor of skin. There was 
no contradiction, he explained, in suggesting 
that painting was “nourished by the tactile 
sense,” for painterly experience meant seeking 
out “the different skin of things.”3 Painting meant 
penetrating “beyond the solid object into the 
realm of the immaterial.”4 And nowhere is this link 
between solidity and immateriality more present 
than in Hepper’s fishskin works, where ostensibly 
ephemeral and diaphanous materials of the 
body are rendered hard and durable, their decay 
arrested. Yet miraculously, they maintain this 
sense of lightness, this cloud-like weightlessness. 
In this way, her fishskins do not represent skin; 
instead, they give us the skin of things. For 
Hepper, painting is not a representational 
regime so much as a mode of feeling.

Since her earliest work with hides in the late 
1970s, the artist has dealt with the concept, 
metaphor, and materiality of skin. Across her 
practice, she has investigated skin both literally 
and figuratively. If to have skin is also always to 
have a body, then in Hepper’s work, things exist 
by virtue of their embodiment; the skin-hood of 
a thing is like the sign that it is here, available to 

us as a material entity in a world. We—or rather 
our bodies—are also things. We exist insofar as 
we are enfleshed, wrapped up in an embrace 
with ourselves that takes the form of skin. And 
if branches and bison are the same—each has 
a skin like ours—then skin might become a site 
of empathy, a fulcrum between my feelings and 
yours, unfathomable except through the power 
of analogy. Skin becomes an organizing principle 
that extends to the artist’s various modes of 
making, from her cast bronze sculptures of 
plumbing fixtures from the 1990s—which she 
has likened to the viscera of the city revealed 
when construction pulls back its asphalt layer—to 
her recent works of photo-collage—which “skin” 
the surfaces of her sculptures and re-stitch the 
resulting visual information back together as a 
photograph, an object with the thinness of skin. 
For Hepper, objecthood and skin-hood are always 
entwined, suggesting a bodily entanglement that 
dissolves distinctions between human and animal, 
self and other, animate and inanimate. Whether 
composed of flesh and bone, scales, or bark, her 
sculptures make palpable the logic of skin as 
a site of sensation, vector of communion, and 
cipher for the luminous delicacy of matter. 

We might say that Hepper sculpts the skin of 
things in order to peel it back for us in a moment 
of revelation. In this sense, trees have a powerful 
place in her artistic vocabulary. The artist often 
works with the severed limbs that accumulate in 
her studio in the Catskills after she prunes the fruit 
trees on her property. The cuts on the severed 
branches suggest a certain kind of violence—they 
are, after all, places where the bark has been 
forcibly ruptured, opened, and exposed. Hepper’s 
trees are never whole, but rather fragmented or 
wounded. And to speak of the wound is always 
to speak of skin, because wounds are defined 
as a hole or break in what should be a seamless 
surface, a tear in the contour. Wounds also bear 
witness—they vouchsafe the truth of another 
being’s pain. Therefore, a tree’s wounds represent 
how we attempt to imagine what it might feel—its 
suffering and its loss.

In the series of drawings titled Orange Slices 
(2012–13), we see fragments of trees rendered 
lusciously in shades of monochrome black 
casein. The organic shapes are interrupted, 



same year. She thus renders the cut surface of the 
wood a kind of wound, and the work itself a body. 
Even as it exists as a wooden thing, the artist 
gives us the skin of the thing.

And even when her work consists of figurative 
drawing, as in the Orange Slices, Hepper never 
actually represents skin. Instead, she makes 
objects that consist of it, evoke it, and transform 
it through an oblique set of operations. Even 
as she has embraced the process of stretching 
preserved flesh as a sculptural activity, Hepper 
has also stretched the poetic possibilities of 
skin as a conveyer of meaning by suggesting 
that trees have skin, or that the city itself has 
a skin. Her work is, in its essence, a way of 
giving flesh to metaphor, a way of locating the 
act of communication—as contact, touch, or 
exchange—in the work of art, which becomes, like 
skin, a material and tangible locus for empathy.

Hepper’s works show us how skin is also the 
primary place where selfhood secretes itself 
outward and makes itself available to others. 
The composite photographs she has made of 
works like Rough Rider and Geometry 3D are 
about remembering that fact: as portraits, they 
are themselves skins, thin photographic skeins 
that hang off the wall. In their thinness and 
their thingness (for Hepper makes them with 
physical printouts and then re-photographs the 
final object), they compress the temporality 
of sculpture into the membrane of a flattened 
surface. This skin is like ours: a fabric we’ve 
already woven ourselves into, a means by which 
we make concrete sense of who and what we 
are. In this way, her sculptures involve skinning 
as much as they do re-skinning. She shows us 
how skin constitutes a space of empathy—not 
just between people, but between all living 
things. Through an almost alchemical process, 
Hepper eulogizes the bodies of things once 
living like us—whether buffalo, deer, fish, or 
tree—and despite their otherness, she entombs 
them gently and with a care that is endemic to 
her practice. Her work conjures empathy for the 
otherness of nature’s forms. Hepper’s art does 
not desire to elucidate its inner life, but rather 
to preserve a certain inscrutable, yet familiar 
darkness, a particular reverence for things as 
bodies, whether a tree stump, a fragment of 
bone, or a bit of old hide.

1 Carol Hepper admired tepees, celebrated at community 
powwows, and attended Sioux rituals.

2 See the Carol Hepper and Patterson Sims interview 
within this publication.

3 Heinrich Wölfflin, “Linear and Painterly: General 
Observations,” in Principles of Art History: The Problem 
of the Development of Style in Later Art, trans. M. D. 
Hottinger (Mineola, N.Y.: Dover Publications, 1950), p. 27.

4 Ibid.

Oliver Shultz is an art historian and a curator based 
in New York City. Since 2015, he has been part of the 
curatorial team at MoMA PS1, where he has helped 
organize more than a dozen exhibitions. In 2018 he 
completed his PhD in art history at Stanford University 
in California.
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How did it come to be that you were born 
and raised in South Dakota?

Six of my great grandparents emigrated 
from Russia to the United States in the 
early 1900s. At Ellis Island they saw an 
opportunity for free homesteading land in 
the Dakotas, where they then established 
a home. My parents had a cattle ranch 
near the small town of McLaughlin in 
South Dakota. I was the second of eight 
children and we all helped with the ranch, 
planting alfalfa and wheat and putting up 
hay for the cattle. In the summer we rode 
horses to round up our cattle and went to 
powwows and rodeos. The winter months 
brought long bus rides to school.

Were there any models for you to be 
an artist in this farming and ranching 
community? Was there an art teacher at 
your high school?
 
The models were not artists that one 
would consider in a traditional sense. 
Many of my classmates were Lakota Sioux, 
so I was surrounded by that culture. My 
maternal grandmother was a quilter; she 
and my mother would sew clothes for us 
by making patterns from photographs that 
they saw in magazines. And they both cut 
hair beautifully. Most people built their 
own homes and barns without architects. 
My mother drew the plans for our homes. 
Her father designed and built by hand their 
family home from used railroad ties in the 
1920s. Being isolated on a ranch, I learned 
how to make things that were needed with 
materials at hand, following the lead of my 
parents and grandparents.

My high school art teacher allowed me 
to work in our classroom whenever I had 
free time. I took advantage of this new 
and special privilege since an art teacher, 
art materials, and a specific room were 
not available in grade school. We also 
had a music teacher with whom I studied 
percussion. Outside of school and college, 
I traveled the state playing drums in a 
rock-and-roll band with classmates.

In 1971 I attended South Dakota State 
University in Brookings, a land grant 
college, where I studied with the Fluxus 
artist Donald E. Boyd. Don, who had 
been a student of Buckminster Fuller 
at Harvard University, introduced me 
to the permissiveness of Fluxus and 
other artistic possibilities.I realized—to 
comprehend one’s world and experience 
one’s self—there was more to art than 
drawing and painting. He also introduced 
me to the work of Joseph Beuys and 
encouraged me to study with him in 
Germany, which didn’t seem like an 
option for me at the time. In 1975 Don 
became the director of Fluxus West.

After college, I moved to Jacksonville, 
Florida, where I first met and made friends 
with numerous professional artists. I 
worked at the local Public Broadcasting 
Service station as a graphic artist and 
set designer, and then at the Museum of 
Contemporary Art Jacksonville, where I 
photographed the collection, designed 
catalogues, and assisted as a preparator. 
The museum acquired the Norman Fisher 
Collection while I was there, and part of 
my job was to catalogue and document 
this collection. An exhibition about the 
collection was arranged and several of 
the included artists were invited to speak 
in Jacksonville. I helped Tina Girouard 
with the installation and spent time with 
her and the artists Jene Highstein, Dickie 
Landry, Keith Sonnier, and Jackie Winsor, 
who came from New York to speak.

After your time in Jacksonville you went 
back to South Dakota in 1979 for three 
years. What made you want to return?

I felt a kinship with the New York artists 
that I met through the museum, some of 
whom visited my studio in Jacksonville. 
They encouraged me to move to New 
York, but I decided what I really needed 
to do was to go back to South Dakota in 
order to have undistracted time to develop 
a body of work. I lived on my brothers’ 
ranch, focused on my work, and viewed 
the experience as my master’s degree. 
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by Patterson Sims

Interview with
Carol Hepper



I also remained in touch with the artists 
and made trips to New York to keep 
abreast with recent developments in 
contemporary art and performance. 

During that time, Don, as director of Fluxus 
West, invited me to participate in the 
group’s activities. By sending and receiving 
Fluxus mail art from my postbox on the 
ranch, I became involved with a fun-
loving and loosely formed but intimately 
connected group of international artists. 
I gained confidence in my abilities and, 
with their encouragement, interacted 
with their art and contributed my own 
work. The dialogue that I had with the 
New York artists and with Fluxus fostered 
not only a rich learning experience but a 
sophisticated social network to share 
ideas with.

I also took a job teaching drawing at the 
newly founded Standing Rock College 
(now Sitting Bull College) in Fort Yates, 
North Dakota, where I taught along with 
the noted Native American artist Arthur 
Amiotte. The college hadn’t yet built 
any art buildings, so our classes were 
conducted in McLaughlin, where I had 
gone to high school. Our classroom was 
a one-room trailer that was parked in 
the livestock auction parking lot, and our 
students, who were Native Americans, 
would come from the surrounding villages 
of Bullhead, Little Eagle, and McLaughlin. 
Halfway through the course after asking 
one of my students to try to be on time, 
I learned that he was walking ten miles 
each way, often in freezing weather.
 
After numerous visits you relocated to New 
York City in 1985 and quickly achieved 
recognition. How did that come about? 

I began sending slides around the country 
and applying for exhibitions. Upon seeing 
slides of my work in 1982, the curator 
Alanna Heiss, who founded New York’s 
P.S.1 (now MoMA PS1), invited me to 
exhibit. It was my first solo show in the 
city and much of the work was included 
in a group show the following year at the 

Solomon R. Guggenheim Museum in New 
York. That was the first time that my work 
was nationally received.

In 1984 I temporarily lived in New York 
to teach drawing at the School of Visual 
Arts. I also received a Louis Comfort 
Tiffany grant that year. Around that time, 
a fire destroyed my brother’s ranch house 
in South Dakota, including my personal 
belongings and some early work. I began 
to view New York as a more permanent 
place to live and work. In 1985 I sublet a 
studio near the Fulton Street Fish Market 
in lower Manhattan. On my morning 
runs I collected and started working with 
discarded fishskins.

After the summer of 1986, which I spent in 
residence at the Edward F. Albee Foundation 
in Montauk, New York, I found what would 
become my permanent studio for the next 
twenty-five years in Chinatown. Two years 
later, I had the first of three solo shows at 
Rosa Esman Gallery. I was earning a living 
as an artist and exhibiting my work in New 
York, across the country, and at international 
museums. This period marked the conclusion 
to my self-administered MFA.

I know you go back to see you family in 
South Dakota at least once a year, but 
since the mid-1990s the land of New York 
State has clearly become your dominant 
natural environment. When did you shift 
focus from the Dakotas to your property 
in the Catskills?

I spent many summer months in residence 
at the artist colonies MacDowell in 
Peterborough, New Hampshire, and Yaddo 
in Saratoga Springs, New York, and two 
summer residencies at Edward Albee’s 
barn in Montauk. I really enjoyed being 
away from the city in the summer and 
started exploring upstate New York while 
at Yaddo. In 1996 I found an abandoned 
house and property in the Catskills, which 
I bought and restored with my partner. I 
began working on larger, fabricated copper 
pieces as the space allowed me to make 
art at a scale that was not possible in my 
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fourth-floor walk-up studio in Chinatown. 
I set up a canopy with a plywood floor 
in front of the house, which I used as 
a summer studio for the first few years 
before transitioning to a garage. Recently, 
I designed and built a dedicated studio.

Your use of natural materials and imagery 
typically breaks, cuts, or fractures and 
collages material. Where does that 
aesthetic choice come from?

I have long used natural materials in my 
work, juxtaposing them with man-made 
materials and found or used objects to 
explore humankind’s intervention in nature. 
For example, the ongoing drawings titled 
Orange Slices are inspired by cuttings 
from pruned fruit trees or parts of fallen 
trees. While using a wood stove in the 
country, I started to put aside pieces of 
firewood that I found formally provocative 
and examined how wood incorporates wire 
and other unlike objects into itself. I saw 
cutting firewood and it’s opposite—the 
symbiosis of pruning a tree for health and 
fruitfulness—as the same act but with very 
different results. I made drawings of the 
applewood tree frozen in the process of 
healing a cut or a broken limb and used 
the color orange to highlight the human 
intervention. I also painted the angular 
ends of firewood logs orange to enhance 
the cuts and used these elements for 
larger assembled pieces in 2007. Around 
that time, I started making my first photo 
composites from images that I took of 
the cut-and-split stacks of firewood and 
broken tiles of bluestone terrace found 
around my summer home.

You originally took photographs to 
document your work; now photography 
is a key aspect of your art along with 
sculpture and drawing.

While isolated in South Dakota in the 
beginning of my professional life, I learned 
the importance of documentation in order 
to communicate and share my work. 
I didn’t have proper lights then, so I took 
my work into the plains and used natural 

light. I located specific places on the 
prairie to site and photograph the work, 
sometimes on a butte or out in a buffalo 
pasture. These were the same images 
that I developed and printed in my small 
darkroom and sent from South Dakota 
to friends as black-and-white Fluxus 
postcards. When I started using these 
images in slide talks, I was surprised to 
hear people express interest in purchasing 
them. Although I had never offered them 
for sale, years later I did make some large 
color prints. 

With the more recent photo composites, 
I was thinking of a way to create a new 
experience to view sculpture through 
photography that would be different 
than traditional documentation. Using 
this idea as a starting point for my 
photo composites, I create digital files 
containing multiple images, each of which 
captures a specific side of a sculpture. 
I use the camera to frame a point of view 
and focus of intent as I move around 
a work. The selected images are color 
corrected and printed, and then physically 
assembled into a composite. With this 
process, using light and shadow, I can 
compress, expand, flatten, or warp real 
space. My images place the viewer above, 
below, or beside the sculpture. The results 
provide a simultaneous three-dimensional 
view, creating a companion to the 
experience of the sculpture.

What can we learn from your inclusion of 
Tsunami and Percussion (both made in 
2000) in this exhibition? 

Tsunami and Percussion are early examples 
of my investigation into an expanded 
definition of painting. The works were made 
from fishskins that I collected, preserved, 
stitched together, and then painted. Their 
loosely hanging forms are achieved through 
tension during the drying and shrinking 
process. I then suspend those forms from 
the wall with wire armatures, creating an 
envelope of space to capture and project 
light through the translucent skins and 
in turn illuminate the color. The edges 
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and negative spaces of the suspended 
armatures also cast shadows on the wall. 
I wanted to make note of the information 
contained in the skins concerning their 
previous lives—to pay tribute to these 
animals and the perfection of their natural 
forms. I was also focused on the various 
elements residing in the construction of 
the paintings and how these elements 
interact, such as the size and type of stitch 
in relationship to the connected parts, the 
size of voids created as the skins dry, and 
the drawing that is woven with fishing line 
into the overall work. These elements set 
up the logic and form that the painting will 
take. I use this underlying physical logic as 
well as the content that the materials bring 
to the work as a foundation to inform the 
process of painting in a new way. I have also 
recently taken numerous detail shots of the 
painting Percussion and incorporated them 
in mixed-media drawings.

How did you come to use the materials 
in and choose the title for Rough Rider 
(2014)?

The glass elements were created with the 
assistance of glassblowing artists during 
a 2007 residency at the Pilchuck Glass 
School in Stanwood, Washington. I started 
Rough Rider while participating in a Park 
Avenue Armory residency in New York City 
in 2011–12. At the time, the armory was in 
the midst of a major renovation. Several 
pieces of old, scarred furniture—which were 
otherwise destined for the dump carts on 
the other side of my studio wall—became 
the material focus of my work. 

Through a process of sawing, shaving, and 
dismantling, I revealed the construction 
joinery and the grain of the hardwood, 
creating an open armature upon which 
to build a sculpture. These bisected 
structures allowed me to incorporate 
a diverse array of materials, including 
hand-blown glass, foam, fur, and plywood 
cutouts. I then inserted long branches with 
bark still intact and hand-whittled tops that 
were honed to look like antlers. 

Rough Rider was titled after Teddy 
Roosevelt’s grand trek into the Dakotas 
to hunt bison. During my high school 
years, I often drove by a billboard at the 
state line, which advertised North Dakota 
as Roosevelt’s Rough Rider country. 
While in residence at the armory, I was 
drawn to the Field and Staff Room. It had 
once functioned as a men’s club and was 
furnished with a bar, liquor lockers, a small 
discrete—urinal only—toilet, mounted 
heads of moose, and a bald eagle. I learned 
that Eleanor Roosevelt’s father frequented 
this room, and I remembered the billboard 
in North Dakota. I imagined that these 
trophies were hunted and brought back 
east. By reanimating the furniture and 
lumber collected from the renovation, 
I wanted to reference this particular type 
of human intervention in the wilderness.

There seems to be an intensified use of 
color in your recent work such as your 
Orange Slices series of drawings (2012–13) 
and Geometry 3D #7 (2016).

With these works and other recent 
drawings and photo composites, I am 
examining notions about painting and 
sculpture. Where is the edge of one or 
the heart of the other? The heightened 
color allows me to explore the ways 
these boundaries expand, overlap, and 
conceptually support one another.

Patterson Sims is an independent art curator 
and writer based in New York City, who works 
with several artist-endowed and visual art 
nonprofit organizations.
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15

16

17

18

19

20

21

22

23

24

25

Geometry 3D, 2012
Wood, steel, pigment, foam, and glue
59 × 36 × 35 inches

Geometry 3D #7, 2016
Thirteen assembled archival pigment 
print images on paper
60 × 70 inches

Rough Rider, 2014
Wood, glass, fur, and pigments
70 × 21 × 22 inches

Rough Rider, 2016
Twenty-six assembled and glued archival 
pigment print images on paper
67 ½ × 64 inches

She, 2007
Blown glass, maple, foam, bison fur, and glue
67 × 18 × 20 inches

She, 2018
Nineteen assembled archival pigment 
print images on paper
72 ½ × 47 ¾ inches

Quartered Wall, 2014
Three quartered pine trees, luan plywood, steel, 
Popsicle sticks, glue, acrylic interference, and 
casein paint
76 × 45 × 6 inches

Percussion, 2000
Sturgeon fish skin, fishing line, pigment, 
and wire armature
88 × 63 × 11 inches

Tsunami, 2000
Sturgeon fish skin, fishing line, pigment, 
and wire armature
9 feet 3 inches × 15 feet

Orange Slices #1325, 2013
Casein on paper
20 ⅝ × 14 ¾ inches

Orange Slices #1321, 2013
Casein on paper
20 ⅝ × 14 ¾ inches

Orange Slices #1326, 2013
Casein on paper
20 ⅝ × 14 ¾ inches

Orange Slices #1322, 2013
Casein on paper
20 ⅝ × 14 ¾ inches

Orange Slices #1216, 2012
Graphite and casein on paper
15 × 11 ¼ inches

Orange Slices #1218, 2012
Graphite and casein on paper
15 × 11 ¼ inches

Orange Slices #1212, 2012
Graphite and casein on paper
15 × 11 ¼ inches

Orange Slices #1211, 2012
Graphite and casein on paper
15 × 11 ¼ inches

Orange Slices #1215, 2012
Graphite and casein on paper
15 × 11 ¼ inches

Orange Slices #1214, 2012
Graphite and casein on paper
15 × 11 ¼ inches

Percussion Drawing #5, 2017
Wood, pigments, ink, glue, foam, and archival 
pigment print, mounted on paper
31 ½ × 27 inches

Percussion Drawing #2, 2017
Wood, pigments, glue, casein, and archival 
pigment print, mounted on paper
34 × 22 ½ inches

Percussion Drawing #4, 2017
Wood, pigments, glue, foam, and archival 
pigment print, mounted on paper
38 × 24 ½ inches 

Percussion Drawing #3, 2017
Leather remnants, pigments, glue, foam, and 
archival pigment print mounted on paper
30 × 23 inches

Percussion Drawing #6, 2017
Wood, pigments, bark, glue, foam, and archival 
pigment print, mounted on paper
32 ¼ × 27 inches

Percussion Drawing #1, 2017
Glue, pigments, leather remnant, and archival 
pigment print, mounted on paper
30 × 25 ½ inches
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BIOGRAPHY 

American artist Carol Hepper was born in McLaughlin, South Dakota, in 1953. She began 
creating sculptures derived from her childhood experience and immediate surroundings 
on the American Great Plains in the early 1980s, which were then shown in New York. 
In 1982 Hepper was selected for a solo exhibition at P.S.1 (now MoMA PS1) in New York, 
and was consequently included in the significant sculpture survey New Perspectives in 
American Art: 1983 Exxon National Exhibition at the Solomon R. Guggenheim Museum 
in New York. She moved to New York City in 1985, and began working upstate during 
the summers in the mid-1990s. 

Through her wide-ranging use of specific materials, Hepper systematically and 
spontaneously places weight on the “object” with its cultural implications, spatial 
boundaries, and possibilities, as well as her respect for its power. She has exhibited 
in museums in the United States and abroad and her work is part of private and 
public collections, including the Metropolitan Museum of Art in New York, Museum 
of Contemporary Art in Chicago, Museum of Modern Art in New York, North Dakota 
Museum of Art in Grand Forks, Solomon R. Guggenheim Museum, and Walker Art 
Center in Minneapolis. Hepper has received numerous international awards and grants.



CAROL HEPPER
 

SELECTED SOLO EXHIBITIONS

2018 Carol Hepper : The Skin of Things, Catskill Art Society, New York
2012 Installation in the Field and Staff period room, Park Avenue Armory, New York 
2011 Carol Hepper: Inside the Between, Yellowstone Art Museum, Billings, Montana; traveled to South Dakota Art 
 Museum, Brookings; catalogue with essays by Eleanor Heartney and Leda Cempellin
 Strong Language, Callicoon Fine Arts, New York
2008 A part Together, Galeria Ramis Barquet, New York; catalogue with poem by Michael Coffey
2006 Carol Hepper, Selections 1996–2005, Elizabeth Leach Gallery, Portland, Oregon
2004 Translucency, Rebecca Randall Bryan Art Gallery, Coastal Carolina University, Conway, South Carolina; 
 brochure with essay by Will Hipps
2003 Andaman Sea, University Library, Burapha University, Saen Suk, Thailand 
2002 Carol Hepper: Translucency and Light, Decker Gallery, Maryland Institute College of Art, Baltimore; brochure 
 with essay by Will Hipps 
2000 Reverse Osmosis, Williams Center for the Arts, Lafayette College, Easton, Pennsylvania; catalogue with essay by
 Stuart Horodner
 wet paint, Jaffe-Friede & Strauss Galleries, Hopkins Center, Dartmouth College, Hanover, New Hampshire; 
 catalogue with essay by Nancy Princenthal
 Strange Island, Frederieke Taylor Gallery, New York
1999 Elizabeth Leach Gallery, Portland, Oregon
1998 Soma Gallery, La Jolla, California
1996 Portland Paintings, Portland Institute for Contemporary Art, Oregon; catalogue with essay by Kristy Edmunds 
 John Duff and Carol Hepper, Hill Gallery, Birmingham, Michigan 
1995 Skin/Deep, Orlando Museum of Art; brochure with essay by Sue Scott
 Works in Progress, Mississippi Museum of Art, Jackson
 Elizabeth Leach Gallery, Portland, Oregon
1994 Hartman & Company, La Jolla, California
 Michael Lord Gallery, Milwaukee, Wisconsin
1993 Galerie Waltraud Matt, Eschen, Liechtenstein
 Hill Gallery, Birmingham, Michigan
 Carol Hepper, Sculpture, Wesley Kimler, Paintings, Margulies Taplin Gallery, Boca Raton, Florida
1992 Insights: Carol Hepper, Worcester Art Museum, Massachusetts; brochure with essay by Donna Harkavy
 Dennos Museum Center, Traverse City, Michigan
 Hill Gallery, Birmingham, Michigan
1991 Rosa Esman Gallery, New York; catalogue with essay by John Howell
1989 Rosa Esman Gallery, New York
 Vaughan + Vaughan Gallery, Minneapolis 
1988 Rosa Esman Gallery, New York
 Hill Gallery, Birmingham, Michigan
1982 P.S.1, New York; catalogue

 

PERFORMANCE

2000 Island, a collaborative project with Molissa Fenley, premiered at the Kitchen, New York; traveled to Williams 
 Center for the Arts, Lafayette College, Easton, Pennsylvania, and Raymond F. Kravis Center for the Performing 
 Arts, West Palm Beach, Florida

SELECTED GROUP EXHIBITIONS

2017 Crossing the Dateline, Bangkok Art and Culture Centre; catalogue with essays by Pitiwat Somthai and 
 Natasha Otrakji
 Wundeon, Sammlung Mezzanin, Liechtenstein, Kunstmuseum Appenzell, Switzerland; catalogue with essay by 
 Roland Scotti
2016 Abstracting Nature, Newark Museum, New Jersey
 Liminal Lyrics, Kunstraum, Brooklyn
2015 Inspire, an exhibition in conjunction with the International Research and Creative Works Conference, Eastern 
 Centre for Art and Culture, Burapha University, Saen Suk, Thailand; catalogue
 Parallel Lines, Merton D. Simpson Gallery, New York
 Cut, Carve, Chisel, Sculpt, Lesley Heller Workspace, New York
2013 Tandem Pursuits: Armor & Ichthology, Wave Hill, New York; catalogue with essay by Gabriel de Guzman, 
 Jennifer McGregor, and Anna Robinson-Sweet
2012 Collectie Piet en Ida Sanders: Een leven met kunst, Scheidam, Stedelijk Museum Schiedam, Netherlands
 Things That Go Bump, Sculpture from the New School Art Collection, Sheila C. Johnson Design Center, 
 New School, New York
 Fictitious Truths, Exercises in Realism, Rooster Gallery, New York; online catalogue with essay by Kara L. Rooney
2011 GOLDMINE: Works from the Collection of Sirje and Michael Gold, University Art Museum, California State  
 University, Long Beach; catalogue with essay by Christopher Scoates
 Dallas Art Fair, Callicoon Fine Art
2010 Shared Histories, North Dakota Museum of Art, Grand Forks
2009 Cool, Collected & In Context, Weatherspoon Art Museum, University of North Carolina, Greensboro
 All Suffering Soon to End, Callicoon Fine Arts, Callicoon, New York
2008 ARCO 2008, Galeria Ramis Barquet, Madrid
2007–08 Introductions: Artists Self Portraits, North Dakota Museum of Art, Grand Forks; traveled throughout 
 North Dakota
2007 Enigma; Absence + Presence in Contemporary Art, Nevada Museum of Art, Reno
2006 Some Assembly Required, Mead Art Museum, Amherst College, Massachusetts; catalogue with essay by 
 Trinket Clark
 Extreme Materials, Memorial Art Gallery, University of Rochester, New York
 Land and Spirit, North Dakota Museum of Art, Grand Forks
2005 Landmark, Portland Institute for Contemporary Art, Oregon; catalogue with essays by Kristy Edmunds and 
 Stuart Horodner
 L. C. Armstrong, Carol Hepper, Francisco Lerio, Carrie Moyer, Rick Siggins, Steven Talasnik, Marlborough 
 Chelsea, New York
 2D from 3D; Contemporary and Historical Drawings by Sculptors, Elizabeth Leach Gallery, Portland, Oregon
2003 Bugs and Such, North Dakota Museum of Art, Grand Forks
 A Tenth Anniversary Exhibition, Frederieke Taylor Gallery, New York



2002 The Belles of Amherst: Contemporary Women Artists in the Collections of the Mead Art Museum and 
 The University Gallery, Fine Arts Center, University of Massachusetts, Amherst
2001 Outdoor installation of Sap Green, Bucknell University Campus, Lewisberg, Pennsylvania; catalogue with 
 essay by Stuart Horodner 
2000 Abstract Notions: Selections from the Permanent Collection, Fine Arts Center, University of Massachusetts, 
 Amherst
1999 The Artist as Collector: The Collection of Francie Bishop Good and David Horvitz, Boca Raton Museum of Art, 
 Florida
 Elusive Traces, Fine Arts Center, University of Rhode Island, Kingston; brochure with essay by Judith Tolnick
1997 1997 Biennial Exhibition of Public Art, Neuberger Museum of Art, University of New York, Purchase; catalogue 
 with essay by Judith Collischan
 In The Flesh, Aldrich Contemporary Art Museum, Ridgefield, Connecticut; catalogue with essays by Jill Snyder 
 and Maxine Sheets-Johnstone
 National Drawing Invitational, Arkansas Arts Center, Little Rock; catalogue
1996–97 Community of Creativity: A Century of MacDowell Colony Artists, Currier Gallery of Art, Manchester, New 
 Hampshire; traveled to National Academy of Design, New York, and Wichita Art Museum, Kansas; catalogue 
 with essays by Robert Storr and Tom Wolf
1995 Twentieth Century American Sculpture at The White House, Exhibition II, White House, Washington, DC; 
 brochure
 Art on Paper, Weatherspoon Art Gallery, University of North Carolina, Greensboro; catalogue with 
 introduction by Thomas H. Kochheiser
1994–97 Laumeier Sculpture Park, Saint Louis
1994 Fabricated Nature, Boise Art Museum; catalogue with essay by Sandy Harthorn
1993 Material Identity, Sculpture Between Nature & Culture, Tony Cragg, Heide Fasnacht, Carol Hepper, Jene 
 Highstein, Portland Art Museum, Oregon; catalogue with essay by John S. Weber
 The Fine Art of Patronage, Cranbrook Art Museum, Cranbrook Academy of Art, Bloomfield Hills, Michigan
 55 Ferris Street III, 55 Ferris Street, New York; catalogue with essay by Frederieke Taylor
 DeCordova Museum and Sculpture Park, Lincoln, Massachusetts
 NATURALUNNATURAL, TZ’Art & Co, New York
 Drawings from 55 Ferris Street, Jessica Berwind Gallery, Philadelphia, and Wynn Kramarsky, New York
1992–93 A Dialogue With Nature: Nine Contemporary Sculptors, Phillips Collection, Washington, DC; catalogue with 
 essay by Linda Johnson 
1992 Breakdown!, Rose Art Museum, Brandeis University, Waltham, Massachusetts; catalogue with essay by 
 Susan Stoops
 20th Year Visiting Artists Invitational Exhibition, University of Colorado, Boulder; catalogue
1991 Material Matters: Permanent Collection Sculpture since 1980, Walker Art Center, Minneapolis
 American Narrative Painting and Sculpture, Nassau County Museum of Art, Roslyn, New York; catalogue with 
 essay by William Lieberman
 Benefit, New Museum of Contemporary Art, New York; catalogue
 The Nature of Sculpture, Jacksonville Art Museum, Florida; catalogue with essay by Bruce Dempsey
 New Directions: American Art Today, Florida International University, Miami; catalogue with essay by 
 Eleanor Heartney
 Outrageous Desire; the politics and aesthetics of representation in recent works by lesbian and gay artists, 
 Mason Gross School of the Arts, Rutgers, State University of New Jersey, New Brunswick; catalogue with 
 forward by Monica Dorenkamp, introduction by Geoffrey Hendricks, and essays by Jonathan Weinberg and 
 Marcia Salo
1990 Sculptors’ Drawings, L.A. Louver Gallery, Los Angeles
 Seven Sculptors, Mandeville Art Center, University of California at San Diego, La Jolla
 Formulation and Representation: Recent Abstract Sculpture, Bertha and Karl Leubsdorf Gallery, Hunter 
 College, New York; catalogue with essay by Susan Edwards

1989 Recent Acquisitions, Walker Art Center, Minneapolis
1988 Innovations in Sculpture 1985–1988, Aldrich Contemporary Art Museum, Ridgefield, Connecticut; catalogue 
 with essay by Ellen O’Donnell
1987 Natural Inflections: Inside/Outside, Sculpture Center, New York; catalogue with essay by Douglas 
 Dreishpoon
 Emerging Artists 1978–86: Selections from the Exxon Series, Solomon R. Guggenheim Museum, New York; 
 catalogue with essay by Diane Waldman
 Contemporary Syntax: Edge and Balance, Paul Robeson Gallery, Rutgers, State University of New Jersey, 
 New Brunswick; catalogue with essay by Alison Weld
 Standing Ground: Sculpture by American Women, Contemporary Art Center, Cincinnati; catalogue with 
 essay by Sarah Rogers
1986 AMERICA: Art and the West, Art Gallery of Western Australia, Perth, and Art Gallery of New South Wales, 
 Sidney; catalogue with essays by Celeste M. Adams and Ron Tyler
 The Sculptural Membrane, Sculpture Center, New York; catalogue with essay by Douglas Dreishpoon
1983 New Perspectives in American Art: 1983 Exxon National Exhibition, Solomon R. Guggenheim Museum, New 
 York; catalogue with essay by Diane Waldman
 
 
PUBLIC COLLECTIONS

American Telephone & Telegraph, New York
Aterrana Foundation, Vaduz, Liechtenstein
Bangkok Art and Culture Centre
Brooklyn Union Gas
Champion Paper, Stamford, Connecticut
Elaine Dannheisser Foundation, New York
Detroit Institute of Arts
Eastern Centre of Art and Culture, Burapha University, Saen Suk, Thailand
Fine Arts Center, University of Massachusetts, Amherst
Solomon R. Guggenheim Museum, New York
Hood Museum, Dartmouth College, Hanover, New Hampshire
Housatonic Museum of Art, Bridgeport, Connecticut
Laumeier Sculpture Park, Saint Louis
List Visual Art Center, Massachusetts Institute of Technology, Cambridge
Margulies Foundation, Miami
Metropolitan Museum of Art, New York
Museum of Contemporary Art, Chicago
Museum of Modern Art, New York
Nevada Museum of Art, Reno
Newark Museum, New Jersey
New School, New York
New York Public Library
North Dakota Museum of Art, Grand Forks
Orlando Museum of Art
PECO Energy, King of Prussia, Pennsylvania 
Phoenix Art Museum
Portland Art Museum, Oregon
Ringling School of Art & Design, Sarasota, Florida
South Dakota Art Museum, Brookings
Walker Art Center, Minneapolis
Weatherspoon Art Museum, University of North Carolina, Greensboro



HONORS AND AWARDS

2011–12 Artist-in-Residence, Park Avenue Armory, New York
 Van Zante Visiting Artist, Department of Visual Arts, South Dakota State University, Brookings
2007 Artist-in-Residence, Pilchuck Glass School, Stanwood, Washington
2003 Guest of the Faculty, Artist-in-Residence & Exhibition, Burapha University, Saen Suk, Thailand
2000 Detwiller Visiting Artist, Lafayette College, Easton, Pennsylvania
 Artist-in-Residence, Studio Art Exhibition Program, Dartmouth College, Hanover, New Hampshire
1998 Hide and Seek, Summer Artist Residency, Bucknell University, Lewisburg, Pennsylvania
 Van Zante Visiting Artist, Department of Visual Arts, South Dakota State University, Brookings
1996 Residency Fellowship, Portland Institute for Contemporary Arts, Oregon
1993 Artist-in-Residence, Atelier 11 Foundation Grant, Triesen, Liechtenstein
1992 Artist-in-Residence, Yaddo, Saratoga Springs, New York
1991 Residency Fellowship, Edward F. Albee Foundation, Montauk, New York
1990 Sculpture Grant, National Endowment for the Arts, Washington, DC
 Artist-in-Residence, MacDowell Colony Fellowship, Peterborough, New Hampshire
1989 Sculpture Grant, New York Foundation for the Arts, New York
 Artist-in-Residence, MacDowell Colony Fellowship, Peterborough, New Hampshire
1988 Agnes Bourne Fellowship in Sculpture, Artist-in-Residence, Djerassi Foundation Fellowship, Woodside, 
 California
1987 Jean and Louis Dreyfus Award, Artist-in-Residence, MacDowell Colony Fellowship, Peterborough, 
 New Hampshire
1986 Individual Grant, Ludwig Vogelstein Foundation, New York
 Individual Grant, Pollock-Krasner Foundation, New York
 Residency Fellowship, Edward F. Albee Foundation, Montauk, New York
1985 Individual Artist Grant, South Dakota Arts Council, Sioux Falls
1984 Individual Artist Grant, Louis Comfort Tiffany Foundation, New York
 Governors Award for Creative Achievement in the Arts, South Dakota
1983 Individual Artists Grant, South Dakota Arts Council, Sioux Falls
1982 Exhibition Fellowship, Projects Room, P.S.1, New York
 Jerome Foundation Exhibition Fellowship, Women’s Art Resources of Minnesota Gallery, Minneapolis
 Betty Brazil Memorial Grant, Tarrytown, New York
1981 Individual Artist Grant, South Dakota Arts Council, Sioux Falls

TEACHING POSITIONS

Spring 2005 Princeton University, New Jersey; Visiting Faculty, Advanced Sculpture
Spring 1999 Harvard University, Cambridge, Massachusetts; Visiting Lecturer on Visual and Environmental 
  Studies, Intermediate Sculpture
Fall 1989   Princeton University, New Jersey; Visiting Faculty, Sculpture
  State University of New York, Purchase; Visiting Faculty, Sculpture
Spring 1988 Maryland Art Institute, Baltimore; Visiting Faculty, Sculpture
Spring 1984 School of Visual Arts, New York; Drawing Instructor
1980–82  Standing Rock College (now Sitting Bull College), Standing Rock Sioux Reservation, Fort Yates, 
  North Dakota; Drawing Instructor




