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family to locate impressive pieces in local collections and dive 
deep into the family’s archives. A special thanks goes to Kathryn 
Kucera, Matt and Ariana Lowman, Lauren Moltz and John 
Clement, Adrienne and David Doll, Dr. Debra E. Weese-Mayer, 
and the Illinois State Museum for loaning significant works to the 
exhibition ensuring that a larger public may enjoy them for the 
first time in this century. Additionally, a truly profound exhibition 
like this would not be possible without the generous selection 
of private artworks and writing made available from the Baum 
family archive.

Notable scholars, contemporary artists and friends of Alice Shaddle 
contribute their sincere and refreshing perspectives on Shaddle’s 
work in relation to their own practices and ongoing research in 
this publication. Artists Aimée Beaubien, Adelheid Mers and 
Mary Lou Zelazny take three very different approaches towards 
understanding Shaddle’s playful yet meticulous compositions 
incorporating paper, pencil, and photography. Distinguished art 
historian Judith Russi Kirshner paid careful attention to Shaddle’s 
practice in relation to the vast range of collaged forms in notecards 
she exchanged with her closest friend, artist Kathryn Kucera. 
Together, along with the insightful essay by curators Lisa Stone 
and Nicholas Lowe, the project proudly established significant 
scholarship on Alice Shaddle, asserting her rightful place as an 
innovative woman artist and educator who helped shape Chicago’s 
artist community in the twentieth century.  

Hyde Park Art Center is grateful for the generous support of the 
Terra Foundation for American Art for funding the research, 
development, exhibition and catalog production for Fuller Circles. 
It is an honor to be participating once again in their 2024 Art 
Design Chicago initiative exploring Chicago’s art and design 
legacy in the nation and around the world. 

Nothing happens at the Art Center without support from an 
ensemble of wonderful colleagues who deserve recognition. Jeff 
Robinson and Tran Tran skillfully produce our exhibitions. Ciera 
McKissick collaborates with curators to design lively programs 
to engage visitors with our exhibitions. Sofia Gabriel leads 
marketing and PR efforts to ensure audiences are aware of our 
exhibitions and programs. I have them and many more colleagues 
to thank for their support of this project. 

Allison Peters Quinn
Director of Exhibition & Residency Programs
Hyde Park Art Center

This past year, Chicago lost 
collage artist Tae Kwon Kong, 
known as Thomas Kong, who was 
born in North Korea and immi-
grated from South Korea to Chi-
cago in 1977. In a remembrance of 
Kong, writer Chris Reeves recalls 
a phrase from Brian Eno and 
Peter Schmidt in their “Oblique 
Strategies” card deck: “Repetition 
is a form of change.” Kong and 
Shaddle, who regularly frequented 
Kinkos, knew this lesson well. 
Another “Oblique Strategies” 
card that comes up for me when I 
think of these two artists is “Tidy 
up.” Kong’s impulse to clean up 
the shelves of his convenience 
store, Kim’s Corner Foods, 
by adding images to the racks 
launched his practice, the store 
becoming his studio and art en-
vironment. Collage techniques of 
arranging and assembling found 
media and objects are well-suited 
to the creative strategy of tidying 
up, work stereotypically done by 
women and marginalized popu-
lations. 

– Dana Boutin,  
research associate

A Family Affair
The family-oriented education and public programs at Hyde 
Park Art Center strengthen bonds between generations through 
contemporary art and art-making while providing a place to 
forever feel at home. Artist Alice Shaddle (1928-2017) and her 
former husband Don Baum (1922-2008) may well be the first 
legacy family of the Art Center: Shaddle exhibited here and 
taught children’s painting and drawing between 1956-2008 and 
artist Don Baum was the Director from 1956-1972, where he 
curated the Hairy Who exhibitions (1966, 1967, 1968) and many 
others that helped define the Chicago Imagist movement. Their 
son Charles Baum took art classes at the Art Center as a child 
and served on the Board of Directors from 1993-1995. This year, 
we welcomed her grandson Cain Baum to teach art classes in 
the Oakman Clinton School and Studios. If there ever were Art 
Center royalty, it is the Baum/Shaddle family. Therefore, when 
Charles and art historian Dr. Susan Weininger proposed to 
partner with Hyde Park Art Center in presenting an exhibition 
of Alice Shaddle’s work, we were honored by the opportunity to 
present a homecoming of sorts. 

Alice Shaddle’s first solo show at Hyde Park Art Center was held 
in honor of her retirement from teaching in 2007 at the impressive 
age of 79 years old. Fragments in a Fractured Space featured her 
then latest series of large collages on canvas. Several responded to 
the post 9/11 experience made between 2001-2003. Each picture 
was composed of thousands of tiny bits of paper in a style similar 
to pointillism, to build up images resembling nature, buildings 
or figures. Most audience members, seeing her work for the first 
time, had no idea that those artworks were just the tip of the 
iceberg that is Alice Shaddle’s oeuvre.

Fuller Circles digs deeper into Shaddle’s artwork history to 
present meaningful works from the 1960s to 2000s. The exhibition 
is curated by Nicholas Lowe and Lisa Stone with outstanding 
curatorial assistance from Dana Boutin, expert assistance on the 
exhibition design from Jeffrey Ose Ohuaregbe, and contributions 
from Cain Baum as Research Fellow. This exhibition marks the 
second at the Art Center where Lowe and Stone have creatively 
positioned Chicago’s lesser-known art history in the forefront by 
contributing new research and academic prowess to an artists’ 
oeuvre—the first show being Roger Brown: Calif., U.S.A. (2010). 
Together, the curators worked tirelessly with the Shaddle/Baum 

Thomas Kong’s collages were installed in 
Hyde Park Art Center’s kitchen for Artists 
Run Chicago 2.0, a major exhibition that 
celebrated Chicago’s independent visual 
art scene between 2009-2019, including 
the work of fifty artist-run spaces and 
organizations.
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Alice Shaddle: Life
Alice Shaddle (December 21, 1928 – November 27, 2017) was a remarkably gifted and 
highly original artist who lived and worked in Chicago. She was robustly engaged in 
the art culture of the city, where she concentrated life and work in Hyde Park. She was 
well known in her lifetime, particularly in her early to mid-career years. Shaddle was 
a devoted educator who taught art classes at Hyde Park Art Center for over 50 years, 
informing, encouraging, and delighting countless young artists. She was a founding 
member, and former chair, of Artemisia Gallery, where she exhibited from 1973 to 
2002. She received her BFA from the School of the Art Institute of Chicago (SAIC) 
in 1954 (the year she married artist Don Baum; the couple separated in 1970) and her 
MFA from SAIC in 1972. Shaddle worked in many media, often focusing on particular 
modes and materials, meticulously and intensively, resulting in highly resolved bodies 
of work. She was fearless in her experimentation with media, creating elaborate floor 
installations, paintings, prints, drawings, sculptures, reliefs, boxed objects, magazines, 
and all manner of collages. She had a disciplined practice of creating and mailing many 
hundreds of collage/gifts for her family and close friends. Shaddle’s poetry augments 
her varied visual works.

As a resident, mother, homemaker, and placemaker, Shaddle was creatively engaged 
in her life in Frank Lloyd Wright’s 1892 George Blossom House on Kenwood Avenue, 
where she lived for over five decades. She interacted with Wright’s very early Prairie 
School idiom, responding to its design through specific furnishings, while physically 
and compositionally engaging its architectural features and elements in her work. She 
meticulously conserved and championed this significant structure. 

Shaddle exhibited widely, especially in Chicago and the vicinity. Her work is in the 
collections of the Museum of Contemporary Art Chicago, the Smithsonian American 
Art Museum, the Illinois State Museum, and in many private collections. 

It’s fitting that her first solo exhibition in many years is at Hyde Park Art Center— 
a beating heart in Shaddle’s world for so many years.

For more on Alice Shaddle’s life, works, and exhibitions,  
please visit www.shaddlebaumarchive.com.

(opposite page)
Alice Shaddle in the 
George Blossom House. 
Her sculpture Cake 
Stand (1967) appears in 
the background.

http://www.shaddlebaumarchive.com
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Alice Shaddle: 
Fuller Circles
Until 2021 we had only vaguely heard of Alice Shaddle. 
A brief viewing of stacks of her works in her family’s 
collection drew us into the endless magic she spun with 
uncountable pieces of paper, and many other media. As 
we explored her range of strikingly original techniques 
and frequently bewildering modes of construction, we 
were increasingly baffled that—like many once well-
known artists—she had slipped from public view. Over 
the past two years, we’ve contemplated the formidable 
task of distilling part of her immense oeuvre into this 
exhibition and catalog.

We were initially invited to enter her remarkable 
visual world alongside the work of artist, curator, and 
cultural impresario Don Baum. Shaddle and Baum 
married in 1954, had two children, and separated 
in 1970. Shaddle and Baum shared in each other’s 
lives while they were still discovering themselves, as 
individuals and as artists. Their early paintings and 
collages are wildly original yet echo with modes of 
drawing subject matter from their lives, including 
representations of their children, Charles and Maria. 

A photograph featuring a work by each artist, 
taken in the 1960s when they were married, shows a 
daring paper sculpture by Shaddle and an enigmatic 
assemblage by Baum, sharing space in the Frank Lloyd 
Wright-designed George Blossom House.

Both Shaddle and Baum went on to perform robustly 
in separate realms of Chicago’s alternative, artist-run 

spaces. They conducted their lives apart, occasionally 
overlapping, and sometimes as rivals. Shaddle was a 
founding member of Artemisia Gallery, a cooperative 
exhibition space run by, and dedicated to addressing 
gaps in professional opportunities for, women artists. 
Don Baum challenged the mainstream and expanded 
opportunities for artists in other ways. As a curator, 
Baum facilitated a series of legendary exhibitions for 
artists who became known as Chicago Imagists, at 
Hyde Park Art Center, among many other curatorial 
projects. They both taught art classes for decades at the 
Art Center (at times simultaneously, but separately), in 
the Hyde Park neighborhood they called home. 

A research project into the lives and works of Alice 
Shaddle and Don Baum was initially proposed to and 
funded by the Terra Foundation for American Art 
(TFAA), as a part of the TFAA’s Art Design Chicago 
2024 initiative. The research team included Shaddle 
and Baum’s son, Charles Baum, as lead consultant; 
their grandson, Cain Baum, as Research Fellow; and 
art historian Susan Weininger as a project advisor. The 
team assembled an exhaustive cache of images and 
information about both artists’ lives and work. Cain 
devised and conducted a series of interviews over two 
years, with artists, scholars, critics, and colleagues and 
friends of his grandparents. The goal was to create an 
online catalogue raisonné and archive representing 
both artists on their own footing, available at  
shaddlebaumarchive.com. 

As advisors and now curators, we were invited to join 
the project in 2021, with the idea that an exhibition and 
digital archive would grow from this research. We had 
the excellent fortune to have close contact with both 
artists’ work. While both are deserving of greater, and 
individual, attention, we decided to focus on Shaddle, 
recognizing the more pressing need to investigate the 
contemporary relevance of this highly original yet 
overlooked artist. This process would not have been 
possible without access to the family collections, and 
the deep research and assembled resources that the 
first phase of this project produced.

Working closely with Charles and Cain, the project 
naturally retains strong connections to family. We have 
appreciated their support and unceasing enthusiasm 
at every stage, introducing ideas into our work, the 

exhibition, and the catalog—which itself was conceived 
and constructed as a collage-of-sorts, layering the 
perspectives of family, artists, and others involved 
in the project with archival materials reflective of 
Shaddle’s life and our process. 

The exhibition is not a retrospective or even a survey. 
Rather, it is a selection of works from distinct periods 
of Shaddle’s career drawn together by compelling 
aspects of the conceptual, material, and formal choices 
evident in the work itself. Individual works interrelate 
thematically across the gallery and through the catalog. 
These include (in the order of her working phases): a 
daring, early papier maché bas-relief collage sculpture; 
documentation and remnants from Shaddle’s elaborate, 
immersive paper and vellum floor installations, and 
related colored pencil drawings; shadow boxes with 
haunting visages; a group of meticulously constructed 
cut paper collage compositions; and a selection of 
collaged correspondence.

Shaddle was an inveterate collagist, who worked 
every day, cutting and collaging paper pieces up to 
the day before she passed away. A large collection of 
personalized notecard collages was created and sent 
as missives to her closest friend and confidant, artist 
Kathryn Kucera. They were in touch almost daily, for 
many years. The cards reveal a sense of intimacy and 
through a sharp sense of humor, they communicate a 
deep friendship and support for each other’s creative 
lives. During these years, Shaddle also created many 
collages incorporating photographs of her children and 

From left to right: Artemisia Gallery members and friends Alice 
Shaddle, Shirley Fedorow, and Kathryn Kucera. Shaddle created 
this collage notecard for Kucera c. 2000. Collection of Kathryn 
Kucera.

grandchildren, as touchstones of her love for them, and 
as gifts. 

Understanding Shaddle’s relationship to home and 
family has been important in considering the details 
of her work. The Frank Lloyd Wright George Blossom 
House continued to be a deeply influential element in 
Shaddle’s work for many decades, framing her vision 
and occupying her imaginative world. The Georgian 
exterior belies the stunning early Prairie School 
architectural explorations within. Shaddle referenced 
its defining features: vertical balusters, inglenooks, 
widely arched doorways, and semi-circular bay and 
casement windows of leaded glass, in works in several 
media. Her depictions of the light interacting with 
the house convey the more subtle, emotional impact 
of this beloved home and studio environment. She 
constructed large-scale, sometimes room-sized, 
sculptural and floor installations throughout the 
house. Her kitchen was a preparatory space where 
she cut thousands if not millions of paper pieces from 
household cartons and magazine pages. Features 
of the Blossom House are the framework for the 
exhibition’s installation and lighting design.

To inaugurate the curatorial process, we installed 
thirty-three of Shaddle’s artworks, with a selection of 
sketchbooks, in a studio at the Art Center in June 2023. 
We held convenings for Art Center staff and invited ten 
artists, curators, and an art critic to explore Shaddle’s 
works. Their recorded and transcribed conversations 
have been invaluable to the curatorial process. Four 
participants—Aimée Beaubien, Adelheid Mers, Judith 
Russi Kirshner, and Mary Lou Zelazny—crafted 
insightful musings for this catalog on diverse aspects 
of Shaddle’s work, bringing Shaddle into exciting 
contemporary conversations. Beaubien was invited 
to create the installation Aimée Beaubien: Through 
the Hothouse in the hallway gallery leading into Alice 
Shaddle: Fuller Circles. In some ways Beaubien’s work 
responds to Shaddle’s, resulting in a vivid porosity 
between Shaddle’s intensively handmade-in-the-pre-
digital-age work and Beaubien’s intensively handmade-
in-the-digital-age work.

Like many artists, Alice Shaddle slipped from the 
public’s eye and is most deserving of renewed critical, 
visual, and art historical attention. Our curatorial 
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approaches were guided by 
Shaddle’s consistent high energy, 
her technical prowess, and the 
interconnectedness of her work, 
shining through each phase of her 
oeuvre. About Alice, her dear friend 
Kathryn Kucera said, “We need to 
exalt her efforts because she honored 
her sensibility and she worked hard 
to realize it. And she had priorities. 
And her priorities were family. 
She was a devoted homemaker par 
excellence. At Artemisia, things 
were always in order when she was 
present. She revered things. She 
appreciated them and she cared 
for them. I mean, she had her value 
systems straight, in my opinion. 
And she realized all the more elusive 
things of life too. I think these kinds 
of things can be brought out in the 
show.”1 

It is our honor and pleasure, 
through Alice Shaddle: Fuller 
Circles, to reintroduce Shaddle to 
new audiences in Chicago. The 
opportunity of being hosted by Hyde 
Park Art Center, where Shaddle 
taught and exhibited, and in the 
neighborhood where Shaddle’s 
practice was centered for over 50 
years, provides rich context and 
underscores her connection to 
this place. Circles are a leitmotif 
throughout Shaddle’s work and 
in this exhibition. We hope the 
exhibition, catalog, and online 
archive will reflect Shaddle’s creative 
spirit and be ripples bringing her life 
and work into fuller circles.

Nicholas Lowe and Lisa Stone

Convening Conversations

On June 23, 2023, Hyde Park Art Center hosted two convening conversa-

tions to engage contemporary artists, curators, writers, and thinkers in 

Alice Shaddle’s life and work. These convenings, held amid an installation 

of works by Shaddle, helped inform the development of the exhibition and 

public programs for Alice Shaddle: Fuller Circles. The roster of participants 

included Cain Baum, Terra Foundation Research Fellow; Charles Baum, 

project advisor; Aimée Beaubien, artist and educator; Dana Boutin, research 

associate; Jasper Goodrich, artist, curator, and educator; Judith Russi 

Kirshner, critic, curator, and educator; Kathryn Kucera, artist; Nicholas 

Lowe, curator; Victoria Martinez, artist; Adelheid Mers, educator; Monika 

Plioplyte, artist; Lisa Stone, curator; Jodi Throckmorton, curator; Lori  

Waxman, critic; and Mary Lou Zelazny, artist, curator, and educator.  

We also convened with Hyde Park Art Center staff.
1.   Kathryn Kucera, interview with Cain Baum, 

November 2, 2022.

Alice Shaddle: Fuller Circles
March 23 – June 16, 2024



1514



1716



1918



2120



2322



2524



2726



2928
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Through the Hothouse
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“Aimée Beaubien: Through The Hothouse runs 
concurrently with the exhibition Alice Shaddle: 
Fuller Circles in the adjacent Kanter Family 
Foundation gallery to highlight a trajectory of 
Chicago-based women artists using paper and 
photography with dynamic results. Beaubien was 
introduced to Alice Shaddle’s work in summer 
2023 by curators Lisa Stone and Nicholas Lowe 
and immediately felt an artistic kinship. Through 
the jewel-toned installation of cut-up photography, 
tinted lights, and woven sculptures, Beaubien 
creates a kaleidoscopic effect that simultaneously 
mixes micro and macro scales in dialogue with 
Shaddle’s laborious collages. Both Beaubien and 
Shaddle incorporate clusters of materials that are 
meticulously gathered, printed, and crafted into 
intricate compositions and establish connections 
between often contradictory relationships: natural 
and constructed environments, the tangible and 
aspirational, memory and the photographic.”

– Allison Peters Quinn in collaboration 
with Aimée Beaubien

For her musing on Alice Shaddle on the following 
pages, artist Aimée Beaubien added text to a contact 
sheet that includes her own writing with quotes from 
Alice Shaddle. 

“She seems incredibly restless, constantly moving 
through and exploring new ways to image her world.” 

– Aimée Beaubien, Alice Shaddle convening 
conversations at Hyde Park Art Center,

 June 23, 2023

Circles Touching – 
for Alice
by Aimée Beaubien

(previous page)
Through the Hothouse, 2024, photographs, lighting, paracord, 
clothespins, books, paper mache, bioplastic, polymer, gold leaf, 
plant matter, dimensions variable.

(opposite page, folded)
Alice Shaddle in the George Blossom House. Photo: Mary Baber, 
1974.

(opposite pages, unfolded)
Text by Aimée Beaubien and Alice Shaddle. Photos by Mary 
Baber, c. 1974.

Aimée Beaubien: 
Through the Hothouse
Hyde Park Art Center
March 2 – June 2, 2024
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From the Archive: The George Blossom House
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House for George Blossom, Chicago, Illinois, 1892
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transformed the entire nature of art—was not raised.”4 
Shaddle’s work manifests such a transformation. Her 
uses of photography, scalability and tangible sequenc-
ing enable a timely, performative sensibility that she 
herself also locates in Frank Lloyd Wright’s architectural 
drawings and in Constructivist art. Shaddle’s exhibition 
Paper Moon, for example, is “not intended as an end in 
itself, but rather as an investigation.”5 This disposition 
may have perplexed art critic Michael Leja, who in 
reviewing Under the Snow struggled with an “uneasy 
integration of geometry and nature,” naming Shaddle’s 
ecological and media-ecological entanglement with 
“structure,” or rather structuring, as a weakness.6

Knives out
Describing Under the Snow in 1978, Shaddle had 
characterized “offerings” as part of a central “pyre,” 
including “sticks folded into vellum forms that resem-
ble pods, swords or sheaths and which with the thaw 
will come to life.”7 Lunch, created the same year and 
Shaddle’s contribution to Artemisia’s 10th anniversary 
exhibition in 1983, fits this description and also reads 
as a tongue-in-cheek, but simultaneously emphatic, 

The Uses of Photography 
in Alice Shaddle’s Floor 
Installations, 1978–1984
by Adelheid Mers 

Using photography as a tool: horizontality and 
performance
From 1978 to 1980, Alice Shaddle created six, paper 
and plant matter-based floor installations: Under the 
Snow (1978), Lunch (1978), The Pond (1979), Paper 
Moon (1980), 30’s Pop (1980), and Windows (1980). 
One, The Pond, could not be entered by visitors and 
was only visible through “one open door.”1 Through-
out, photography appears to have been a tool in 
planning and arranging the installations. Photography 
allowed the circular elements of the work to be created 
incrementally, while modeling their assembly at a 
diminished scale, as if seen from a distance. Propos-
ing a layout to Artemisia Gallery for Under the Snow, 
Shaddle wrote that she “photographed these circles, 
making 40 photos in all, and with these I was able to ar-
range the circles in larger formation…of the 8 diagrams 
I include here, the Celtic Cross is my first choice.”2 In a 
brief, stream-of-consciousness description of The Pond 
installation, Shaddle considers “[t]he effect of distance 
on the appearance of uniformly distributed objects.”3 
Sightlines in a horizontal landscape; translating the 
experience of landscape to installation; the modularity 
engendered in using photographic images as a tool for 
translation; and navigating both maker and audience 
relations to the resulting, material horizontality; all 
seem to matter to Shaddle.

In 1935, Walter Benjamin proposed that while “much 
futile thought had been devoted to the question of 
whether photography is an art…[t]he primary question 
whether the very invention of photography had not 

(left) “Diagram H” of Alice Shaddle’s  artist statement and instal-
lation instructions for Under the Snow, 1978.

(right) Photographs of Alice Shaddle’s floor installation Under the 
Snow. Photos by Charles Baum, 1978.
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Alice Shaddle, 
Lunch, 1978.  
Installation 
at Artemisia 
Gallery, vellum 
paper and 
mixed media. 
Photo: Charles 
Baum, 1978.

1    Alice Shaddle, “Description of Project,” artist statement for The Pond, 1979. 

2    Alice Shaddle, “Under the Snow,” artist statement and installation instructions, 1978. 

3    Alice Shaddle, “Thoughts by the Artist on the Installation ‘30’s Pop,” artist notes, 1980. 

4   Walter Benjamin, “The Work of Art in the Age of Mechanical Reproduction,” Illuminations, Hannah Arendt, ed. (New York: Schocken Books, 1969), 227.

5    Alice Shaddle, artist notes on Frank Lloyd Wright and Paper Moon, c. 1980.

6    Michael Leja, “Alice Shaddle at Artemesia [sic] and Andrea Blum at Deson,” Art in America (September-October 1978): 130. 

7    Alice Shaddle, “Under the Snow,” artist statement and installation instructions, 1978. 

8    Karen Michelle Barad, Meeting the Universe Halfway: Quantum Physics and the Entanglement of Matter and Meaning (Durham, N.C.: Duke University Press, 2007), 75.

9    Donna J. Haraway, “A Manifesto for Cyborgs: Science, Technology, and Socialist Feminism for the 1980s,” Socialist Review 15 no. 2 (1985): 65–107.

10   Alice Shaddle, “Description of Project,” artist statement for The Pond, 1979. 

Alice Shaddle, Pool, 1984, colored pencil on fiberboard,  
47 1/2 x 71 in. Collection of Charles and Camille Baum. Photo: 
Charles Baum.

Alice Shaddle, Title unknown (Version of Paper Moon), 
1980. Detail, installed in the Blossom House, vellum paper 
and mixed media. Photo: Alice Shaddle.

turning of swords on the viewer. I can’t help but think 
about Karen Barad’s agential realism, where “different 
agential cuts produce different phenomena,” applying 
it here to the mattering, the making, and the mediat-
ing of a work of art.8 By 1985 Barad’s mentor, Donna 
Haraway, had published the Cyborg Manifesto, “an 
argument for pleasure in the confusion of boundaries 
and for responsibility in their construction.”9

Using photography as a tool:  
verticality and authority
Shaddle’s next Artemisia exhibition, including her 
final floor installation, Moon Shadows, took place in 
1984. Offering up cuts and layers, interweaving figure 
and ground, Alice Shaddle appears to have delight-
ed in taking responsibility for constructing and for 
confusing boundaries. But before that, and deploying 
photography to preserve an instance of reflected light, 
Shaddle arranged versions of Paper Moon in her home 
studio, photographing them under different lighting 

conditions, while intending to use the installation 
shots for a grant application. Shaddle had meticulously 
attended to lighting and atmospheric effects in her in-
stallations, and she would certainly be attuned to it in 
documenting work.10 The demands of documentation 
for funding opportunities (and possibly also receiving a 
somewhat critical review in print) may have prompted 
a turning point in her work, though, seducing Shaddle 
away from solely centering the messier performativity 
of horizontal installation, which is hard to present and 
harder even to document across multiple perspectives. 
The photo below, showing low light raking across paper 
pods and discs, was still a tool, a mere imprint, not an 
art object. Adding conventionally legible artistic labor, 
it was transposed into a tantalizing drawing. It was 
exhibited, along with other wall hung works referenc-
ing previous installations, surrounding the large floor 
installation, Moon Shadows, with upstanding sentinels 
of vertical authority.
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Alice Shaddle:  Under the Snow
The following pages are excerpts from 

Alice Shaddle’s statements, diagrams, 

notes, and photography instructions 

(1977-1978) regarding her process for 

creating and documenting her vellum 

floor installation Under the Snow, and 

a part of this installation Shaddle called 

“The Pyre.” The original sequence for 

these documents is unknown.
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I was a recent graduate from the School of the Art 
Institute of Chicago when I began going to Chicago 
gallery openings. There were probably fewer than ten 
galleries here in the early ’80s, but there was a buzz of 
potential and optimistic energy in the air and on the 
street. Perhaps the delusions of youth contributed to 
the mood, but anything seemed possible, connections 
were being made, and new artist-run galleries were 
popping up, and commercial galleries were proliferat-
ing. A few of these galleries come to mind: N.A.M.E. 
Gallery, Randolph Street Gallery, Artemisia, and ARC.

Gentrification wasn’t a word often heard back then. 
The now congested corridors of North Ave, Clybourn, 

Ogden, Division, and Milwaukee Ave, to name a few, 
in 1980 were empty during the day and the picture of 
desolation when night fell. The same could be said for 
many other neighborhoods and industrial corridors. 
Affordable rent and massive industrial loft spaces 
weren’t hard to find.

I was more or less a bystander and witness to the 
organized and alternative activities of an ambitious, 
older generation of artists. They were the first wave 
of baby boomers; former hippies, feminists, and 
political rabble-rousers. They beat the initial paths 
that expanded the local and very small gallery scene in 
Chicago. Performances, artist-curated guerrilla shows, 

Alice Shaddle, A Recollection
by Mary Lou Zelazny

Alice Shaddle, details of installation at the George Blossom House, The Pond, 1979, vellum paper and mixed media, 13 x 23 ft. 

and huge loft dance parties marked the era.
During this time, I was utterly naive regarding 

the navigation of every aspect of the mysterious “art 
business.” The concept of obsessing over one’s career 
and engaging in ‘networking’ was considered un-hip, 
base, and crass goals; therefore I went to the many 
gatherings, exhibitions, and happenings because this 
was the most direct way of meeting fellow artists and 
making the scene. Besides, it was fun. I collected a 
huge postcard and announcement archive during 
these wanderings. Most of the shows that I attended 
have turned to memory dust, except for a special few 
that remain engraved in my mind due to the strength 
and power of the art experience. One such indelible 
exhibition was an Alice Shaddle installation.

Even though my friends and I were looking for a 
good time, free wine, snacks, and a party (after all, we 
were barely 21), the authority and sheer dominance of 
Shaddle’s delicate orbs and concentric arrangements 
on the floor at Artemisia Gallery arrested and silenced 
me; indeed, non-plussed all of us. We were young loose 

cannons, rippin’ and runnin’; yet here was art that 
halted our breath, slowed our pulse, and realigned our 
minds.

What was this delicate white woven world of 
drawings and featherlight constructions? This 
dominating candy floss serenity, like a low hum, simply 
overpowered the ruckus that a room full of art school 
grads can make. Who was this woman, whose name 
Shaddle will forever be associated in my mind with 
delicate paper leaves and paper skins, layered onion-
like, barely held together but strong enough to sit and 
dominate the floorspace, daring anyone to come near?

I tiptoed around the work and marveled at how this 
artist and her ethereal vision could compel me to stop 
and pay attention. 

Years later, flipping through my studio ephemera, 
I would come across the Alice Shaddle exhibition 
postcard and be involuntarily transported to that past 
era in my life, and be grateful for the recollection of her 
art and how it vibrated then and now in that memory 
palace within me.
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Archival Musings
by Dana Boutin

For the past two years, I’ve had the privilege of work-
ing on the digital archive of Alice Shaddle. The goal 
of the team—Charles Baum, Cain Baum, Nick Lowe, 
and Lisa Stone—is to create a visually rich catalogue 
raisonné and relational database as a laboratory for 
exploring her impact on the visual arts in Chicago. 
This archive, which we refer to internally as the 
“suitcase,” is heavy with artist statements, checklists, 
reviews, correspondence, photographs, recordings, 
and ephemera. 

One of the pleasures of unpacking Shaddle’s per-
sonal and professional documents is the opportunity 
to peruse and muse on unexpected threads. One such 
thread is cleaning, which Shaddle returned to often 
turning a daily necessity into a poetic theme.

(left to right) Alice Shaddle, Hygeia, 1960s, oil on canvas.; Album 
cover for Cziffra performing a piano recital of music composed 
by Franz Liszt featuring a relief by Alice Shaddle created in 1963.; 
George Blossom House interior.

Early work
In her early paintings and sculptures, Shaddle 
wrestled with demons, monstrous and sometimes 
grotesque life-size figures, and themes of death and 
decay. Among her mythological subjects is Hygeia, a 
goddess from Greek mythology of health, cleanliness, 
and hygiene. Hygeia is frequently represented in 
Western art with a snake (a Greek symbol of wisdom, 
healing, and resurrection) coiled around her body or 
tamely seated on her lap, pet-like, receiving a drink. 
In Shaddle’s Hygeia, a thick snake ensnares the 
forlorn-looking goddess, whose body is host to over a 
dozen smaller beings and hidden faces.

Contrasting this image are lighter references to 
cleaning sprinkled throughout Shaddle’s writing and 
correspondence. This brief poem, written later in life, 
highlights the features of her home, the George Blos-
som House, designed by Frank Lloyd Wright in 1892:

Its time to clean the house
And dust the spindles
Each one twice
250 spindles twice is over 500 times and
Swing with the arches and
Waltz on floors
Play Mozart, Liszt and Schubert as loud as I dare
Who couldn’t clean with Frank Lloyd Wright!
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In the immediacy of this private moment, expressed 
in the present tense, art transforms the meticulous 
and every day—with a hint of tension akin to the sat-
isfaction people find in Clean Tok videos, staving off 
the chaos of daily life…must the spindles be dusted 
twice?—into breezy rebellion and performative exu-
berance. I’m reminded of New York School poet Frank 
O’Hara, whose I-do-this-I-do-that poems set the stage 
for poignant prose about artists who inspired and 
moved him.

Women’s work 
Shaddle’s attention to the details of the Blossom 
House reflects the inspiration she found in her home 
and her stewardship of this architecturally significant 
structure, where she lived and worked for over fifty 
years. Immersed in this environment, Shaddle stra-
tegically placed bowls of twigs, leaves, dead insects, 
and other organic matter around the house that made 
it into her collaged paintings and reliefs.1 Collage 
techniques of arranging and assembling found media 
and objects are well-suited to the creative strategy of 
tidying up, work stereotypically done by women and 

“The authority and sheer dominance of  
Shaddle’s delicate orbs and concentric arrange-
ments on the floor at Artemisia Gallery arrested 
and silenced me…here was art that halted our 
breath, slowed our pulse, and realigned our 
minds. What was this delicate white woven world 
of drawings and featherlight constructions?  
This dominating candy floss serenity, like a low 
hum, simply overpowered the ruckus that a room 
full of art school grads can make. Who was this 
woman, whose name Shaddle will forever be 
associated in my mind with delicate paper leaves 
and paper skins, layered onion-like, barely held 
together but strong enough to sit and  
dominate the floorspace, daring anyone to come 
near? I tiptoed around the work and marveled 
at how this artist and her ethereal vision could 
compel me to stop and pay attention.” 

– Mary Lou Zelazny, “Alice Shaddle, A 
Recollection” (see page 48)

marginalized populations.
This interweaving of artistic practice and domes-

tic activities reflects her role as artist, teacher, and 
mother, a reality she embraced in poems and collages 
dedicated to her family. A nontraditional student, af-
ter having two kids, Shaddle went back to school and 

received her MFA from the School of the Art Insti-
tute of Chicago in 1972. The following year, Shaddle 
became a founding member of Artemisia Gallery, a 
women-led cooperative space for exhibitions, lec-
tures, and workshops created at a time when female 
artists were undervalued.2 The cooperative sought 
a non-hierarchical approach in which all members 
were responsible for both leadership and administra-
tive and housekeeping duties. In this environment, 
Shaddle became known for keeping things in order 
and caretaking.3

Artemisia aimed to “expand the concept of art 
created by women,” across time and cultures, to 
include decorative and domestic handicrafts—such 
as embroidery, dressmaking, body decorating, and 
home art—traditionally regarded as “women’s work.”4 
Shaddle’s imagery and techniques likewise challenged 
hierarchies in visual culture. Throughout her career, 
Shaddle depicted female and organic, biomorphic 
forms embracing strength in femininity. Reviewing 
an exhibition of Shaddle’s “soft” sculptures in 1976, 
C. L. Morrison wrote, “All the feminine words are 
applicable—light, gracious, modest, gentle, blush-
ing—but the critical message is: none of those words 
means ‘insignificant’...there is a latent strength in the 
iconography, even if the means are pink paper and 

“I look forward to seeing how new audiences use the 
Shaddle Baum Archive (www.shaddlebaumarchive.
com) to explore Alice Shaddle’s lifetime of creativi-
ty. This comprehensive resource offers scholars and 
curators infinite possibilities for exhibitions, theses, 
analyses, and further musings on the modestly mag-
isterial art of Alice Shaddle.” 

– Lisa Stone, Alice Shaddle: Fuller Circles 
 curator, 2024

“The historic value of the ARC and Artemisia Ar-
chives will continue to grow over the coming years, 
as museums or other cultural institutions continue to 
evaluate their role in propagating bias or other forms 
of discrimination. With greater attention being paid 
to women artists, both in museums and on the inter-
national art market, researchers would undoubtedly 
benefit from the material in these archives.

In concluding this analysis and overview of the ARC 
and Artemisia archives, I would like to call attention 
to a unique characteristic of these archives that may 
be overlooked depending on how one approaches 
the material. While the list of notable alumni and 
past exhibitors may suggest that most of the people 
involved in these archives was historically significant, 
this is not generally the case. Many of its artists were 
also mothers, or had jobs besides being an artist that 
may have prevented them from becoming wide-
ly-known or visible in the historic record. As a result, 
these archives hold the records of hundreds, if not 
thousands, of women artists that may be effectively 
invisible either on the internet or in printed media. 
Increasing the visibility of these archives presents 
us with an opportunity to enrich our understanding 
the history of women artists working in Chicago and 
across the greater Midwest.” 

– Hayden Hunt, Evaluative report of  
ARC and Artemisia Gallery archives,  

Ryerson & Burnham Libraries,  
The Art Institute of Chicago, October 2019

elusive shape.”5 Collage touches multiple art mediums 
and genres. Shaddle created painted collages, collage 
drawings, cut paper collages, and photomontages. 
Her painted collages and paper reliefs of the 1970s 
reference textiles (a rug, tablecloth, lace, embroidery, 
quilting, sewing, drapery, wallpaper), working against 
biases toward these forms and her materials.6 In 1978, 
Shaddle launched a series, vellum floor installations, 
which Adelheid Mers explores in depth in this catalog 
(see page 36), evoking ritual, rooted in a connection 
with the earth, and—as in her earliest “soft” sculp-
tures—redefining notions of strength by locating it in 
the delicate and ephemeral. Shaddle noted, “Maybe 
a large room empty, except for a delicate repetition 
of forms at our feet has within it enough change to 
create the strength for a new experience.”7

1   Email from Charles Baum to Dana Boutin on May 11, 2022.

2   Initiated at a time when women received less compensation for their work, 
Artemisia was a supportive environment for women. Of the original 20 members 
(which included Shaddle), almost half were married and/or had children, and half 
taught to support themselves (Victoria Kaufman, “Artemisia Inc.,” Feminist Art 
Journal, Fall 1975).

3   While women made up three-fourths of art students in the United States, women 
were poorly represented in academic leadership positions. The median income 
for women artists in 1970 was $3,400 per year, versus $9,500 for men (Joanna 
Gardner-Huggett, “The Women Artists’ Cooperative Space as a Site for Social 
Change: Artemisia Gallery, Chicago (1973-1979),” Social Justice, Vol. 34, Iss. 1, 
2007: 28-43). Despite the large number of female artists, in 1971, female artists 
earned 36% of male artists’ yearly earnings and 17% of National Endowment for 
the Arts grants (Hannah Edgar, “Artemisia: Art & Design in Chicago.” WTTW 
Chicago, November 2, 2018). In 1972, 100% of artists grants sponsored by the 
National Endowment for the Arts went to men. In 1975, only 33% of studio art 
faculty and 12% of Master of Fine Art programs faculty were women (Gard-
ner-Huggett).

4   Kathryn Kucera, interview by Cain Baum, November 2, 2022.

5   See Artemisia Gallery Statement in a Letter for a Fundraising Event, c. 1973, on 
page 25.

6   C. L. Morrison, Artforum, February 1976: 68.
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Alice Shaddle’s  
Notecards
by Judith Russi Kirshner

Alice Shaddle’s reputation rests on the stunning paper 
collages she composed for more than sixty years, 
cutting and meticulously layering thousands of tiny 
bits of paper to conjure up landscapes and subtly 
hued, surreal abstractions. A founding member of the 
women’s cooperative gallery Artemisia, which opened 
in Chicago in 1973, Shaddle also painted and created 
sculptures from paper, a preferred, less expensive 
medium for many women artists of her generation. 
At Artemisia she met Kathryn Kucera, herself an 
artist and founding member of the gallery; their deep 
friendship flourished for more than three decades.

Between wifedom (Shaddle was married, then 
separated, from the artist/curator Don Baum) and 
motherhood (son and daughter), she worked on the 
round table where she wielded her large kitchen 
scissors, keeping warm in the kitchen near the stove 
of the aptly named Blossom House. This home, which 
she looked after, was an early Frank Lloyd Wright de-
sign, still standing in Chicago’s Hyde Park neighbor-
hood. For most of her career, Shaddle was a sought-af-
ter children’s art instructor at Hyde Park Art Center. 
Indeed, in the late 1970s, my children studied with 
Shaddle and recalled her insistence on the seriousness 
of art making.

From 1996 to 2009, Shaddle created more than a 
thousand collages on five by six-inch notecards sent to 
friends and family. Each of these ingenious compo-
sitions is unique, featuring photos of the beneficiary, 
personal and holiday greetings, garden updates, 
details on museum visits, and poems. Although most 
were sent to her children and grandchildren to whom 
she was devoted, several hundred were mailed to 
Kucera. Kucera remembers encountering Shaddle in 

Alice Shaddle, Grandmothers and Granddaughters, 1972, 
wood box with 8 mixed media portraits. Box top: 16 3/4 x 11 5/8 
x 1 1/2 in. Box bottom 16 5/8 x 11 3/8 x 2 5/8 in. Portraits approxi-
mately 13 x 8 in. Collection of Charles and  Camille Baum. 

Kathryn Kucera, collage notecard for Alice Shaddle,  
mixed media.

Alice Shaddle, collage used to make cards, paper and mixed 
media, c. 2000. Collection of Charles and Camille Baum. 

a chair in her garden, like the other Alice—Alice in 
Wonderland—almost hidden by the tall grass, an im-
age that evokes Shaddle’s faces enveloped by a flurry 
of cut-out fragments. While it is regrettable that the 
majority of Kucera’s responses, which she sent imme-
diately to her friend, have been lost, the intentionality 
of Shaddle’s communications is borne out by the fact 
that she kept dated, numbered logs of her cards and 
their recipients. Fortunately, Kucera saved the corre-
spondence, which not only reflects great artistic skill 
but also great whimsy. Meant to be held, Shaddle’s 
cards, several of which she would produce in one day, 
provide insight into her private sensibility—affection-
ate, smart, and vulnerable. Kucera’s collection is a re-
vealing artistic chronicle of the emotionally intimate 
relationship between the two women.

In contrast to Shaddle’s public collages, the pri-
vate, deckle-edged cards were made with whatever 
was at hand, usually bits of magazine and newspaper 
illustrations. Yet even in these impromptu works, 
Shaddle devised a painstaking process: first creating a 
card-sized photocopy of the collages and then adding 
to, even drawing on and marking up, the photocopies 
to result in one-off compositions. In one example, 
she pastes slivers of red foliage over bits of interior 
architecture and superimposes a gold frame on which 
she scratches a label: “Cezanne.” But my focus is on 
the group that typically incorporate a photographic 
portrait of Kucera, always wearing her glasses. These 
reinforce Shaddle’s preoccupation with faces, seen 

most dramatically in the Grandmothers and Grand-
daughters box of black-and-white drawings from 1972.

Kucera was a frequent international traveler (she 
visited forty-three countries) and observed that 
Shaddle “could experience these trips vicariously by 
placing her friend in the fantastic situations” that she 
alone devised, albeit remaining at home.1 One image 
features Kucera as a bathing beauty posed on a ped-
estal, labeled “Tunisia.” Keeping her cherished friend 
near, one of Shaddle’s Valentine’s Day greetings 
shows Kucera’s face surrounded by devilish, cartoon 
opossums, hovering over a house. Longing for the 
company of an occasionally distant Kucera, Shaddle 
experimented with alternative identities; she manipu-
lated her collages to present Kucera playing the guitar 
or wearing an upside-down hummingbird as a hat. 
One example of her playfulness shows Kucera draped 
in a baggy brown suit, slumped against diagonal pat-
terns of delicate yellow wallpaper. 

Shaddle’s fascination with nature was ongoing, 
and her vast image bank includes cutouts of flowers, 
garden views, and cats. In one image, Kucera is por-
trayed with long brown hair, gleefully diving out of a 
cluster of pink coneflowers; in another she emerges 
from a group of hollyhocks. Despite their diminutive 
size, the notecard collages offer enormous visual 
and expressive range. Unexpected juxtapositions of 
colorful combinations become backdrops for por-
traits; on one occasion, blue dots are sprinkled over a 
beautiful group of purple tulips that surround a photo 

Collaged notecard Alice Shaddle created for Kathryn Kucera c. 2000-2003. 5 x 6 in. folded. Collection of Kathryn Kucera. 
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Alice Shaddle, collage used to make cards, paper and mixed media, c. 2000. Collection of Charles and Camille Baum.

of Kucera. Often the flowers themselves become faces; 
tiny, menacing teeth erupt from the lavender rose petals 
collaged over a black-and-white photo of Billie Holiday 
singing. It is not difficult to read a feminist perspective 
in Shaddle’s cut-and-paste practice; moreover, Kucera 
confirms that feminism served as a “matrix” for this 
generation of artists.2

The imaginative breadth of countless tiny scraps 
assembled into kaleidoscopic arrangements belies their 
scale and glue-stick fabrication, as in a collage whereby 
dozens of vertical strips of primary colors give rise to a 
Cubist framework for Kucera’s face. Each of the col-
lages is paired with Shaddle’s conversational notes or 
birthday or holiday greetings. Again and again, Shaddle 
demonstrates her pleasure in visual double entendres, 
psychological insights that animate her original as-
semblages. Wrapped in a gray coat in a card from 2002, 
Kucera’s portrait confronts us from a densely patterned 
Indian block print, mounted upside-down. In a simple 

composition, a wistful Kucera dressed in blue looks over 
her shoulder, and Shaddle writes, “Don’t forget to take 
the dog.”

Working alone at her table in the Blossom House for 
thirteen years, Alice Shaddle transformed the unassum-
ing character of her materials into creative efflorescence, 
not only to share visual fantasies but also to purposeful-
ly expand personal boundaries to sustain relationships 
with beloved recipients. Now, new audiences can marvel 
at the sheer number and seemingly infinite formal 
variations of Shaddle’s notecards, “reaching, touching, 
penetrating the individual heart.”3

1  Author’s conversation with Kathryn Kucera, December 4, 2023.

2 Author’s conversation with Kucera.

3 This phrase comes from Virginia Woolf, in Jacob’s Room: “For centuries the 
writing-desk has contained sheets fit precisely for the communication of friends. 
Masters of language, poets of long ages, have turned from the sheet that endures 
to the sheet that perishes, pushing aside the tea-tray, . . . and addressed themselves 
the task of reaching, touching, penetrating the individual heart.”

Collaged notecards Alice Shaddle created for Kathryn Kucera c. 2000-2003.5 x 6 in. folded. Collection of Kathryn Kucera. 
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(opposite page and above)
Collaged notecards Alice Shaddle created for Kathryn Kucera c. 2000-2003. 5 x 6 in. folded. Collection of Kathryn Kucera. 
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(left to right)
Alice Shaddle in the Blossom House,  in front of her cutouts, point-
ing to a sculpture by Red Grooms.  Photo by Don Baum, 1967.; 
Charles Baum at age 7. Photo by Alice Shaddle or Don Baum,  
c. 1963.; Christmas in the George Blossom House. Photo by Alice 
Shaddle or Don Baum, 1967.

My first realization that my mother’s hands were spe-
cial came when I was seven years old. It was Christmas 
time and we had just finished mounting our Tannen-
baum in the living room of the Blossom House. Don 
was in charge of lights, Alice ornaments. Multi-colored 
hand-blown balls that came out of cardboard boxes 
each individually and beautifully wrapped by Alice in 
white tissue paper. It was c. 1963. Alice decided that 
the tree needed more, but like so many things with my 
parents the source of inspiration was never revealed; it 
was intuitive. She grabbed a stack of white letter stock, 
a pair of long household shears, and a hole punch. Her 
hands started cutting, following her mind’s eye. Elab-
orate cutouts without a template or picture, her hands 
holding the paper tenderly but firmly, making precise, 
perfectly curved cuts; snowflakes, an elf, Santas, a 
turkey, butterflies, candy canes, a camel, a Christmas 
tree with a bird at the top, a baby in a crib, a giraffe, 
elongated ornaments, baskets of holiday goodies, a 
cake, a reindeer, birds. These were added to the tree 
with careful curation. The cutouts became a family 
tradition and each year she would add one or two more 
and as we got older she felt comfortable making the 

Alice’s Hands
by Charles Baum

figures a bit more scary or strange. A woman with an 
exploded head, an angry-looking Ebenezer. Alice posed 
in her favorite red swing dress in front of her cutouts 
pointing at a Red Grooms figure.

In the 1960s Alice began making life-sized sculp-
tures from paper and liquid Liquitex®. Her series of 
plant-like and anthropomorphic sculptures were made 
by applying strips of colored paper in multiple layers. 
She dipped each paper strip in a five-gallon pail of 
Liquitex®, a milky liquid that dried into a transparent 
semi-gloss finish. Her hands became encased in layers 
of dried Liquitex® which she enjoyed peeling off her 
hands like a molting snake. She would hand me the 
plastic strips which retained the imprint of her fingers.

In 1978, Under the Snow opened at the 9 W. Hub-
bard Street location of Artemisia Gallery, which was 
the perfect venue: large industrial rooms, beautiful 

hardwood floors, and streaming daylight. Alice devised 
a paper floor happening that required many months of 
preparation. There were 25 translucent vellum circles 
arranged in a Celtic cross pattern, each 45 inches in 
diameter covered by 477 vellum caps or “snow puffs,” 
bowls, and various vegetable-like cut and molded paper 

sculptures. Each of the objects on the circles was cre-
ated by meticulously massaging and molding the paper 
using a wooden salad bowl as a mold. 
She would rub and fold and press for 
hours. In the center of the gallery was a 
pile of paper pillows, bowls with leaves, 
twigs, paper lace objects, and long 
triangular sheaths meant to resemble 
snow covering the remnants of the pre-
vious season. This part of the exhibit 
Alice called the “Pyre.” In total, she 
made around 1,000 individual pieces of 
cut or molded paper. 

Over the next six years, there were 
six additional exhibitions of floor-based 
paper works often covering the entire 
gallery floor. I never remember her 
complaining about the physical strain of this work, but 
it made her hands strong and calloused, which made 
this farm girl proud. Ultimately, Alice decided it was 
time to do something with the piles of vellum. Alice 

had my cousin John, who lived on the family farm, 
collect her and her thousands of vellum pieces and 
take them to a meandering wooded creek that flowed 
through the farm property. John was put in charge 
of gently dumping the vellum creations upstream 
of where Alice stood with camera in hand. We have 
since lost the photo documentation of this event but 
apparently, the creek water was covered with these 
jellyfish-like balls, snow puffs etc. as they stayed afloat 
long enough for Alice to photograph the event. It was a 
majestic end to the vellum period.

 In 1997 Alice had her first exhibition of what I call 
cut-paper paintings. Again she created an innovative 
approach to collage that made tiny pieces of cut paper 
on canvas appear from afar as a painting. Alice’s 
hands were the vehicle for her mind’s eye as she spent 
hours cutting up wallpaper and other papers to make 
12 to 18 inch high piles of quarter-inch pieces of 
triangular or rhomboid paper each curated by color 
or pattern. She would carefully apply the cut paper to 
the canvas and ensure that she did not leave any bare 
canvas showing. Because her hands were nimble and 
strong she could do this for hours. It was hypnotizing 
to watch her pick just the right piece of paper, apply 
the glue, and position it in such a way that either 
the paper was completely adhered or left with a tail 

protruding in the air. Throughout her career, paper 
was her preferred medium and she often talked with 
me about the pleasure of creating things that required 
paper and scissors in hand.

“I remember discussing with Alice our scissors. She 
would use these big scissors. She would use massive 
shears for the tiniest little bits of paper. I would select 
scissors appropriately. But she didn’t need to. And that 
always interested me. And she worked fast, faster than I 
did. And my approach was less immediate than hers.  
It was just our sensibility.” 

- Kathryn Kucera, interview with Cain Baum,  
November 2, 2022
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I always kept a close relationship with my grandmother: in person when 
I was in Chicago, through phone calls and letters when I was away. She 
would always ask about my artwork, the materials I was using and the ob-
servations adjacent to my making. What were the things that I was taking 
in on walks and outside of my window? Our observations found similar 
ground in the natural world of trees, their residual leaves and changing col-
ors, and small animals and their habitats among the tree and bush. It was 
important for me to have these conversations; they would set up a pursuit 
of this familiar and curious habit. 

I moved into her home, as she aged out of that home and moved in with 
my parents for more care. I was tasked with upkeeping the property, showing 
presence, and maintaining the archaic structure. The home was aging grace-

fully in some areas and disintegrating in others. I reflect on those conversa-
tions, on observations of minute changes outside in the tree and the bush, for 
they explained how to find beauty in situations of decay. Its many structures 
and textures present in earthly places helped see this old home’s situation as 
one of opportunity over anxiety. For two years, beginning in 2012, I worked 
by myself to take in what I could from her home. The George Blossom House 
and the remnants of her art practice and life there would provide an incalcu-
lable amount of artistic content for me, then and now. Day by day I would see 
her many sketchbooks and materials, alongside a beautifully organized and 
decorated home space. Through observation of that space and an interest in 

“Margaret Lanterman told me, ‘Barb Ciurej and I were driving 
home around midnight one night after an event in Hyde Park when 
Barb suddenly said, ‘Oh, that’s Alice’s house.’ I looked up and said, 
‘There’s Alice!’ Around midnight. She was dressed in black from 
head to toe, and out there doing her gardening by the light of the 
moon, with a shovel and clippers. Typical Alice, who did not stand 
on convention and did what she needed or wanted, whenever the 
time was right for her.’” 

- Kathryn Kucera, interview with Cain Baum, 
November 2, 2022

My Grandma, Alice Shaddle: 
Her Legacy and Creative 
Use of Space 
by Cain Baum

digging deeply through closets, cab-
inets and forgotten spaces to wrap 
up and secure her legacy, I also saw 
a rich artistic existence. As a young 
artist, I took this all in and could 
learn actively—I imitated what I 
saw and worked to create art in that 
space with what my grandmother 
left behind. In some cases I wonder 
if she had manufactured this, leav-
ing for me her research and material 
in referenceable order. 

Forgotten spaces in the attic and 
basement were where I would find 
the things I needed to keep making. 
In the basement, I found a room of 
only Douglas Fir, old-growth and 
riddled with nails. A whole yard’s 
worth of fencing and studs and 
posts in one room, not so neatly 
stacked but jammed into this space. 
Diagonally, ten-footers stood from 
ceiling corner to floor corner, in 
between eight- and six-foot wood 
pieces stacked and tossed and forced 
in. This made for a more frighten-
ing looking space, already in a dark 
basement with so many moist and 
unlit nooks and crannies. Splinters 
and rusty nails aside, what I found 
in this space was a highly curated 
batch of material ready to use, 
demonstrating its mass and struc-
tural quality. A historically signifi-
cant lumber, pulled from somewhere 
in the Blossom House, possibly a 
hundred years old, possibly left for 
a grandson with a growing appreci-
ation of woodcraft who was taught 
to see artmaking material as a 
discussion-worthy item. I spent the 
remainder of my time pulling out 
piece by piece, making piece after 
piece with this material for many 
years to come. That collection of 

wood would represent a material 
sensitivity and awareness within my 
art practice that vibrates today. 

Engineered and stuffed full, 
from floor to ceiling and in no 
specific order, existed what I be-
lieve was five years worth of artist 
experimentation, content ranging 
from early to end of career and 
unfinished work all packed into a 
small attic closet. I could only ac-
cess this mass of drawings, collage 
sketchbooks, and works on paper in 
the daytime by the light of the sun. 
When it was too dark, I risked hurt-
ing the things I was trying to see 
and eventually organize. This add-
ed a layer of urgency. These works 
were strange and similar, a body of 
work in different methods, made by 
the same hand. Sketchbook after 
sketchbook, drawing after drawing, 
I pulled artistic explorations and 
production from the depths. I saw 
by the light of the day my grand-
mother taking a drawn image, 
redrawing the image, creating one 
iteration after the next iteration. 
She would take that image through 
collage processes as well, weaving 
in natural elements such as leaves, 
sticks, and other earthly detritus, 
continuously building an image 
through practice, repetition, and 
focus. Again, I was confronted with 
the magnificence of these collec-
tions in strange spaces. Inside these 
containers were specificity and 
curation, a type of organization 
presented by the material itself. 
The containers provided concrete 
information on the preparer of the 
spaces, my grandmother. 

In these moments of ancestral 
discovery, I was asked how these 

(clockwise from top left) Blossom House interior.; Attic storage in the Blossom House.; 
Blossom House exterior.; View from the Blossom House roof. Photos: Cain Baum,   
c. 2012-2014. 

ideas, which manifested as closet spaces, were created. Was her intention 
to come back to these spaces? Did she know exactly what was where? Did 
these spaces have names? Douglas Fir closet? 1980-1985 closet of experi-
mentations on paper with sticks, leaves and garden memorabilia? There is 
much that these closets demonstrate. At the time I deeply considered that 
she left these for me to find. They were too organized and specific to be 
taken lightly. She cultivated my desire for observation of space in the natu-
ral world and the minute areas visited and created by other creatures—how 
to experience a place in an alternate way. She positioned my thinking 
around artmaking to be material-centric and to think about that material 
as a living thing. She showed me that sculptural material can carry the 
concept of the work as well as a deep desire to create and recreate. I would 
mirror what I saw in that house left by her, and I created with what she 
left for me. I was pretty alone, and it was weird and painful at times, but I 
needed that space to appreciate the nuance and quiet of her creative spirit. 
My grandma made compelling artwork that could be shown in galleries 
and museums; she cultivated a home rich with peculiar and strange deco-
ration; she taught at an important institution; and through letters, phone 
calls, and sharing her home, she laid the groundwork for her grandson to 
demonstrate how to function as an artist. 
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Selected Collages, Chosen by the Baum Family
 
Alice Shaddle created thousands of small collages in the 1990s and 2000s. Many of these artworks feature  
photographs of and were created as gifts for her family and close friends. For this selection, Charles Baum and his 
children, Ariana and Cain, were invited to select some of their favorite collages by Shaddle featuring images of her 
family, including her daughter Maria Baum and daughter-in-law Camille Baum, and Artemisia Gallery members 
and friends Kathryn Kucera and Shirley Fedorow.



6766
Brochure for exhibition at the Hyde Park Art Center
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Cain Baum
Cain Baum is an artist of many modes, 
cabinet maker, educator, and researcher 
from Chicago’s South Side. He consistently 
pursues the making of surreal and abstract 
objects, while educating and collecting 
to make a place for his work and the work 
of his many students and colleagues. As a 
Research Fellow for the Terra Foundation 
of American Art, Art Design Chicago 2024, 
Baum worked to develop a comprehen-
sive archive for the artists Don Baum and 
Alice Shaddle, paternal grandparents and 
Chicago artists who demonstrate the ideals 
he tries to embody in his own career. He 
is also the owner of Encore Fabrication 
and Design, a woodworking enterprise 
delivering elegant and custom millwork, 
cabinets, and furniture. He participates in 
the maintenance of the Oakland Museum of 
Contemporary Art as a community member 
and board member. 

Charles Baum
Charles Baum has served as an advisor on 
the Don Baum and Alice Shaddle research 
project and has worked on the online 
archive/research resource, catalogue 
raisonnés for Alice Shaddle and Don Baum. 
Baum, MD, MS, FACG is a board-certified 
gastroenterologist and physician nutrition 
specialist with over 30 years of experience 
in healthcare, clinical and basic science 
research, digital health, and the pharma-
ceutical industry. Baum is also a wood-
worker and partner with his son in Encore 
Fabrication and Design. He is an avid art 

collector and has served on the board of 
several nonprofit Arts organizations. He is 
dedicated to his parents’ legacies. 

Aimée Beaubien 
Aimée Beaubien transforms photographic 
experience into immersive installations, 
collages, and artist books, exploring the 
medium’s potential of infinite reproduc-
tion. Her crafted assemblages mirror the 
interconnectedness of the ecological realm 
through networks of competing imag-
es, capturing the sensorial overload of a 
media-saturated world. Beaubien’s work, 
exhibited and published nationally and 
internationally, intricately navigates the 
complexities of interpreting photographs 
and experiencing nature. Beaubien is an 
Associate Professor of Photography at the 
School of the Art Institute of Chicago, where 
she has taught since 1997.

Dana Boutin 
Dana Boutin is the publication editor and 
production manager for Alice Shaddle: Full-
er Circles, at Hyde Park Art Center in 2024, 
and research associate for the Shaddle 
Baum Archive. She is currently working on 
Chicago as Catalyst: Immigrant Communities 
Nourish Self-Taught Artists (working title) 
at Intuit: The Center for Intuitive and Out-
sider Art, as a Terra Foundation Research 
Fellow and co-curator with Intuit’s Chief 
Curator Alison Amick. An independent re-
searcher and communications profession-
al specializing in art and education, she 
worked as a research associate for Chicago 

Calling: Art Against the Flow, Intuit’s exhibi-
tion for Art Design Chicago 2018. She also 
contributed research and writing for Acci-
dental Genius: Art from the Petullo Collection, 
at the Milwaukee Art Museum in 2012; and 
Roger Brown: Calif. U.S.A., at the Hyde Park 
Art Center in 2010.

Judith Russi Kirshner
Critic, curator, and educator, Judith Russi 
Kirshner retired as Deputy Director of the 
Art Institute and Womens Board Endowed 
Chair of Education in 2016. Previously 
Kirshner served as Dean of the College of 
Architecture and the Arts at the University 
of Illinois at Chicago from 1997 to 2013. She 
was consulting Editor for Into the City: Histo-
ry of Chicago Art and Design eds. M. Taft and 
R. Cozzolino (University of Chicago Press, 
2018) and authored “Cruelly Bound: Draw-
ing and the Archive of Christina Ramberg’s 
Practice” in The Making of Husbands: Chris-
tina Ramberg in Dialogue, (KW, Institute for 
Contemporary Art, Berlin, 2019-2020), and 
“Christina Ramberg’s Diary, 1969-1980,” 
for the Art Institute of Chicago’s Christina 
Ramberg exhibition catalogue, forthcom-
ing 2024.

Kirshner held the position of Curator at the 
Museum of Contemporary Art in Chicago 
from l976 to l980, and at The Terra Museum 
of American Art from l985 to l987. Her 
recent publications include “Carla Lonzi: 
Encountering American Art,” in Feminism 
and Art in Postwar Italy: The Legacy of Carla 
Lonzi (2021).

Contributor Biographies
Nicholas Lowe 

Nicholas Lowe is an interdisciplinary artist, 
curator, author, and teacher. Recent proj-
ects span studio material work and experi-
mental curatorial projects. Lowe is engaged 
in work that includes the formations and 
interpretations of cultural landscapes, 
critical museology, archival and muse-
um access and interpretation, material 
culture studies, and public and vernacular 
histories. Particularly interested in projects 
and collaborative working spaces where a 
critical level playing field is established, in 
both curatorial and visual work, he actively 
questions established museum structures, 
categorization methods, and subject hier-
archies. 

Lowe is an active member of the Inter-
national Panorama Council and in 2021 
convened a research and discussion group 
to explore the implications of panoramic 
form in relation to (de)colonization, histo-
riography, hegemony, and the monumental. 
Curatorial projects include the exhibition 
and performance series, goat island archive – 
we have discovered the performance by making 
it, at Chicago’s Cultural Center in 2019; 
and Roger Brown: Calif. U.S.A., at Hyde Park 
Art Center in 2010. Lowe teaches classes 
in archival and collections management, 
cultural landscapes and artifact interpreta-
tion, and interdisciplinary studio.

Adelheid Mers
Adelheid Mers works through Performative 
Diagrammatics, a discursive and artistic 
practice that explores epistemic diversity 
and includes elements of facilitation, perfor-
mance, installation, and video. Work takes 
place at conferences, retreats, and other 
convenings, which in turn become occasions 

for addressing it through writing and pub-
lication. Mers currently serves as the chair 
of the Department of Arts Administration 
and Policy at the School of the Art Institute of 
Chicago. www.adelheidmers.org 

Lisa Stone 
Lisa Stone was senior lecturer in the 
Department of Art History, Theory, and 
Criticism, and curator of the Roger Brown 
Study Collection, both at the School of the 
Art Institute of Chicago (SAIC), until retir-
ing in 2020. She earned a Master of Science 
in Historic Preservation at SAIC in 1998. She 
works with Don Howlett on preservation 
planning and implementation through 
Preservation Services, Inc.  Her research, 
teaching, writing, and curating concern 
the preservation and interpretation of 
artist-built environments and sites of con-
science, and artists considered to be mar-
ginalized by mainframe standards–artists 
of color, women, economically disadvan-
taged people, farmers and residents of rural 
areas, urban dwellers, and first and second 
generation immigrants. She is co-cura-
tor, with Kenneth C. Burkhart, of Chicago 
Calling: Art Against The Flow, featuring 10 
nonmainframe Chicago artists, part of the 
Terra Foundation for American Art’s Art De-
sign Chicago 2018 initiative. The exhibition 
was a project of and on view at Intuit: The 
Center for Intuitive and Outsider art and 
traveled to museums in Paris, Kaufbeuren, 
Lausanne, and Amsterdam. Her studio is a 
garden/ruin in Spring Lake, Wisconsin.

Mary Lou Zelazny
The School of the Art Institute of Chicago 
has a significant place in her career where 
she has been a faculty member since 1990 

and is currently Full Professor Adjunct in 
the Department of Painting and Drawing. 
While valuing her academic associations, 
she remains principally a studio artist and 
has a record of consistent production over 
four decades. Zelazny has had numerous 
one-person exhibitions since the 1980s and 
is represented by the Carl Hammer Gallery. 
She was the subject of a comprehensive 
retrospective at Hyde Park Art Center 
in 2009. Her work has been exhibited in 
various galleries and museums throughout 
the United States. She has been included in 
many survey exhibitions, including What 
Came After: Figurative Painting in Chicago 
1978-1998 at the Elmhurst Art Museum in 
2019; Surrealism: The Conjured Life at the 
Museum of Contemporary Art Chicago 
2015-2016. She is in numerous public and 
private collections. Zelazny has curat-
ed three major recent exhibitions and is 
currently working on the group exhibition 
Because It Feels So Good When I Stop. Zelazny 
continues to add to her catalog of mixed 
media paintings and exhibitions with her 
most recent solo show, Whistling in the Dark, 
at Carl Hammer Gallery, 2022. Recent ven-
tures include Women on the Verge, curated by 
Lisa Wainwright at Rhona Hoffman Gallery, 
in the autumn of 2023.

http://www.adelheidmers.org
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Birthday Cake
1964
Paper, chemical latex over 
form
48 x 36 x 14 in. 
The Doctors Robert N. Mayer 
and Debra E. Weese-Mayer 
family collection

Cut paper Moon  
Shadows circles
1984
Cut paper, mesh,  
construction paper circles
Approximately 45 in. 
diameter 
Collection of Cain Baum

Pool
1984
Colored pencil on board
47 3/4 x 70 7/8 x 1/4 in. 
Collection of Charles and 
Camille Baum

Title unknown  
(Smoke series) 
c. 1990s
Colored pencil on board
40 3/4 x 61 1/4 in.
Collection of Lauren Moltz 
and John Clement
Photo: Scott Dietrich

The Moon
1984
Colored pencil on board, 
metal frame
48 x 47 1/4 in.
Collection of Maria Baum

Selection of Shaddle’s  
collaged notecards 
Early 2000s
Mixed media collage  
on paper notecards
Dimensions vary
Collection of  
Kathryn Kucera

Title unknown (Box with 
portrait and leaves)
1972
Paper, mixed media in wood 
box
18 ¼ x 15 ¾ x 5 in. 
Collection of Charles and 
Camille Baum

Charles
1972
Paper, mixed media in wood 
box 
17 x 12 1/2 x 5 1/4 in. 
Collection of Charles and 
Camille Baum

Title unknown  
(Box with skull)
1972
Paper, mixed media  
in wood box
18 x 12 x 5 1/8 in.
Collection of Charles and 
Camille Baum

Exhibition Checklist Title unknown (Box with 
paper sculpture) 
1972
Paper, mixed media in wood 
box
18 ½ x 13 ¼ x 6 ¼ in.
Illinois State Museum,  
Gift of Leon and Marian 
Despres, 1985.256
Photo: Dannyl Dolder

Grandmothers and  
Granddaughters
1972
Wood box with 8 mixed 
media portraits. Box top: 
16 3/4 x 11 5/8 x 1 1/2 in. Box 
bottom 16 5/8 x 11 3/8 x 2 5/8 
in. Left to right, 6 individual 
objects, all approximately  
13 x 8 in. Collection of 
Charles and Camille Baum

Title unknown 
(Abstract figure)
c. 1960s
Paint and collage on paper
24 x 18 in.
Collection of Charles and 
Camille Baum

Sunrise at 
Middlemarsh
1999
Collage on canvas, wood 
frame
48 x 35 3/4 x 1 3/4 in.
Collection of Ariana and  
Matt Lowman

Maiden and Her Horse
2000
Collage on canvas
40 x 30 x 1 1/2 in.
Collection of Adrienne  
and David Doll

The Broken Harpy
1996
Collage on canvas 
60 x 42 x 1 in. 
Collection of Lauren Moltz 
and John Clement
Photo: Scott Dietrich

Cistern (Down Under)
1998
Collage on canvas,  
wood frame
62 ¾ x 34 ¾ x 1 in. 
Collection of Charles and 
Camille Baum

Documentation of 
Alice Shaddle’s vellum 
installations, 1978-1984
Video of installation 
documentation

Documentation of  
Alice Shaddle and  
Frank Lloyd Wright’s  
George Blossom House
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1930s
Grew up on 

a farm in 
Hinsdale, 

Illinois

1955
Birth of son, Charles

1954
First exhibition of her  
work at Hyde Park  
Art Center, where she  
continued to  exhibit  
for 54 years

Alice Shaddle at the Hyde Park Art 
Center, c. 1968.

1954
Married artist, 

educator, and  
curator  Don Baum. 

The couple  
separated in 1970.

Alice Shaddle Timeline

1928
Alice Gay  
Shaddle was  
born December 
21, 1928, the 
winter solstice

1954
Received her BFA from 
the School of the Art 
Institute of Chicago

1956
Shaddle and Baum purchase the Blossom House,  
designed by Frank Lloyd Wright. Shaddle 
continued to live and work in the Blossom  
House until 2012.

1950s
Created prints, 
still lifes,  and 
increasingly 
abstract 
organic forms

Alice Shaddle, Title 
unknown (Plant 
person), 1960s, oil 
on canvas, 31 x 21 in. 
Collection of Charles 
and Camille Baum.

c. 1948-49
Studied art at Oberlin College
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1971-73
Box construction series

1972
Received her MFA from the School of the 
Art Institute of Chicago

1973-2002
Shaddle was a founding member, on 
the Board of Directors, and exhibited 
at Artemisia Gallery, a cooperative, 
alternative Chicago exhibition  
space that was run by and served 
women artists

1961
Birth of daughter, Maria

c. 1956-2007
Taught at Hyde Park Art Center

Photo: Mary Baber, 1974

1974
Began creating large relief collages. She 
continued to make collages in a variety of 
experimental and innovative approaches 
throughout her career.

Alice Shaddle, Dutch Pants, 1976, 44 x 33 1/2 in.

“ As in the dream again these sculptures shift  
into oversized flowers and finally disappear into  
hundreds of pieces of patterned paper. I work  
for a fluent fantasy which moves with casual 
ease and lightness through metaphors of the 
transitory.” 

- Alice Shaddle, 1975

1963-1970s
As her paintings became more  
textured  and three-dimensional, 
Shaddle began  experimenting and 
created a series  of human-scale,  
highly textured sculptures  by  
pasting thousands of pieces of  
laminated paper onto a metal frame.

Alice Shaddle, The  Shaman and the Weavers, 1967, 
paper and rohlplex.

1964-67
Taught  
printmaking and 
drawing and  
lectured in the  
Department of  
Arts and Sciences  
at Roosevelt  
University, Chicago

“ The freestanding sculptures are 
biomorphic in their growth from plant 
to animal to human forms. They are  
allegorical and the twisting organic 
images are laden with patterns of color 
made from hundreds of pieces,  
cut from old reproductions.” 

- Alice Shaddle, 1970

1974
Awarded the 
Logan Prize 
from the Art 
Institute of 
Chicago

Alice Shaddle, 
Gardener, 1975, 
paper and 
chemical latex,  
6 ½ x 7 x 5 ft. Photo: 
Alice Shaddle.
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2007-08
Solo exhibition at Hyde Park Art Center

Alice Shaddle, Brown Purse, 2002, collage on canvas, 30 x 40 in.

1979
National Endowment for the Arts Fellowship

Alice Shaddle, Paper Moon, 1980, a 228-piece installation  
at Northwestern University of Indiana, completed during  
Shaddle’s fellowship

1978-84
Vellum floor installations and  
related drawings series

Alice Shaddle, Moon Shadows, 1984. 
Installation at Artemisia Gallery, paper and 
tulle cutouts on paper circles, colored pencil 
drawings. Photo: Charles Baum, 1984.

1993-94
Returned to painting later in life

Alice Shaddle, Shhh, 1993, oil on canvas,  
38 x 48 in. Private collection.

2012-2017
Later in life, Shaddle moved in with her 
son Charles and his family in Lake Forest. 
She died on November 27, 2017.

Alice the photographer, taken by Kathryn Kucera in 2003.

2010
Retrospective 
exhibition at 
Elmhurst  
University

Alice Shaddle, 
Neptune (AKA Vine 
2), 2001, collage on 
canvas, 40 x 30 in. 
Collection of Charles 
and Camille Baum.

1990s-2000s
Shaddle wrote 
poetry and created 
over 4,000 small 
collages she used 
to make cards. She 
exchanged many of 
these collaged  
notecards with  
missives to her 
closest artist friend, 
Kathryn Kucera, 
almost every day. 

1990s-2000s
Created mosaic-like, cut 
paper collages

Alice Shaddle, The Keeper, 1997, 
collage on canvas, 60 x 42 in.  
Private collection.



7978

Acknowledgments  
The Hyde Park Art Center staff and board 
acknowledge that the institution has 
lived its entire eighty-six-year history on 
traditional indigenous land of the Peoria, 
Miami, Potawatomi, and Council of 
Three Fires. We recognize the Indigenous 
communities who laid the foundation for 
the City of Chicago, and for the diverse 
Indigenous nations who reside in Chicago 
today, as the third largest urban-indigenous 
populations in the country. We use this 
acknowledgment as a starting point to 
learn from and about these Indigenous 
nations whose homelands we occupy.

Cain Baum 
research fellow,  
lender, exhibition consultant 

Camille Baum,  
lender

Charles Baum 
project advisor,  
lender, exhibition construction

Maria Baum 
lender

Aimée Beaubien 
author, convening participant,  
round table participant

Allan Boutin  
interviewee

Dana Boutin 
author, research associate,  
publication editor, senior wrangler

Margaret Boutin 
interviewee

Jim Clement 
developer 

John Clement 
lender

James Connolly 
archival specialist,  advisor

Dr. Robert Cozzolino  
interviewee

Dannyl Dolder 
photographer

Scott Dietrich 
photographer

Will Fitzpatrick 
Art Institute of Chicago

Lora Fosberg 
interviewee

Jasper Goodrich 
convening participant

Jeff Huntington, interviewee

Judith Russi Kirshner 
author, interviewee, convening 
participant, our curatorial north star

Linda Kramer 
interviewee 

Kathryn Kucera 
interviewee, convening  
participant, lender

Cydney Lewis 
round table participant

Jeanne Long 
muse 

Nicholas Lowe,  
curator, author,  
convening participant,  
exhibition designer

Ariana Lowman 
lender

Matt Lowman 
lender

Victoria Martinez 
convening participant,  
round table participant

Patric McCoy  
interviewee

Adelheid Mers 
author, convening participant

Lauren Moltz, lender

Eileen Murray, interviewee

Jeffrey Ose Ohuaregbe 
exhibition design associate

James Parker 
interviewee

Monika Plioplyte 
convening participant

Michael Ryan 
senior preparator, quality control

Susan Samek 
registrar, quality control

Mary Seyforth 
interviewee

Connel Smola 
Midwest Paperhangers

Douglas Stapleton 
advisor, Curator of Art, Illinois State 
Museum

Lisa Stone 
curator, author, convening  
participant, project wrangler

Sue Taylor 
interviewee

Jodi Throckmorton 
convening participant

Chuck Thurow 
interviewee

Frank Trankina 
interviewee

Tom Van Eynde 
photographer

Lynne Warren 
 interviewee

Lori Waxman 
convening participant

Debra E. Weese-Mayer  
lender, from the The Doctors  
Robert N. Mayer and Debra E.  
Weese-Mayer family collection

Dr. Susan Weininger 
project advisor

Cleo Wilson 
interviewee

Special Thanks 
 
This project would not have been possible 
without the contributions of the Shaddle 
Baum family, especially Alice Shaddle’s 
son, Charles Baum, and grandson, Cain 
Baum, who led the research project for the 
exhibition and archive and were involved 
at every stage of the project.

Thank you to Jennifer Siegenthaler and 
Eva Silverman of the Terra Foundation 
for American Art for their enthusiastic 
support of this project.

Great thanks to Ashley M. Freeby for her 
beautiful design for the catalog.

Alice Shaddle: Fuller Circles is part of Art 
Design Chicago, a citywide collaboration 
initiated by the Terra Foundation for 
American Art that highlights the city’s 
artistic heritage and creative communities. 
This exhibition is funded by the Terra 
Foundation for American Art.

Hyde Park Art Center is a hub for 
contemporary art in Chicago, serving 
as a gathering and production space for 
artists and the broader community to 
cultivate ideas, impact social change, and 
connect through expanded networks. 
The Art Center functions as an amplifier 
for today and tomorrow’s creative 
voices, providing the space to make, 
see, learn about, and engage art with 
freedom. The Art Center is funded in 
part by: Abakanowicz Arts and Culture 
Charitable Foundation; Acclivus, Inc; 
Caerus Foundation; City of Chicago 
Department of Cultural Affairs & 
Special Events; The Clinton Family 
Fund; Crown Family Philanthropies; 
David C and Sarajean Ruttenberg Arts 
Foundation; Dan J. Epstein Family 
Foundation; DEW Foundation; Field 
Foundation of Illinois; DRW Foundation; 
Good Chaos Foundation; Guida Family 
Fund for Creativity; Illinois Arts Council 
Agency; Kanter Family Foundation; 
John D. & Catherine T. MacArthur 
Foundation; The Jentes Family 
Foundation; The Joyce Foundation; 
LeRoy Neiman and Janet Byrne Neiman 
Foundation; Lloyd A. Fry Foundation; 
National Endowment for the Arts; 
Polk Bros. Foundation; PPM America 
& Jackson National Life Insurance 
Company; Sacks Family Foundation; 
Smart Family Foundation, Inc.; Terra 
Foundation for American Art; and the 
generosity of people like you.

BOARD OF DIRECTORS 

Chair  
Erika Dudley 

Vice Chair  
Sundeep Mullangi 

Secretary  
Justine Jentes 

Treasurer  
Peter Lane

CURRENT BOARD MEMBERS 

Dawoud Bey 

Romi Crawford 

Ghian Foreman 

Lawrence J. Furnstahl* 

Dedrea Gray 

Julie Guida 

Cynthia Heusing 

Kineret Jaffe 

Janis Kanter* 

Trinita Logue 

Lauren Moltz 

John Oxtoby 

Pooja Pittie 

Jason Saul 

Robert Sullivan 

Kim Taylor 

Marcia Thompson 

Amanda Williams

Satannia Williams 

Richard Wright* 

*Former Board Chair 

SUSTAINING BOARD 

Tim Brown 

Martha Clinton 

Edward G. Lance IV 

Sonya Malunda 

Sandra Perlow 

Melissa Weber 

Karen Wilson

STAFF

Mariela Acuña  
Exhibitions & Residency Manager 

Jen Tremblay Chambers  
Co-Executive Director 

Sara Cortes  
Artists Run Chicago Fund Assistant 

Allison Cochrane  
School & Studio Manager 

Samantha Foster  
Individual Giving Coordinator 

Sofía Gabriel Del Callejo  
Marketing & Communications Manager 

Sarita Garcia  
School and Studio Coordinator 

Grace Gittelman  
Ceramics Studio Technician 

Jacquelyn Carmen Guerrero  
Finance & Operations Manager 

Eli Greene  
Institutional Giving Manager 

Devon L. Hall  
Director of Finance 

Rosé Hernández  
Finance & Operations Coordinator

Alex Herrera  
Teen Programs Manager

Ciera McKissick  
Public Programs Manager 

Mike Nourse  
Director of Education 

Michelle Nordmeyer  
Caretaker 

Brian Parris  
Ceramics Department Head 

Keny de la Peña  
Community Engagement Fellow 

Allison Peters Quinn  
Director of Exhibitions & Residency 

Harley Reid  
Teen Programs Coordinator 

Jeff Robinson  
Preparator 

Aaron Rodgers  
Co-Executive Director 

Gregory Smith  
Director of Partnerships 

Victoria Sockwell  
Visitor Services Coordinator 

Eric Thompson  
Director of Development & 
Communications 

Tran Tran  
Exhibitions & Residency Coordinator 

Marina Vulinovic  
Individual Giving Manager

Monica Wood 
developer

Jim Zanzi 
interviewee

Mary Lou Zelazny 
author, convening participant,  
round table participant

Private lenders

The talented Hyde Park Art Center staff





404

9 780997 775693

52000>
ISBN 978-0-9977756-9-3

$20.00


	Bookmark 1

