by Aliza Davidovit

ehind nine-foot steel doors in “Hell-Chel,” as th
calls the area where her studio is located—nb
New York City’s Hell's Kitchen and above Chelseza—

the magical and exciting sounds of Phillip Glass’ “Glass Pieces” fill -

large-windowed art studio. The large, bright green plants seer
musical splendor. But when Gloria Garfinkel pulls out her p
drills, this tranquil hub is transformed into the creative hub-
her several awards and up to $45,000 for select pieces of her

With the enthusiasm and energy of a teenager, Garfinkel i
ating herself and demonstrating her ability to blend ancient theme
avant-garde, and the abstract with bold form.




With her drill in hand Garfinkel
s back against a world and trade once
ninated by men. In the early 1950s,
n Garfinkel graduated from the
shion Institute of Technology, she had

set out with hopes of finding a job as a

ion designer. She was hired immedi-

ately as a model—the designing jobs for

the most part were for men. After doing
some modeling, she finally began as a
designer for a sportswear company that
promptly went out of business, “by no fault
of mine,” Garfinkel says with a laugh.
With job options for women very grim and
their salaries even grimmer, the admonish-
ments of her parents were ubiquitous:
“There is no money in the arts,” they cau-
tioned her. “Become a secretary or a
nurse.” But Garfinkel, who admits to being
a poor speller, thought that becoming a
designer would grant her financial security.
Since the age of 14, she dreamt of being
an artist. It was that dream which sustained
Garfinkel’s ambition, even after divorce and
the tragic death of a son. Garfinkel reared
two sons, did freelance designing, taught art
in the public schools and worked almost
every night until 2 a.m., painting. “I had to
do it,” Garfinkel says. “I'm not happy unless

I'm creating, planning and painting.”

arfinkel’s artistic forms have

changed many times throughout

the vyears: “It’s a constantly
evolving process.” She studied and
engaged in still life painting, printmaking
(etching, woodcuts, monoprints and col-
lages) and sculpting in marble. Garfinkel
broke away from still life and broadened
her artistic horizons. She experimented
with multi-layered prints and paintings,
emulating Japanese kimono prints. She
also did a series of very large outdoor
paintings (three-dimensional painted alu-
minum) and abstract art. “Art has to
evoke something in you,” Garfinkel
claims. “The imagery of a lot of artists
today is less interesting because they seem
to be copying each other rather than
looking and working to develop their own
voice.” As an elementary school
instructor, Garfinkel encouraged her
younger students to use their imagination.
“I wanted them to be different, to be cre-
ative and innovative.”

Garfinkel's own creativity becomes
most apparent when she attempts to
describe what one should be seeing in the
preliminary drafts of a current project.
With  the

engraved only in her own mind, the

finished version keenly

lifestyles

viewer has only Garfinkel’s word and the
magnificent “evidence” exhibited on her
studio walls to be assured that the project
will meet its mark.

arfinkel continues to make her

own mark in the artistic realm.

Unlike many artists who are
inspired solely by nature and who attempt
to recapture its grandeur on the micro-
cosm of a canvas, Garfinkel’s most recent
works were inspired by a mere postcard of
a 19th-century Ando Hiroshige wood
block print, “Japanese Chrysanthemums,”
that she saw at the Metropolitan Museum
of Art. Garfinkel was impressed by the jux-
taposition of the traditional Japanese tex-
tured patterns and the bold, modern blue-
and-white-striped accents. This small
postcard inspired some of her greatest
works, some of which are six feet in diam-
eter. Greatly influenced by Japanese cul-
ture and Henry Matisse’s colors,
Garfinkel’s works possess a mysteriousness
that leaves viewers wondering whether
they are being ushered into the future or
being tossed back in time. It is that very
tension between the omate past and futur-
istic structure, that gives the semblance of
constant motion in her works. As Dore
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