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Dean Snyder grew up on a farm in Lancaster County, Pennsylvania

and spent family summer holidays on the boardwalks and arcades

of the New Jersey shore—where the bright lights and seductive

displays of the carnival sideshows left lasting memories. The tidal

push-pull between attraction and repulsion, the potent mixture of

pleasure and risk, and the fine balance of sunshine and noir that

is found there has fueled Snyder’s work from the start. After art

school training and years of studio work, Snyder became known

for sculptures crafted of wood and rawhide, some literally tattooed

with fantastical drawings. Almost Blue debuts a new body of work

that is the culmination of a decade of studio experimentation and

marks the unveiling of a dramatic new phase in the artist’s work.

These new sculptures represent a fusion of organic sources and

high-tech materials, using carbon fibers for structure and glossy

auto enamels to dazzling visual effect. Eye-popping color is the

most striking new element in the exhibition. Constructed of epoxy

composites, woven carbon fibers, cast optical resin, and laser-cut

stainless steel, these works may be coated with as many as twenty

layers of metallic-flake paints in the kind of luscious candy colors

often seen glittering on hot rods and surf boards. Casino flash and

cartoonish shapes merge with organic structures and mythological

stories in these objects. Carnivorous pitcher plants, narcotic poppies,

delicately deadly spider webs, and various bodily organs are all

evoked in surreal forms that dance between narrative and abstraction.

IAN BERRY: What was your first art experience?

DEAN SNYDER: I grew up in a very rural part of Lancaster County,

Pennsylvania, but my grandmother spent a lot of time at the Jersey

Shore, around Atlantic City and some of the other boardwalk

resort towns. She would rent a place for a month, and my family
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A Dialogue with DEAN SNYDER by Ian Berry

(facing page)

Untitled, 1998

Graphite

52 x 36"

Private collection
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would stay there for two weeks during the summer holidays. The

adults would do one thing, and the kids would do other things.

Being on the boardwalk—walking by the arcades and funhouses,

seeing the tattoo parlors and the kiosks where they made things

like spin-art, hearing the barkers trying to get you into the burlesque

show or to buy something—was the first time I experienced some-

thing like a transformative art experience.

IB: Was your attraction to the things the people were doing, or

the colorful displays and lighted signs?

DS: All of it. In retrospect, I think about those funhouses as large

museums: the exterior of those buildings lured you in and every-

thing inside was like an art experience. It was visual and aural.

There was also an incredible edge to those places. The carny side

of it was seedy and stood in stark contrast to the wholesome farm

setting I grew up in.

IB: What kind of farm was it?

DS: My father was a large animal veterinarian, and he managed

nine farms owned by one big cooperative.

IB: What kind of animals did he work with?

DS: Mostly livestock. Cows, horses, pigs. There were animals

everywhere in our life.

IB: So, for you, going to the boardwalk was a chance to see people

in fancy clothes, doing all sorts of crazy things—it was city life

and bright lights.

DS: Yes, and for a young adolescent it was an introduction to

eroticism in sex and how that relates to beauty and seduction.

IB: Did you have any other meaningful art experiences when you

were young?

DS: In terms of formal training, there were some art classes in my

early childhood, but I didn’t really get serious about making art

until much later. I have to say it was through music that art really

happened for me, when I discovered rock and roll and acid rock

and all of that stuff.

IB: This is late 1960s?

DS: Around the late ’60s, I discovered The Velvet Underground and

through that Andy Warhol, and then the more mainstream pop

that was popular in my high school. I grew up largely without any

exposure to galleries or museums, and my parents are farm folks,

so until we moved off the farm, I didn’t have access to the kind of

art you find in museums. My grandmother was a great influence

because she was very mindful in my early childhood to keep the

art part of my interests fueled.

IB: Where did you go when you moved off the farm?

DS: The farm went bankrupt, so dad looked for a job all over and

ended up getting research work through Eli Lilly drug company.

We moved a couple of times during my high school years. We

lived for a brief period in Kansas City, and I finished high school

in Indianapolis, Indiana. These are places where I wandered into

museums for the first time. The first sculpture exhibition I saw

was The Magic Theater at the Nelson-Atkins Museum in Kansas

City. It was an experimental electronic sculpture show and it was

really incredible.

IB: Neon sculptures, things like that?

DS: Yes, light, sound, early installation. It was memorable. I never

went down that aesthetic pathway in life, but it was eye-opening

for me to see cultural institutions that cared about experimental

work like this.

IB: You went to college right after high school?
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DS: I did. I had a few art schools in mind, but I went to the Kansas

City Art Institute, which ended up being a good choice. My under-

graduate experience was profound. I knew I liked making things,

and I knew there was something I wanted to try to say with it,

but I didn’t know how to mix the two. At that time there was an

incredible first-year program at that school that just turned you

inside out.

IB: Like boot camp?

DS: It really was. Most of my teachers studied with Albers and

came out of that rigorous Bauhaus training.

IB: So you didn’t choose to be a sculptor at this point. You were

making drawings and doing color studies.

DS: Exactly, and body performance, actions. We did a lot of that,

body work.

9

IB: This was 1972?

DS: It would have been ’72, ’73. I came out of that experience

thinking photography was what I wanted to do. I was playing with

documenting and looking for ways to make a photograph into an

object. It led me to make other things, spending more time in the

shop making pin-hole cameras, and doing performances that I

would then document. As I went on I decided that photography

wasn’t physical enough for me. A lot of it was happening in dark-

rooms and quiet places and I was looking for something that was

a bit more interactive, that involved working with materials.

IB: You were interested in moving stuff around, picking things up

that were heavy, using levers and pulleys, cutting things.

DS: Everything starts with what I like to call

a mute material—something that has no

voice, like blank sheets of paper and blank

rolls of film, or a device or tool that stands

between you and the image, between you

and the product. The structure and process

of it was really interesting to me, how you

go from formlessness to form. I was always

excited to get a box of new material—

a sack of plaster or a bucket of resin, for

example—and then see what happened

with it.

IB: When did you go to England?

DS: I left graduate school at the School of

the Art Institute of Chicago for a fellowship

at Lanchaster Polytechnic in Coventry,

England. I had many encounters in the UK

that made it a big turning point for me. I

met a lot of sculptors who were just coming

out of the Royal College, starting their

Nobody, 1973

Rope, fiberglass, newspaper

39 x 18 x 22"

Liar, 1978

Cast aluminum, ebony,

rosewood

33 x 16 x 39"
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careers. That time was so pivotal. I found

myself reading and trying to locate how

certain source material had found its way

into my work, sources that I’ve carried with

me for a long time—music, early blues, rock

and roll, those lyrics and those stories were

really important to me. Also things like Inuit

sculpture—sculpture from parts of the world

where there are limited resources so they

use materials to tell a story, like by carving

in bone or in wood.

IB: You are also interested in cartoons and

comics and tattoos, which all contain narra-

tives. A year or two later you moved to

Chicago to finish graduate school. What

changed in your work?

DS: I was there for two years. I started to rely

less on indirect methods of making things

like molding and casting, and worked more

and more directly with materials like wood

by carving or shaping it.

IB: Chicago was the home of artists like H.C. Westermann,

Roger Brown, and Jim Nutt, right?

DS: I knew about Westermann before going to Chicago, but my

influences coming out of undergraduate school and into graduate

school were definitely from west of the Mississippi. I was really

looking at what happened with funk and California conceptual art,

work by artists like William Wiley and Bruce Nauman.

IB: How did you see their work?

DS: Pictures in magazines. I can remember seeing all of that stuff

and just being blown away. Part of what is seductive to me about

that kind of work has to do with the fetish of materials, the

surface of it, the finish of it, and the form of it. Surfboards and

motorcycles and hotrods, it all came out of California culture.

IB: I understand the material influence of these things, but what

about your psychological attraction to them? You never were a

surfer. You never had a hotrod. You never had to beat the guy up

who wanted to steal your pinup girlfriend. In some ways these are

fantasies for you, and a lot of these fantasies have a rebellious edge.

DS: Yes, fantasies for sure, but it was the objects that populate

these realms that were and still are the source of my infatuation.

IB: Why start using rawhide as a material—what did it offer that

was different from other things you were using?

DS: When I was making my first rawhide pieces, there was

something provocative about working with skin. It was an erotic

sensation because you are actually stretching and touching and

pulling it. It made me aware of my own body. I would walk

around and be looking at other people’s bodies and look at what

their wrinkles and folds were doing. I was looking a lot at the

surface of things.

IB: That seems like a connection to your dad and to growing up

with animals. Do you have a certain kind of comfort level with

body parts that some people are squeamish about, partly from

growing up on a farm? Farms are all about life and death—

things are born and things get slaughtered, things are sick.

DS: Totally. I saw my dad take animals apart and put them back

together all the time. The materiality of it was amazing and

bizarre. Another visceral material source for me is the work of

Eva Hesse. She had a show at the Guggenheim in the late ’70s—

Dutchman, 1991

Pine, mahogany,

milk paint, gourd

98 x 30 x 17"
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of all the contemporary art experiences I had early on, this is the

most significant one because those objects still resonate for me

in terms of color, materials, process, scale. It was provocative and

erotic and formally beautiful and it was a good lesson. When you

are in the presence of her large sculptures and walking around

them, you have a totally visceral reaction, like you are feeling it in

your diaphragm. But with the smaller pieces you can have much

more of a cerebral response to them because you are focusing so

intently on the detail.

IB: When did you first tattoo on the rawhide?

DS: Much later.

IB: So your first experiments were learning how to sew it, and

trying to figure out how to work with it.

DS: Even though others before me had done it, when I moved into

rawhide I felt I had a problem to solve that was unique. I was

trying to achieve translucency, trying to produce a thing that had

an interior that was tangible, but inaccessible, a hollow volume.

I got larger pieces of it to experiment with, hand-sewed some,

and realized that the seams were air tight when wet, and I thought

one way to make a form like this can be to simply blow them up.

So the first couple pieces were hand-sewn and inflated with a

shop vacuum.

IB: You were making balls and tubes out of the hides?

DS: Tubes, bulbs, balls. Then I realized I was on to something.

It was a process that I could own. I invented this quirky way of

making things and the invention of it was important to me as

a maker. It kind of reset my dial and has a lot to do with what

I’m doing now.

IB: What do you mean by “inventing a new way?”

DS: Inventing a process from the ground up. Working like a chef

in a kitchen, or like a chemist in the lab.

IB: Is that part of your job as an artist, to invent?

DS: I feel a responsibility to express a story or a feeling or an

emotion or a sensation through the making of the thing. I believe

that objects that are handmade are incredibly important cultural

artifacts. Their production has to continue because no matter what

they are, they tell a story of the culture and are different from an

object that is bought or purchased.

Antibodi.03, 1999

Tattooed rawhide

13 x 13 x 11/2"
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IB: What is the difference?

DS: The difference is an iPod is an iPod, a refrigerator is a refriger-

ator, and those things will tell their own story through the lineage

of their design and making their relation to design history and

that trajectory. I don’t believe that those objects comment on our

emotions and sensations. It’s a different kind of cultural information

that I want to access.

IB: So for you, part of your job is keeping alive the tradition of

making things because you feel like things that are made by hand

are the objects we learn history from best.

DS: Absolutely.

IB: Do you feel like some of the objects that you are making will

hopefully tell some story about our time, and by showing them

you’re starting that dialogue? Is there a specific story that fuels

your new sculpture?

DS: There is no one overarching story. Some of the works are

based on feelings about current events, while others swirl around

more abstract emotional sensations. With the work Almost Blue,

I wanted to create a large thing that was shedding tears, making

two pools of liquid. I wanted the liquid to feel thick and viscous,

almost like oil. I wanted it to seem somber or loaded with military

associations, so I chose to combine carbon fiber and epoxy to get

that effect. In other works I am musing on sensations and the way

that elements of human emotions are found in some botanicals.

In both cases it leads to a fusion between two kinds of forms and

feelings—industrial and organic, or dangerous and alluring. In a

way it is a very romantic way of making sculpture because all of

the choices are consciously made to provoke a feeling of either

sadness or humor or lightness.

IB: This series seems like a big shift from the work in wood and

rawhide that you’ve been making for the last ten years. What

prompted the change?

DS: For a while it was difficult to reconcile what was going on

between my drawing and sculpture. The drawings were dense

and generally causing a ruckus—they were filled with debris and

morphing junk that became animal, plant, and rock, all at once.

The sculptures were quieter and distilled, carefully joined rawhide

and wood structures. But there are corollaries there that go back to

my early works in sculpture, which were partly inspired by Inuit

sculptures that presented two things morphing together, like a

walrus and a man. The fork between the two paths widened when

I started to look more closely at the drawings for information that

was subconscious. When I make drawings I free myself up from

the idea of having to comply with gravity. It’s kind of like working

in a cartoon space.

IB: What do you mean by cartoon space?

DS: I’m a deep devotee of early animation by Fleischer Studios, the

creators of the Betty Boop and Popeye cartoons. Once they discovered

how to make things move, they made everything move. In their

films, all the plants are moving, the window frames are bending,

and so forth. Nothing is complying with the laws of physics. Objects

and shapes don’t always look solid; they float in and out of each

other. I wanted to find a sculpture process that had that surreal

yet organic feel, and I think I’ve succeeded through my choice of

materials. All of these new works are made with processes not

unlike cooking, because they start with “mute” materials, things

that come readymade in buckets and pails. The most strikingly

new element in these works is color. The first pieces of this series

were painted wood sculptures; now they can be coated with as

many as thirty coats of intensely colored metallic-flake paints.



IB: Does that make you as much a painter as a sculptor?

DS: It’s tricky, because the paint is definitely important. But they

are very much objects. When you view the sculpture, you see the

icon first—the image of it, the outline of it. But then you move

in closer to identify what it’s made of, and that’s when you realize

a layer of paint covers all of that material up. The color isn’t arbi-

trary. I spent a lot of time thinking about how the color gets into

the work: is it painted or is it from the material itself? I experi-

mented a lot before I got it right—a lot of pieces went from the

studio straight to the dumpster.

IB: When did you first start carving out of foam? Is that Styrofoam

that you use?

DS: It’s EPS foam, which stands for expanded polystyrene, and it

comes in different densities.

IB: Did you do that because you needed something that would be

more lightweight?

DS: Lighter for one, and also easy to edit and carve quickly.

IB: So the process of building the form is more like drawing?

DS: It’s much more like drawing. I have hotwire tools so it’s very

easy to cut, edit, slice and paste, and if I want to amend or revise a

piece, I can do that rather quickly, too. It’s a very direct and nimble

material to work with.

IB: Once you have the form, then what do you do?

DS: Depending on whether the form will be hollow, sometimes

I leave the foam in as I coat it with resin and Fiberglas or resin

and carbon fiber reinforcement.
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IB: The Fiberglas and carbon fibers are fabrics?

DS: They are woven fabrics. I use specific types that have great

drapability. The sculptures generally take anywhere from three to

six layers of cloth to build up the strength over the foam and then

they are durable enough to be either tooled or sanded or painted,

depending on where I go with them. It’s a few weeks worth of

work on each one to paint, sand, paint, and sand. I use auto paint,

which is a urethane base coating that also takes many coats to get

the depth of color and effects right.

IB: If you are making a hollow piece, you put on layers and layers

of fabric and resin, sanding in between to get the surface you

want, and then you burn out the middle?

DS: I melt it out using acetone through a plant sprayer, and carefully

scrub and remove it. It’s actually less toxic than you might think.

I’m pretty careful about that. There’s a layer of wax over the

Styrofoam that protects the interior of the fiberglass from the

solvent. That’s the part that comes out last, and I take that out

with boiling water.

IB: I have asked you before about the textiles and their properties,

and what kind of feel that material gives you—you were describing

how strong it is and how it allows you to make a very large volume.

DS: I feel like it’s also a material of our time. Carbon and epoxy are

replacing a lot of things that would have normally been made of

other materials, like metal or what have you. They are not exactly

ubiquitous, they are still high-tech materials in terms of engineer-

ing, with their origins coming out of automotive and computer

culture.

IB: The material carries a modern and contemporary set of associa-

tions rather than ancient ones. Wood and rawhide seem more

related to your folk or other ethnographic influences. This is more

associated with your modern loves, like hotrods and surfboards.
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IB: That idea of pulling you in, attracting you and then holding

onto you, is very much like the life of some of these plants that

you are looking at. Like the pitcher plant—its petals are built to

be attractors for pollination and survival, literally seducing food

to fall into its grasp because it doesn’t have hands. It can’t run

and catch something so it has to be a seducer. When did you first

start getting interested in those kinds of plants?

DS: It’s the same with spider webs too. I got interested in what

emotions these natural things might conjure up as something that

is out of science fiction, or the aesthetics of evil or darkness. But if

you back away from that and erase what you think you know, they

are actually quite beautiful in terms of how they are put together,

their construction, and how that relates to what they do to lure. It

started on one of my trips to Hawaii—I became conscious of spider

webs because they have a spider there called a golden orb-weaver.

The spider is gigantic and it makes the biggest spider webs in

the world, sometimes many feet wide. There was one outside my

cottage where I was staying and I watched the spider build its

web. It was incredible.

IB: You could see it work as you watched?

DS: Right then, it was just stitching this thing together. It’s a giant,

complex, concentric orb web that was basically a trap, but it was

also a beautiful structure and very sculptural.

IB: Very strong and very light.

DS: All of that. And the membranes that hold together these

carnivorous plants, especially the long tall pitcher plants like

Sarracenia and that family of plants, are the same way. They are

incredibly thin, light, and translucent, but they have beautiful

saturated colors.
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DS: I am an artist who is very materials and process focused and

I get a lot of information about how I want to build things from

that. I do think it’s important that the audience knows what the

sculptures are made of—I think it is good information that they

can use to extrapolate meaning from. So you could have a thing

made of walrus tusk and driftwood or soapstone from the Arctic

Circle, and from modern day North America you could have a

sculpture engineered from resin and fiberglass, or resin and

carbon. There is information and context.

IB: What do you mean by “process”—why is it important to you,

what does it offer you?

DS: It gives you the joy of actually discovering how to make

improbable thing happen. The goal is to make an object that

asks something challenging of the viewer or gives them pleasure.

With the rawhide pieces, I got some interesting mixed responses.

Some people thought they were grotesque and creepy because

they are made from skin. Some people thought they were funny

and goofy. Others thought they were formalist and elegant. I like

those different reads.

IB: Those are probably not unlike the reactions you might get for

this new work. They elicit responses that combine attraction and

repulsion or unease. They seem both natural and unnatural.

DS: This goes back to when we were talking about the boardwalk

and the lure of it—how those arcades and kiosks would use color-

ful imagery and flashing lights to get people to come inside. I’m

hoping that some of my finishes and materials will bring you

closer to the object, to try to lure you into a conversation with

it rather than repel you. That’s why I’ve chosen the paint that I

have chosen. It’s almost as if you could look into the object. For

me it’s mesmerizing.
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IB: Do you draw your forms first?

DS: No, I go straight to the foam. Sometimes I use some odd

in-between processes. The computer gets involved sometimes.

For the spill sculptures I made a lot of digital photographs of

spilled molasses. I dripped molasses onto a white surface and

photo-graphed it. Made many of those and then I used those

parts to assemble a new composite puddle in the computer.

IB: Could you make your art fully on the computer?

DS: For me the computer is always going to be a tool for dreaming

and fascination. I could use these programs to make any one of

these sculptures that are in this show in virtual space, and that

could be it. You could have an object in space of some kind, there

in the computer. I have questions about the tangibility of that. I

guess it’s a little bit like the story of the scorpion and the frog—

you know, you can’t help who you are. I make things. I’m deeply

invested in that object going out into the world and having its

own physical life. Objects are time travelers, and this is what

fascinates me about ancient sculpture from the Arctic Circle,

for instance. They’re coming from a culture that had no written

history but they made special objects to help tell their stories.

And here they are now, still here for interpretation. I don’t know

if electronic media is ever going to offer that as well.

IB: What about the allusions to drugs in your work, I am thinking

about opiates and poppy pods? Being under their influence can

be kind of like losing your mind or finding some fantastical space,

which is not unlike being dazed by carnival lights or being

transported by cartoon fantasy.

DS: Producing drawings, for me, was very much like a drug. It was

addicting. You could move into these spaces and move through

them, and you could see lines that would actually make form, and

not just imply formor imply space. For these new works, selecting

(facing page):

Leap, 1988

Cold molded Sitka spruce,

maple, ebony, milk paint

30 x 30 x 521/2"
Collection of Richard Belger,

Kansas City
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(facing page):

Quid, 1991

Mahogony, maple,

horn, milk paint

49 x 52 x 43"

the components is a bit like casting roles in a film. I’m thinking

about that poppy as the main character of that sculpture. It’s either

the cause or the effect of that pool of material underneath it.

IB: A few of the art forms that you respond to—like cartoons,

movies, music, carnivals—are designed for entertainment, regard-

less of whether the makers thought of themselves as artists or not.

Is that why you are making your work?

DS: I could say yes to that. I think artists in my generation grew

up with Pop art and had one eye on popular culture and the

development of that world. I think that happens in other art

forms less often than it happens in visual art, frankly. I don’t

know that you could really call it an entertainment medium

because it’s so much in competition with the giant entertainment

industry of movies, tv, video games, etc.

IB: Which is arguably much better at it than sculpture.

DS: You can’t be all things. For me specializing in what objects

are and how they function, that’s my laboratory. Objects provide

something culturally that nothing else can. Putting a stone Venus

in your hand that was a stand-in for a human being or to go to a

temple and put your hand on a sculpture that was a God or some

deity provoked a sensation of an object having another life or

attached to an afterlife. I think it’s where the real sensation of

naturalism began in art. I am trying to provoke that sensation of

naturalism, and underneath it leave room for the viewer to have

some space to have their own interpretation of what’s really

going on.



24

Vagabound, 1992

Sewn and inflated rawhide

75 x 82 x 25"
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Turk, 1998

Sewn and inflated rawhide

54 x 45 x 36"

Organ, 1998

Sewn and inflated rawhide,

turned ebony

42 x 44 x 30"
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Offspring, 1998

Sewn and inflated rawhide,

turned wood

90 x 72 x 72 "
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Lubber, 1994

Cold molded red cedar,

forged iron

77" diameter



(this page and facing)

Oddball, 1995

Wood, rattan, cable

Dimensions variable

Installation view, NoBIAS, North

Bennington, Vermont, 1995 33

(overleaf)

Pugg, 1994

Tattooed, sewn, and

inflated rawhide

41 x 94 x 34"
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Oblate, 1999

Lacquer on wood

38 x 29 x 27"

(facing page)

HooDoo, 2006

Metal flake paint over epoxy

composite, eight balls

27 x 48 x 25"



Khronos, 2007

Metal flake paint over

epoxy composite

31 x 53 x 34" 39



Kuya’s Shade, 2007

Carbon fiber, epoxy, laser cut

stainless steel

89 x 67 x 65" 41
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Nepenthe, 2008

Epoxy, carbon fiber,

fiberglass

84 x 130 x 40"
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(facing and detail this page)

Daphne’s Pendant, 2008

Metal flake paint over epoxy

composite, carbon fiber

102 x 32 x 32"
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Almost Blue, 2008

Urethane auto enamel

over epoxy and carbon

fiber, cast optical resin

81/2 x 128 x 58"
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Amnesia, 2008

Urethane auto enamel over

epoxy composite, carbon

fiber, cast optical resin

62 x 60 x 73"
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1. HooDoo, 2006

Metal flake paint over epoxy

composite, eight balls

27 x 48 x 25"

2. Khronos, 2007

Metal flake paint over epoxy

composite

31 x 53 x 34"

3. Kuya’s Shade, 2007

Carbon fiber, epoxy, laser cut

stainless steel

89 x 67 x 65"

4. Almost Blue, 2008

Urethane auto enamel over

epoxy and carbon fiber, cast

optical resin

81/2 x 128 x 58"

5. Amnesia, 2008

Urethane auto enamel over

epoxy composite, carbon

fiber, cast optical resin

62 x 60 x 73"

6. Arachna’s Arcade, 2008

Stainless steel

59 x 76 x 3/16"

Collection of The Frances

Young Tang Teaching

Museum and Art Gallery,

Saratoga Springs, New York,

7. Daphne’s Pendant, 2008

Metal flake paint over epoxy

composite, carbon fiber

102 x 32 x 32"

8. Nepenthe, 2008

Epoxy, carbon fiber, fiberglass

84 x 130 x 40"

9. Oracle, 2008

Metal flake paint over epoxy

composite, cast optical resin

41 x 421/2 x 35"

10. Vassal, 2008

Daguerrotype

4 x 5"

CHECKLIST

All works by Dean Snyder, courtesy of the artist
except where noted.
Dimensions listed in inches, h x w x d

Oracle, 2008

Metal flake paint over epoxy

composite, cast optical resin

41 x 421/2 x 35"
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Vassal, 2008

Daguerrotype

4 x 5"

DEAN SNYDER

Born in Philadelphia, Pennsylvania, in 1953

Lives and works in Providence, Rhode Island

Education

1978

M.F.A., School of the Art Institute

of Chicago, Chicago, Illinois

1976

Postgraduate Studies, Lanchester

Polytechnic College of Art

and Design, Coventry, United

Kingdom

1975

B.F.A., Kansas City Art Institute,

Kansas City, Missouri

Solo Exhibitions

2008

Opener 14: Dean Snyder: Almost Blue, The Frances Young Tang Teaching

Museum and Art Gallery, Skidmore College, Saratoga Springs, New York,

May 17–August 31

2004

Dean Snyder: Recent Sculpture and Drawing, College of St. Rose Gallery,

Albany, New York, February 18–March 19

1999

Instituto Cultural Peruano Norteamericano, Lima, Peru, March 16–April 13

1998

Jennjoy Gallery, San Francisco, California, June 4–July 4

1997

Miller Block Gallery, Boston, Massachusetts, January 11–February 11

1994

Zolla/Lieberman Gallery, Chicago, Illinois, October 14–November 12

1993

Zolla/Lieberman Gallery, Chicago, Illinois, March 26–April 24

Dean Snyder and fellow students

at Kansas City Art Institute, 1975
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1991

Allrich Gallery, San Francisco, California, July 13–August 10

1987

Leedy–Voulkos Art Center, Kansas City, Missouri, October 2–November 7

1984

Dean Snyder: Sculpture, SXU Gallery, St. Xavier University, Chicago, Illinois,

November 5–December 14

1981

Zolla/Lieberman Gallery, Chicago, Illinois, March 6–April 1

1979

Zolla/Lieberman Gallery, Chicago, Illinois, October 26–December 5

Group Exhibitions

2007

Beijing Olympic Art Dream–2007/2008: Beijing International City Sculpture

Exhibition, Beijing Olympic Park, Beijing, China, October 20, 2007–

September 10, 2008

Dean Snyder: New Works and Paul Mullowney: New Woodcuts: New Work,

Wheeler Art Gallery, Providence, Rhode Island, March 30–April 19

2006

Twice Drawn, The Frances Young Tang Teaching Museum and Art Gallery,

Skidmore College, Saratoga Springs, New York, October 7–December 30

Parallel Projects at the New York Design Center: Chapter Two: A Show of

Objects, New York Design Center, New York, April 25–May 26

Invitational Exhibition of Painting and Sculpture, The American Academy

of Arts and Letters, New York, March 9–April 9

2005

Surface, Lucas Schoormans Gallery, New York, June 2–July 1

2004

179th Annual: An Invitational Exhibition of Contemporary Art, National

Academy of Design, New York, May 6–June 20

Earthly Delights, Bakalar Gallery, Massachusetts College of Art, Boston,

Massachusetts, January 28–March 17

2003

Obsessive Patterns, David Winton Bell Gallery, Brown University, Providence,

Rhode Island, June 7–July 6

2001

Form and Process, Attleboro Arts Museum, Attleboro, Massachusetts,

August 21–September 29

Chain Reaction: Rube Goldberg and Contemporary Art, Williams College

Museum of Art, Williamstown, Massachusetts, July 21–December 15;

Traveled to: The Frances Young Tang Teaching Museum and Art Gallery,

Skidmore College, Saratoga Springs, New York, January 26, 2002–

April 14 2002

A Common Legacy: H.C. Westerman’s Influences on Five Contemporary

Sculptors, Vanderbilt University Fine Arts Galley, Vanderbilt University,

Nashville, Tennessee, June 29–September 13

DeCordova Annual, DeCordova Museum and Sculpture Park, Lincoln,

Massachusetts, June 9–September 3

2000

Showroom, Arts Center of the Capital Region, Troy, New York, January 29–

April 8

Dean Snyder

Oblate, 1999

Lacquer on wood, 38 x 29 x 27"

Jane Masters

Penelope, 1999

Silkscreen on paper,

dimensions variable

Installation view, Synergy, Usdan

Gallery, Bennington College,

Bennington, Vermont, 1999
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1999

Synergy, Usdan Gallery, Bennington College, Bennington, Vermont,

November 9–December 4

Split Shift, MASS MoCA, North Adams, Massachusetts, March 6–March 21

On the Ball: The Sphere in Contemporary Sculpture, DeCordova Museum

and Sculpture Park, Lincoln, Massachusetts, January 16–March 14

1998

Border Crossings, James Baird Gallery, St. John’s, Newfoundland, Canada,

July 8–August 5

1997

Objects Remain, New Bedford Art Museum, New Bedford, Massachusetts,

September 17–November 2

Dean Snyder and Jane Masters: Two New Works, Usdan Gallery, Bennington

College, Bennington, Vermont, April 15–May 15

1996

Natural Acts, Plymouth State College, Plymouth, New Hampshire,

November 21–December 21

Six Sculptors, Bennington Area Arts Council, Bennington, Vermont,

October 1–November 30

Eighth Triennial, Fuller Museum of Art, Brockton, Massachusetts, September 15,

1996–January 4, 1997

Curve, Real Art Ways, Hartford, Connecticut, September 5–October 4

Regional Selections, Hood Museum of Art, Dartmouth College, Hanover,

New Hampshire, June 29–September 1

Gallery Artists, Zolla/Lieberman Gallery, Chicago, Illinois

1995

Gallery Artists, Zolla/Lieberman Gallery, Chicago, Illinois, May

Drawing to Sculpture, NoBIAS, North Bennington, Vermont, April 29–May 20

Northern Voices: The No-Brow Travelling Medicine Show, AS220 Gallery,

Providence, Rhode Island, April 9–April 30

1994

Gallery Artists, Zolla/Lieberman Gallery, Chicago, Illinois, October 14–

November 12

1993

Gallery Artists, Zolla/Lieberman Gallery, Chicago, Illinois, April 30–May 28

1992

Manifestations, San Jose Institute of Contemporary Art, San Jose, California,

July 7–August 22

57

Gallery Artists, Zolla/Lieberman Gallery, Chicago, Illinois, May 1–May 30

1992 ProArts Annual, ProArts Gallery, Oakland, California, February 26–April 11

1991

Small Sculpture, Sewall Art Gallery, Rice University, Houston, Texas,

October 24–December 14

1989

A Decade Later, Crosby Kemper Gallery, Kansas City, Missouri, September 9–

October 15

1986

Personal Vision, Leedy Voulkos Art Center, Kansas City, Missouri, November 7–

November 29

Contemporary Screens, Contemporary Art Center, Cincinnati, Ohio, September

19–November 15; Traveled to: Lowe Art Museum, University of Miami,

Miami, Florida, March 4, 1987–April 13, 1987; City Gallery of Contemporary

Joop, 2001

Sewn and inflated rawhide,

turned wood, 96 x 57 x 57"

Sensus, 2001

Graphite on paper, 60 x 360"

(5 x 30')

Boogle, 2001

Sewn rawhide and turned

wood, 43" diameter

Installation view, DeCordova

Annual, DeCordova Museum,

Lincoln, Massachusetts, 2001
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Art, Raleigh, North Carolina, September 19, 1987–November 14, 1987;

Toledo Museum of Art, Toledo, Ohio, February 27, 1988–April 23, 1988;

Des Moines Art Center, Des Moines, Iowa, May 21, 1988–July 16, 1988

1985

Form/Function, Columbia College, Chicago, Illinois, December 13, 1985–

January 10, 1986

The Unscene, ARC Gallery, Chicago, Illinois, September 6–September 28

Artists Folding Screens, Ester Saks Gallery, Chicago, Illinois, February 15–

March 19

1984

Small But Hot! Sculpture by Seventeen Artists, Burpee Art Museum, Rockford,

Illinois, February 3–March 4

Artists Call, Rhona Hoffman Gallery, Chicago, Illinois

1983

Chicago–Some Other Traditions, Madison Art Center, Madison, Wisconsin,

October 2, 1983–January 4, 1984; Traveled to: Sheldon Memorial Gallery

of Art, University of Nebraska, Lincoln, Nebraska; Norman MacKensie Art

Gallery, University of Regina, Saskatchewan, Canada, October 26, 1984–

December 9, 1984; Sarah C. Baffler Art Gallery, University of Houston,

Houston, Texas; Loch Haven Art Center, Orlando, Florida; Anchorage

Historical and Fine Arts Museum, Anchorage, Alaska; Arkansas Art Center,

Little Rock, Arkansas

Four Chicago Sculptors, University of Wisconsin, Eau Claire, Wisconsin,

October 18–November 12

1982

Selections from the Collection of Jim and Danielle Sotet, Art Gallery, University

of Maryland, College Park, Maryland, November 4–December 5

Wood in the 80’s, Indiana State University, Terre Haute, Indiana, September

24–October 24

Chicago Constructions, University of Missouri at Kansas City, Kansas City,

Missouri, March 5–April 16

1981

Works in Wood, Morgan Gallery, Shawnee Mission, Kansas, December

4–December 24

City Sculpture, Chicago Cultural Center, Chicago, Illinois, July 18–September 5

Working Drawings, Randolph Streut Gallery, Chicago, Illinois, June 12–July 11

1980

Chicago Artists, Mitchell Museum, Mount Vernon, Illinois, November 1,

1980–January 4, 1981

Wood Works 1: New American Sculpture, Dayton Art Institute, Dayton, Ohio,

October 2, 1980–February 1, 1981

Chicago Art Perspective, Navy Pier, Chicago, Illinois, June 5–June 29

1979

Chicago Alternative, Herron School of Art Gallery, Indianapolis, Indiana,

February 16–March 9

1976

Sculpture at Worksop, Worksop Priory and Churchyard, Worksop,

Nottinghamshire, United Kingdom, July 10–September 11
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Arachna’s Arcade, 2008

Stainless steel

59 x 76 x 3/16"
Collection of The Frances

Young Tang Teaching

Museum and Art Gallery,

Saratoga Springs, New York
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