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Introduction  This exhibition of paper works from 1959 to the present by Barbara Erdman is long overdue. Erdman is an artist whose work has primarily been visible through group or thematic exhibitions, and this solo presentation follows her overall trajectory from flat work to three-dimensional environments. Though Erdman is accomplished in painting, sculpture, printmaking, and photography, this is the first public presentation to highlight her considerable achievements as an innovative printmaker. Like her work in all other media, these prints display her craftsmanship, recognizable gestures, finesse with color, and bold, generative compositions.

A self-proclaimed Abstract Expressionist who uses all-over gestures and process-determined painterly effects, Barbara Erdman has stayed remarkably on course despite her many interests. Such perseverance is required of every artist. It means that on those mornings — through months and years — when no one cares, the artist is still compelled to go to the studio and work.

Raised in New York City, Erdman was on hand, during her college years, for the first generation of Abstract Expressionism. She recognized AE as an acceptance of constant change and complexity. Her natural showwomanship, in combination with her worldview of art history and design and a hard-won confidence, has given her the fortitude to work vigorously and with conviction. At the peak of postwar American power in the 1950s, Abstract Expressionism was recognized as groundbreaking. Then, in the 1960s, the art world declared AE and many other styles obsolete. As the market dominance of Pop Art became unassailable, Erdman left Manhattan and based herself in Europe for 13 years. With hindsight, it is easy to see just how many of modernism’s initiatives were truncated and left largely unexplored. In the early 1990s, 

Erdman remarked, “The prejudice against Abstract Expressionism that abounds . . . Why should it be? Twenty-five years is not a very long time in terms of things evolving.”i 

Today, artists are revisiting Surrealism, Op Art, Lyrical Abstraction, Pattern and Decoration, and Abstract Expressionism. Barbara Erdman’s exuberant exploration and physicality in this realm are a textbook demonstration of the still-open playing fields of Abstract Expressionism.

The title of this exhibition reflects her experimental orientation. As with all the media she has mastered, the traditional designation of “works on paper” doesn’t describe Erdman’s approach. Her art has not been contained on sheets of paper: images break through borders, and paper is torn, cut, twisted, turned, glued, soaked in polymer, and shredded. A chronology is provided to assist the reader in following Erdman’s lively career and numerous moves. The following narrative skips through the decades to pick out telling details of how she works paper.

Beginnings  Barbara Erdman was born in New York City in 1936 and raised in Brooklyn, the child of prosperous and industrious second-generation émigré parents. A prescient photograph (page 1) showing the artist at the age of three, painting at an easel in her progressive nursery school, was used as the cover photo for the school’s magazine. Erdman notes, “The thing that is amazing is that my painting is still the same. . . . It has to do with signature shapes. You can spot who has done a painting regardless of style.”ii

From early childhood, she remembers frequent visits to museums and many other cultural amenities afforded by the big city, especially theater. “As a child, I actually thought that anyone who did not grow up in New York was deprived.”iii Her father took her to Sears on Saturday to buy tools, and bought her boy’s toys, such as a chemistry set. “My father had a wood shop at home. Eventually he gave it over to my cousin Stan for a ceramic workshop.”iv

In high school she took the subway to Manhattan on her own to attend the well-regarded “Saturday morning” classes at the Art Students League. For two years, taught by Ethel Katz, she studied traditional drawing and painting exercises, training the artist credits with steering her to a lifelong use of high-quality materials. Even in high school, Erdman insisted on fine paper and Winsor & Newton pigments to give her the intensity she wanted.

Ready for college at the age of 16, Erdman followed in the footsteps of her mother and older sister, both alumnae of Cornell. Although she wanted to enroll in Cornell’s architecture program, her family and the school actively discouraged her. She signed up for painting: “The good thing about Cornell was that they taught us craft.”v An ink-and-gouache architectural drawing from this era shows her interest in three dimensions and a natural talent for composition. In the summer following her sophomore year, Erdman joined a student group for a Grand Tour of Europe. Arriving in Florence, she felt at home for the first time in her life, and promised herself that she would return to live there.

The Crowd   New York City in the 1950s was Erdman’s turn-of-the-century Paris. It was a tumultuous time, and improvisational jazz was the soundtrack. Her crowd was primarily actors, poets, and painters. Indefatigable, Erdman worked as a temporary secretary during the day and rarely got home before 2am. When she moved into a loft in Chelsea in 1958, she finally had a place to work.

Writers and artists of this era worked with mythological and archetypal themes, especially through the lens of psychoanalysis. “In the fifties and sixties when artists got together they discussed philosophy, ideas, paintings, politics. Not art politics, I mean world politics.”vi Such commonly held public knowledge and an expansive worldview are integral parts of Erdman’s makeup. A voracious reader and theater lover who had eagerly absorbed her comparative-religion class at Cornell, once out of school she set herself courses of in-depth study. In this period, for example, she reread the Bible, after seeing Chagall’s illustrated version. In a 1959 pair of paintings on paper, Adam is overwhelmed and Eve is ferocious, a freethinker’s reinterpretation of this common myth of origin. “I don’t like being passive. Everything in your family and society conspired to tell you to cool it.”vii
Most often in the company of figurative artists, Erdman set up a printing press in her loft and informally taught her friends Red Grooms and Mimi Gross aquatint and etching. During these years she studied Chinese calligraphy and stained glass. In 1992 she recalled the rigorous discipline of Chinese calligraphy: “It took me about a year and half to go over and over and over and over until you get it right. . . . you can stop thinking. . . . one of the reasons that I can work as fast as I am now.”viii She credits her study of stained glass with forcing her “to think in large areas . . . plus, it helped me to understand Matisse.”ix From her earliest work to the present, Erdman meets her own definition of a colorist: “When I say colorist, I don’t mean someone that simply sees in color, I mean someone who conceives in color.”x 

Robert Rauschenberg’s collage series Dante’s Inferno and Willem de Kooning’s work of the period were both inspirations. While Erdman’s 1959 Eve carries the wild charge of De Kooning’s women, her elegant 1964 torn-paper Collage with Blue shows her incorporation of both artists. This piece was done the year Erdman moved to Florence, Italy. 

“I had to stop looking at other people’s work. I felt people around me influence me too much. I didn’t want to do things because it was already done, and I didn’t not want to do things because they had already been done.”xi Before she left, she repeatedly visited the World’s Fair to sit in the domed pavilion showing 360-degree movies. Another memorable and formative experience of her New York years was an outdoor performance by avant-garde Italian theater director Luca Ronconi, whose movable sets required that the audience, too, pick up and move.

European Sojourn  In Florence, Erdman finally made a painting she could call her own. “[T]he furthest corners were popping forward and I was painting optically, the opposite of what was physical truth. It was abstract . . . the first painting that truly came out of my guts.”xii Concentrating on painting and ceramics in Italy, Erdman built on her ongoing interest in patterns and decorations by looking hard at details of the stonework in Florence, suits of armor, and Persian miniatures. She developed a special interest in Giambologna (1529–1608), Florence’s preeminent sculptor of vivacious figures in motion, and Clodion (1738–1814), the 18th-century rococo sculptor of sensual nymphs, satyrs, and bacchantes. She also became friends with a contemporary, sculptor Giuseppe Cattusco : “he made sculptures where you could add things and take away. The playfulness of his things influenced me.”xiii

Working on paper is often a convenient and obvious medium for artists in transit. For Erdman, works on paper are unique, and not studies for paintings: “I never did drawing for paintings. I just don’t do them.”xiv During a 1973 visit to New York City she made a series of sensuous, delicate, detailed drawings based on the inside of her mouth that had to do with “organic shapes and exploring the left brain/right brain.”xv
Multimedia  In January 1977, Erdman began the new year in Santa Fe, New Mexico. Within a few months she had purchased the first home where she could create a full-palette garden. In this small, cosmopolitan arts community, she found new directions for her prodigious energy, both in the arts and in grassroots political organizing. For a period of five years beginning in 1980, with the election of Ronald Reagan, she devoted significant time to pro-choice activism.

In many ways, the cultural offerings of Santa Fe and the hands-on lifestyle of New Mexico provided Erdman a perfect platform for her life and art. Throughout the 20th century, the area was home to a concentration of artists and craftsmen, many of them like Erdman: They had arrived with a cosmopolitan perspective, and were relieved to be working outside the hothouse art centers. She found many independent-minded colleagues, access to materials, and the kind of support networks she would find necessary, including framers, printers, and plastic fabricators. Almost immediately, Erdman began to exhibit her paintings in prominent group shows.

In the 1980s, Santa Fe also became Erdman’s open university in the fields of photography and monoprints. A lifelong self-directed learner, she sought out teachers, workshops, and collaborators whose crafts she could absorb.

In 1980 Erdman built onto her home a large studio and a professional darkroom. Beginning in 1981, she studied black-and-white photography privately for three years with Ray Belcher; and from 1982 to 1989 she was an active member of the Santa Fe Center for Photography, and eventually became President of the Board. In 1985 she published New Mexico, U.S.A., the companion book to an exhibition she had curated of 59 prominent photographers, many of them with international careers, who resided in New Mexico.

In the realm of photography, Erdman created particularly successful bodies of work directly related to the mythological and the abstract, plus unique hand-colored collage images. In the masterful Dream Sequences she combined multiple negatives in the darkroom to create moody narratives that are haunting and primal. Other series of note are black-and- white close-ups of flowers that she grew herself; Reflec-tions and Other Diagonals (1988), a color portfolio of abstract architectural images of New York City; and elegant photo-grams. For Erdman, the most creative part of photography was in the darkroom — she liked seeing the unexpected results of printing bad film and out-of-focus negatives. These were preludes to her delight in the accidents of monoprints.

An Explosion of Work  In 1987 Erdman participated in the College of Santa Fe’s Monothon, a then-annual program that introduced artists to the area’s master printers. Thus she began a three-year commitment to weekly all-day sessions in print shops, where she invented techniques the printers themselves had never tried. By this time she was tired of rectangular formats, and monoprinting proved a perfect agile medium for Erdman’s ability to react quickly and improvise as the presses rolled. Creating editions was not for Erdman. Each piece was unique in its textures, color, scale, and energy.

In a 1992 letter to Norman Daly, a former Cornell professor, Erdman credits her work in eccentric shapes with “years ago looking at an Ellsworth Kelly . . . I felt his work was too minimal and shape meant everything — the painting did not. I decided to try shapes on which you would do the same kind of painting you would do anyway. It also stimulated me. Working on rectangles was like looking through a window or doorway and was often boring.”xvi In her painting she had broken away from the rectangle, beginning in  1980: The monoprints followed the Jigsaw Puzzle Painting that took me eight years to do. I started after my studio was built because that’s what gave me the 30 foot wall to work on a 25 foot painting. . . . We had to go to a computer because we could not get the angles right. In order to get it to interlock right, with enough room for the linen to be wrapped around the stretchers and everything . . . we had actually drawn it on the wall. . . . The whole thing was off if the measurements were off even a little bit. xvii
In addition to working with shapes in monoprinting, she would often apply another requirement of this monumental painting to her monoprints: “each panel should work on its own, as well as in groups, as well as all together.”xviii

Erdman also describes her delight at the generative nature of her immersion in monoprint experiments. Making work unleashed new ways of making more work.

All of this ended up producing an explosion of work in me. I’ve never been so productive in my life. If you remember, we can’t exactly say that I was particularly prolific, and I must admit that I’m still not when it comes to straight oil paintings. xix
As with the shapes, at first Erdman used themes from her paintings, with the ability to realize many more variations in the monoprints. Her longstanding fascination with Persian miniature paintings that “had borders broken by a turret, or a flag, or a horsetail”xx re-sulted in a four-panel painting, Broken Border Quartet (1983), that took her years to paint. By contrast, her 1987 La Jolla was made with calligraphic dash and a confidence that came from making quick decisions in the print studio. I loved the ability to do and undo. I loved the variety of surface I could get from the print, especially if I used many different methods of application. I loved working with oil crayons. In truth you never really knew what you were going to get. It’s reversed and forces you to deal with surprises.xxi
Out of the Frame  Very quickly, Erdman was printing paper on both sides. A demanding critic and editor of her own work, she rejected most of the prints as stand-alone works. When necessary, she finished them with drawing or made collages. Initially some prints would be cut and glued into shallow three-dimensional reliefs, first within the frame, and later as discrete objects that were both freestanding and hanging sculptures. Problems of presentation arose and became exciting puzzles to solve (Plate 7). Then, in 1989, with Cubes, Prisms & Tubes, simple geometric shapes made from expressionist prints were encased in Plexiglas and displayed in groups. By 1992, there were:

135 shapes and sizes — to be played with — almost an architectural problem. 

“Considering the prints on each of the sides, which prints do you want to use, what angles, how much space between them, how high should they go, how deep. I would say I go in for a lot of audience participation”. xxii
In 1989, Erdman moved to a sprawling home constructed with no right angles. She quickly filled the large spaces with multiple ongoing projects in both painting and sculpture. The tremendous energy and momentum released by her making of monoprints continued as she created more and more complex three-dimensional pieces. She would shift back and forth between the considered gestures of her large easel paintings to multipiece sculptures filled with hundreds of increasingly complex geometric models made from the monoprints. She remembers once working 24 hours without a break to construct these exacting models. Double-sided monoprints were cut into mind-bogglingly complex geometric forms.

Some of these sculptures are open chambers, some are compartmentalized, and some are mirrored. Whether large or small, they were devised with increasingly wild angles, all filled with mathematical models that can freely move. Many of the sculptures are meant to be placed in any position in which they can stand. Introducing increasingly complex possibilities, Erdman found striking new ways of expressing her long-standing interest in playfulness, and a delight in the then-new revelations of chaos theory.

The following plates, accompanied by remarks by Barbara Erdman, move chronologically through her intense involvement with monoprints. Demonstrating her openness and exuberant innovation, they are a testimony to how thoroughly she works paper.
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Barbara Erdman Chronology 

  

Born: New York City, 1936. Lives in Santa Fe, New Mexico.

Grows up in Brooklyn, begins school at age 3, attending the Brooklyn Jewish Community Center nursery school. 

1950–1952  While attending New Uttrecht High School in Brooklyn studies with Ethel Katz’s in her Saturday Morning Class at the Art Students League in Manhattan. 

1952–1956  Studies art at Cornell University, Ithaca, New York, where studio art is part 

of the architecture department. Receives a BFA in painting.

1954 During summer, travels to Holland, Belgium, France, Germany, Austria, Switzerland, and Italy. Upon arriving in Florence, she promises, “This is my city. If it takes 10 years I’ll come back.” (She returns to live there in 1964).

1956  After graduating from Cornell, takes summer trip through the western USA, 

attending the Seattle World’s Fair and visiting Banff, Canada.

1956–1964  Lives in New York City. Active in the New York art scene, participating in 

theater, poetry, music, dance, and art projects. Takes the advice of James Sweeney Johnson, then director of the Guggenheim Museum, who recommends that artists not work in the field of art. Supports herself as a secretary working for the Arthur Brown Temporary Agency in offices for New York Visitors and Tourist Bureau, a radio cooking show, the Campfire Girls, and various lawyers and agents. Begins intensive reading in areas of interest, especially the nature of time, science fiction, education, and the plague. Frequents such places as the Cedar Street Tavern, The Open Door, and Three Steps Down, a jazz club in Greenwich Village. Also, becomes an aficionado of circus performances at a time when they used no safety nets. Parents have apartment at 54 West 16th Street, but live mostly in Tampa, Florida.

1958–1959  Moves into loft at 53 West 24th Street. Visits Los Angeles and San Francisco.

1959–1960   Studies Chinese calligraphy at the China Institute, and finds the discipline especially helpful with brushwork. Attends African dance classes with cousin who is a member of the Martha Graham Company.

1960  Studies stained glass once a week with European master August Annis in his studio; Influenced by Italian director Luca Ronconi’s New York theater performances with movable sets and audience; and visits the World’s Fair on Long Island multiple times to see 360-degree film screens.

1961–1970  In May 1961 meets poet Muriel Rukeyser and 

options her poem “Ajanta” for adaptation to film. Although

film is never realized, meets Ravi Shankar as potential 

composer. Solo exhibition in the St. Marks Theatre Lobby, 

during production of Jerry Cowan’s Black Ensemble. Invited to participate in first group 

exhibition by Maurice Buggeaud at the legendary Phoenix Gallery on 12th Street.

1962  During this time conducts an informal graphics workshop in her loft, teaching Red Grooms, Mimi Gross, and others etching and aquatint. Appears in the Red Grooms and 

Rudy Burckhardt movie Shoot the Moon as whorehouse madam.

1963  Studies tapestry weaving with Alice Adams, whose 

studio is in same building. Exhibits in the Vitalists Show at 

Cafe Figaro, a coffee house in Greenwich Village known for poetry readings, with Red Grooms, Mimi Gross, Jay Milder, Peter Passuntino, Bob Thompson, et al. Appears in the Red Grooms and Rudy Burckhardt movie Love on the BMT as 

a Puerto Rican whore.

1964–1977  European chapter of life (13 years), mainly spent in and around Florence, Italy. Also, travels extensively to Portugal, Spain, Istanbul, and Paris. Opted out of New York because “I had to stop looking at others work. I did not want to do things because it was already done, and I did not want to not do things because they had already been done.” Feels affinity with Florence of the Middle Ages, a time of artistic ferment and mobility. In Italy makes first painting entirely “pulled out of my own guts” and begins to consider fashion as art. Botticelli’s Annunciation becomes “one of my favorite paintings in the whole world.”

1964–1966  Looking for “light filled rooms,” moves to Sesto Fiorentino and concentrates on painting. Visits small hill towns on the weekends, especially Siena, studying compositions and their connections with Persian miniatures. 

1964  In Rome, is hired as an extra in John Huston’s movie The Bible, and in Alessandro Blasetti’s Io, io, io . . . e gli altri as an honorary member of the Living Theatre, whom she lives with at the Palazzo Villetri.

1965  In May, visits Istanbul. In summer, visits Eva Hesse and Tom Doyle in Kettwig, Germany (near Dusseldorf) during their 15-month residency, then travels on to Amsterdam. 

1966  In April, visits parents in Florida and returns to New York for eight months, living 

at 180 West End Avenue. Finds Thomas Wolfe was right that “you can’t go home again.”  Works in a boutique for one-of-a-kind clothing, and studies pattern making and fur 

construction at the Fashion Institute of Technology.

1966–1968  In September, moves to England to work with fashion photographer Bill King. 

By October rents a home in the small hamlet of Great Milton, outside Oxford. Visits Paris. 

1969–1970  Returns to New York City, lives at 180 West End Ave. for “two depressing years.” 

1970 Purchases apartment at Via S. Agostino 3, Sesto Fiorentino. Meets sculptor Giuseppe Cattusco, who introduces idea of sculpture with movable parts, which would eventually become a major part of work. Experiments with ceramics. 

1971  Visits parents in Tampa, Florida, and makes first visit to Santa Fe, New Mexico.

1973  In March, visits New York City and Tampa, Florida.

1974  After years of mysterious symptoms, is diagnosed with Hashimoto’s disease.  

1975–1976  Studies ceramics at Studio Arte Centre Internazionale, Florence.

1975  In June, father dies in Florida. Joins board of Southern Alloyed Steel, the company 

he founded.  

1977–Present  Arrives in Santa Fe, New Mexico, on January 2, 1977. By September, 

purchases home at 2006 Conejo Drive, where she plants her first elaborate garden. Continues painting while adding other areas of concentration, especially photography, through the late 1980s, and monoprints beginning in 1987, then a concentration on 3-D plastic sculptures throughout the 1990s.  

1978  Group Exhibition, Salon de Refuses, Santa Fe.

1979–1980  Invited to exhibit in annual invitationals, Festival of the Arts, Santa Fe. 

1979  Teaches independent watercolor workshop in Santa Fe studio. Travels to Hawaii.

1980–1985  With election of Ronald Reagan, becomes very active in grassroots organizing, 

eventually leading the Santa Fe Chapter of the New Mexico Right to Choose.

1981  Builds large painting studio and darkroom addition onto Conejo home. Solo painting 

exhibition Works by Barbara Erdman at the Aspen Institute in Baca Grande, Colorado.

1981–1984  Studies photography privately with Ray Belcher. 

1982–1989  Joins The Santa Fe Center for Photography artists’ society; serves as a board member in 1983, working administratively on the Exhibitions Committee, 1983–1985; as President of the Board, 1985–1989; as editor of The Santa Fe Center for Photography 

Newsletter, 1987–1989; and, as Vice President 1989–1990.

1982  Studies Marbleized Paper with Don Guyot; and, Albumen Printing with Joel Snyder 

and Doug Munson.

1983   Studies Printing Out with Meridel Rubinstein; and Hand Coloring Photographs with Barbara Simpson.

1984  Solo photography exhibition Witness Point at The Santa Fe Center for Photography. Studies Bookbinding with Mina Yamashita.

1985  Curates New Mexico, U.S.A. exhibition of photographs by 59 photographers, also authoring and publishing a book of the same title. Originally designed to be a traveling exhib-ition in Italy, it presents an unromanticized and unhyped New Mexico. This project is a turning point in self-confidence, accompanied by invitations to attend the Oracle Conferences sponsored by Polaroid (in 1986 at Lake Arrowhead; in 1987 at Tarrytown, New York; and in 1988 in Ottawa, Canada). Publishes photo essay on the Albuquerque Balloon Festival in New Mexico Magazine. Studies Manipulated Photographic Printing with Linda Wasco. Drives to New York City with photog-rapher Walter Chappell by way of New Orleans.

1986  Solo photography exhibition Abstracts at The Santa Fe Center of Photography, where she teaches photographic workshop “It’s All There in Black and White.” Solo exhibition Barbara Erdman Photographs at Austin College in Sherman, Texas, where she presents lecture “Paintings, Photographs, Art is Art.” Trip to Italy, guest critiques at Studio Arte Centre Internazionale, Florence, Italy.

1987  Group exhibition of monoprints Monothon at the College of Santa Fe. Begins to work on a weekly basis experimenting with monoprinting (through 1992). Five State Group Exhibition at Dinnerware Gallery, Tucson, Arizona, juried by William Peterson and Robert Heinecken. Organizes and is panel member for The Art of Curating at Museum of Fine Arts, Steve Yates, curator, Museum of Fine Arts, Santa Fe; James Moore, Director, The Albuquerque Museum; and, Alex Traube, artist. Studies View Camera and Palladium Printing with Ted Rice. Presents lecture “The Question is Quality” at the Society for Photographic Education Regional Con-vention, Albuquerque. Presents lectures “Women in the Arts” and “Bits and Pieces” at the College of Santa Fe. Presents lecture “Art is Just a Bowl of Cherries” at State Fine Arts Gallery and Albuquerque Museum of Fine Arts. Three-person photography exhibition with Cissie Ludlow and Barbara Zusman, Maidenforms and Facelifts, at the Santa Fe Center for Photography. Writes a review of photographer Ted Kuykendall, Artspace, Southwestern Contemporary Arts Quarterly.

1988  Presents lecture “Art Isn’t Easy” at the College of Santa Fe. Solo exhibition of paintings, monoprints, and monoprint sculptures, Space Probes, at Scottsdale Center for the Arts, Arizona. Publishes Reflections and Other Diagonals, a portfolio of color photographs of New York City, edition of 35, with an Introduction by William Davis.

1989  Moves to a home at 1070 Calle Largo in Santa Fe, a structure that has no right angles and many large spaces to accommodate multiple on-going projects. Participates in New Acquisitions exhibition at the Museum of Fine Arts, Santa Fe; Visions of Excellence at the Albuquerque United Artists of Albu-querque; and On the Wall/Off the Wall, Center for Contemporary Arts in Santa Fe, curated by director Bob Gaylor . Travels to Italy. 

1990  Participates in group exhibitions On the Road: Printmaking in New Mexico, A Survey, Governor’s Gallery, a traveling exhibition throughout the state of New Mexico curated by director James Rutherford; Altered and Alternative Photographic Images at the Allen Street Gallery, Dallas, Texas; and Light Aberrations at the University of Texas at San Antonio Art Gallery. Joins the Photo Group of collectors associated with the Santa Fe Museum of Fine 

Arts, and serves on the founding Steering Committee through 1992.

1991  Travels to Italy.  

1992  Three-person invitational at the American Association for the Advancement of Science, Washington, D.C. with visit to New York City. Shows in group exhibitions The Santa Fe Sculp-ture Project at the College of Santa Fe; and The Celebration of the Goddess at the Cafe Gallery, Albuquerque, guest curated by Sally Jackson and Peter Manchester.

1993  Participates in Summer Salon ’93 exhibition at the Spirit Gallery, Santa Fe.

1994  Solo exhibition of monoprints and sculptures Mathematical Models and Other Matters at the American Association for the Advancement of Science, Washington, D.C. Exhibits in Reunion Show, John Hartell Gallery, Cornell University, Ithaca, New York, and then visits New York City. 

1994–Present After working with Steve Montiel of Albuquerque since 1987 on frames and then boxes, begins an ongoing creative collaboration at Montiels Custom Plastics to shape, form, and use colored plastics for sculptures. 

1995  Participates in group exhibitions In Retro-spect at the Cafe Gallery, Albuquerque; and, In Three Dimensions: Women Sculptors of the ’90s at the Snug Harbor Cultural Center, Staten Island, New York (catalogue).

1996  Participates in group exhibition El Duende at the Wichita Falls Museum and Art Institute, Wichita Falls, Texas, curated by Walter Nelson.

1997 Participates in group exhibition New Mexico Contemporary ’97, Albuquerque United Artists, juried by Louis Grachos. 

1998  Two-person exhibition with Ray Burggraff, Color and Space, at the San Bernardino County Museum, Redlands, California, plus visit to the Getty Center, Los Angeles. Frequents Taos, where she attends Dale Chihuly workshop and is inspired to heat acrylic paint on her plastic sculptures.

2002  Exhibits in New Mexico Sculptors’ Guild Invitational at the Governor’s Gallery, Santa Fe.

2003  Participates in group exhibition The Show 2003 at the Museum of Fine Arts, Santa Fe, juried by Susan Rothenberg, and is one of few artists invited to lecture.

2005–2007  Joins SKF Art Gallery, now Farrell Fischoff Gallery in Santa Fe, with annual solo summer exhibitions Shake, Shimmer and Roll (2005), Transparencies (2006), and Barbara Erdman Works Paper, 1959 to the Present (2007).

