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harriet regina marion  
August 15, 1949 - March 21, 2010   

By Honey Kassoy 

I  spent four summers in Pietrasanta, Italy, in 1968, 
1969, 1970 and 1976, carving marble and creating 

bronzes.  I have wanted to go back ever since.  So this 
past August, we packed up all my shots and medications 

and boarded a 
flight for Rome: 
my daughter 
Sheila, her 
husband Mitko 
and my 
granddaughter 
Toby. 
    Italy was 
very very hot 
(but low in hu-
midity) and very 
very crowded!  

We landed in Rome, rented an apartment with an auto-
matic cappuccino maker, and borrowed a wheelchair. 
The wheelchair not only helped me go longer distances 
than I could do on my feet, but also put us first in line in 
the museums.  We revisited the Sistine Chapel, and the 
restored ceiling murals looked much smaller than I re-
membered.  The Forum and Ostia Antica were all uncov-
ered to ancient 
road level, with 
no more of the 
romantic grassy 
fields that we 
saw in 1960 
hiding the world 
below. When I 
tired of the 
bumpy cobble-
stone rides, I 
sat in the 
shadow of the 
trees surrounding the ancient theater and took out my 
little watercolor box and painted. 
    It was great to revisit Firenze, to see the Ponte Vec-
chio, the Michelangelos, Botticelliôs Venus, the  
 

(See Pietrasanta page 2)  

A SCA mourns the loss of 
harriet regina marion.  

She was a Director and an 
active member of ASCA.  
ASCA's President, Bobby 
Schiller relates that "harriet 
was  the person who de-
signed İ of every yearsô 
postcards and  organized 
our full biographical loose-
leaf book. She delivered that 
book to all our exhibits and 
when we were short people to sit at an exhibitéshe was 
always willing to help. She was, of course, a wonderful 
artist! She will be missed in the ñart worldò and specifi-
cally in ASCA." 
   Artist harriet regina marion used her surroundings as 
a source of inspiration and reference for her work. She 
embraced new challenges and was fearless in her ap-
proach to art and life. 
   Her formal training began at the Maryland Institute in 
Baltimore, where she received her MFA in 1976. Since 
that time, she has lived and worked in New York City, 
where inspiration was often is taken from the elements of 
contemporary urban life. 
    The many accomplishments of the artist are evident in 
a history that includes ten solo exhibitions and more than 
100 juried group shows and annual exhibitions. Her 
pieces have been shown in countless venues, and have 
included private and public collections, and also muse-
ums such as the Jane Voorhees Zimmerli Museum, New 
Jersey, The Art Colle Museum, France and the Interna-
tional Museum of Collage in Mexico. 
   As an artist, she received numerous awards, and her 
extensive bibliography outlines coverage and recognition 
by a variety of media from print to radio.marionôs excel-
lence was exemplified by her membership in more than a 
dozen professional arts organizations including the Na-
tional Association of Women Artists and the American 
Society of Contemporary Artists in NYC. In addition, she 
is listed in Whoôs Who of American Art, 28th edition. 
    Her diverse interests encouraged her to share her  
knowledge with others, and she was not only an artist,  
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SUMMERS IN 
PIETRASANTA, ITALY  

Honey working on Maternal Force in 1968. 

Honey at the foundry with Jaques Lipshitz. 
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Academia, the Duomo, Piazza de la Signoria and the 
market place, and especially to choose from the tempting 
multicolored displays of gelati, the ice cream of Italy.   
    But the highlight of our visit to Italy was the return to 
Pietrasanta.  We stayed at the Hotel Palagi, where 

Bernie and I had stayed be-
fore, and had an emotional 
reunion with the owner, Mila, 
and her daughter, who had 
been a small child when we 
were there last. We hopped on 
the bus to the beach, just as 
we had done in years past af-
ter a long hot hours carving 
marble, and found it very 
crowded, but still breathtak-
ingly beautiful. (See Bernie in 
1969 or so.)  So I waded into 
the water, and Sheila took a 

photo of the 92-year-old bathing 
beauty! 

    The next day we revisited the studio where I had 
carved my marbles and found the son of Professor Palla, 
the former owner, in charge.  He remembered me, as he 
had taken photos of my work.  Then we revisited the 
Tomassi Foun-
dry, where 
Bernie and I, 
along with 
many of the 
artists in Piet-
rasanta, includ-
ing Jacques 
Lipshitz, Nat 
Kaz and Ted 
Egri, had 
worked on our 
bronzes. We 
had many visitors in Pietrasanta, including ASCA mem-
bers: Phil Reisman and his wife Louise, along with Harry 
and Sara Gottlieb, and best of all our dear friend, Harriet 
FeBland, who braved an almost endless bus trip to find 
us. 
     The foundry was now closed, but we were welcomed 
by Francesca, the daughter of the previous owner, and 
her sister-in-law Giuliana, who is compiling a book on 
Pietrasanta and its artists.  They asked if we had photos, 
and I told them that my husband had taken many stills 
and had also made a movie.  We spent a very enjoyable 
day with Francesca and her gentleman friend, Carlo.  
They served us lunch, drove us to the local museum and 
to a restaurant. Later, Francesca presented me with a 
beautiful book about her grandfather, Leone Tomassi, a 
very fine sculptor whose work is in the museum as well 
as in Argentina and a number of other places all over the 
world. So I think I might go again next summer!  Who 

wants to join me?  

Maria de Echevarria  

I  was born in Buenos Aires and I came to New York, 
from Argentina, in 1969, when my first husband was 

hired for a job here. 
    I started to paint in August of 1991 at the age of  47.  
At that time I had a full-time teaching position at the 
United Nations in New York.  
    One unforgettable morning that August, I decided to 
comply with the funny sensation in my left hand (Iôm left-
handed).  For two or three months my hand had wanted 
to paint.  That morning I took a brush and some poster 
paints that my daughter had left in her desk from primary 
school and a piece of paper from my portable printer.  I 
painted a  small tree and it looked like a child painted it.  
I painted trees for days, not stopping, except for eating 
and sleeping. 
    I was on summer vacation from the UN and I could 
paint without interruption.  I felt so happy.  I had this ex-
hilarating sense of life that I donôt remember to have had 
before.  It was thrilling to see in front of my eyes images 
that I was creating.  Sometimes they pleased me, some-
times not, but what a thrill anyway, and I always could 
keep trying until they pleased me.  
   I have wondered why I didnôt know about this passion 
for painting before.  I have found some factors that ex-
plain it: in particular, the lack of contact with myself and 
the disregard for external indicators.  
    One of these indicators came from my junior high 
school teacher for drawing and painting in Argentina.  
She was very pleased with my works, to the extent that 
she gave me a gift at the end of the course, The Diary of 
Anne Frank, which I read with much interest. Before this 
episode in junior high, I remember my fascination with 
the pictures that two cousins, a little older than I, were 
painting in private classes my aunt had arranged for 
them.  I especially loved the trees they painted, but I con-
sidered myself unable to do that.  
    In 1991 when my left hand was telling me to paint, I 
had already started practicing Zen meditation.  At first 
meditating alone, following the instructions in a book, I 
later joined a meditation group at the Zen Studies   
                                                   (See de Echevarria, page 8)           

92-Year old bathing beauty! 

Bernie Kassoy  on the beach in 1969 or so. 

MARIA DE ECHEVARRIA  
 HOW I STARTED PAINTING 

W 
e need volunteers to help continue the survival of 
our ASCA Newsletter. We welcome art -related 
articles, reviews of exhibitions and your upcom-

ing shows.  
 

Send your material to:  
Hank Rondina  

209 Lincoln Place,  
Eastchester, New York 10709;  

Telephone (914) 793 -1376;  
or email it to artist@hankrondina.com    

mailto:artist@hankrondina.com
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ing radiates a warmth which emanates from the model.  
The observer sees her in a sitting posture, caught in a 
moment of reflection.  One 
cannot help but think that the 
reason Renoir painted the 
background of this way was 
strongly evoked a reflective 
mood.  This color transmits 
perhaps her innermost 
thoughts: a warm, passionate 
memory.  In fact, to his use of a 
soft mixture of oranges, yel-
lows, greens and reds, Renoir 
has succeeded in painting the 
ethereal atmosphere of a mem-
ory. 
    Whatever one calls to mind the atmospheric impres-
sions of the Impressionist movement, one naturally 
thinks of the paintings of Claude Monet.  Monet was the 
artist who, unknowingly, cause the term Impressionist to 
be used when referring to the "group from Batignolles.ò 
The words Impressionists and Impressionism came 

about as a result of the 
1874 Salon des Re-
fuses exhibit in which 
this painting Impression
-Sunrise 48 was shown. 
On viewing this paint-
ing, one senses the 
atmospheric conditions 
which pervade Le 
Harve the day on which 
the work was com-

pleted.  Monet, like Re-
noir, Sisley and Pissarro, painted in cold-warm, light-dark 
color contrasts.  This is apparent as a result of Monet's 
use of violets, oranges and grays use throughout his 
composition.  Monet modulates the tones intermittently 
and blends them mystically in the background.  As the 
observer moves towards the foreground, he notices the 
light-dark contrast between sky and water.  Monet then 
adds an intense orange disk for the rising Sun and shim-
mers a light orange hue 
upon the water with a swift 
brush stroke.  The artist has 
evoked a misty summer 
morning which signals the 
promise of a long, torrid day.  
Monet often went into the 
open air to study changes in 
light and atmosphere.  He 
was known to paint a can-
vas until the light changed, and when it did, He would 
begin a new canvas.49 
    Intensive studies of nature pursued by Monet and 
other Impressionists placed him on a path which led di-
rectly into the luminescent world of color expression.  
The painted poetry an individual lyricism was an                  

(See Color on page 4) 

"COLOR AS AN EVOCATI VE FORCE IN  
THE  ART OF THE IMPRESSIONISTS" 

Hank Rondina 
 

The following is the final installment of the paper written 
in July, 1976. 

"Color as an evocative force In the                           
Art of the Impressionists" 

B oth Sisley in Pissarro used the color-warm, light-dark 
contrast technique in a brilliant seasonal land-

scapes.  Pierre Auguste Renoir also use this technique, 
but treated mainly city 
scenes and nudes.  In 
1876, Renoir painted 
Le Moulin de la 
Galette.43  At first 
glance, one's eyes 
delight in the joy of the 
social scene on a 
sunny afternoon, and 
one is tempted to take 
part in the conversa-
tions and dancing.  The 
Painting Has Been Done Completely In Light-Dark Color 
Contrasts.  The Result Is That Subtle Changes In atmos-
phere permeate the entire canvas.  It is immediately felt 
this scene takes place in springtime.  The season is not 
solely suggested by the clothing worn by the figures in 
the painting.  The composition is dominated by blues and 
greens.  These colors, when used together, have a relax-
ing and cooling effect upon the viewer.44 Had Renoir 
painted this scene in the midst of summer, then he might 
have saturated the canvas with warm colors.  The artist 
did not apply is pigments in the same fashion as the 
other Impressionists.  Rather than loading his brush with 
paint, red watch OC use lasers to bring forth light-dark 
and cold-warm contrasts.45 One need only look at the 
detail of the main figure.  Her face seems to reflect a 
shadow cast from a moving leaf on a tree above.  Here, 
the artist has call upon light-dark and cold-warm con-
trasts by employing mixtures of yellow, red, blues and 
violets.  He place at the right side of her face in the dark 
a shadow and renders the shadow with modulations of 
violet/yellow/blue.  He continues to employ the same 
modulations as he paints the left side of her face.  How-
ever, at this point, he lightens the mixture.  Renoir has 
completed the shape of her face and head by using 
darker mixtures of pinks and blues.  Additional form has 
been attained with the use of an intense red hue for her 
lips.  "The colors of this painting all have a semblance of 
reflection.  One seems to breathe the enchanted air."46 
    During the year in which he completed Le Moulin de la 
Galette, Renoir painted After The Bath.47  This painting 
differs sharply from Le Moulin de la Galette because of 
the lack of perspective in the background.  In fact, the 
background of this painting is almost flat.  Yet, the paint-

Le Moulin de la Galette 

After The Bath 

Impression-Sunrise  

Seurat- La Grande Jatte  


