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My hope is that the provision herein made will be sufficient for estab-
lishing and supporting a school of  a high character, where the pupils 
may receive a thorough education upon the most liberal and enlight-
ened principles, free of  any charge of  tuition.

My intention is that the school shall never be in any form or degree 
exclusive, either religiously or politically, but open for the admission 
of all whose good character and condition entitle them to share in its 
benefits, and of this the Trustees are to be the sole judges.

William W. Swain

“

”

Figure 1: Portrait of  William W. Swain
1930–1931 Course Catalog
Claire T. Carney Library Archives & Special Collections
University of Massachusetts Dartmouth

The extracts from the will of  William W. Swain (see Figure �), a New Bedford
philanthropist, outline his purpose in founding the Swain Free School. Established
in ����, it offered courses in language, literature, history, education, art, and chem-
istry to those who could otherwise not afford a college education. As a measure 
of  good faith, students were required to put down a deposit of  $10 per semester. 
Apart from this, students were not required to pay tuition or fees. 

In ����, Swain’s mission and curriculum were redefined because of  New Bedford’s
booming textile industry. Its core purpose was now to provide a “more complete 
and thorough course of  instruction in the fundamental principles of  design than 
has ever been given in this city and to provide also instruction in the practical 
application of  these principles in all branches of  decorative art.” Thus, its name 
was also officially changed to the “Swain School of  Design.”

Throughout the years, the school’s curriculum underwent a number of  changes 
in order to meet the needs of  its students and respond to larger societal trends: 
for instance, the advertising and fashion industries in the ����s and ��s. In ����, 
Swain merged with Southeastern Massachusetts University (SMU), now UMass 
Dartmouth. Several of  Swain’s faculty members continued teaching at SMU 
following the merger, some of  whom still teach at UMass Dartmouth today.

Although the Swain School of  Design no longer exists as an independent art college,
the school has left behind tangible legacy. Swain alumni, faculty, and students 
helped to catalyze and reinforce New Bedford’s economic revitalization. Our 
interviews with Swain alumni indicate that these artists and designers exhibited
a strong personal commitment to both the school and the city: one that is difficult
to quantify. Without Swain and its committed students, faculty, and administrators,
it is doubtful that New Bedford’s future would look as promising.

Introduction

Figure 2: William Swain’s Home,
391 County St., New Bedford, MA
Claire T. Carney Library Archives & Special Collections
University of Massachusetts Dartmouth
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William W. Swain drew up his will, setting 
aside a portion of  his fortune and homestead 
at ��� County Street (see Figure �) for the estab-
lishment of  a free school.

The Swain Free School was incorporated in 
New Bedford.

The Swain Free School officially opened with 
eighty students in attendance on October ��th.

The Swain Free School changed its name to 
The Swain School of  Design. Its mission and 
curriculum also changed to accommodate 
students who hoped to find employment in 
the burgeoning textile industry. 

“Designing for industry” was introduced, along
with night and Saturday classes.

The school established a curriculum with gen-
eral art, design, manual arts for teachers, and
architecture courses.

After World War I, attendance began to increase.

The Swain School began charging fees, but 
still claimed to offer free tuition.

The William F. Crapo Gallery was founded to
provide Swain students and the New Bedford
community with the chance to view original 
exhibitions of  art.

Craft courses, such as jewelry making, silver-
smithing, ceramics, textile design, were added.

Course emphasis changed dramatically to the
commercial arts. This undoubtedly correspon-
ded to the hiring of  director Allen Dale Currier, 
an accomplished advertising illustrator, that 
same year.

The words “free tuition” were dropped from 
the Swain School of  Design catalogs.

During World War II, few experienced instruc-
tors were available to teach at the school . 
Teaching loads were stretched.
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Swain experienced increased enrollment 
through the G.I. Bill.

On March ��th, the original Swain homestead,
where classes took place, was closed because 
of  fire damage, (see Figure �).

Swain charged its first annual tuition of  $150.

The Fine Arts program was added.

David Loeffler Smith was hired as the new 
director of  Swain for the next four years. He
taught painting at Swain for twenty-six years.

The Swain School received its license to grant
the B.A. degree, thus becoming an officially 
accredited college for art and design.

In May, twelve students earned their Bachelor
of  Fine Arts degrees, the first in Swain’s history.

The Rodman Mansion, a historic Greek revival
home built in 1833, became the new head-
quarters for Swain.

Boston University’s acclaimed Artisanry pro-
gram moved to Swain. As a result, four new 
major programs were added to the curriculum: 
Ceramics, Fiber, Metals, and Wood.

Swain merged with Southeastern Massachusetts 
University. All of  the Swain property and 
assets were sold.
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Figure 3: The Swain School homestead after the 1948 fire. 
New Bedford Standard Times, March 13th, 1948. 
Claire T. Carney Library Archives & Special Collections
University of Massachusetts Dartmouth
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Figure 4: The Brownie Clown comic, 
as seen in the New Bedford Times on May 2, 1909. 
Collection of Gioia Browne.

New Bedford: 
Connecting Commerce, 
Culture, and Education 

New Bedford: Connecting Commerce, Culture, and Education  — 11

New Bedford, like many other northeastern industrial cities, was once a thriving 
metropolis. Although it once boasted the highest per capita income in the nation,
this former wealthy whaling port and textile center has since experienced a long
period of  economic decline.1 Yet, New Bedford has managed to avoid not only
Detroit’s fate, but also that of  comparable smaller cities such as Gary, Indiana.2 
Despite its ongoing challenges, the city has recently undergone a modest revival. 
Pat Daughton, New Bedford’s former Creative Economy Development Officer, 
believes “that New Bedford has been able to draw on the unique cultural and 
material capital it acquired as a whaling and textile empire.”3 While the Whaling 
Museum, the Whaling National Historic Park, and the Waterfront Historic Area 
Preservation Society have played a role in the city’s regeneration, New Bedford’s 
transformation might not have been possible without the partnership between the 
city and a small, but well-known, educational institution: The Swain School of  Design.

The Swain School of  Design was a school that nurtured tolerance, diversity, and 
creative thinking: exactly those qualities Richard Florida believes are necessary 
to stimulate the creative economy. Because the school also helped to preserve the 
city’s historic urban center, it played an important role in New Bedford’s postwar 
survival and more recent regeneration. Academics such as Florida and Terry Flew,
non-profit organizations (from the United Nations to the Massachusetts Creative 
Economy Office), and for-profit consulting groups contend that an educational 
institution is a key component in attracting and keeping “creative” individuals. 
However, this only tells part of  Swain and New Bedford's story. Educational 
institutions must work in conjunction with private enterprises if  a city is to both 
thrive and survive.

This has certainly been New Bedford’s story. In the nineteenth century, William 
D. Howland sought to merge his business with his philanthropic interests (like 
his Quaker parents before him). He envisioned the treeless and gridded streets of  
New Bedford as a worker’s garden community and devised a plan to aestheti-
cally integrate workers’ homes with the mills that employed them.4 As Kingston
Heath notes, “New Bedford’s Howland Mill Village put in place a different 
relationship between capital and labor. Had its parent corporation survived the 
financial crisis of  the ����s, it might well have set workers’ housing on a radically
different course.”5 Other New Bedford entrepreneurs also contributed to the city’s
commercial and social well-being. In the twentieth century, the Brownes repre-
sented one such family. 

Case Study:  The SouthCoast Browne Family 

For approximately a full century, the Browne family was an active part of  New 
Bedford’s economic and cultural community. Gioia T. Browne (whom we inter-
viewed for this exhibition) grew up in New Bedford as a member of  a family with 
a longstanding connection to the city’s cultural economy. Her father, John H. 
Browne, was a member of  WHALE (Waterfront Historic Area LeaguE) and sev-
eral other cultural organizations in New Bedford. Her sister Pamela (known by 
family and friends as “Miranda”) was a student at the Swain School of  Design 
in the late ����s through early ����s. 

Cultural Economy in the Early Twentieth Century
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To longtime residents of  the SouthCoast, the Browne family is best remembered 
for their popular chain of  drugstores (six in total, see Figure �). Gioia’s father (John), 
grandfather (Frederic), and great-grandfather were pharmacists. In ���� (the year
that the Swain Free School became the Swain School of  Design), the Brownes 
opened their second drugstore on Union Street, located just around the corner 
from the Star Store. Undoubtedly, many New Bedford residents—including 
Swain students and faculty—remember sitting at the counter of  one of  these drug-
stores, while sipping an ice cream soda. The Brownes closed their last store in ����.
Coincidentally, this was the same year that the Swain School of  Design merged with 
Southeastern Massachusetts University (SMU), now UMass Dartmouth.

Frederic Browne, born in Vineyard Haven on September ��, ����, moved to New
Bedford when he was six years old. Frederic followed in his father’s footsteps, 
obtained a pharmacy degree, and worked at the family drugstore. In the early 
twentieth century, drugstores were popular hangouts, where “soda jerks” (opera-
tors of  old-style soda fountains) created all sorts of  ice cream confections at the 
food counter. According to Gioia, the ���� Browne Drugstore could hold up to two 
hundred customers (if  one included the balcony). New Bedford schoolchildren 
would sit there and enjoy a soda after school. This continued through the ����s. 
In New Bedford at this time, local citizens and visitors would be out strolling until 
eleven o’clock at night. Often, they would end up at the Browne Drugstores.

All the Brownes participated in the family business. Frederic’s wife would sit in 
a cage and the customers would pay her for the soda and ice cream. She would 
give them tokens so the staff wouldn’t have to exchange money with customers. 
Though this may seem strange to us today, workers in many businesses did not 
handle cash. Customers at the Star Store, for example, placed their money in 
a pneumatic tube that would be “whooshed” up to some office. An “invisible” 
employee would return the change to customers in the same fashion.

Like William W. Swain and William D. Howland, Gioia’s grandfather was very 
concerned about the health and welfare of  his workers and customers. When 
the labor strike of  ���� occurred, he sought to help the families of  his employees 
and customers in any way that he could. For example, he wrote credit “scripts” 
for customers who would reimburse him later. Frederic knew how hard each 
of  these individuals worked and that they could be trusted. In other words, he 
treated his employees and customers, and their families, with the utmost respect 
and dignity. Six decades later when Frederic was awarded the gold-tipped cane 
as the oldest resident of  Dartmouth, it is not surprising that he could still recall 
the names of  those who worked for him earlier in the twentieth century.

Like the Swains and the Howlands, the Brownes were also interested in culture 
and the arts. As noted above, commerce and culture have long been intercon-
nected in New Bedford. Like the Star Store merchants around the corner, the 
Brownes would spend a great deal of  time designing a display for their store-
front windows. They hoped these artistically-arranged colorful objects would 
lure passerbys into their pharmacies.

Swain’s New Bedford Origins  — 13

Furthermore, the Brownes relied on popular visual culture in order to sell their 
products. They adapted the “Brownie Clown” from Palmer Cox’s Brownie Town,
(see Figure �) as a trademark for the Browne Pharmacies. This proved to be a clever
marketing tactic. The Brownes used the “Brownie Clown” to advertise their busi-
ness, and also to inform the public—in an entertaining way—of  what was happening
in the world. As quoted from the Brownie Year Book: 

“�It is doubtful,� wrote The New York Times, �whether any fashion in children�s 
literature has ever swept a country so completely as when Palmer Cox�s 
Brownies took possession of  American childhood in the early eighties.�
Amazingly, this comment was written almost a hundred years ago, for 
the charm and character of  these illustrated stories and verses has hardly 
dimmed with the passing of  time. This delightful new facsimile edition of
the Brownie Year Book is certain to find new and enthusiastic readership, 
both among children coming to them for the first time, and those in whom 
they rekindle memories of  their own youth.” 6

Periodical illustration and design also informed art school education. Beginning 
in the ����s, Swain students were taught the business side of  art, along with 
how to apply these skills after graduation. The Swain School abided by the prin-
ciple of  equal rights for everyone, and thus wanted to provide all students with 
the opportunity to succeed as artists. For instance, students were given the oppor-
tunity to display their work in the storefront window of  the Star Store. (This 
building—now a part of  UMass Dartmouth’s satellite campus—was formerly 
a department store in downtown New Bedford.) Like the Browne Drugstore 
ornamental displays, the Star Store’s window art beckoned potential customers. 
At the same time, this allowed Swain students to apply their artistic skills to the 
commercial world.

Figure 5: Browne Drugstore Interior, 
1927. Collection of Gioia Browne.
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Swain Through the Early ‘60s:
Students and Community
Figure 6: Commercial Art Students 
1956-57 course catalog. 
Claire T. Carney Library Archives & Special Collections
University of Massachusetts Dartmouth. Swain Through the Early ‘60s: Students and Community  — 15

In ����, the Swain Free School turned its educational focus towards the visual 
arts. Its name was officially changed to the “Swain Free School of  Design,” later 
just the “Swain School of  Design.” Swain trustees hoped to prepare the school’s
graduates to enter the booming textile industry. As stated in the ���� course 
catalog: “The trustees are confident that an educational need of  this city will be 
met by the establishment of  this school. It will occupy a field not hitherto filled, 
supplementing the work of  the public schools, and harmonizing with the work 
of  the Textile School.” 7

As a design school, Swain’s courses had two primary objectives: (�) to provide 
a more complete course of  instruction in principles of  design than had even been 
offered in New Bedford, and (�) to train students in the practical application of  
these principles in all branches of  decorative art, though with particular reference 
to the textile industry.8 Class offerings focused on applied design in wall painting, 
ceramics, metals, stone carving, mosaics, wall decoration, furniture, and interior 
design. Students also studied the cultural and artistic practices of  the Egyptians, 
Assyrians, Greeks, Romans, Byzantines, Persians, the Gothic style, and the 
Renaissance Movement.

Over the next twenty years, the “application of  art to the industry developed 
enormously.”9 As a result, Swain continued to improve its offerings and learning 
facilities. For the ����–���� academic year, buildings were remodeled and decorated,
and a new painting studio was added. Likewise, Swain’s courses were reorganized,
and only the most experienced instructors were hired to teach. Classes were offered
in both the day and evening. Instead of  majors, Swain had five courses of  study. 
General Art students received training in fine arts, illustration, design, and crafts. 
Design students learned color theory, ornament, art history, design principles, 
and technical methods of  applied design. Students in Normal Art received a similar
education to General Art students, but with added focus in psychology and art
education. Architecture and Jewelry/Metals (see Figure �) students learned career-
based skills and applied design principles to their particular field. Architecture 
students studied landscape architecture and historic ornament. Metals students 
received “a thorough course in design together with the use of  tools, the han-
dling of  precious and semi-precious metals and jewels.”10 

In the ����s, Swain once again adjusted its curriculum based on industry demand. 
Course offerings dwindled from twenty in ����, to ten in ����, and eventually dropped
to just six in ����. By ����, only two courses of  study remained: Commercial Art and 
Fashion Illustration. The ���� catalog explains that these two avenues “offer oppor-
tunity for systematic training in art and its application to commerce and trade.”11

Students in Commercial Art (see Figure �) studied drawing, design, modeling,
color theory, perspective, composition, multimedia techniques, advertising layout, 
lettering, poster design, and packaging. They also learned industry requirements 
for publications and window displays. Swain offered advertising and commercial 
art classes because students could use these skills in the growing textile industry. 
During this era, demand also increased for workers who were skilled in print 
advertising and sales promotion.

The Direct Approach: Career-Focused Education
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Fashion Illustration and Costume Design students studied color theory, anatomy, 
stick figure development, perspective, drawing with different media, composition,
sculpting, and watercolor painting. They were prepared to meet the requirements
of  fashion publishers, pattern periodicals, clothing manufacturers, fashion art
service bureaus, and agencies. They learned about modern dress and, also, period
costume for stage productions. Fashion students additionally gained real-world 
experience through sketching in the dress departments of  local department stores.

As Swain entered the ����s and ��s, it transformed into a true design school, in part
because of  the growth of  the advertising industry. Faculty hoped to prepare young
artists for the workforce. Swain’s ��th anniversary circular in ���� highlights the
concept of  the “direct approach.” It states: “Every assignment and subject within
the school curriculum is aimed specifically at a professional goal. This is the direct
approach. No wasted motion.” 12 At this time, seniors participated in a work-
study program. Through this program, students gained hands-on career exper-
ience and established a network of  professional contacts and references. The 
administrators from these companies acted as Swain’s curriculum advisors. That
is, Swain’s direct approach molded students into skilled, employable graduates
equipped to practice their chosen career in the contemporary workforce.

Swain’s course catalogs document the school’s evolution. The written content 
reveals Swain’s curriculum improvements, while the imagery reveals how the 
artistic focus changed over time. Earlier catalogs featured images of  applied 
design in textiles, metal work, leather, and glass. Later on, student work—high-
lighting still life and figure drawings, fashion illustrations, and commercial art 
layouts—was included to match the course offerings of  that time. Swain’s catalogs
undeniably demonstrate the faculty and administration’s commitment to training 
artists for the workforce.

Figure 7: Student Metal Work
1909-10 course catalog. 
Claire T. Carney Library Archives & Special Collections
University of Massachusetts Dartmouth

The William F. Crapo Gallery (see Figure �), located at �� Hawthorn Street in
New Bedford, was established in ���� as a place for Swain students to exhibit their 
work. In addition, it served as a professional gallery space for the surrounding 
community to view and experience art. Donated by the Crapo family, this 
Greek Revival structure was specifically designed as an art gallery. It was dedi-
cated to the memory of  William Wallace Crapo, the school’s original trustee, who 
spent most of  his life in New Bedford (a city of  which he was very proud). After 
serving for three terms as a member of  the United States House of  Represen-
tatives,13 Crapo returned to his New Bedford-based law practice and became 
involved in his community and its businesses.

Only the best student work was displayed in the Crapo Gallery. In addition to 
student paintings, sculptures, prints, and graphics, the gallery also hosted several 
traveling exhibitions. This included “Brazil Builds” in ���� and “The Paintings
of  Clifford W. Ashley” in ����. Before coming to the Crapo Gallery, “Brazil 
Builds”—a series of  sixty enlarged photographs documenting the architectural 
growth of  Brazil’s major cities—was exhibited at the Museum of  Modern Art 
(MoMA) in New York. The Swain School of  Design, despite its small size, show-
cased some of  the finest artwork in the United States.

During the Crapo Gallery exhibitions, the Swain School Director Albert Alderson
(����–����)14 invited many well-known artists to visit the school and meet with
students. Such artists include the famous Norman Rockwell. In a letter, Mr. Rockwell
very graciously declines the invitation to show his work because of  prior engage-
ments.15 Although this prominent illustrator was unable to exhibit his work at 
the gallery, his letter indicates the high regard that he and many others had for 
the Swain School of  Design.

The Crapo Gallery

Figure 8:  William F. Crapo Gallery. 
Claire T. Carney Library Archives & Special Collections
University of Massachusetts Dartmouth
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Like other American public and private institutions during the Great Depression, 
the Swain School of  Design struggled to survive. Fortunately, Swain’s trustees hired
Allen Dale Currier, a visionary leader who would set the school on a new course.
Currier, born in Everett, MA, was an alumnus of  Harvard’s Graduate School 
of  Arts and Sciences. In ����, he founded the Allendale Art Studios, the largest
evening art school in Boston. Approximately a decade later in ����, he brought
this knowledge and experience with him to the Swain School of  Design, where he 
served as director. Currier held this position for sixteen years and is credited with 
the college’s regeneration and transformation into a well-known school of  design. 

In ����, Currier created the Standard Times “Hats Off” column in order to encourage
famous portrait painters to exhibit and speak at Swain. For many years, he 
directed the Spouters, a group of  amateur actors, singers, and dancers who per-
formed musicals and plays in and around New Bedford. Currier’s support for
and direct involvement in amateur theatre directly benefitted Swain. He anchored
the school to the community. Currier’s presence in non-Swain cultural produc-
tions underscored the school's commitment to the city.

During his tenure as director, Currier built the Crapo Gallery as a venue for traveling
national and international exhibitions. This ranged from an “Amateur Photog-
raphers” prize exhibition to “The Exhibition of  Japanese Art.” All shows were 
open to the public. These well-received exhibitions cemented Swain’s national 
reputation, and helped to recruit new students and faculty. At the same time, they
also enriched the surrounding community. Exhibitions at the Crapo Gallery 
were designed to educate visitors, to teach them “how to see” and “experience” 
art. This investment in the Crapo Gallery was instrumental in the financial 
resuscitation of  the Swain School of  Design during the Great Depression.

Beginning in ����, under Currier’s direction, Swain faculty offered Saturday 
morning art classes to children and adults (see Figure �). Swain’s evening and 
Saturday classes helped to solidify the bonds between the school and the community.
Indeed, they exemplified the values long espoused by the city’s cultural and 
commercial institutions such as the Whaling Museum and the Howland Mill 
Corporation. More importantly, they inspired New Bedford’s youth and contin-
ued to do so until the ����s (see the entries for Sig Haines and Mike Pietragalla).

Allen Dale Currier transformed Swain’s educational and public programs in order 
to ensure that the school would survive and thrive. By restructuring the curriculum
 to include commercial art, he established Swain's identity as a design school. As 
a direct result of  Currier’s contributions, the Swain School of  Design continued to
educate New Bedford's youth and the regional community for another half-century. 

Case Study: Francisco Rapoza (1911–1983)

Born in ���� in New Bedford, Francisco Rapoza was a naturally gifted artist. As an
adolescent, he attended the Swain School of  Design in order to acquire the skills 
to become a professional painter. For eight years beginning in ����, he attended 
Swain’s Saturday and evening classes, where he honed his artistic skills. His passion 

Currier and Saturday School Curriculum Reform16

for art was also fueled by New Bedford’s rich cultural and nautical history. For 
him, the city functioned as a living history museum. To enrich his own art-making, 
Rapoza studied New Bedford’s historic architecture and paintings of  its whaling 
ships and seaport.

After he graduated from New Bedford High School, Rapoza was privately tutored
by Harry Neyland (a renowned painter and a former director of  the Swain School
of  Design from ����–����). Rapoza studied oil painting with Neyland for six years 
and then returned to Swain in ���� as a painting instructor. In ����, Rapoza 
began a full-time position at Dartmouth High School as an art teacher. This position
enabled him to finally complete his undergraduate education. He pursued his 
degree at night and during the summer at the New Bedford Institute of  Technology
and Boston University. Eventually, in ����, he obtained his B.S. in Textile Design
and Fashion from the New Bedford Institute of  Technology. Rapoza’s tenacious 
and successful pursuit of  his education, and of  artistic professional opportuni-
ties, suggests that he was an excellent role model for young art students. 

This included members of  his family (such as nephew Gilbert Rapoza, who attended
Swain in the late ����s) as well as other painters in the community. Everett S. Allen,
a longtime Standard Times editor and one of  Rapoza’s painting students believes that
Rapoza taught him to see the world and art in new ways.17 Rapoza helped him 
appreciate subtle beauty in unlikely places and to understand composition through
light, shadow, and line. This was consistent with Rapoza’s belief  that all artists 
must spend a great deal of  time looking; they must observe the visual details of  
life to create authentic works of  art. (See Figure ��, wherein Rapoza’s understand-
ing of  light and color, based on observations of  the natural world, is evident.)

Francisco Rapoza’s contribution to New Bedford’s culture continues to this day. 
Rapoza’s great-niece, Alyssa Kate Adriance, decided to become an art educator 
after learning about her great-uncle’s life. Without the oral history provided by 
her Uncle Frank (Rapoza’s son)—an interview Alyssa conducted for her Master 
of  Art Education Degree – Rapoza’s contribution to New Bedford’s art community
might have been lost.

Figure 9: (left) Saturday morning children's class, 
Circa 1932. 
UMass Dartmouth Archives & Special Collections.

Figure 10: (right) Francisco Rapoza, Congo Church, 
Circa 1930.
Oil on canvas 15.5 × 12 inches
Courtesy of Nina Bronson Fay & Alyssa K. Adriance



 20—Swain:  A Creative Community

Working Artists:
Then and Now

Figure 11: David Loeffler Smith. The Children’s Room (1993). 
Oil on paper. 14 × 20 inches. Collection of Don Beal.

Figure 12: David Loeffler Smith. Hill at Riverwoods (2010). 
10 x 14 inches. Collection of Don Beal.
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David Loeffler Smith was a painting professor at the Swain School of  Design from 
����–����. During this period, he served as the director of  the school (����–����)18 

and head of  the painting department. Following Swain’s merger with Southeastern 
Massachusetts University (SMU) in ����, Smith continued to teach painting for 
another four years so that he could see all his former Swain students through to 
graduation.19 In ����, he decided to retire and devote his full attention to painting. 
 
David Smith’s passion for the visual arts began at a young age. He was born on
May �, ���� to Jacob Getlar Smith, a well-regarded American painter, and Adele 
Loeffler Smith. Smith was raised in New York City during the ����s and ��s, where
he attended Little Red Schoolhouse and the High School of  Music and Art. Smith 
later went on to earn his B.A. from Bard College in ���� and his M.F.A. from 
Cranbrook Academy of  Art in ����.20 He studied with the prominent abstract 
expressionist painter Hans Hofmann and participated in the ����–�� exhibition at
the MoMA titled “Hans Hofmann and His Students.” Hofmann, in part, influenced 
the evolution of  Smith’s work from figurative forms towards a more abstracted style. 

Prior to his move to New Bedford in ����, Smith received his first teaching appoint-
ment at Chatham College in Pittsburgh. “New Bedford fascinated me,” Smith 
remarked in a ���� interview with Fred Gifun, an author and Professor Emeritus 
of  History at UMass Dartmouth.21 While Smith noted that “Pittsburgh wasn’t 
a new city,” New Bedford had an additional century of  history that contributed to 
its rich culture. He and his wife, Jean, enjoyed being near the ocean, and Smith 
also liked the location of  New Bedford because of  its close proximity to the art 
scenes in Boston, Providence, and New York. Smith encouraged his students at 
Swain to visit museums in these areas. He organized regular fieldtrips to New 
York City in order for students to visit its museums’ renowned collections, partic-
ularly at the Metropolitan Museum of  Art. Smith invited a range of  prominent
New York artists to exhibit and lecture at Swain, including Robert De Niro Sr., 
Lennart Anderson, Paul Resika, and Leland Bell. In addition to boosting the 
college’s public visibility, this helped the education at Swain from becoming too 
provincial, allowing students to develop a more comprehensive view of  the art world.22

His former students describe Smith as a personable, caring, sincere, and influential 
teacher. Don Beal recalled that “[Smith] could be very tough, but typically did so 
in a good natured manner…I always felt that he had a strong sense of  responsi-
bility towards his students and their training.” 23 Smith was likewise an incredibly 
engaging lecturer; to Beal’s recollection, he never felt “bored or disinterested” 
while he was a student in Smith’s classes. In his painting courses, Smith covered 
all of  the rudimentary skills and principles. He was simultaneously able to excite 
the intellects and imaginations of  his students, driving them to go “further with 
their work than they otherwise would have.” 24 Sig Haines, a student at Swain in 
the ����s, recalled that Smith “made me aware of  the scope of  contemporary 
art and art history. David taught me about Suzanne Langer, then Nietzsche and 
Benedetto Croce… [He] really got me to think.” 25

During Smith’s tenure, he witnessed the Swain School transform drastically. In the 
two decades preceding the SMU merger, Swain underwent a number of  important
changes, including the accreditation of  its degree programs, the incorporation 

David Loeffler Smith and the Later Years of Swain
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of  more fine arts courses into a previously design-oriented curriculum, and the 
merger with Boston University’s Artisanry program. According to Don Beal, 

“As I understand it, Swain was primarily a design school…drawing and painting, 
if  they existed, were an afterthought. David's leadership re-made the school into
a fine arts college.” During Smith’s tenure, enrollment at Swain doubled, and 
the small art college became one of  national importance.26

After only four years as the Director of  Swain, Smith returned to his faculty pos-
ition, and to painting. Some of  the foremost pictorial influences on David Smith�s
work include paintings from the High Renaissance, Baroque, Abstract Expressionist,
 and Cubist movements. He also loved classic literature, particularly Greek 
mythology.27 Depictions of  these stories—including Homer’s Odyssey, Shakespeare’s
Venus and Adonis, and the Aeneid—recur in Smith’s paintings from the ����s through 
����s.28 In addition, Smith was inspired by ordinary, everyday events, such as 
a children’s playroom, an outdoor picnic on a sunny day, a dinner party, or even 
just a forest outside his window. Smith was able to discover the beauty in other-
wise banal and commonplace scenes, endowing these compositions with a new 
kind of  dynamism and liveliness.

Smith’s vivid paintings are an eclectic blend of  abstract expressionist energy, 
surrealist forms, popular cultural references, Greek mythological symbols, and 
Renaissance vivid hues. In his own words, Smith described his painting process 
as “like a juggler keeping count of  interweaving shapes and colors,” marking
the point at which an abstract shape intensifies a sense of  the real thing.29 The
Children’s Room (see Figure ��) is composed of  a series of  rapid, curvilinear brush-
strokes that, on the surface, appear to form a purely abstract composition Yet,
upon prolonged inspection, the viewer can start to perceive a number of  concrete
forms that constitute a “realistic” whole: a large red armchair, several human 
figures (presumably children), and what appears to be a small playroom table. 
The dark colors of  Hill at Riverwoods (see Figure ��) likewise evoke the distinct 
impression of  a lakeside forest late in the day. The image contains strong vertical
brushstrokes of  varying lengths and thicknesses, and a palette of  greens, browns, 
and purples with splashes of  a watery blue. This subdued arrangement is inter-
spersed with brief  patches of  light, creating the illusion of  rays of  sunlight flooding
in through forest branches. Smith’s compositions are not based on lifelike, figur-
ative representations. Rather, he skillfully employs a range of  formal elements, 
duch as light, color, line, and shape, in order to suggest a mood and a scene, 
from which the viewer is left to formulate their own interpretation. 

Severin Haines, also known as “Sig,” was born in Norway. In ����, when he was
six years old, he and his family immigrated to New Bedford to start a new life. 
Because Norway’s fishing industry had been devastated by the Nazis during World
War II, Haines’s father planned to move and start again as a fisherman in 
Fairhaven, Massachusetts. 

Although none of  Haines’s family were artists, his relatives recognized his innate 
artistic ability. His mother strongly encouraged him to take Saturday morning 
classes at the Swain School of  Design. Each Saturday, she took him by taxi to
New Bedford’s Historic District where these classes were located. And it was 
there that he first saw David Loeffler Smith, a man who would change his life. 
Although Haines was quite young at the time, he recalls Smith’s arrival at Swain 
in the early ����s as transformative: “Up comes this fellow. Was a little dif-
ferent…[He] had a very urban appearance…a bohemian edge.” What an artist 
should look like.30

When he was eighteen, Haines enrolled at the Swain School as an undergraduate, 
where he majored in painting. He regards his younger self  as “very provincial.”
Swain opened up a whole new world for him. Armed with a strong foundation 
in painting and the history of  art, Haines obtained a fellowship to study at 
Skowhegan, where he met the well-known painter David Perlstein. Perlstein 
wrote him a letter of  recommendation for Yale’s M.F.A. program, where he 

Sig Haines

Figure 13: Sig Haines. Trees, Brush, and Sand at 
Waqouit II (2013). Oil on canvas. 36 × 30 inches. 
Collection of Sig Haines.
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matriculated in the fall of  ���� and earned his degree in ����. Although Yale pro-
vided him with an extraordinary education, Haines regards his time at Swain 
as more significant for his artistic development. 

In the fall of  ����, Haines began teaching part-time at the Swain School of  Design.
After just three years, he was promoted to the position of  full-time instructor. 
He taught painting and advanced color theory: a course he first took at Yale 
University. In ����, the painting department chairperson at Swain retired, and 
Haines became the new chair. He described this time as “the most productive 
years in Swain’s history in terms of  fine arts.”31 Haines explained that many of  
the fine arts majors went on to obtain M.F.A. degrees at Parsons in New York City. 
(According to Haines, at one time sixty percent of  Parsons graduate students 
were from the Swain School.) All this changed in ���� when Swain merged with 
Southeastern Massachusetts University (SMU), now UMass Dartmouth. Haines 
became a professor of  fine arts at UMass Dartmouth and “happily” taught paint-
ing, color theory, and drawing for twenty-three years. He retired in ����, and 
has since embarked on a new journey as a full-time painter and working artist.

Sig Haines’s artwork and life story have been profoundly shaped by his education 
at the Swain School of  Design. The school was an integral part of  Haines’s entire 
life and career as an artist. At a young age, he participated in Saturday morning 
classes at Swain. When he was eighteen, he enrolled as an undergraduate student. 
Later, he became a professor and, finally, the chairperson of  painting. Likewise, 
Haines was one of  several Swain faculty—including David Loeffler Smith, Eric 
Lintala, and Marc St. Pierre—who experienced the transition of  the ���� merger 
with SMU. 
 
Today, New Bedford and SouthCoast Massachusetts cultural organizations—espe-
cially the Dedee Shattuck Gallery in Westport, MA—play an important role in 
Haines professional life, just as they did when he was younger. In particular, he
is proud of  the relationship he has with the local citizens and is pleased with the 
number of  people who come to his gallery openings. At the Dedee Shattuck Gallery,
he can exhibit large-scale works. “With this exhibition in this grand space, I have 
been given a wonderful opportunity to work on a large scale. Few galleries can 
boast the kind of  space we have the luxury of  exhibiting in here at the Dedee 
Shattuck Gallery. It is my hope these latest large scale paintings succeed and carry 
a visual strength that make them worthy of  the space they have been granted.” 32

Haines’s Trees, Brush, and Sand at Waqouit II (Figure ��) exhibits this “visual strength.”
The painting’s vibrancy also reflects Sig Haines extraordinary journey: one filled 
with change and joy. Like a Monet seascape to which Cezanne and Seurat have 
added finishing touches, Haines’s beach scene is a mélange of  shape and color 
that celebrates the art of  painting. Up close, we see fragile delicate grasses clutch 
patches of  earth that the blowing sand threatens to overtake.  When we step away, 
the sand, grass, rocks, and twigs dissolve into an abstract expressionistic explosion 
of  muted colors. Trees, Brush, and Sand at Waqouit II, a clear tribute to his teacher 
David Loeffler Smith, is also a paeon to the New England landscape and culture.

Working Artists:  Then and Now  — 25

Born in Fairhaven, Massachusetts in ����, Mike Pietragalla’s passion for art started
early. His father was a well-known hairstylist, and his grandfather before him 
a shoemaker. Thus, even though these men did not produce conventional art, they 
were creators nonetheless. Working with his head and hands, Pietragalla believes, 
was in his genes. His interest in the fine arts, however, began when he attended 
Saturday classes at the Swain School of  Design in the late ����s. 

Despite his father’s wishes that he join the family business, Pietragalla knew that
art was his passion. He hoped to leave the New Bedford area and attend an art 
or music school in New York or Boston. Nevertheless, he decided to apply to 
the Swain School of  Design and was accepted. He matriculated in ���� and 
remained at the school until ����. Pietragalla has no regrets about this choice; 

Mike Pietragalla

Figure 14: Mike Pietragalla. Self Portrait (1980). 
Oil on plywood, 10 × 13 inches
Collection of the artist.
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Swain was an eye-opening experience for him. Creative energy simply seemed 
to flow between faculty and students as though they were part of  a singular 
creative “family.”33 Everyone worked together. During his last year at Swain, 
Pietragalla helped with new student orientation and taught Saturday classes 
as a work-study student.

Swain’s educational curriculum was crucial to building this artistic family. While 
at Swain, Pietragalla studied with the well-known painter David Loeffler Smith, 
who told his students that you had to live, breathe, and eat art. He would relay
stories of  how artists lost themselves in their work. Pietragalla remembers Smith 
stating that Picasso would get up whether or not he wanted to, and paint, paint, 
paint. He and other faculty encouraged the students to think of  themselves 
as working artists: and “working” was indeed the operative word.

While all art students had to learn the fundamental principles, Smith encouraged
his students to “get out and see and experience art.” Pietragalla learned that 
if  you want to be an artist, “you gotta be it, you gotta do it, you can’t pretend.” 34

He remembers Smith urging the students to “find their way” to the Whitney 
Museum in New York City. It was important for students to get out of  “small 
town” New Bedford, especially during the late ����s and early ����s when the 
world—and the creative workforce—was changing at such a rapid rate.

Though Swain students protested the Vietnam War and participated in other 
political events, they also enjoyed “being college kids…hanging out, working 
part-time jobs, playing pool, and drinking beers with local fisherman at The 
Pequot Lounge [now Freestone’s].” 35 Pietragalla and other “Swainees” also 
drew artistic inspiration from their participation in the local social and cultural 
scenes, such that many have chosen New Bedford as their home today.

Following his graduation from Swain, Pietragalla left New Bedford, first for Boston
and then for northern New England. He returned to New Bedford in ���� and 
opened Floating Stone Wood Works in the Hatch Street Studios. Like other artists 
before him—whether or not they studied at Swain—Pietragalla’s roots to the 
area cannot be shaken. His connections to the ocean and the SouthCoast of  
New England remain strong to this day. This connection, in turn, extends to the 
students of  UMass Dartmouth. In addition, Pietragalla was actively involved in 
the founding of  the David Loeffler Smith Scholarship Fund for CVPA students 
at UMass Dartmouth. 

For Swain: A Creative Community, Pietragalla decided to include his student work. 
In contrast to his current woodwork, Pietragalla believes that his student pieces 
strongly reflect his Swain education: an education that stressed both mastery 
of  form and history. For instance, his student self-portrait (see Figure 1�) is “rem-
iniscent of  the bold strokes of  Goya.” Although Pietragalla no longer paints 
as much as he did when he was a Swain student, his attention to quality and 
technique remains, regardless of  the medium. This is evidenced by a careful 
selection of  the different types of  wood for his art. In his woodwork, he metic-
ulously considers every last detail from grain to color – much in the same way 
that he applied color and brushstrokes back when he was a painter at Swain.
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Donald (“Don”) Beal, an alumnus of  the Swain School of  Design (B.F.A., ����), 
was born in New York and grew up in Westford, MA. He described his passion 
for art as something he was “predisposed” to pursue. While growing up, Beal 
constantly drew, was fascinated by “all things visual” and, even as a small child, 
wasn’t bored at art museums. During his senior year of  high school, Beal visited 
his guidance counselor’s office in order to look at college brochures. 

During this application process, Beal attended a “portfolio day,” in which prospec-
tive art students could meet with representatives from various art colleges in 
order to show them their portfolios and learn more about the colleges� programs. 
(Beal later participated in these portfolio days as a representative from Swain.) 
He met with representatives from RISD and MassArt, who did not seem all that
excited about his work. When he met David Loeffler Smith, a painter who
taught at Swain for more than two decades, Beal’s world changed. Smith decid-
ed that this high school student had an innate artistic ability and accepted him 

“right on the spot.”

During Beal’s undergraduate years, the college had approximately two hundred
students. Its small size attracted him. Beal commented that Swain had a “human” 
quality to its education. He chose Swain because the faculty and administrators 

Don Beal36

Figure 15: Don Beal. Seated Male (1980). 
Graphite on paper. 20 × 15 inches. 
Collection of Don Beal.

Figure 16: Don Beal. Mixed Arrangement (2014). 
Oil on panel. 40 x 30 inches. 
Collection of Don Beal.
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wanted “ordinary” students interested in art. This included first-generation college 
students, war veterans, and blue-collar workers from Pawtucket, Lowell, and 
New Bedford. Swain faculty valued “earnestness, sensitivity, visual promise” 
rather than visual sophistication. Beal observed, “the school was filled with 
unsophisticated lower-middle class kids” who wanted to learn “how” to be an 
artist. He saw each professor “leading a life as a serious artist” and thought, 

“maybe I can too.” 37

Beal described Swain’s curriculum as comprehensive, with an “enormously impor-
tant” two-year foundations program. In these introductory courses, students 
developed the fundamental skills that would then serve as a foundation for future
studies. (See Figure ��, which Beal completed while taking a figure drawing 
course at Swain.) In his courses at Swain, Beal also remarked that prominent 
contemporary artists of  the ����s–��s—for instance,  Judy Chicago, Christo 
and Jeanne-Claude, and Robert Smithson—were treated with the same level 
of  importance as Renaissance masters such as Raphael and Michelangelo. 
At this time, it was not typical for art schools to place so much emphasis on the
contemporary art scene; this demonstrated how forward-thinking Swain’s curri-
culum was, relative to other art colleges. Swain’s philosophy, according to Beal, 
was centered on the notion that “any art, no matter when it was made, is con-
temporary if  it’s alive and it affects you.”

To Beal, Swain was different from other art colleges because it taught its students 
to be “working artists.” It is unsurprising that Beal, along with most, if  not all, 
of  his fellow “Swainees” still make art to this day. (See Figure 16, wherein Beal’s 
usage of  color, perspective, and line refer back to his education at Swain.) Beal’s 
teachers repeatedly stressed a grim and surprising statistic: allegedly, ninety per-
cent of  art graduates stopped making art five years after graduation. According 
to Beal, “Real work started when you left the school.” As is the case with CVPA, 
students at Swain were given a significant amount of  independent time to work 
on projects. Regardless of  other obligations outside class, students were expected 
to be self-motivated, disciplined, and to be able to solve problems independently.
The majority of  lower-middle class students who attended Swain had to work in 
order to support themselves. However, they were “not cut [any] slack.” Instruc-
tors, such as David Smith, “expected a pile of  work the next time they saw you.” 
In spite of  these high expectations for students, Beal noted that the academic 
environment of  Swain was “incredibly supportive.” Students from all socio-
economic backgrounds were welcomed into the college. Familial obligations 
did not prevent people from getting an education; some students even brought 
their children or dogs with them to class. Jackie Lima, a member of  the Class 
of  1978, had a young daughter during the time she attended Swain. “Faculty let 
[my daughter] come to class so I could continue on with my education and not 
be a terrible mother,” Lima recalled. Lima’s daughter greatly enjoyed attending 
painting and art history classes alongside her mother, sometimes even learning 

“more than the other people in the class.” 38

Beal described the relationship between students and faculty at school as, generally,
supportive and familiar. While some teachers preferred to maintain a profes-
sional distance, the majority of  Swain’s faculty comfortably socialized with students
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both on- and off-campus. Beal recalled visiting David Smith’s home in New 
Bedford during the summer, where the two would share a beer on Smith’s porch 
and chat. Beal described New Bedford at the time as, overall, “pretty depressing.”
Regardless, he and his classmates managed to seek out “cool little places” 
tucked away in the city’s corners. For example, many students frequented a bar
owned by retired boxer Jimmy Connor, which offered all-you-can-eat specials
for $1.00. Another popular spot was Joe Marshall�s—a bar located a few blocks 
away from the Star Store—where students would take advantage of  the $1.25 

“make your own sandwich” lunch specials. Because the Swain School did not 
have any dorms, many students rented apartments in downtown New Bedford, 
and would therefore spend time at each other’s places in the same way that 
other college students socialize in dormitories.

“Swain is unlike any place I’ve ever been,” concluded Don Beal on his experiences.
The environment was a “natural, relaxed setting” in which each and every 
student became fully immersed in his or her work. Swain was, first and foremost, 
a school for art and design. As he remembers it, students were required to do 
very little writing. Reading was, however, emphasized. For instance, Beal and 
his classmates read numerous classic novels and philosophical works. Though 
he stated that he “didn’t understand a word of  [them]” at the time, Beal none-
theless still remembers some of  his class discussions more than thirty years 
later. He regards his undergraduate years at Swain as “transformative.” In fact,
Don Beal wanted to teach in order to become “part of  a verylong chain [of  
artistic excellence] . . . [to] be a link that’s added to it.” 39

Charles “Chuck” Hauck, a ���� Swain graduate and one of  the founders of  Gallery 
X, recalled: “When I was younger, I was hoping I’d get a nice job in Toledo’s 
factories.” 40 Instead, Hauck came to help his brother rehabilitate and re-situate 
historic houses in New Bedford. He never left.  

Hauck received his B.F.A. in sculpture. Although he still creates all kinds of  three-
dimensional objects, Hauck has taken on a number of  other roles, as well. In
addition to Gallery X, Hauck is a founding member of  the “Second Street Art
Exchange” (����–��)41 and is a well-known local historian. According to art
historian, and UMass Dartmouth professor, Anna Dempsey: “Chuck’s recollec-
tions of  New Bedford local histories and legends were an important component
in the research for my article about the relationship of  Swain to New Bedford’s 
cultural economy.” 42

Hauck’s interest in history extends to architecture and preservation. This includes
restoring antique sailing vessels. Indeed, one might regard Hauck as a New Bedford
Renaissance artist. In sum, as his Swain professors had hoped, Hauck has always 
been a working professional artist. His sculptures grace the homes and gardens 
of  many of  his fellow “Swainees.” Any visitor to Sig Haines’s Fairhaven home 
just has to glance outside the kitchen window to catch a glimpse of  one of  

Charles Hauck

Figure 17: Chuck Hauck. ICHTASAURUS (2013). 
Mixed media. 24 × 48 inches. 
Collection of Charles A. Hauck.
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Don Wilkinson, born in New Bedford to a blue-collar family, attended the 
Swain School of  Design from ����–����. Somewhat surprisingly, he was one of  
the college’s few undergraduates from New Bedford. At the time, most local 
students instead attended Southeastern Massachusetts University (SMU). Initially, 
Wilkinson thought that he wanted to be a graphic designer. He dreamed of  
creating jingles and advertisements for a New York Madison Avenue “Mad Men” 
firm. However, he soon realized that working with clients was not all that inter-
esting to him. Instead, Wilkinson gravitated toward printmaking. He liked the 
technical aspects associated with woodcut engraving, etching, lithography, and 
screen-printing. Initially, the screen-printing process irritated him. Wilkin-
son recalled, “I once put my foot through a screen in frustration.” Over time, he 
grew to enjoy screen-printing, and has now been working in this technique for 
over thirty years.

In Wilkinson’s opinion, the most notable part of  his education at Swain was the 
two-year foundations program. Unlike most art schools, Swain’s foundations 
classes occupied the entire day. Drawing and 3D design classes were six hours 
long; 2D design classes were slightly shorter. All first-year students, regardless of  
one’s major, participated in these classes as a group. During this period, Swain 
had approximately two hundred students in total. Wilkinson recalled that only 

Don Wilkinson

Hauck’s famous flying creatures. These whimsical, fantastical serpents are the 
artistic children of  early American folk art, whirligigs, and nineteenth century 
architectural ornament.

ICHTASAURUS (Figure ��) is a free-flowing, mixed media sculpture, reminiscent 
of  a pre-historic marionette. It consists of  five individual parts joined together 
by plastic hinges. Each part is painted metallic blue. The black stripes unify 
the separatecomponents and transform the individual parts into a single body. 
Hauck has attached four fins and a “tail” to this whimsical sculptural “creature.” 
The creature’s elongated head consists of  two large, luminescent eyes and an 
open mouth with many small teeth spanning the top and bottom. It would not 
be hard to imagine a small child (or adult, for that matter) thrusting a hand 
inside this weird maw. (Who could resist?) During an interview, Hauck com-
mented: “One of  my goals for my sculptures is to make things that people like 
to touch, instead of  something that you put on a pedestal, even if  it’s just to 
scare pigeons.” 43

Ichtasaurus has quite the presence. It’s more than just a “scary” creature; it is funny, 
grotesque, and compelling. When suspended from the ceiling, this fantastic, 
biomorphic form belongs in the company of  other Bosch-like creations. Indeed, 
its references to art history, science, nature, and American material folk culture 
becomes a visual synthesis of  Hauck's interests and experiences, and allows 
us to enter into his world. 

Figure 18 (left): Don Wilkinson. Carla & Bob (1981). 
One-color screen print. 
Collection of Don Wilkinson.

Figure 19 (right): Don Wilkinson. Shatter (2003).
Screen print and oil paint.
Collection of Don Wilkinson.

about thirty students were in his graduating class. As a result, they were sup-
portive and intimately involved with each other; and these bonds survive to this 
day. Swain students were a diverse group of  people who shared ideas with one 
another and critiqued each other’s work. Such constructive dialogues helped 
them to improve as artists. Some of  Wilkinson’s closest friends were Mike Ken-
na and Scott Nash, both graphic design majors. Other friends were painters 
Peter Dickison and Clayton Lewis. To Wilkinson’s recollection, Swain was a 
school of  working artists. More than half  of  Wilkinson’s graduating class was 
composed of  graphic design majors and, as far as he knows, they still remain in 
this field today. 

One of  Wilkinson’s mentors was David Loeffler Smith, whom he referred to as 
the “Grand Old Man of  Swain.” Smith, a former director of  Swain (1962–66), 
taught drawing, painting, graphic design, and sculpture. He was also head of  
the painting department. Wilkinson recalled that Smith was a demanding task-
master. However, he also taught students how to see and how to “think” about 
art. Smith insisted that students learn about the history of  art and of  ideas. 
(Sig Haines, a fellow “Swainee,” recalls reading Benedetto Croce and other 
philosophers under Smith’s guidance.44) Wilkinson was also close with his first 
printmaking instructor, John Osborne. Not only did Osborne teach Wilkinson 
the technical aspects of  printmaking, he also introduced him to the concepts 
and ideas that influenced contemporary printmakers. To this day, Wilkinson 
maintains a close personal relationship with Swain instructors and fellow 
students, including Marc St. Pierre—his former professor at Swain—who now 
teaches printmaking at UMass Dartmouth.

Moreover, Wilkinson, like other Swain graduates, has contributed to New Bedford’s
cultural regeneration: in Richard Florida's words, its “creative economy.” 45 
Today, Wilkinson is a freelance art and culture critic. He writes for Artscope, the 
New Bedford Standard Times, and the Fairhaven Navigator. In the past, he was a charter
member and former president of  Gallery X, the oldest gallery in New Bedford. 
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Peter Dickison, a painter who attended the Swain School of  Design from ���� 
to ����, was always drawn to art. In high school, he investigated “smarter” careers 
with higher salaries. But, in the end, Dickison decided to be a painter. To do so, 
he had to attend art school. Dickison, who was friends with David Loeffler Smith’s
son, knew of  the Swain’s School’s fine reputation. And so, the eighteen-year-old 
decided to attend Swain. Once there, Dickison knew he made the right decision. 
He felt comfortable at the small school where, he recalls, students never got lost.
Although professors could always tell who was working hard and who was day-
dreaming, they were nonetheless all very supportive, including his “academic” 
instructors. Even though he and other students spent countless hours in the stu-
dio drawing the figure “from life” (as Peter remarked, “one thing for damn sure, 
you’re gonna learn the figure”), they were strongly encouraged to study the art 
of  their predecessors and the philosophies and stories that inspired these earlier 
artists. Thus, at Swain, he took art history and English literature classes. These 
included Visual Studies, Italian Renaissance, and “The Invention of  America.”

Dickison recalled that students would frequently go to Boston and New York City
to stay abreast of  current artistic trends. Professors would list the galleries and 
exhibitions that might be of  interest to them. After that, they were on their own.
Therefore, he and other students learned how to navigate large metropolitan 
cities independently. Moreover, they learned how to speak with gallery and museum
professionals about art: their own artwork included. According to Dickison, he 
and his classmates learned “how to be artists and how to live it everyday—how
to use their eyes to see and feel the world around them.” Faculty members encour-
aged students to incorporate these impressions into their art. In sum, Swain 
taught young artists to see the “big picture.” As Dickison put it: “You weren’t 

Peter Dickison46

Wilkinson’s community involvement with art and culture reflects his Swain educa-
tion and the school’s values. The technical skills he learned at Swain have allowed
him to practice printmaking. Most importantly, Swain provided Wilkinson with 
the creative, analytic, and historic foundations from which to observe and appre-
ciate art. Moreover, the school nurtured his desire to share his artistic interests 
with the community. 

Carla & Bob (Figure 18) is a 1981 one-color screen print that encapsulates 
Don Wilkinson’s Swain education. In it, we see a female character who holds 
a photograph of  a man’s head, which has been flattened into a grid-like con-
tainer. Body becomes form, so to speak. Nevertheless, the three-dimensional 
refuses to be entirely squelched. Shatter (Figure 19), a more recent mixed me-
dia work (2003), combines screen-printing with oil painting: an unconvention-
al approach to printmaking that Swain’s professors encouraged. Oil pigments 
add dimensionality—a kind of  muscularity—to the female figure. She appears 
alive and glares at the viewer with an intense stare. In Shatter, we see Wilkin-
son’s unique voice and style as an artist, a style that developed through his 
initial explorations at the Swain School of  Design.

Figure 20: Peter Dickison. Cleft Rock II (2013). 
Oil on linen. 18 × 14 inches. 
Collection of Peter Dickison.

forced to be artists,” but you did “need to push it.” While Swain’s professors pro-
vided a nurturing academic and social environment, so did the citizens of  New
Bedford. Dickison got to know a few of  the “locals” who lived near him. Many 

“Swainees” will remember Arthur Lopes, a retired merchant marine with no 
family. Lopes would sit on his stoop for the entire day. Initially, students would 
just say hello to him when they walked by. One day, Lopes invited some of  them 
into his home. “Arthur was our Facebook,” recalled Dickison. He was a social 
center. If  students told him they were having a party, “Mr. Lopes would spread 
the word.” More importantly, his walls were plastered with student work. After Lopes
passed away, Chuck Hauck became the stipulated “guardian” of  this collection. 

At Swain, Dickison began painting landscapes: something he continues to do 
today. He credits his engagement with color to what he learned from Professor 
Sig Haines. For Dickison, the natural world—and the colors in it—embodies
the eternal. He believes that we all mould our environment in distinct ways: 

“We change landscape—in the way we see it. It affects our eyes. Here is this 
unchanging eternal connection we have to earth and the world we live in.” 47  
In Cleft Rock II (Figure 20), this philosophy is evident. We are drawn to the large
rock and to the shadowed cleft that cuts it in two. The roots of  the tree ele-
gantly go into the rock, resembling fingers. The trees reach up and lead our eyes
around and outside the painting. Even though the trees and rocks are solid, 
Dickison’s soft paint strokes and organic curves transmute these forms into soft, 
almost evanescent, objects.  
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From a very early age, Marc St. Pierre knew that he wanted to be an artist. He was
born in Quebec and grew up in a French-speaking family. Prior to starting 
college, he enrolled in a foundational art program, which prepared him for his
career as an art student at Laval University and, later, as a professor at the 
Swain School of  Design. St. Pierre’s Canadian education provided him with
something else as well. In contrast to fine arts programs in the United States, 
Canadian art students can choose to specialize in a particular component, or formal
element, of  art-making. St. Pierre chose to specialize in color (see Figure ��, 
OSO Creek, where his engagement with penetrating color is still evident). 

Marc St. Pierre

Figure 21: Marc St. Pierre. OSO Creek (2014). 
Encaustic and collage. 15 × 15 inches. 
Collection of Marc St. Pierre.
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After St. Pierre earned his undergraduate degree, he and his wife, Nicole, moved 
to Edwardsville, Illinois where he earned his M.F.A. in printmaking from South-
ern Illinois University at Edwardsville in ����. It was during this time that they 
both learned English! Following his graduation, St. Pierre found employment 
as printmaking instructor at the Swain School in New Bedford, where the St. 
Pierres still reside today.
 
St. Pierre chose to live in Massachusetts because it was (relatively) close to Que-
bec. However, he never expected to spend his entire professional career in the 
United States. Surprisingly, he became thoroughly enamored with his new place 
of  employment. St. Pierre described the atmosphere of  Swain as supportive, 
like a family. Yet, “everyone was dead serious about what they did,” including 
the students. “[They] were super prepared to work” at this small, highly regard-
ed school.48 At the time, Swain had approximately one hundred fifty students. 
Perhaps its size contributed to its effectiveness. “There was just as much teaching 
in the cafeteria as there was in the classroom,” St. Pierre recalled.49 Students 
and faculty discussed art, art history, and literature over lunch. Afterwards, they 
went back to the classroom and painted, sculpted, drew, or designed textiles, and 
continued their lunchtime conversations. Everyone, from students to professors, 
became quite close: a closeness that still remains today.

At Swain, the foundations program was particularly strong, somewhat like St. Pierre’s
pre-baccalaureate course of  study in Canada. In its later years, the school had 
only four primary subjects: painting, sculpture, design, and printmaking. Students
could choose on which medium to focus only after completing a two-year 
intensive study in the “foundations” of  art-making. St. Pierre described this 
as a “crucial part” of  the educational process at Swain.50

In ����, the Swain School of  Design merged with Southeastern Massachusetts 
University (SMU), now the University of  Massachusetts Dartmouth. After the 
merger, St. Pierre continued as a printmaking professor, although this was not 
easy. He and his Swain colleagues made every attempt to maintain the com-
munity they had established at Swain. Despite some difficulties, St. Pierre has carried
on the Swain tradition, to which many of  his UMass Dartmouth undergraduate 
and graduate students will attest. Along with other “Swainee” colleagues at 
UMass Dartmouth, St. Pierre remembers and celebrates Swain’s past for the 
benefit of  his students today.

OSO Creek, a mixed media collage, is an example of  St. Pierre’s intense engagement
with color: something that has preoccupied him since his youth in Quebec, 
Canada. In this work, the artist has encased several brilliantly hued shapes in encaus-
tic, as though trying to quiet these lively forms. Even the parallel lines cannot 
contain them. Rather, they guide the eye through and around this dreamlike, yet
sharply animated, space. This seamless amalgamation of  varying texture, color, 
line, and shape transforms St. Pierre’s collage into an object that fluctuates between
the two- and three-dimensional. In a sense, this piece is emblematic of  Swain’s 
complex history. It symbolizes the weaving together of  different traditions, cultures,
and art practices that could be found at the Swain School of  Design—and now 
exist in the College of  Visual and Performing Arts at UMass Dartmouth.
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Eric Lintala received his B.F.A. and M.F.A. in sculpture from Kent State University.
He was hired at the Swain School of  Design as a sculpture professor in the summer 
of  ����. He remained there until it merged with Southeastern Massachusetts 
University (SMU) in ���� (now UMass Dartmouth, where he still teaches). 

Lintala taught at Swain during one of  its most transformative eras—when it became
an accredited college for art and design, and also when it merged with Boston 
University’s Artisanry Program and then with SMU. Lintala and other “Swainees”
saw themselves as a family of  artists, students, and educators. They also correctly 
viewed themselves as integral members of  New Bedford’s cultural community. 
Swain faculty and students spent hours renovating local old buildings, both for 
the school and for the city. The New Bedford community likewise responded
to Swain’s presence. When the school needed space to show student work, 
the Star Store’s owners allowed students to display their art in the store’s large 
streetfront windows. Of  course, Eric Lintala was there to document it all. This 
demonstrates that Swain faculty—such as Eric Lintala and Marc St. Pierre—and 
students, such as Chuck Hauck, were committed to the success of  the school. 
While Lintala clearly made a difference to his colleagues and students, he also 
helped to lay the foundation for New Bedford’s cultural regeneration.

Lintala photographed The Watchers (Figure ��) on a research trip to the Southwest
in ����. He has long been interested in the Southwestern landscape and the 
region’s ancient history: specifically, the Native American petroglyphs. This photo-
graph is a record of  a wall painting that was created between four and six thou-
sand years ago. Before there were books or other written documents (such as the 
Aztec codices or the Dead Sea Scrolls), humans left visual “images” to record 

Eric Lintala

Figure 22: Eric Lintala, The Watchers, (2012). 
Photograph. 18 × 22 inches. 
Collection of Eric Lintala.
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their existence. Thus, Lintala’s photograph functions as a record of  an unknown 
ancient people, an image available to those who cannot travel to the Southwest. 
Although we may not know who created this petroglyph or why, we know that
they were here. Lintala’s photograph gives voice to their existence and the signifi-
cance of  their continued presence.

While the Southwest is far from the Massachusetts SouthCoast, Lintala travels 
there to immerse himself  in the new experiences that fuel all creative endeavors. 
Like David Loeffler Smith and others before him, such experiences have shaped 
not only Lintala’s art, but also how he teaches his students. Indeed, Eric Lintala
practices the Swain dictum (as recalled by Mike Pietragalla and Don Beal) that 
artists must continually gather new experiences, and share them with others. 

Mark Barry, a ���� Swain graduate (painting), lives with his wife, Sandra Magsamen 
(see Figure ��), and family near Baltimore, Maryland. Prior to entering Swain, 
Barry had no formal art instruction. He chose to apply to the small New Bedford 
school only after he received its admissions brochure in the mail. The beautifully 
designed brochure caught his attention. And, something about Barry’s unusual 
application caught the eye of  Professor Dick Dougherty, who invited him for an 
interview. During this interview, Barry showed Dougherty a “little notebook of  
drawings.” Dougherty’s response: “I think I’ll take a chance on you.” 50

Barry chose to attend Swain because he was “looking to belong somewhere,” spe-
cifically, to a serious art community with a strong work ethic. Barry remembers 
Swain as a “a small, intimate place” where faculty and students were “serious 
about making art.” Students had to be serious if  they wished to “join the good 
conversation” with their “accomplished” mentors. To do so, they had to spend 
countless hours in the studio. They were also required to carefully study the histor-
ical texts, artworks, and literature that provide the intellectual frameworks for 
the making of  art. For Barry, “the intertwining of  what [students] were doing in 
the studio” with academic learning was important for their creative development. 

Like Mike Pietragalla, Barry participated in the school’s work-study program, 
which allowed him to learn about New Bedford’s unique culture. Barry recalled: 

“I used to work with Freddy Ohms doing maintenance. He would pull up in his 
T-Bird. We’d get a coffee milkshake…used to be a pharmacy…[where we’d go] 
for coffee syrup and milk” milkshakes “in the morning.” While Barry learned 
a great deal from his encounters with the New Bedford “locals,” he believes 
that Swain students “brought a lot of  stability to the area.” The school and the
community were, for him, interconnected, and still are. To this day, he maintains
friendships with many former “Swainees.” This includes his former professor, 
Marc St. Pierre, who is now a close friend of  his.

Mark Barry51
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Barry also benefitted from his encounters with New Bedford’s landscape, with 
the city’s historic structures and working waterfront. Though he is a figurative 
painter, the “landscape becomes the bones of  the picture for me.” This foundation, 
which he developed at Swain, is evident in his recent painting, The Connoisseurs 
(Figure ��). In the painting, we see two “actors” pour and drink wine as though 
part of  a dance-like performance. Bodies and bottles flow together, sandwiched 
between a table and an abstracted geometric landscape. Sandra Magsamen states: 

“Mark’s paintings seem to capture the exact moment, the space between.” That 
is, he places us between two worlds and keeps us there, as though time has 
stopped in the present moment. And, perhaps this is the reason that this particular 
work seems so appropriate for an exhibit, which celebrates the legacy of  the 
Swain School of  Design.

Figure 23: Mark Barry, The Connoisseurs. 
Oil on canvas. 36 × 34 inches. 
Collection of Mark Barry.
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Sandra Magsamen, a Swain ���� graduate, wears many hats. This prolific artist 
writes and illustrates children’s books, practices art therapy, designs affordable gift 
products, and creates compelling works of  art. (See Figure ��, the original draw-
ings for her award-winning book, When I Grow Up I Want to Be Me.) She views her 
eclectic work as a way to connect with others. “My dream is very simple—to create 
products and share ideas that celebrate the people and moments that make life a gift.” 52 

And, indeed, she has. Over the last twelve years, Magsamen has published thirty-five
books and sold over a million copies of  them. In ����, PBS transformed her 
Living Artfully with Sandra Magsamen into a television special. Magsamen’s work 
has also been featured in magazines The Big Idea with O, The Oprah Magazine, 
Woman’s Day, Woman’s World, In Touch, US Weekly, Life & Style, The National Examiner,
 La Opinion, Latina Style, Parenting, and Pulse.53

Magsamen first learned her craft at the Maryland College of  Art and then at the
Swain School of  Design. Though the former was a well-known school, she “could 
not get anchored there.”54 Rather, she wanted to study in a place where “[I] could 
begin to explore my language.” She transferred to Swain to study print-making 
and to explore the interconnection between visual and verbal languages. 

Magsamen met her husband, Mark Barry, at Swain. His work spoke to her. In fact,
she remembers seeing his paintings during her Swain interview: “When I met 
with Dick Dougherty…Mark’s paintings were in the gallery.” She met him and 

“fell in love.” She also established lifelong friendships with many of  Swain’s 
faculty and students. 

Her drawings for When I Grow Up I Want to Be Me are joyful evocations of  child-
hood innocence and freedom: of  the creative energy all children possess. 
Magsamen clearly hopes that the adults who purchase this deceptively simple 
book, will recall this powerful, yet endearing feeling. Once we recall it, perhaps 
we can live it, and thus connect to our children and those around us. 

Sandra Magsamen

Figure 24: Sandra Magsamen, When I Grow Up I Want to Be Me.
Oil on canvas. 36 × 34 inches. 
Collection of the Sandra Magsamen.
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Jesse McCloskey, a Swain School of  Design alumnus, first attended the school in 
order to study graphic design. While at Swain, he discovered his true passion to 
be painting. To this day, he has never veered from this path. McCloskey proudly 
declares, “I have never had any other full-time job!” 55 In other words, he has 
never been anything else but a painter. McCloskey believes that Swain faculty 
provided him with the education—including technical, historical, and conceptual
foundations—to become and remain a professional artist.

In the studio, McCloskey first learned to break down form into its individual 
components (line, shape, hue, color value etc.) in Swain’s famous two-year foun-
dations program. Next, his professors taught him how to build the forms back 
up into a representative ensemble. Each brushstroke and each choice of  color 
mattered. In McCloskey’s academic classes, he also found sources of  inspiration. 
James Bobrick, a Swain English professor who now teaches at UMass Dartmouth, 
was one of  his most influential mentors. McCloskey took several English courses 
with him and others, including medieval and classical literature. Studying texts 
from these historic stories opened up new worlds for him. He states that Bobrick 

“had the most unbelievable mind.” 56 To McCloskey, Bobrick was important 
not just for what he taught, but also for how he communicated.
   
In sum, McCloskey’s Swain education allowed him to study the interconnections
between history and culture: something of  great interest to him. For McCloskey,
history shapes art, and art shapes history. The complex “dance” between the two
is evident in Birch Skirmish (Figure ��). The painting depicts the tension between 
the Massachusetts Bay Colony’s early “residents.” But it is hardly a visual trans-
lation of  the historical record. Rather, this darkly humorous collage suggests 
a theatrical stage set from a Tim Burton film. On closer inspection, the witch-like

“Pilgrim” and the impossibly contorted Native American are about to engage 
in an epic battle: but with whom? The large tree in the center separates them, 
nor do they look at each other. They are locked into spatial planes from which 
they cannot escape. Like the characters in a Shakespearian tragedy, they engage 
in a drama that has no narrative resolution: a drama whose lack of  resolution 
still affects us today (the so-called Pilgrim victor does not really win the battle). 
In Birch Skirmish, McCloskey hopes the viewer will learn that historical events do 
not disappear into the past. History does, in fact, repeat itself. Our present-day 
political battles about immigration, for example, are nothing new. And, perhaps, 
neither are the supposed solutions.

Jesse McCloskey

Figure 25: Jesse McCloskey, Birch Skirmish (2010). 
Painting. 22 x 88 inches. 
Collection of Jesse McCloskey.
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Susan Hamlet, an accomplished artist whose work has been exhibited in numerous
galleries and museums, taught jewelry and 3D design at the Swain School of  
Design from ����–��, and is now a metals/jewelry professor at UMass Dartmouth. 
She received her B.A. from Mount Holyoke College and her M.F.A. from Rochester
 Institute of  Technology, where she studied with Gary Griffin. Of  Griffin, Hamlet 
states: “Gary Griffin was a significant mentor because of  his capacity to be 
provocative, requiring that one question, think critically, and pursue ideas with 
a sense of  purpose inclined toward making a statement.” 57 

This sentiment has guided Hamlet in all her interactions with students, first at
Oklahoma State University (with over ��,��� students) and then at the Swain 
School of  Design. With just two hundred students, the latter could not have been
more different from the Southwestern land-grant university. Hamlet chose to
join the Swain faculty because it represented an opportunity to interact and work
with accomplished artists and designers. It also allowed her to return home to 
New England. 

When she first arrived in New Bedford, Hamlet thought of  it as a quaint New
England city, similar to the Connecticut town in which she was raised. Hamlet 
soon realized that the city was not quite what it seemed. Like Detroit and other 
former industrial centers, New Bedford suffered from high unemployment, dec-
ades of  negative population growth, and entrenched levels of  poverty.58 Although 
she regarded downtown New Bedford as frightening, she stayed and eventually 
discovered its charms.

Like New Bedford in the 1980s, Swain was also struggling. When Hamlet arrived,
she saw the school at its nadir. She taught a 3D design and a foundations class 
in the basement of  the 1215 Purchase Street building. The space was damp, had
an immense and noisy heating system, and was home to a family of  rats. Because
the school was plagued by financial difficulties, building maintenance was not 
a top priority. According to Hamlet, faculty and students sensed that Swain’s 
future was uncertain. Not surprisingly, the poorly maintained buildings became 
galleries. Hamlet recalls students pouring water down stairwells, carving footprints 
into the wooden floors, and dedicating whole rooms to installation spaces. She 
also remembers the famous “egg drop” and other innovative teaching exper-
iments. In other words, despite financial difficulties, the school’s students and 
faculty could enthusiastically unite as a creative community.

For Susan Hamlet, Swain was also a marvelously creative environment. She atten-
ded the final graduation and fondly recalls it as the most enjoyable commencement
she has ever witnessed. Though the transition to Southeastern Massachusetts
University (SMU) was difficult, Hamlet —along with her Swain colleagues—did 
more than just survive. They helped to transform SMU into UMass Dartmouth. 
In doing so, they also kept the spirit of  the Swain School of  Design alive. Hamlet’s 

“couplet” (in the exhibition) is a tribute to the extraordinary artisans that taught 
at Swain. Her exquisitely crafted bottle and goblet exhibit an attention to detail 
that is a hallmark of  fine artisanry. Moreover, these beautiful objects embody 
the spirit of  the many Swain and New Bedford craftspersons that preceded her 
tenure at Swain and UMass Dartmouth.

Susan Hamlet
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Building on the Swain Legacy

Figure 26: Gallery X exterior, 2014. 
Courtesy of Scott Glowa.
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This photograph (Figure ��) is of  Gallery X, an artist cooperative gallery and 
community art center founded by former students of  the Swain School of  Design
and local artists. The Gallery, which was housed in a rented storefront, was incor-
porated on March ��, ����. Since ����, it has occupied an old Italianate building 
located at ��� Williams Street in New Bedford. The current home is the former 
First Universalist Church and has undergone extensive renovations in order to 
accommodate its new function. Gallery X, a non-profit organization, has won 
various grants and awards for its work in the preservation of  the building and 
commitment to the artistic and cultural communities of  New Bedford.59

According to local historian and former Swain administrator Peggi Medeiros, 
in the late ����s following the closing of  the Swain School of  Design, many of  
the more accomplished alumni had work represented in such local galleries as 
the Nemasket Gallery in Fairhaven or the Water Street Gallery in Mattapoisett.
A group of  Swain School alumni, local artists, and other creative-minded individ-
uals who were looking for venues to exhibit their work formed the Gallery X
Art Cooperative. Artists not only hoped to showcase their work, but wished to 
establish an artists’ community in downtown New Bedford. As the cooperative 
grew in size and recognition, many accomplished artists joined them. Among 
these were other Swain faculty and alumni.60

Gallery X is a venue for the performing arts, arts exhibitions, and educational
and cultural programs. It is supported by donations, entry fees, and grants. South-
Coast author Ron Fortier states: “Gallery X may also be credited as being the 
taproot of  the city’s emerging and evolving, and somewhat successful, creative 
economy. It is all that and so much more.” 61

Swain faculty and alumni have sharp memories of  strong friendships and close 
connections with their fellow students and professors. Gallery X was a catalyst 
and is currently instrumental in maintaining these ties. As Peggi Medeiros com-
mented “Swain's legacy is in the connections that were made and how strong 
they remain. The faculty and alumni of  the Swain School are unlike those of  any 
other. They are not just bound by the education they received, but by the commu-
nity they were a part of.” 62 All of  these connections serve as more threads that 
bind the faculty, students, and the school to the creative future of  the city. “Not 
bad,” said Chuck Hauck, a Swain graduate and one of  the original founders. 

“For a bunch of  hippies.” 63

Lasting Ties: Gallery X
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The Star Store (Figure ��), located on �� Purchase Street in downtown New Bedford, 
is currently a state-of-the-art facility for UMass Dartmouth’s College of  Visual 
and Performing Arts (CVPA). The Star Store has had a long and fascinating history. 
Up until ����, Purchase Street was known as “4th Street.” The surrounding area 
was primarily composed of  historic residences (dating back to the eighteenth 
century) and other businesses. The first three streets—1st, 2nd, and 3rd—serviced 
the booming whaling industry. Chandler, candle, and ship supply shops lined the 
streets. With the addition of  4th Street, residents in the area were able to make 
personal purchases for the first time: hence the street’s eventual renaming. 

Everyone in the New Bedford area would shop on 4th Street, later Purchase Street.
Artist William Bradford owned one of  the first dry goods stores located there. 
(Bradford’s artworks of  his arctic expeditions are currently on display at the New
Bedford Whaling Museum, located in the downtown area on Johnny Cake Hill.) 
This explosion of  capitalism within the area was capped by the addition of  the 
Star Store (owned by the New Bedford Dry Goods Company), which opened 
to the public in ����. The Star Store started out with just twenty employees. At 
one time, it was regarded as one of  the most innovative enterprises within the 
mercantile world.64

Toward the end of  its long history, the Star Store owners became involved with 
students from the Swain School of  Design. In ����, Swain students installed 
some of  their artworks in the storefront windows in an effort to advertise the 
Star Store. This was mutually beneficial for both entities, as it helped to promote 
the Star Store while providing a free public display space for Swain students.
Since the Star Store’s conversion into CVPA’s studios and galleries in ����, this 
creative effort has continued. The Star Store is home to undergraduate and grad-
uate programs in ceramics, painting, printmaking, sculpture, jewelry/metals, 
textile design/fiber arts, and wood and furniture design. By utilizing its impressive
exhibition spaces, this building continues to make history.65

The groundwork laid by the Swain School and Crapo Gallery continues at the 
Star Store with a number of  nationwide traveling exhibitions. Thus, analogous
to the Crapo Gallery, the Star Store exposes New Bedford students and residents
to world-class art. The CVPA at UMass Dartmouth makes a conscious effort to 
keep this tradition alive by providing studio space and hosting exhibitions, which
have contributed to New Bedford’s creative economy. Along with the help of
local galleries in the downtown area, the Star Store has recently become the center-
piece of  the urban arts movement in New Bedford. Combined with the city’s 
many artistic talents—ranging from Swain faculty and students to the recent grad-
uates of  CVPA—the Star Store continues to carry Swain’s creative legacy forward.

The Star Store

Building on the Swain Legacy  — 45

Figure 27:  Andrew Kepinski. The Star Store (2014). 
Photograph. 15.75 × 24 inches. 
Courtesy of the artist.
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List of Artists 
Joseph Edwards Alexander
Luminous Abstract, ���6
Acrylic on canvas
Courtesy of  Richard Conner

Mark Barry
The Connoisseurs, ����
Oil on canvas
Courtesy of  Mark Barry

Untitled, ����
Oil on canvas
Courtesy of  Marc St. Pierre

Donald Beal
Studio Life Drawing, ����
Pencil on paper
Courtesy of  Don Beal

Arrangement 2, ����
Oil on linen panel
Courtesy of  Donald Beal

Nancy Carrozza CaraDonna
Self  Portrait, ����
Oil on paper
Courtesy of  Donald Beal

Diane Cournoyer
Untitled, ca. ����
Oil on canvas
Courtesy of  Diane Cournoyer

Peter Dickison
Cleft Rock 1, ����
Oil on linen
Courtesy of  Peter Dickison

Rocky Woods of  Norfolk, ����
Oil on canvas
Courtesy of  Peter Dickison

David Fontaine
Swain, ����
Oil on canvas
Courtesy of  David Fontaine

Susan Gilmore
Untitled, ����
Digital photographic giclee print
Courtesy of  Susan Gilmore

Severin Haines
Reclining Figure, ����
Oil on canvas
Courtesy of  Severin Haines

Trees, Brush and Sand at Waqouit II, ����
Oil on canvas
Courtesy of  Severin Haines

Susan Hamlet
Silhouette Suite/Bottle and Goblet, ����
Nickel and silver
Courtesy of  Susan Hamlet

Charles A. Hauck
ICHTASAURUS, ����
Mixed Media
Courtesy of  Charles A. Hauck

Mark LaRiviere
Large Heads, ����
Wood
Courtesy of  Mark LaRiviere

Clayton Lewis
Sixth and Spring Street, ����
Oil on canvas
Courtesy of  Clayton Lewis

Ransom-Gillis House Detroit, ����
Oil and gesso on masonite
Courtesy of  Clayton Lewis

Eric Lintala
The Watchers (Barrier Canyon Rock 
Art, Sego Canyon Utah), ����
Color photographic print
Courtesy of  Eric Lintala

Sandra Magsamen
When I Grow Up I Want to be Me, ����
Artist’s Proof  for book illustration 
Courtesy of  Sandra Magasmen

Jesse McCloskey
Self  Portrait, ����
Charcoal on paper
Courtesy of  Jesse McCloskey

Untitled, ����
Vinyl paint and paper collage on 
canvas
Courtesy of  Jesse McCloskey

David Paulson
Man in Blue Shirt, ����
Oil on board
Courtesy of  David Paulson

Michael Pietragalla
Swain, ����
Oil on canvas
Courtesy of  Michael Pietragalla

Francisco Rapoza
Congo Church, ca. ����
Oil on canvas
Courtesy of  Nina Bronson Fay and 
Alyssa K. Adriance

Untitled, ����
Watercolor on paper
Courtesy of  Nina Bronson Fay and 
Alyssa K. Adriance

Modern Perspective Plates
Courtesy of  Nina Bronson Fay and 
Alyssa K. Adriance

Marc St. Pierre
OSO Creek, ����
Encaustic and collage
Courtesy of  Marc St. Pierre

David Loeffler Smith
The Portage, ����
Oil on paper
Courtesy of  Severin Haines

The Children’s Room, ����
Oil on paper
Courtesy of  Donald Beal

Don Wilkinson
Shatter, ����
Oil on screen print on wood
Courtesy of  Donald Wilkinson

Carla & Bob, ����
Screen print
Courtesy of  Don Wilkinson
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Virtual Exhibition
Joseph Edwards Alexander 
(American 1947– )
Swain School of Design 
BFA in Painting, 1970 

Untitled, ����–���� 
Acrylic on canvas 
38 × 38 inches 

Abstract Landscape, ����
Acrylic on canvas
37 × 37 inches

Figure in Landscape, ����
Acrylic on paper 
24¾ × 17¾ inches

Abstract Flower Form, ����
Acrylic on canvas
20 × 24 inches 

Luminous Abstract, ����
Acrylic on canvas
20 × 20 inches 

Mark Barry (American 1955– )
Swain School of Design 
BFA in Painting, 1981

The Connoisseurs, ����
Oil on canvas
36 × 34 inches

She Liked Left-over Pâté on 
Foggy Mornings, ����
Oil on canvas
46 × 38 × 2 inches

Donald Beal (American 1959– )
Swain School of Design 
BFA in Painting, 1981

Woman, Cat, Guitar, ����
Oil paint on stretched linen
72 × 48 inches

Forest Bouquet, ����
Oil paint on panel
19 × 18 inches 

Invented Landscape, ����
Oil paint on panel
30 × 40 inches 

Young Woman with a Doll, ����
Oil paint on stretched linen
20 × 16 inches

Studio D (Donna), ����
Oil paint on stretched canvas
28 × 24 inches  

Don Carlucci (American 1959– )
Swain School of Design
BFA in Painting, 1982 

Pond Place, ���� 
Oil on panel
18 × 24 inches

Pond Place, ���� 
Oil on panel
24 × 32 inches

Across the Pond, ����  
Oil on canvas
8 × 10 inches

Fishing Line, ���� 
Oil on canvas
10 × 8 inches 

Whale Tails, ���� 
Oil on canvas
4 × 6 inches

Diane Conlon (American 1947– )
Swain School of Design 
BFA in Painting, 1980

Studio D Nude, ����
Oil on canvas
24 × 18 inches 

Looking East to Fairhaven, ����
Oil on canvas
36 × 24 inches

Richard by a Window, ����
Oil on canvas
18 × 24 inches 

Glox �n� Bass, ����
Oil on linen
22 × 18 inches 

Hanging Rock Close-Up, ����
Oil on linen
14 × 20 inches 

Daniel Cooney (American 1959– )
Swain School of Design 
BFA in Graphic Design, 1981

Two Sailing Away, 1998 
Oil on canvas
18 × 24 × 1 inches

2 Dozen or More, ����
Oil on Canvas
36 × 24 × 1 inches

Lily One 2, 2005
Acrylic on birch wood
36 × 36 inches

Charentes Landscape, ����
Acrylic on canvas
34 × 34 × 1 inches

Vineyard Rip, ����
Acrylic on birch wood
30 × 30 × 2 inches

Mary Flinn (American 1962– )
Swain School of Design
BFA in Painting, 1985

Student Self  Portrait, ����
Oil on canvas
10 × 8 × 1 inches

Mermaid, ����
Oil on canvas
8 × 10 × 1 inches

Tivoli in My Mind, ����
Oil on canvas
34 × 34 inches

Tulips, ����
Oil on canvas
16 × 16 × 1½ inches

Little Ship, ����
Oil on canvas
10 × 8 × 1 inches

David Fontaine (American 1956– ) 
Swain School of Design 
BFA in Painting, 1978

David L. Smith, ����
Pencil on paper

Old Cans, ����
Pastel on paper
16 × 20 inches

Swain, ����
Oil on canvas
18 × 25 inches

Dad’s Boat, ����
Watercolor
10 × 12 inches

Still Life with Pears, ����
Oil on canvas
18 × 24 inches

Susan Gilmore (American 1958– )
Swain School of Design
BFA in Sculpture, 1982

Joy Day, ����
Mixed media
72 × 22 × 4 inches 

Pursuing Natural Order of
What Remains, ����
Mixed media 
54 × 24 × 9 inches
 
I Feel the November, ����
Mixed media
72 × 24 × 5 inches 

Untitled, ����
Digital graphical imagery
36 × 18 inches 

Untitled, ����
Digital graphical imagery
19 × 16 inches 

Severin Haines (Norwegian/
American 1946– ) 
Swain School of Design 
BFA in in Painting, 1968

Reclining Figure, ����
Oil on canvas
22 × 26 inches 

Tennessee Trees, ����
Oil on canvas
24 × 24 inches 

The Tree, ����
Oil on canvas
78 × 78 inches 

Dune in Winter, ����
Oil on canvas
48 × 60 inches 

North Sea Coast, ����
Oil on canvas
48 × 48 inches 

Mark Heyer (American 1964– )
Swain School of Design 
BFA in Painting, 1986

At Your Service, ����
Oil on canvas
11 × 13½ inches 

Kathy Hodge (American 1956– )
Swain School of Design 
BFA in Painting, 1980

Stitch, (triptych,) ����
Oil on canvas 
90 × 24 inches

The Crash, ����
Oil on canvas
46 × 58 inches
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Virtual Exhibition, continued
Kevin Kinkead (American 1961– )
Swain School of Design
BFA in Painting, 1983

Untitled, ����
Gouache and ink on paper
11 × 10 inches

Untitled, ���� 
Gouache and ink on paper
9½ × 9 inches 

Clayton Lewis (American 1958– )
Swain School of Design
BFA in Painting, 1982

Fort Rodman, ����
Oil on canvas
32 × 54 inches

Flatiron Morning, ����
Oil on panel
7½ × 12 inches

Times Square Night, ����
Oil on canvas
12 × 17 inches

House on John R., ����
Oil on panel
12 × 17 inches

Downriver, ����
Oil on canvas
12 × 22 inches

Jennifer Lima (American 1962– )
Swain School of Design 
BFA in Painting, 1984 

Padanaram Bridge, ����
Oil on canvas
12 × 24 inches

The Path—Brunswick, Maine, ���� 
Acrylic on paper
11 × 14 inches

Hawthorne St., ���� 
Oil on canvas
10 × 10 inches 

West Tisbury, Martha's Vineyard, ����
Acrylic on canvas
11 × 14 inches

Sconticut Neck, ����
Acrylic on canvas
11 × 14 inches

Jeffrey Loverro (Italian/American
1960– )
Swain School of Design 
BFA in Printmaking, 1984

Still Life, ����
Oil on canvas
16 × 20 inches

Self  Portrait, ���� 
Oil on marble board
18 × 24 inches 

Self  Portrait, ����
Charcoal on paper 
22 × 18 inches

Angel Kiss, ����
Oil on marble board 
18 × 24 inches 

Sunday on Lake by Seurat, ����
Acrylic on television 
24 × 36 inches

David Moore (German 1959– )
Swain School of Design 
BFA in Graphic Design, 1985

Andy, Georges Island, ����
Film photography
16 × 12 inches

Storm Over Red Rock, ����
Digital photography
16 × 12 inches

Lincoln, ����
Digital painting
16 × 12 inches

Circuitry Splatter, 2013
Oil on printed circuit board
Mixed media 
30 × 48 × 36 inches 

Circuitry Splatter Detail, ����
Oil on printed circuit board
Mixed media 
30 × 48 × 36 inches 

John H Page (American 1962– )
Swain School of Design 
BFA in Painting, 1985

Barneys Joy from Horseneck Road, 
Westport, MA, ���� 
Oil on panel 
7½ × 12 inches
 

Uncovering the Onderdonck House, ����
Oil on board
12 × 16 inches 

Sunset Over Snowy Field, 
Muncie, IN, ����
Oil on canvas 
11 × 14 inches 

Old Farmhouse in the Snow, South 
Burlington, IN, ����
Oil on canvas 
11 × 14 inches 

Stephen Remick (American 1961– )
Swain School of Design 
BFA in Painting, 1986

Welcome (student work), ����
Oil on canvas
66 × 77 inches 

Summer Woods, The Encounter, ����
Acrylic on canvas
36 × 48 inches 

Rothko's Woodpile, ����
Acrylic on wood panel
30 × 40 inches 

Miles from Nowhere, ����
Acrylic on wood three panels
80 × 108 inches 

Hunter, Gatherer A Self  Portrait, ����
Acrylic on wood panel
20 × 16 inches 

Randy Swann (American 1957– )
Swain School of Design 
BFA in Painting, 1979 

Thoreau's Depot, ���� 
Oil on canvas
10 × 34 inches 

Joe's Diner, ����
Oil on wood
12 × 24 inches 

Woman with Handbag, ����
Oil on panel
9 × 12 inches 

Trashcans, ����
Oil on panel 
9 × 12 inches 

Don Wilkinson (American 1959– )
Swain School of Design
BFA in Printmaking, 1982

Carla and Bob, ����
Serigraph on paper
18 × 12 inches

Shatter, ����
Serigraph and oil on paper 
36 × 24 × 2 inches
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