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Summary 

I have been working continuously as an artist for more than four decades. In my paintings 
and multi-media work, I explore the boundaries between visual perception and sensory 
experience. Throughout my collaborations and independent experimentation, I challenge 
viewers’ visual expectations and experiences while encouraging them to consider “sensing” as a 
distinct and conscious mode of perception. My current projects involve interdisciplinary 
collaborations with Margaret Livingstone, PhD (Livingstone Lab, Harvard), Benjamin Smarr PhD 
(Lance Kriegsfeld Lab at UC Berkeley). In addition to studies at the Center for Advanced Visual 
Studies at MIT, my academic background focused on the history and evolution of our 
understanding of the physics and neuroscience of visual perception. Early projects included 
faithfully replicating both Goethe’s and Newton’s seminal works on perception and color, in 
addition to seeking out and absorbing the continuum of thought both ancient and modern 
regarding color and perception. 

Although I had a powerful impulse to make art when I entered college, I intended to become 
a marine biologist. During a requisite physics class on light I became intrigued by the concept 
that color is a perceptual response to the electromagnetic frequencies of light, and that white 
light is composed of red, green and blue wavelengths. Redirecting my major to neuroscience, I 
became consumed by the exploration of "optical color mixing", that physical color could be 
manipulated as an “additive” medium (based on the primaries red, green, and blue) rather than 
as a “subtractive” medium (based on the primaries red, yellow, and blue) as traditionally taught. 
I quickly delved into the history and learned that The Divisionists circa 1884 (e.g., Georges 
Seurat) attempted to use optical mixing within the Pointillist technique but they were not fully 
successful. Falling short of what they hoped to achieve for two principal reasons: They were 
working from an incomplete scientific understanding of color perception, thinking that red, yellow 
and blue, the "subtractive" primary colors described by color theorists of day Charles Blanc, 
Eugène Chevreul and others would combine "optically", rather than integrating the discovery by 
James Clerk Maxwell in 1861 that the "additive" colors red, green and blue would produce the 
"optical" mixing they were seeking. Second, I believe they objectified color as an aesthetic 
medium interpreting the science intuitively, rather than abiding by the nature of perception and 
learning how to nuance the dynamic synergies between colors into harmonics and overtones, 
which is utterly dependent upon chroma, hue and intensity. 

From that point on, my work as an artist has been accompanied by formal and experimental 
inquiry into the nature of light and perception. Working in an interdisciplinary and collaborative 
approach that integrates art, science and technology, my attention has evolved from the shared 
similarities of perception and now focuses on our perceptual differences. My work strives to 
facilitate a dynamic exploration of our cognitive and biological response to the experience of 
light and color, including the opportunity to intentionally explore unusual dimensions of 
perception. 



   

Perspective 
 

Working in painting, printmaking, sculpture and light I invite viewers into active sensory 
experiences. In my continual effort to seek a deeper understanding of the nature of perception, 
on the levels of body and mind, my approach is one of collaboration, relentless experimentation, 
risk and discovery. 

Important mentors include Josef Albers’ protégé Arthur Hoener, Otto Piene, György 
Kepes, Jack Lenor Larsen, Edwin H. Land and serigraph printmaker Norman Lassiter. In 1990, 
the Bergen Museum of Art & Science mounted, “The Art & Science of Color: Stephen Auger, A 
Survey 1975–1990.” In 1996, the MIT journal Leonardo published my color theory1. My early 
sculpture, printmaking and painting were shown throughout the 1980s by galleries in New York 
City as well as in the windows of Tiffany & Co. My work with optical sculpture and kaleidoscopes 
was featured in Smithsonian Magazine in 1984. At that time I lived in New York City and worked 
as an artist, textile designer, kaleidoscope maker, and colorist for variety of clients, including 
Jack Lenore Larsen, George Stavropoulos, Carolina Herrera, Steve Paxton and The Paul Taylor 
Dance Company. 

Technique 
 

Following the 1990 survey at the Bergen Museum of Art & Science, I embarked on a new 
technique to achieve a more fluid and organic understanding of the relationship between red, 
green, and blue with neutral gray and black. Working in oils with the addition of reflective 
microspheres and an “erosion” technique, I developed a deeper and richer sense of coloration. 
This "erosion” technique replaced the long triangles stenciling that defined my earlier work with 
forms replicating rivulets of descending water. During the following decade, I further developed 
my understanding of the interplay between gravity, self-organizing forms and reflectivity. 

In the mid-1990s, I began to explore a new a series of patterns and self-organizing forms 
that began to appear in my work by virtue of the gravitational/erosion processes I was 
employing at the time. While I further deepened my attention to the elemental nature of red, 
green, and blue, I also began an inquiry into the use of organic pattern and form as a vehicle for 
my work with color. It was at this time my work began an inquiry into the archetypal nature of 
color and its symbolic meaning. Concurrently, I began exploring how to evoke, convey, and 
invite a deeper sense of contemplation into my work, incorporating subtle textural color fields 
that contained self-organizing forms produced in response to vibration, centrifugal motion and 
gravity. 

Since 2005, my paintings have become reticulations of red, green, and blue aided by the 
addition of elemental materials—for example, chrome steel, elemental iron, and silver—that 
express neutral gray and also provide a dynamic way to work with light and shadow. I continued 
to use optical glass spheres, which add a reflective and holographic dimension to the surface 

 
1   "The Harmonic Nature of Perceptual Color as a Technique of Painting," Leonardo 29, No. 3 (1996). 



   

and create kinetic interaction with light by engaging with the viewer’s position. Elemental iron 
particles, which I began using in 2009, marked an important new direction. Since 2009, I have 
continued to explore the use of gravity, vibration and centrifugal force to manipulate such 
particles into self-organizing, archetypal forms that mimic those found throughout nature and the 
cosmos. 

My current work explores the use of highly optical surfaces composed of light reflecting 
and emitting particles perceived in relationship to highly specialized lighting I co-developed with 
my collaborators, which engage the "circadian response" by emulating both the color curve and 
movement of light at dawn and dusk. This work aims to provide opportunities for viewers to 
explore elements of archetypal sensory affinity, engaging some of our most primal and 
involuntary sensory states, which are by nature elusive and unique to each participant. 


