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Introduction

John Hallmark Neff
Director

This is the first exhibition, to my knowledge, which deals spe-
cifically with the underlying motive of photography: most cameras
are used not to make ““Photographs’ but to record the images of
the people, places, and things which make up our lives. (On an
average day it is estimated that in America, amateurs annually
make over 19 million snapshots.) ‘“The Portrait Extended,” in none-
theless sophisticated works, has been organized not according to
the usual formal concern for the visual characteristics of the work,
but, like the lowly snapshot, according to what it means. This exhi-
bition does not look or feel like the usual photographic show; it is
an exhibition which raises many questions about not only Photog-
raphy but the conventions which have grown up and about its very
presentation in galleries and museums, its identity as art. | am very
grateful to Charles Desmarais for proposing and organizing this
important exhibition for the Museum of Contemporary Art and for
carrying it through in the face of sometimes unexpected circum-
stances. His essay is well worth reading.

| would also like to thank on behalf of the Museum and our guest
curator the following: Jim Alinder and David Featherstone of the
Friends of Photography, Carmel, California; and Ellen Carey and
Dan Meinwald whose discussions helped to define the ideas in
this exhibition. Thanks as well to Janet Borden of the Robert Fre-
idus Gallery, New York; Jim Enyeart and Terry Pitts of the Center
for Creative Photography, University of Arizona; David Ruttenberg,
David Travis, Stuart Wilbur, and the Light Gallery, New York, for
their assistance and efforts to obtain and expedite often difficult
loans. Patty Carroll added creative suggestions throughout.

At the MCA | would like to acknowledge particularly the on-
going efforts of Lynne Warren, Curatorial Assistant, to coordinate
the exhibition. Judith Russi Kirshner, formerly museum Curator,
also contributed to the exhibition in its first stages.

We are of course grateful to the lenders who generously shared
photographs from their collections and especially thankful for the
cooperation of the artists whose work has made the exhibition
possible, particularly Meridel Rubenstein, who helped develop the
exhibition concept at the beginning.

The exhibition and catalogue have been made possible in part
by grants from the Visual Arts Program of the National Endowment
for the Arts, a Federal agency, the lllinois Arts Council, a State
agency, and Museum operating funds.




Foreword
Charles Desmarais
Guest Curator

Narrative and Context

For all the articles in Time magazine, the essays in the New Yorker
and the New York Review of Books, the record prices brought at
auction and the record crowds attending museum exhibitions,
photography confounds us still.

On the one hand is the medium’s sophisticated technological
basis: a labyrinth of f/stops, contrast grades, characteristic curves,
and gamma for some, pure magic for others. On the other hand
we have the myth of “photography-as-art,” a notion only valid
within a revised and much-expanded definition of art, though a
convenient sales tool for those who think they see an opportunity
for quick profit and high return.

The common confusions about photography (at least, the kind
of photography made for public display) are often posed as ques-
tions which, though answerable, seem to get us no closer to an
understanding of the basic issues of photographic practice and
meaning. Though they take many forms and vary widely in details,
such questions can often be distilled to: How was the photograph
made? (‘‘Look at that detail!” ‘““What camera do you use?”’ “A
powerful composition of lines and tone.””) Or: How was the value
of the photograph determined? (‘“Why is such an apparently ordi-
nary photograph displayed here?”” “Four hundred dollars for a
photograph?”’)

Understanding photographs will remain an almost impossible
goal for as long as we continue to ask the wrong questions. Pho-
tography equipment advertising pervades the mass media, prompt-
ing a fixation on technology. The museumization of photography
has too often taken the form of a reductive, point-for-point trans-
position of (formalist) painting ideas to photographs made with
many different motives and a wide variety of purposes. In this ex-
hibition we have attempted an experiment in curatorship based
upon what pictures mean, rather than what they look like. The
viewer is invited to look at these photographs ‘‘not as pictures of,”
in Robert Heinecken’s words, *‘but as pictures about.”

In one sense, much of what we see in photographs is entirely gra-
tuitous. A photographer cannot control the placement and inclu-
sion of every blade of grass, each crack in the wall, every nuance of
gesture. There may be an obvious point of interest—say, a figure
standing before a landmark—but how can we know that everything
else within the edge of the picture was included by someone who
wanted the picture to look exactly as it does? If a boulder seems
ready to fall on a car in the corner of the photograph, and the land-




mark is a waterfall which appears to charge toward the figure’s right
ear, can we deduce that the picture is a statement about nature’s
revenge on modern man? Surely not, if the picture is a snapshot in
someone’s pile of disparate photographs, where the only common
strain is figures before landmarks. But probably so, if the other pic-
tures in the pile suggest some of the same feelings about nature’s
ultimate triumph.

With the realization that context must play so important a role in
the interpretation of photographs has come recognition of photog-
raphy’s close relationship to literature, film, and video. Just as an
otherwise obscure sentence or movie frame becomes specifically
meaningful by its position in a novel or film, a photograph acquires
specificity when considered with reference to a larger whole. For
this reason, the book and the ‘“‘photo-essay” remain important
forums for the presentation of photographs. But the number of
photographers has grown faster than their traditional outlets, and
current fashion requires that photographs with a public purpose be
designed for display on gallery walls. A logical outgrowth has been
an attempt by many photographers to preserve the contextual iden-
tity of their work, by publishing thematic portfolios, insisting on
exhibition of groupings of their photographs (as opposed to the
single-image, “‘artwork’ approach), designing installations which
must be seen as a unified “piece,” self-publishing books and
broadsides which may not have a commercial market, mounting
and printing photographs together as single units, and other such
strategies.

“The Portrait Extended”’ examines the use of some of these
strategies in the construction of visual biography. This essay,
though, must first discuss some of the antecedents of this new
work: the classic, serial approach to extended portraiture, as
represented by the family photo album and by the work of Alfred
Stieglitz, Harry Callahan, Richard Avedon, and Emmet Gowin.

The work shown in this exhibition is based on different ap-
proaches to similar concerns. The eight photographers included
share with the family album photographer a desire to fully describe
another individual—usually someone very close. But biography is
a narrative activity, as much as it is a descriptive one. Faced with
prevailing attitudes which emphasize the painting-world concept
of an artwork as an isolated, integrated pictorial statement, these
young contemporary photographers have felt a need to re-intro-
duce (or re-emphasize) narrative context in a medium which has
narrative at its root.




The Portrait Extended—
Serial Portraiture

Photography and portraiture go back together a long way—to the
earliest days of the process itself. Though photography’s inventors
had scientific, technical, and artistic uses in mind for the medium,
the public imagination was first stirred by the possibility of owning
the likeness of oneself or another person. That fascination is still
with us: surely no other category of photographic subject demands
more film and paper than the records we make of each other’s
faces.

And yet, there’s something unsatisfying in a single picture of
someone we love. It never really looks like him or her, and never
conveys the important information. (“‘He’s a doctor in San Fran-
cisco. He's in love with a nice girl and he hopes to marry her.”
“They left town about a year ago, and | hear she got a good job
but he’s still looking. It's awfully hard on them, and | wouldn’t be
surprised if it ended in divorce. Too bad about the kids, though.”)
The possibility of a “total” or ‘“‘extended” portrait—a ‘‘complete
image’” of an individual formed by combining a whole range of
documents of their aspect and personality—has occupied many
photographers throughout the short history of the medium. The
amateur, of course, has most often and most extensively explored
this theme (though perhaps unsystematically, or even uncon-
sciously), and the volumes upon volumes of snapshot albums cen-
tered around a single person or a small group—often supplemented
by captions and other written documents—attest to a desire in all
of us to gain insight into other human beings by picturing them.

Alfred Stieglitz assembled what was probably the first self-
consciously “artistic’ extended portrait, in his famous series of
photographs of Georgia O’Keeffe. He titled this complete series of
over 500 photographs, A Portrait. He felt, we're told, that a true
portrait would record the entire life and death of the subject, and
then continue with his or her child. Though the O’Keeffe portrait
fell far short of his impossible ideal, the work stands as one of
photography’s most lovingly persistent attempts to comprehend
the significance of another human being in the artist’s life.

A Portrait covers a range of Stieglitz's responses to a woman
of extremely diverse moods and aspects. Many of the pictures
are blatantly erotic—near-abstract idealizations of the powerful
sexual attraction this young lover must have held for a man in his
mid-50s. But the series also consists of snapshots of O’Keeffe, and
large, carefully made platinum prints of her clowning for the cam-
era. Her hands, beautiful in their shape and proportions as well as
emblematic of her skill as a painter, appear again and again, both

Southworth and Hawes. A nineteenth
century daguerreotype portrait.
Courtesy The Metropolitan Museum
of Art. Gift of Dr. Edward S. Hawes
and Miss Marion Augusta Hawes,
1939.




Harry Callahan, Eleanor, Chicago,
1949. Courtesy Light Gallery.

within the full-face portraits and in close-up sexual metaphors of
stroking and grasping. In some prints, she glowers from the dark
surface of the photograph, suggesting a threat she finally carried
out when she left him to live in the desert and paint.

Stieglitz was part of the vanguard of photographers who felt
their mission was to bring the medium out of its nineteenth century
function as pure record of fact. To do this, he relied on form as a
quasi-mystical symbolism for what he hoped were universal emo-
tions and ideas. Yet his personal life, loves, and thoughts about
the world remained an important component of the pictures he
made. When Harry Callahan began working in the 1940s, the de-
sire to avoid the exclusive identification of a photograph with its
nominal subject was especially strong for many photographers. By
the time he came to Chicago to teach at the Institute of Design
(IIT) in 1946, his work fit well into the doctrine of cool formalism
typically fostered by that institution. Yet, amid all the pictures which
gain their impact from their transformation of the world into an
obvious photographic abstraction, one finds the portraits of Eleanor.

Throughout most of his career, Callahan has photographed his
wife, often standing in a tin-soldier snapshot pose—recalling those
photo tips for amateurs that advise us to always include a human
figure for scale—providing a human center for an exercise in
graphic transcription of the environment. Sometimes Eleanor be-
comes a somewhat more specific metaphor—perhaps a spotlighted
island of comfort and stability, softly glowing at the center of a
dark room.

In 1958, Callahan made a series of photographs while on sab-
batical in France which combine, by double exposure, the image
of a nude female torso with natural elements (a tree, a bush, etc.).
Only the title of these pictures indicates that the body is Eleanor’s,
but in the context of Callahan’s extended portrait of his wife as an
archetypal source of life and comfort, no series of photographs
could be a more appropriate summation.

Callahan’s portrait of Eleanor seems to have grown in a less
directed and conscientious way than did the Stieglitz portrait of
O’Keeffe—perhaps more in the way that a collection of snapshots
is built by the vernacular photographer. Stieglitz ‘‘catalogued”
O’Keeffe, in a sense—one can imagine him asking Georgia to sit
“just once more,” so that some inconsistency in his grand enter-
prise could be remedied. Richard Avedon’s short serial portrait of
his father, Jacob Israel Avedon, is even more deliberately con-
structed.

Richard Avedon, Jacob Israel
Avedon, father of photographer,
Sarasota, Fla. Top: 3/27/69; bottom:
12/19/72.




The Portrait Extended—
In Search
of a Total Portraiture

Callahan and Stieglitz—and some of the other photographers
who work with the extended portrait idea—seek to describe their
subjects in such a way as to leave much to the viewer’s interpreta-
tion. Avedon chose to be specific. There are no additional levels
on which to consider these seven pictures of the photographer’s
dying father, other than as his personal response to this specific
death and to painful death in general. Another artist might have
used the serial portrait as a tool to explain some of the subtleties
of the event or of his or her response. Avedon hammers together,
picture by picture, a foundation of tension for the final, horrid
image of an emaciated old man.

Emmet Gowin, though closer in age to the photographers in this

exhibition (he was born in 1941), works in a classic style related
to the styles of Callahan and Stieglitz. The formal strictness of
their work, though, and especially their penchant for abstraction
and idealization, are not so apparent in Gowin's work. Gowin's
photographs of his wife, Edith, give us the feeling that we know
her, in each of her various attitudes. In this sense, they are like the
Stieglitz portrait. But Gowin’s brand of contemporary romanticism
is informed by photography’s rediscovery of its ability to convince
through verisimilitude. It is thoroughly modern in its idea that the
larger-than-life symbol of Woman or Mother is a falsehood from
the start. Edith comes off, not as a marble rendition of the Moods
of Woman, but as a living presence at the series of epiphanies
which, for Gowin, is everyday life.
Against this background of custom and tradition, all contemporary
portraits must form their own attempt to understand and communi-
cate. The Extended Portrait is no art movement or school. On the
contrary, it is the rare camera owner who hasn’t, at one time or
another, made a series of photographs of some familiar face or
body. But, as in all the arts, the recent history of photography has
been one of attention to form and to the manner of construction
and presentation of pictures, often at the expense of a proper
examination of meaning and content. As a result, modern photog-
raphers have tended to avoid the overtly personal, sentimental, or
connotative, and career photographers who make forays into such
projects often do so only “for themselves’ with no thought of in-
cluding such pictures among those by which they prefer to have
themselves known.

Today, as picture-makers in all media move back to content,
photographers searching for alternatives to formalism see at least
a hope of embrace by the establishment.

\ oty
Above and opposite: Emmet Gowin,

Edith, Newton, Pa., 1974. Courtesy
Light Gallery.
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Mark Berghash

10

Aspects of the True Self

My teacher, Dr. Preston MclLean, a psychiatrist and psychoan-
alyst, said that a person’s character is his destiny. Character and
values originate and are tied up with what he called the original
cast of characters, namely our parents and siblings. In turn our
character and values are passed on, in one form or another, to our
offspring—the biological as well as the nonbiological ones. This
is the main notion behind my portrait taking, and my attempt to
record aspects of a person’s true and inner self.

The complete portrait is made up of a series of expressions
evoked by asking the subject to think about his/her mother, father,
siblings, children, self in the past, present, and future.* | give the
subject control of the shutter and leave the room. The reason that
I leave the subject alone in the room is to allow for a private setting
in which the subject can recollect his/her thoughts and feelings
without being self-conscious. When the subject feels that the per-
son that | have asked him/her to think about (e.g., mother) is strong
in the mind’s eye (by a feeling, or a recall of an event, etc.) he/she
releases the shutter. | then enter the room, change the film holder,
and ask the subject to think about the next person on the list,
(father), and so on.

| do the complete series twice, first using the type of lighting and
framing as chosen by the subject, and secondly as chosen by me.
(My framing is almost always a close up head shot). The finished
serial portrait consists of six or more photographs mounted in order
side by side. It is important that they are spread out and viewed
this way, so that the flow and subtle changes, as well as the ob-
vious ones, can be seen.

Lately | have been following up the photographic sessions with
a taped interview in which the subject relates his/her experiences
while photographing.

*The earlier portraits did not always include all of these aspects of self.
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Mark Berghash

Mother Father Brother
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Self Past
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Martha Madigan
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Martha Madigan
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Esther Parada

Detail
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“Old paint on canvas, as it
ages, sometimes becomes
transparent. When that hap-
pens it is possible, in some
pictures, to see the original
lines: a tree will show through a
woman’s dress, a child makes
way for a dog, a large boat is
no longer on an open sea. That
is called pentimento because
the painter ‘‘repented,’’
changed his mind. Perhaps it
would be as well to say that the
old conception, replaced by a
later choice, is a way of seeing
and then seeing again.

That is all | mean about the
people in this book. The paint
has aged now and | wanted to
see what was there for me
once, what is there for me
now.”

from Pentimento by Lillian Hellman

A small gold-framed photo-
graph of the fifteenth wedding
anniversary celebration of my
great aunt and uncle (March
23, 1920) is the basis of this
100 frame composite piece
which | have titled Past Re-
covery. The original 1920 pho-
tograph becomes the matrix
for other family photographs
(dating from 1910 through
1978) which are layered upon
it. My sister’s face at age two,
for example, is juxtaposed with
her own image thirty years later
and with that of a great aunt
whom we never met, although
family legend has it that they
were cast in the same mold.
Similarly, | see other members
of that family gathering through
the filter of my own cumulative
experience.

The past is woven into the
fabric of the present—genet-
ically, psychologically, opti-
cally—and is transformed, be-
yond recovery.

Detail
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Esther Parada

A photograph of my father made in 1972, about a year before his
death, is the basis for the Memory Warp portrait series.

Although this particular picture is prominent in my memory and
in the work, it hardly begins to capture the variety of his life. There-
fore | have used the single photograph as a warp, interweaving
many fragments from his business ledgers, sheet music, photo-
graphs, homilies, newspaper clippings, etc. They are my selection
of what he himself chose to collect.

Memory Warp Il focuses on my father’s strong identity as an in-
surance salesman. At the same time, it examines both the con-
tinuity and contrast of his life with mine. As a parallel with my
father's methodical record-keeping, for instance, | have included
some of my own diagrams, notes, and exposure data generated
during this work. On the other hand, certain quotations from my
own collection counterpoint his ‘“Secrets of Success’ . . . as do the
rhythm, slant and weight of his handwriting and mark-making.

Our family palimpsest is further layered with passages from the
Torah and Talmud. These sacred texts formed the psychic core
of my grandfathers’ generation. Though subsequent generations
shifted to largely secular activity, there is kinship with the earlier
religious energy expressed through our professional rituals. Per-
haps it is not inappropriate to claim a certain Talmudic quality for
my work itself, for it is a layering of visual ‘““commentary’’ on the
basic portrait image.

*This project is funded in part by a grant from the lllinois Arts Council
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Barbara Jo Revelle
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Meridel Rubenstein
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Meridel Rubenstein
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Keith Smith
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Alex Traube
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Mother, Father,
Lover, Friend

42

Perhaps no one really thinks that the world is a shallow diorama
of basic oppositions—a thinly screened shadow box wherein
beauty confronts ugliness, people are either smart or they're
stupid, and the pure is by nature preferable to the alloy. But it
seems inevitable that there will always be art which describes life
in that way. Photography especially, because of its instantaneous
and fragmentary nature, has the problem of achieving clarity of
meaning without resort to didacticism.

In their attempt to expand our notion of the photographic por-
trait, the photographers represented here have but one common
method. For each of them, the subtleties, the counterbalancing
(even contradictory) aspects of personality, are the essentials they
would extract from their subjects. Esther Parada, for instance, sees
her father as having many ‘‘selves.” For Memory Warp she made
four portraits, each the same basic head shot montaged with other
biographical documents. Each face—each self—appears to be
pieced together from these relics of the deceased man'’s life.

Mark Berghash’s portraits depict subjects who appear almost
identical in each frame of a series. A tilt of the head or minute
changes in facial expression, however, are all that are needed to
peel the cover from secrets even the sitter himself may not have
known. Keith Smith injects sexual innuendo into otherwise perfectly
ordinary pictures; Barbara Jo Revelle combines photographic
glimpses with words that may describe an event, make a political
point, and tell us volumes about a lover—all in two or three sen-
tences. Wendy MacNeil and Martha Madigan introduce, each in
her own way, the element of time into portraiture; Meridel Ruben-
stein and Alex Traube make pieces which are poetic tributes to
the many-faceted people who are a part of their lives.

It is this ability to see and accept the variety and richness of
another individual, this desire to scratch and scrape away at the
facade ordinarily presented to the camera lens, which sets these
photographers apart from more traditional portraitists. Or shall we
say that these photographers set themselves apart, and at no little
risk.

It's one thing to use dramatic lighting (as, say, Yousuf Karsh
does) or to make environmental portraiture in the manner of
Arnold Newman, leaving it to viewers to infer “‘character” or “per-
sonality.” It's quite another to attempt to spell out the unspecific.
Many viewers—including critics, curators, and collectors—are un-
settled by such an approach. We have been trained to accept
certain conventions as carriers of meaning in a photograph. A shot




up from a low angle suggests power; “Rembrandt” lighting means
strength of character; a room full of paintings and antiques sym-
bolizes culture and breeding. Such clues are combined, in most
well-known photographic portraits, with our previous knowledge
of the public persona of the sitter: this is a famous person who
has already been described to us (whether accurately or not) many
times before. These eight photographers eschew symbols and
conventions for exposition, grand notions of character for more
vulgar attributes, and the rich and famous for people they love.

Of course, beyond these confluences of idea and method there
are many individual differences and similarities among the pho-
tographers exhibited. For example, while all of them may deal with
relationships—the subject in reference to the picture maker and to
others—Parada, MacNeil, Berghash, and Traube share a special
fascination with the idea of intersection and influence. Parada’s
Past Recovery is exactly what one sense of its title says it is: a re-
claiming of family history for the family that exists today. Traube’s
Letters to My Father were written after the elder Traube’s death as
an attempt to describe (or discover) the connections between the
two men’s lives. Berghash explores psychological connections
between the portrait subject and his/her family, past, and future.
MacNeil’s investigations are both physiognomic—in an almost
nineteenth century, quasi-scientific comparison of parent to child
—and suggestive of the basic immutability of the individual’s per-
sonhood.

It is no coincidence that MacNeil, Berghash, and Madigan make
work which looks somewhat alike. The three do not know each
other, but each has developed a kind of system by which they have
predetermined many of their solutions to artistic problems. Mac-
Neil’s plan is to relate her own pictures of a sitter to old snapshots,
identification photos, and commercial portraits of the sitter’s par-
ents or of the sitter at an earlier age. The others have even more
structured blueprints: Berghash leaves the room while the sitter
makes his or her own exposure in response to the photographer’s
formula; Madigan recorded the same three subjects every morning
for a year.

By working within these self-created boundaries, Madigan, Mac-
Neil, and Berghash purport to shore up the old and crumbling
foundation of photographic veracity; their pictures seem more
believable because their objective systems control many of the
variables. (And in our effort to believe, we neglect to remember
that it was they who set the systems up in the first place.) Of
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course, the face-by-face-in-series presentation also allows closer
scrutiny of the variations and consistencies which are essential to
the meaning of the work.

Barbara Jo Revelle also works according to a plan of sorts,
though one which is intended to encourage intuitive and emotional
judgments along the way. Where Berghash and MacNeil concen-
trate on the faces of their subjects, Revelle might not even show
us the real subject of a piece, as, for example, in the “portrait”
of her father reproduced in this catalogue. The quadrants of her
photographic pieces describe an idea or experience in terms of at
least two separate events, her intention being, she says, ‘‘to clarify
the new experience by reaching into the past for an analogue.”
In this way she indicates the continuity of history and the whole-
ness of her life and her responses.

Esther Parada’s system grows out of her ideas for a particular
piece. She showed me a set of diagrams for Memory Warp which
interpret the formal aspects of the work as related to weaving,
music, and cartography.

Meridel Rubenstein’s absorption with her adopted New Mexico
home led her to undertake a bicentennial documentary project
there, under grants from the National Endowment for the Arts and
state arts foundations. When she realized that the portraits she
was making told only half the story—to her, the people seemed
inseparable from the land—she experimented with ways to com-
bine portrait and landscape. Out of this new awareness of the
connection between the environment and its inhabitants came the
more personal work displayed here: portraits of members of
Jerry West’s family, montaged with symbols of their inner selves.
(It is noteworthy that only one other person in this show—Martha
Madigan—points to a correspondence between the individual and
the natural environment.)

Rubenstein’s attention to craft (her technique is classic view
camera, despite her manipulation of the final print) is rivalled only
by Keith Smith’s obsession with technical excellence. But tech-
nique is far from an end in itself. One gets the idea that the ex-
treme decoration in Smith’s work is the nearest a photograph ever
came to a caress. Smith openly acknowledges that the photo-
graphs are a substitute for actual physical contact. They are poems
of unrequited love.

Because Smith makes his portraits in only loosely-connected
series (he left the final choices of prints and sequence to curatorial
discretion), he seems at first glance to be the least appropriate




inclusion in an exhibit of extended portraiture. But in re-shaping the
camera-imaged portrait by adding his own personal symbols, he
more accurately conveys his responses to another’s sexuality. It is
as though the drawing and hand-coloring represent Smith’s fantasy
—the ephemeral, psychological obverse of the more apparently
“real” (that is, photographic) physicality of the subject.

The point is that the “‘extension” on which we have focused is
neither a technical exercise nor a formal device. It is an attempt to
bring the photographic portrait away from its traditional role as
simple topographical description, and towards the person it is
meant to describe.
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Exhibition Checklist

Mark W. Berghash

Born March 8, 1935, Buffalo, NY.
Lives New York, NY. University of
Buffalo, 1952-55; University of Vi-
enna, Austria, 1955-56; Art Students
League of New York, 1957-60; The
New School/Parsons Department of
Photography, 1976-78. Solo exhibi-
tion: Capricorn Gallery, New York,
1967 (paintings and drawings). Col-
lection: Franklin Furnace Archive.

*A Serial Portrait of Thomasina Webb,
1980, six silver prints, each 14x11
in. (pp. 12-13)

A Serial Portrait of Lucia Moffett,
1980, nine silver prints, each 5x4
in.

A Serial Portrait of Charles Lieber,
1979, nine silver prints, each 14x11
in.

A Serial Portrait of Charles Lieber,
Book Publisher (first version), 1979,
nine silver prints, each 5x4 in.

A Serial Portrait of Jonathan Brand,
Writer/ Photographer, 1978, ten sil-
ver prints, each 14x11 in.

A Serial Portrait of Jenny Brand, 1980,
six silver prints, each 5x4 in.

A Serial Portrait of Anna Ng, 1978,
eight silver prints, each 14x11 in.
*A Serial Portrait of Diane Levenberg,
Poet, 1978, six silver prints, each

5x4 in. (p. 11)

All works from the series, ‘‘Aspects of

the True Self.”

Biographical sketches are much ab-
breviated, and include only selected
information. An asterisk (*) indicates
works illustrated in this catalogue.
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Wendy MacNeil

Born 1943, Boston, MA. Lives Lincoln,
MA. Fellowships: Guggenheim, 1973-
74; National Endowment for the Arts,
1974-75 and 1978-79; Mass. Arts and
Humanities Council, 1975-76. Solo
exhibitions: Carl Siembab Gallery,
Boston; Half Moon Gallery, London;
Baldwin Street Gallery, Toronto; nu-
merous others. Publications: Haymar-
ket (Cambridge: MIT Press, 1970);
Aperture (Nov. 1974); Massachusetts
Review (Fall 1974); numerous others.

Shane Crabtree (Mother) and Mary
Townsend (Daughter), 1979.
Jim Lemkin with Father and Grand-
parents, 1976/80.
Marie Baratte, 1978/80.
Katee Montana, 1977/80.
Fred Stone and Father, 1977/80.
Vicky Bell, 1978/80.
*Barbara MacNeil, 1978/80. (p. 17)
*Vernon MacNeil, 1978/80. (p. 14)
*Ronald MacNeil, 1978/80. (p. 16)
*Dina Rubenstein and her daughter,
Meridel, 1978/80. (p. 15)
All works are platinum/palladium
prints, 19x24 in.

Martha Madigan

Born August 17, 1950, Milwaukee, WI.
Lives Philadelphia, PA. University of
Wisconsin, Madison, BS, 1972; Ari-
zona State University, 1972-73; Vis-
ual Studies Workshop, 1976; School
of the Art Institute of Chicago, MFA,
1978. Fellowships: National Endow-
ment for the Arts, 1980. Solo exhibi-
tions: Philadelphia College of Art,
1979; Metro State College, Denver,
1979; Botanic Garden, Glencoe, IL,
1978. Publications: Invented Land-
scape (New York: New Museum,
1979); Afterimage; New Art Examiner.
Collections: Detroit Institute of Arts,
Art Institute of Chicago, lllinois State
Museum, Milwaukee Art Center.

*Eastlake Tree/Portrait, 1978 (assisted
by Jeffrey Fuller), approximately
360 Polaroid SX-70 color prints,
each 3%2x3"%z in. (pp. 18-21)

Esther Parada

Born 1938, Grand Rapids, MI. Lives
Oak Park, IL. Swarthmore College,
BA, 1960; Pratt Institute, MFA, 1962;
Institute of Design (IIT), MS, 1971.
Fellowships: Chicago Circle Research
Board, 1978; Ford Foundation Study
Fellowship, 1967-68; Sarah Lippin-
cott Fellowship, 1961. Solo exhibi-
tions: Artemisia Gallery, Chicago,
1979; MoMing, Chicago, 1976; Grand
Rapids Art Museum, 1970. Publica-
tions: Portraiture in New Photography
(Morgan and Morgan, 1979); Chi-
cago: The City and its Artists, 1945-78
(The University of Michigan Museum
of Art, 1978); Catalog/Catacomb
(Rochester, NY: Visual Studies Work-
shop, 1978). Collections: Museum of
Contemporary Art, Chicago Parent
Child Centers, Lower West Side
Neighborhood Health Center (Mural).

*Past Recovery, 1979, 100 hand toned
silver prints, each 9%2x14 in. (total
size 8x12 feet). Courtesy Visual
Studies Workshop Gallery, Roches-
ter, NY. (pp. 22-23)

Memory Warp 1, 1980, twenty-five
silver prints, each 6x6 in. (total size
30x30in.).

*Memory Warp 11, 1980 (size and media
as above). (pp. 24-25)

Memory Warp Ill, 1980 (size and
media as above).




Barbara Jo Revelle

Born June 10, 1946, Chicago, IL.
Lives Chicago. University of Colo-
rado, BA, 1969; MFA, 1973; State
University of New York at Buffalo,
PhD candidate. Fellowships: National
Endowment for the Arts, 1978-79;
New York State Council on the Arts
(CAPS), 1974 and 1977; lllinois State
Council on the Arts, 1979 and 1980.
Solo exhibitions: Chicago Center for
Contemporary Photography, 1979;
San Francisco Art Institute, 1979; Los
Angeles Institute of Contemporary Art,
1979. Publications: Artforum (April
1976); Afterimage (March 1978); New
Art Examiner (December 1979). Col-
lections: Bibliotheque National
(Paris), Center for Creative Photog-
raphy (Tucson), Franklin Furnace.

Ten untitled works, each composed of
four photographs with handwritten
text, each 20x24 in. total size. Four
are selenium toned silver prints,
made jn 1978; the remaining six
are composed of color photographs
made in 1980. (pp. 26-29)

Recovering, 1979-80 (with Alex
Sweetman), commercially proc-
essed color prints, Polaroid SX-70
color prints, and mixed media, total
size about 8x12 feet.

Meridel Rubenstein

Born March 26, 1948, Detroit, MI.
Lives Santa Fe, NM. Sarah Lawrence
College, BA, 1970; Massachusetts In-
stitute of Technology, 1972-73; Uni-
versity of New Mexico, MA, 1974;
MFA, 1977. Fellowships: Ferguson
Grant, 1977; National Endowment for
the Arts/New Mexico Bicentennial
Commission, 1976. Solo exhibitions:
Fine Arts Museum, University of New
Mexico, 1975; Museum of Fine Arts,
Santa Fe, NM, 1977; Amon Carter
Museum, 1977; Hill's Gallery, Santa
Fe, 1978. Publications: La Gente de
la Luz (Albuquerque: Museum of Fine
Arts, 1977); The Great West: Real/
Ideal (Boulder, CO: University of
Colorado, 1977); Untitled. Collections:
Fine Arts Museum (University of New
Mexico), Museum of New Mexico,
University of Colorado.

*Joe West, 1978, 20x16 in. (p. 32)
*First Grandchild (Mildred and Anita
West), 1978, 20x16 in. (p. 30)
*Tom Martin, 1978, 20x16 in. Courtesy
Barbara Jo Revelle. (p. 33)
*Postcards/Fathers and Sons, 1978,
16x20 in. (p. 31)
Brothers (Archie and Jerry West),
1978, 20x16 in.
Uncle Don West, 1978, 20x16 in.
Nestora Was 101, 1978, 20x16 in.
Archie West (for Wendy MacNeil),
1978, 20x16 in.
Father and Daughters, 1978, 20x16 in.
I Am Molly, 1978, 16x20 in.

All works are ammonium sulfide-toned
silver prints.

Keith Smith

Born 1938, Tipton, IN. Lives Roches-
ter, NY. School of the Art Institute of
Chicago, BAE, 1967; Institute of De-
sign (IIT), MS, 1968. Fellowships:
Guggenheim, 1972 and 1979; National
Endowment for the Arts, 1979. Solo
exhibitions: George Eastman House,
Art Institute of Chicago, Light Gallery,
numerous others. Publications: When
| was Two (Rochester, NY: Visual
Studies Workshop, 1979); Masturba-
tion Meditation (Rochester, NY: Vis-
ual Studies Workshop, 1976); Vision
and Expression (New York: Horizon
Press, 1969). Collections: National
Gallery of Canada, Museum of
Modern Art, International Museum of
Photography at George Eastman
House, Fogg Museum, numerous
others.

*Joel and Fritz, April 12, 1980, hand
colored silver print, 7x9 in. (p. 35)
Joel, April 20, 1980, silver print/col-

age, 16x9 in.

Joel, January 24, 1976, hand colored
silver print, 20x16 in.

*Joel, April 20, 1980, collage, 14x11
in. (p. 36)

*Joel, n.d., silver print with drawing,
14x11 in. (p. 34)

Untitled (with Phillip Lange), 1980,
silver print with drawing, 18x12 in.

*Phillip and Joel (with Phillip Lange),
April 20, 1980, silver print, 16x12
in. (p. 37)

Untitled (with Phillip Lange), April
1980, collage, 20x12 in.

Untitled (with Phillip Lange), April
1980, hand colored silver print,
18x12in.

Lexington Nocturne (with Phillip
Lange), March 15, 1980, silver
print.

Untitled (with Phillip Lange), May
1980, collage (Xerox transfers to
quilted fabric), 79x55 in.

Untitled (with Phillip Lange), 1980,
oak dressing screen with hand
colored silver prints, five panels
each 86x20 in.

All works courtesy Stuart Wilbur, Inc.

Alex Traube

Born 1946, New York, NY. Lives New
York. American University, BA, 1968;
Ohio University, MA, 1970. Fellow-
ship: National Endowment for the Arts,
1976. Solo exhibitions: Rosewell Mu-
seum and Art Center, New Mexico,
1978; Cronin Gallery, Houston, TX,
1978; Robert Freidus Gallery, New
York, 1977 and 1979; Contemporary
Arts Museum, Houston, TX 1976 Pub-
lications: Aesthetics of Graffiti (San
Francisco: San Francisco Museum of
Modern Art, 1978); American *Narra-
tive/Story Art (Houston: Contempo-
rary Arts Museum, 1978); Artspace
(September 1976). Collections: Cen-
ter for Creative Photography, Cincin-
nati Art Museum, International Mu-
seum of Photography at George East-
man House, J.B. Speed Art Museum,
numerous others.

*Letters to My Father, 1976, portfolio
of ten silver prints with hand written
texts each 14x11 in. total size.
Courtesy Robert Freidus Gallery.
(pp. 38-41)
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