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Bowdoinham, Maine
“EAGLE WING' ., .73 ACRE ESTATE
c. 1830 New England Colanial comiplerely renovated
overlooking rolling fields & 37 acre reisiered rree
farm plus 750 ° prowecéted water frontage & degpwater
mooring arca-on Kenneber Kiver, Near Brunswick,
$24%,000

Seal Harbor, Muine
105 ACRES & 9,485' SALTWATER FRONTAGE
-’Lpﬁl‘u'-fd 12 lat subdivision on Teand of Ideshoro
with_spectacular views, tolling Gelds & wooded
bluffs; severul privite beaches, porennd dogk sives,
decpwater mootings offshore and roads & power in
place £1.2M

Buosion's North Shore
“ROCKY HILL FARM'

Impressive Brick Geargizn on 16 hillop. acrey with
protecied oocan views Ebhtting 00 acres of conserva-
rion lind. Includes cobbled vetandas off Rrepliced
sunrooms, fan windows: a grand front hall plussepa-
rate apt.. bam with lofy & garage, teanis ct. over-
looking pond site & & romanisc ofd sone water tower
with vicws of Bospon and the Bay, $18M

B SRS T
Litele Compton, Bhode Tdand

119 ACRE VINEY ARD

Currently producing. 160,000 cases annually of New

Ein;]:li:!d's Ern‘s: rabie wines: Excelleny qafd m place

Includes contemporary Farmhouse so in the midst of
the vineyards overlooking a reservolr & 9800 5g, Fr
§2.25M

winery with all equipiment

Basten s North Share
HENRY CABOT LODGE DCEANFRONT ESTATE
Prestigious estate never before available on 3+ acoes
in very prvalescteing. Loog private drive ledding to
brick pesidence with magnificent views. brick rerraces
& lovely landscaping leading to granite steps opening
o 1500 of white ‘-'.Jlll:h h-cll.ﬁ L1:IM

: . - Montauk, Long Klnd, N.Y.
OCEANFRONT STONE COTTAGE

High on a bluff overlooking miles of unspoiled
beach, this rtomantic ¥ bediwom oceanfront house sirs
o 3.30 acees. & inclodes 183 ocean frontage, 2
studio apts & 23 stall barn i x wandertul mr;ygbfoék
setting. £1.75M

Fisher's Iilind Soond, N.Y.
PRIVATE ISLAND-NORTH DUMPLING
Fabolous 2 + acre Is; including rotally recovaced 3
bedroom Lighthouse & guest quartens. caretaker’s
vottage, boarhouse & spone jetry with sea plane pro-
vision: Sweeping Sound wicws from cvery toom,
ufiderground power & cusy access NYC & Baston.
Truly unbelieveable. Motvated Seller.

Osrerville. Cape Cod

SIX ACRE ISLAND ESTATE
The ulumate 1o privacy. - Accessed by 'd  privare
catseway with, 1,700° warer, Frontage and  direct
aciess o Nantucker Sound. Includes gracious 11

rorim, min residence, staff aparement with kivchen &
speciacular warer views plus deepwater mwnni. p
8

ier
& tennis court, Nosul aM

IVigion

1

1 Cgunduit, Maine
PERKINS COVE. . "CHANNING HALL™
Bezutiful ‘Geargian Manor House plus puest house
on B acres n historic Ogutgine within -sho
walking “distance of harbor & beaches: Beauriful
sty ‘&l:.tilill'g with formya) g;;n]nn & walkw1}11 are
patig & mare. Offered fully & rasefully furmished
for immedrare occupanty’ £37%.000
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FROM THE EDITOR

This, the second issue of Artists in Maine,
is very special for a number of reasons.
We've grown, enlarged our scope, and
sharpened our focus, We've leamned a lot
and found we'll have to keep on learning.
And we remain amazed at the creative
exuberence of Maine's unique artistic
COTMMUNILY,

A preliminary perusal should make
clear that AM’s look has also evolved from
our first number, This falllwinter issue is
denser and more organically articulared
overall, with illustrations thae not only
amplify our articles but are themselves ac-
complished visual statements. Our color
strives to be worthy of the rich spectrum
of visual arts in Maine, And our editorial
approach is more multidimensional, rang-
ing from short news item to photo essay,
direct interview, and in-depth evaluation.
Above all, we are here to put carefully
researched information and thoughtfully
considered commentary before a reader-
ship ready for more than it's been
accustomed to in this field.

Cur rask is a challenge because of the
combinarion of quality and diversity
chamcteristic of Maine art. Lionello
Venturi, a founding facher of art criticism,

never lived in Maine, But he offered a
definition of quality that is relevent here,
After leaving ltaly in the 1930s because
he refused to sign an cath of lovalty o
Mussolini's Fascist regime, Venturi de-
livered an important series of lectures

at Johns Hopkins University, and in one
of these lectures he stated,

Artistic judgement. . . its absolute
aspect depends upon the eternal
value of art, and its relarive aspect
depends upon the fact that eternal
value is not found excepr in the
single personalities of artists, Be-
tween the universal and the in-
dividual there is nothing that has
the value of a rule of judgement.
Mot drawing nor colour, not the
classic nor the mmantic, not the
true nor the false, not the good nor
the bad. Every truly artistic per-
sonality comprehends in itself all the
schemes, and creates them ina
special way, which consrituzes
precisely, the personaliry,

Maine has always attracted and en-
couraged artistic individuality and has
thrived on aggregare results. With the
rraditional absence of a single, command-
ing artistic center in this state, there has
never arisen a “Maine school™at most a

number of “colonies” have worked dif
ferently, simuleanecusly, here and there.
Always a blend of personalities has been
sustained by a powerful enwironmental
buackdrop. Perhaps it is that combination
of the universal and the individual iden-
tified by Venturi thar is possible here,
where self-reliance, explomtion, and ex-
pansive vision seem to be naturally
encouraged.

In the pages of this issue you, the
reader, will sample that blend of artistic
personalities with its range of cultural
backgrounds and stylistic inclinations:
collaborative Russian expatriate artists
working with a master printer from
Florida on Vinalhaven, students and
faculty from all over America living and
leaming together at Skowhegan, a native
of Detroit now working in Fort Kene, a
native of Indiana residing on Vinalhaven,
an architect practicing forty years in
Bangor, and a Bangor-bom architect in
Brunswick who began his career in Iran,
The common denominator is thar they
have lived and worked in Maine this year
and shared the possibilities of being
different.
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Wendy Kindred belongs to the eighties generation of artists in hi.um a generation
typically from everywhere, eclectic in approach, and responding to Maine as a condic
tion for workine rather than as a subject for art. Her inclusion in several recent shows
in Maine have brought her heighrened atrention this year, Doug Hubley explores the
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READERS’ REVIEWS

We are pleased and proud of the tre-
mendous response to our first issue. A few
of our readers’ comments are included
below in a section we will seek to fill
regularly with thoughtful comments
and criticism,

Congratulations on a very fine first
issue. After nineteen vears in publishing [
recently sold Clue magazine in favor of a
tulltime art career, so | have some idea of
the difficulties inherent in the mwo fields
g; your concern and | wish you all the

t.

Peter Agrafiotis, Cape Neddick

Firstly I would like to congratulate you
on AM. I'm proud to have become an ear-
ly subscriber. Opening the magazine
realised some wonderful articles about
fellow artists Abby Shahn and Alex Kartz
whom | know rather well.

| had met Alex in the seventies along
with Ada, in their New York loft, and was
familiar with his work, especially during
the early Fischbach days. The article por-
trays Alex as he truly is,

Marylin Quint-Rose, Biddefond

Let me congratulate you an one of the
liveliest and most readable art magazines |
have encountered. The layout, the color,
and the prose are all first-rate. And the
material is, of course, superb. Keep it up.

G.L. Hersey, Professor,

Department of the History of Arn,
Yale University, Mew Haven, Connecticut

Your first issue is a smash hit! You are o
be congratulated. The best of luck and
with warm regards.

Gemge Eager, Director Communications Publications
Princeton University, Princeton, Mew Jersey

Congratulations on vour latest venture,
While an art expert I'm not, Artists in
Maine certainly looks good to a layman!

Charles G. Henegar, Portland

You bear me to it! I saw the Vol. [, No.
1 and for two days have been composing
kudos to send you. | find the idea ex-
cellent and the print quality superb,
especially color repro and stock.

Layout is uneven, some very good,
others adrift in space; feature pieces, on
the whole, well chosen. Bur over all, an
impressive Vol. [, No.l, and I'll treasure it

Martin Dibmer, Casco

I looked over the magazine and 1 think
it is a good job. The only thing out of
tone was the article on the lobster people.
I think you should decide whao is to be
your readership and not try to extend
yourselves to commercial design, [ think
that you will be more successtul if you
emulate something like Art News or Arnt

in America (do not try to be Down Ease). |
have great reservations abour industrial
design.

I think you should include photography
—pethaps art films, visual arts and in-
dividuaﬁv‘[uinc artists. This magazine
would be a binding force for artists, collec-
tors, museums, and art lovers all over the
state. | once wrote to the Maine Times an
article for “"Other Voices” which they did
not use. The thrust of it was that Maine
artists, both visual and performing, do not
have a focus like Soho or New York or
Boston where there is great communica-
tion between people in the arts. They did
not agree. They said thar | just didr't
realize how important Portland was
becoming as an art center. But have they
ever been up to Carrabassett Valley or ro
Presque Isle? There is no way that many of
our artists can reach the stimulation of
Portland and the interaction of the arts as
they can in other centers on the East
Coast. This is where you could pull it
together. Your magazine could be the force
that relates what people of talent are
creating all over the stare,

Anyhow it looks great to me.

Maurine Rothschild, Greyledge, Dark Harbar

Following a recent meeting of Upcoun-
try Artists in Rangeley | was shown a copy
u?vuur Wol. 1, Nou 1 of Artsts in Maine by
my friend Joe Park. [ was deeply impressed
by the professionalism of the enrire issue
as well as the in-depth treatment of your
teatured arricles.

Kenneth K. Addicose,
Mew Vineyard, (Maine) and
Carmel-by-the-Sea, California

The first edition of Artists m Maine is
handsome and informative; the color
plates are knock-outs. [ am both honored
and pleased that you included reviews of
the Alex Katz and Old Master Drawings
catalogues in your new venture. Your ob-
jective critique of both projects is very
helpful to us and much appreciated.

Katharine |. Witson,

Direcror Bowdoin College
Museum of Arr, Brunswick

We are exceedingly happy with the
write up in AM, and have received only
enthusiastic comments on ir. The whole
magazine is handsome and elegant, as an
art magazine should be. [ think everyone
is most impressed.

Yours is the best article thar has been
written about my work, and 1 am par-
ticularly happy thar Adolph was featured
equally and that you showed how our
lives are intertwined. The quote from my
father was certainly a lovely rouch, and
did lead into the whole story. 1 did use 1o
feel overshadowed, but now it all seems
of a piece. | may be “Maine’s best kepr
secret” but [ have surely had plenty of
recognition inside the stare.

You have a lovely felicitous turn of
phrase here and there in your article thar
pleases me every time | go through it,

And you make us feel as if we have ac-
complished an awful lot, Well, it has
been a lifetime. Hopefully we will go on
accomplishing more. Adolph just heard
that Radio Shack had been working on
developing a geiger counter for the public
to buy, and they were threatened by
DOE. and so intimidated that they have
dropped the whole thing. His comment
was, “That'’s the kind of thing thar makes
me go on being an activist!”

Dahlow Ipear, Bath

Congratulations on an ourstanding
new periodical in Maine, very much
needed. | first received a complimentary
copy of Artists in Maine vesterday and was
very impressed with the high quality of
the magazine.

The articles on Dahlov Ipcar and Abby
Shahn are excellent! The photos are
wonderful, and the use of whire space
and quality paper and print outstanding,
The style established is one of quality
and subtle sophistication, and knowledge
of the arts in Maine.

I have two suggestions. You might con-
sider a “critic’s choice” column in the
future to develop the format. You could
ask a wide variety of people to be a guest
critic for an issue. Another idea is to
have an “artist’s voice” column, and let
artists write on a wide variety of topics.

Best wishes with the success of your
project, a great asset for the state.

Par Davidsom Reef, Falmouth Foreside

Thank you for sending me a copy of
AM, which I enjoyed. | thought rhe four
color cover was particularly good, and
you should exploir it even more.

Peter W Cow, Edivor
Maine Times, Topsham

The following was sent to Peter Bullock,
Hobe Sound North gallery, who passed it on
to us:

I understand 1 am responsible to you for
the issue of Artists in Maine which |
received recently. It is a splendid publica-
rinﬁ and I surely hape it does exceedingly
well.

Unfortunately, since | have reached the
tenth decade, | can no longer ger arund
to visit galleries which [ have enjoved —
and [ cannot see the display when [ do

0

But friends read me some of the
magazines | enjoy, and [ especially en-
joyed the article about Ipear and ‘i'wr
careet. Her brilliant and imaginarive
paintings are always a joy to see, and her
soft sculptures are out of this world in
their choice of calicoes. The action of
the animals, and the beauty of the whole
creature is wonderful. | hope she does
more of them sometime.

Again, thanks for putting my name on
the mailing list. [ will not be a subscriber,
unfortunately, for | cannot see.

Marie M. Knowles, Portland

L
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ART NEWS BRIEFS

ART AT THE REGENCY:
A GRAND OPENING

will soon open its doors, and

tourists, business travelers, con-
ference groups, and other guests and
visitors will be able to enjoy its elegantly
appointed ambience. Bur Sunday, January
11, from 3:00 to 7:00 p.m., is open house
for all, as Hobe Sound Galleries Norch
and our own AM magazine proudly join
Iyanough Management Corporation in
hosting a grand opening celebration that
centers on an exhibition of contemporary
Maine art.

The exhibition, to be hung throughour
the hotel's three-story central atrium and
connecting hallways, will feature Hobe
Sound's regular and guest artists. Works
shown will range from sculpture and
paintings by established Maine masters
like Bernard Langlais, William Thon, and
John Laurent, to more contemporary
absrractions by Abby Shahn and bold,
fragmented, imaginary landscapes by Gary
Buch. The opening festivities will also in-
clude musical entertainment and a holi-
day spread of traditional Yankee fare, in-
cluding eggnog, fruitcake, and mast
chestmurs,

Iyanough Management Corporation of
Hyannis, Massachusetts, has established a
policy of participating in the support and
promotion of the arts in communiries
through its inns, hotels, and recreational
facilities, As Robert Boyd of REI

Portland's Old Port Regency Hotel

Jeannie Walker, Dolphin (study for Bringing in the
Storm), 1986, pastel on paper, 24 x 30", collection of
Robert Boyd, Hyannis, Massachusets,

Thie Old Milk Street Armaory in Portland, now Old Port
Regency Hotel,
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for nothing.

Introducing the Equity Reserve
that other banks charge up to $350 for.
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Associares, Iyanough's interior planning
and design firm—larzely responsible for
carrying out this policy at the Old Port
Regency—puts it, “A hotel can be a bridge
between the community and the outside
world. We wanr all the Regency's art to be
indigenous to the area. A lot of people,
like myself, go everywhere but see
nothing. What we want to do here is to
provide a sense of the Maine experience
through examples of Maine are.”

The Old Port Regency building is a
contributing part of the Portland Warer-
front Mational Register District. It was
originally designed by Frederick Thomp-
son and builr in 1895 as an armory for the
Maine Militia (that era's version of today's
Mational Guard) in a Lare Victorian
Romanesque style. The historical aspect
of the building's exterior, which has been
preserved intact, forms the basis of a
classical and Baroque fantasia of archirec-
tural derails and marine-life motifs
bespeaking the “old port” on the interior.
In creating an environment of hospirality,
in which works by Maine artists are
play a permanent role, Boyd has orches-
trated ocean iconography and Edwardian
elegance around the novel theme of sea
creatures and mythology. In company with
decorative denizens of the deep is an
original six-by-eight-foot painting of Nep-
tune astride his dolphins, entitled Bringing
in the Storm, by Norma Jean Walker, who
comes, ironically, from landlocked Col-
omado, As a result of her work for
lyanough in New England, especially the
Old Port Regency painting, she has decid-
ed to settle in Portland.

lyvanough Management Corporation
president, Robert F Welch, is enthusiastic
about the exhibition as an opening state-
ment for the Old Port Regency. “We want
to accommodate the needs of the present
in coordination with a sense of this ]‘l|.'.'ICL"
and of irs past—irs history, traditions, and
culture. Art is an important part of
Maine's past, and of its future. And we
want to be a part of that furure”

THE PSAS NEW HERO. ..

he new president of the century-

old Portland School of Art, Peter

deCourcy Her, is at once a
dreamer and a practical man, just as a rrue
hero should be. And he revealed himself
as such from the outser, as when in his
inaugural address, delivered at the school
last September, he said, “There are
distinet and measurable regional trends
at work—demographic, economic, tech-
nological—which, collectively, will strong-
ly influence this institution. Our task, as [
see it is to use these powerful forces,
much as a ship might use the wind, to

move into the next century, to realize
the school's full potential”

Like Jason at the helm of the Argo,
Hero seeks to deliver his institurion
through changing social waters into a new
era. He proposes a journey beginning with
heightening the school's relevency and
COMIMUNItY TeSPONSiveness, in tum
achieving increased visibility, credibiliry,
and public support for the school, allow-
ing it to improve, expand, and play an
increasing mole in the area’s growing arts
community—a voyage to rival the
Odyssey. And Perer Hero has embarked
well-equipped.

Pater deCourcy Hero. Photo, Francis J. DiFalco,
Brunswick, Maine.

Hero, a native of Washington DUC., has
a stellar mixture of professional credentials
in marketing, financial management,
administration, and art hihmr':.'. He
graduated from Williams College and
holds a Masters in Business Administra-
tion from Stanford University and a
Master of Arts degree from the Williams
College Graduate Program in Art History,
where he was a Kress Foundarion Fellow.
He has worked as account supervisor at
Benton and Bowles Advertising agency in
Mew York City; marketing manager of
Spice Island, Inc., San Francisco; and
assistant director of the Clark Art In-
stitute in Massachusetts. He comes o
Portland, Maine, from Salem, Oregon,
after eleven years as executive director of
that state’s arts commission, during which
time he dramatically elevated the commis-
sion's programming scope, fiscal activity,
and stare appropriations. He has been a
frequent consultant and speaker o
oranizations across the country in the
areas of economics and the arts, cultural
development, and nonprofit onganization

management, He has also written exten-
sively on a mnge of topics, from an article
on direct mail promorion and sales of
limited edition prines for Marketing the
Arts (University of Southemn California,
1978), to the catalog for an exhibition of
French Beaus-Arts painters entitled The
Elegant Academics (The Clark Arrt In-
stitute, 1975), and was managing editor
and publisher of Oregom Art News.

Among the herculean tasks Hero has
shouldered are the creation of a Masters
in Fine Arts degree program, planned to
begin in 1988 and omzanized as a sequence
of intensive consecutive summer sessions
—following the tradition of Skowhepgan,
Haystack, and Rockport; upscaled exhibi-
tion, public lecture, and performing arts
programs to help make the Baxrer
Building a cultural center for the Portland
community; facilities development for
dormitories and a student center, to pro-
vide the school with a sense of “campus
life"; the acquisition of high-tech art
media capabilities like compurter and laser
graphics; the initiation of a Portland
School of Art design service for local
nonprofit organizations; and the enlarge-
ment of the school’s role in the planning
and encouragement of public art in
Portland. Signaling Hero's commitment
and sense of immediacy regarding these
goals, his inauguration was embedded in a
weekend of activities which included a
lunch conference on corporate support for
the arts and a regional conference co-
sponsored by the Maine Arrs Commission
entitled “Art in Public Places” To Hero,
the weekend was a triumph. “1 was
gratified by the tremendous response to
the programs. We had seventy or eighty
people at the business and art luncheon. |
think that it’s really the first time so many
people prominent in both these areas sar
down o discuss mutually important issues
together. And we're already planning
follow-ups for the event”

...AND THE BAXTER
GALLERY'S "AGGRESSION,
SUBVERSION, SEDUCTION"

n Movember, the Portland School

of Art's Baxter Gallery mounted an

exhibition provocatively entitled
“Aggression, Subversion, Seduction.” It
fearured rhe work of nine young West
German arrists—all are in their twenties
or early thirties—who have been showing
in New York galleries over the past few
years: Hans Peter Adamski, Peter
Bommels, Wemer Butemer, Peter
Chevalier, collaborators Walter Dahn
and Jiti Georg Dokoupil, Rainer Fetting,
Albert Ochlen, and Thomas Schindler

The show was accompanied by an infor-



mative caralog and an impressive lecture
program featured guest speakers Donald B.
Kuspit, Professor of Art Hiztory and
Criticism, State University of New York at
Stoney Brook, and contributing editor o
Artfortom, Art in America, and Artscribe
magazines; Jiigen Kalkbrenner, Consul
General of Mew England for the Federal
Republic of Germany; and Julia Phelps,
Lecturer in Art History, Radcliffe
Seminars, Harvard University, a specialist
i early twenrieth-century German art.

About the exhibition, Baxter Art
Gallery direcror, Sreve High, wrote, “In
the work of these artists, we see a linking
of their early twentieth-century German
predecessors’ concern for personal expres-
sion and cultural analysis, with the inter-
national concerns of Postmodemism, in
which art historical seyles are used w in-
vestigare aestheric principles such as the
origin and interpretation of creativity. In
this way, these artists are able to reunite
German painting with vanguan] contem-
P',b'['.].n artist II._ dl.,"'n.'l._"11,1[?'|}'|t"[l|':1 :H‘ILi. in s L!'u =
ing, become extremely important ex-
amples tor arrists of all countries”

Werner Butiner, Architects, 1985, oi on linen, 59 x 75",
courtesy of Metro Pictures, New York, New York.

The German artists show belongs toa
series of strong, explomative exhibitions ar
the Baxter Gallery. The series includes
“Swiss Posrers 857 a loan exhibition
oreanized by Switzerland's Ministry of
Home and Cultural Affairs, held in Oc-
tober, and an exhibition of the work of
contemporary Irish artists by the Ireland
American Arts Exchange and the
Williams College Museum of Art,
be hung this coming February, These
exhibitions reflect the gallery’s ambitious
new goals adopted earlier this year: “The
Baxter Gallery is devoted solely to the
presentation and elucidation of current
activities in contemporary art. The objec-
tive of the gallery is to bring o the people
of Maine and New England viral and
stimulating art of a regional, national,
and internarional characrer”
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A HOMER COMES HOME

Winslow Homer, Saved, 1889, slching, 23 x 337,
privaby collection

aved, a very rare etching by

Winslow Homer, was recently

sold to an unidentified Maine
collector by the O'Farrell Gallery in
Brunswick. It is one of only two imprnes-
sions from the firse plate known to exist;
the other is in the Walker Art Museum at
Bowdoin College. This impression of
Saved came from a private New
England collection.

Saved was based on the painting, The
Life Line (Philadelphia Museum of Art),
which Homer did in 1884. The etching
itself was done in 1889 and, although it
is similar, there are a number of subtle
differences: besides the images being
reversed, the rescuer sits lower in the
water, and his feet are no longer visible
He also prasps the woman in both his
arms, similar to a study for The Life
Line, also an erching, done in 1883,

The emphasis is more on the figure of the
woman in both the erchings than in the
painting. The subject for the etchings and
the painting was the first imagery done

by Homer afrer his move to Prout’s Neck,
Maine, acconding to Professor Phillip
Beam, Homer scholar and Bowdoin
professor

Although very much in demand today,
Homer's erchings did not sell well during
his liferime. In fact, in a letter w his
agent in New York, Knoedler & Co.,
Homer mentioned the poor sales of prines
and suggested that his printer, C.C.

Klackner, “is waiting for me to die)” which
would, of course, have improved the value
and sales of the print. As a resulr of poor
sales, Homer gave up etching as a bad job
after 1889,

This is the second Homer etching sold
by the OYFarrell Gallery. Earlier last year
the gallery sold a print version of Eight
Bells. Both of these erchings had been on
exhibit in New York City prior to their
sale ar the O'Farrell Gallery. Ray Farrell,
director of the gallery, was pleased with
the sale and indicated thar inquiries abour
Saved were received from as far away as
Germany, 1t was reassuring then, that the
collecror indicared the print would remain
in Maine.

PORTLAND PUBLIC
LIBRARY INSTALLS
WORK BY LOCAL ARTIST

n July, the rrustees of the Portland
I Public Libriry commissioned a

series of abstract paintings by
Frederick Lynch of Portland. The piece,
entitled Senmmals, was hung in the
audiovisual section of the main library on
Monument Squate in late September,
where it is visible as one enters the
building.

The purchase was cnabled by funds be-
queathed to the library in 1980 by Bessie
L. Whittier Chaplin and restricred o the
purchase of art for the librarg. A memorial
tor her hushand, the Carmoll 5. Cl‘mpﬁn art
fund honors him as a past president of the
library, Portland mavor, and pn‘rhaltu judf_:u
of Cumberland County, The fund is ad-
ministered by the librry's Are Accession
Committee, chaired by Trustee Diane
Volk, Ar a dedicarion on Ocrober 23 the
library formally received the fund, of
which Sentinels is the first expenditure.

Sentinels is comprised of seven figures,
each eight by two feer, in acrylic on
panel. It is one of the lamngest public in-
stallations of nonobjective paintings in
the city. However, Lynch rells us, “These
figures, called Sentmals, follow a long
rradition of symbolic guardianship found
on some of the great public buildings
throughout the world, Dewing on the

Froderick Lyneh, Senfinals, 1886, seven B x 77 pleces,
acrylic on panel. The Caroll 5. Chaplin Art Fund,
Portland Public Library



sculprural and painting programs of past
examples such as the Erechtheum in
Athens and Chartres Cathedral in France,
these paintings have been designed o
evoke, within abstmct idioms and forms, a
sense of purpose and responsibility befit-
ting the institution we call the public
library”

Mr. Lynch is a native of Massachusetrs.
He has lived and worked in Maine as a
full-time artist since 1972, and is currently
teaching at the University of Southern
Maine, His work has been shown exten-
sively in galleries and museums in this
country and in Europe. He is represented
by Barridoff Galleries,

NEW YORK GALA
KICKS OFF NEVELSON
GALLERY PROJECT

IN MAINE

n the evening of May 20th
0 ninety friends and admirers

gathered at the New York apart-
ment of Maurine and Bob Rothschild o
pay tribute to Louise Nevelson and to
celebrate her wonderful and generous gifts
to the Farnsworth Museum in Bockland,
Maine. Louise spent her childhood and
vouth in Rockland and has grear affecrion
for her home town and the museum thar
represents the highest tradition in irs
remarkable collection of American art,
The museum has been the recipient of
many of her works, both early and recent,
a fine collection of her papers and ar-
chives, and works by other artists that she
admired and collected. With her strong
support and enthusiasm, the Farmsworth is
launching a program to make possible in
the near future a special gallery devoted to
Nevelson.

All of the guests had connections with
Maine, with the museum, and were deep-
ly interested in Louise's work, The guest
list included arrists, collectors, museum
people, journalists, and playwrights, and
all felr the same warm respect for Louise.
Lillian Berliawsky, Louise's sister-in-law
Hl]kl ane l::ll- |:'“,.'T [Tt LlL'\'()lL'E] ."-l.lp]h:'-rtl._‘r:i,
came to MNew York for the party, as did
several members of the Boand of Directors
of the museurn: Barbara Lannan, Barbara
Furmian, Carol Miller, Ruth Tabenken,
and Forrester Smith. Mrs. Berliawsky is a
member of the distinguished group of peo-
ple in the ares thar make up the Farns-
worth's Council of Advisors. She, too, has
been most generous with gifts o the
museum of Louise’s works,

It was a gala evening—cockeails, dinner,
champagne—and Louise hemself looking
more glowing than ever. She revealed her
deep attachment to Maine in her quiet

.'7'
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Maurine Aaothschild, feff, and Lourse Nevelsan, right. at
Newvalson party in Mew Yook Photo, Pawlus Leeger,
Wew York,

words of unging that the Nevelson gallery
become a reality, Nevelson's long-held
dream is to have a gallery of work
overlooking the shore where she and her
family first landed upon her immigration
to the United States from Kiev, in 1905,
Marius Péladean, the director of the

Famsworth, and Maurine Rothschild, the
president of the new corporation thar was
launched just a year ago, borh undemscored
Louise's remarks wirh a plea for help from
all the Nevelson community to make her
dream come true. Development plans
have been launched under the able chair
manship of Forrester Smith of Tenants
Harbor, 4 member of the Board of Direc-
tars of the Museum,

Courtesy of Maurine

Rothschild

[slebor, Maine

PROMISING SCULPTOR
KILLED IN BELEAST

hristine Woelfle, thirty-five year
‘ old resident of Portland,

instructor ar the Portland School
of Art, and one of Maine's most talented
three-dimensional artises, died in an
automobile accident in Belfast on
Seprember 6th of this year. Christine's
wood sculprures, which often combine
glass, gilt paint, and other marerials, are
distinguished as elegant, evocarive,
abstract constructions of dmmaric
presence. Her death is an acure loss for
the Maine arts community.

Christine's background was brilliant and
diversified. Borm in Dunkirk, New York,
daughter of Arthur William and Ruth
Godden Woelfle, she grew up in Dunkirk,
in Darien, Connecticut, and in Germany,
ILS OMNSWAINWRIOTHT ] COMMERDEI &AL DES I G'N WI'I'.:TL‘ S!'“‘ &tudi-.‘-.l At TI'IL‘ FT:‘]I'IkI.LITf Inter-

0T -7 P E-136 2 national School, She attended Mills Col-
lege in California, completed her
Bachelor of Ares ar the Maharishi Inter-
national University in lowa, and eamed




COVER PROFILE: WENDY KINDRED'S FIGURES IN SPACES

he psychological direcmess in

Wendy Kindred's painting is the

key to its strong appeal. Bypassing,
for the most part, landseape or models of
any sort as a direct source of inspiration,
Kindred instead conveys the mough-edged
emotional reality at the hearn of her work
through the most eloquent iconography:
the human face, figure, and gesture. Roun-
ding our the effect are Kindred's harsh
brushwork and coloring and a literal inter-
pretation of space within the frame.

For Wendy Kindred, the work she does
“makes everything else make sense’” We
don't have an awful lot of control over
whart happens in life, she says, and we
spend a lor of time assimilating ex-
perience. “Painting, for me, is part of that
process—the way some people are able to
make dreams give them the images they
need for understanding what otherwise
seems to be random and out of conrrol—
well, the pamtings do that for me”

Kindred, forty-eight, has taught art ar
the University of Maine ar Fort Kent
{LUMFK) for thirteen years. During that
time she has shown her work extensively
throughout the state, including at three
Maine Biennial exhibirions, and it hasn't
gone unnoticed. Edgar Allen Beem, arnt
critic for the Maine Times, has called her
“one of the most powerful image makers
in the srare”

This year, she rook part in Congress
Square Gallery's “Gallery Women” show
in Portland early last summer, in the
Maine Coast Artists' “Figures” exhibition
at Bockport in July, and in a show at Blue

?-
1%

Spilit, 1988, graphile and cofored pencil, 17 = 117,
colection of the artist

Hill's Leighton Gallery in September and
Ocrober.

Kindred is a published writer and poet,
with four children's books and numerous
other stories and poems to her credit. She
has illustrated her own writings and works
by other authors such as Leo Connellan's
Death in Lobsterland (Great Raven Press,
1978). Currently she is editor of the
UMFK publication Black Fly Review.

Kindred eamed her bachelor's and
master’s degrees in printmaking at the
University of Chicago. Extensive addi-
tional educational experience includes
life drwing studies in Vienna, in
Grenoble, and in New York where
she also studied printmaking.

Another item on Kindred's resume
deserves special arrention. From 1965
until 1969, she taught printmaking ar
the Fine Arts School in Addis Ababa,
Ethiopia, and she says that the exper-
iences she had there, art-related
and otherwise, still bear strongly on
her work.

The move o Africa, occasioned by
hushand Michael's law teaching, was
aptly timed, While the couple's twin
daughrers, Audrey and Jessica, were bomn
in Addis Ababa, the ready availability of
domestic help spared Wendy time to
teach and paint, and she was at an age
when new impressions—creative and
cultural—srrike most deeply. “So, just at
the time when, if I'd been in the States, |
could have gotten sidetracked, | gor in-

stead a carcer boost,” she says. 1 was ready

to paint steadily, exhibit regularly, and get

Celeste, 1986, pencil, 13% x 107, collection of ihe
artist

a lor of recognition for it

She credits a fellow instructor at the
Fine Arts School, an Ethiopian painter
who went by his first name of Skunder,
with a considerable but indirect effect on
her work. Her response to the locally
influential style of this popular artist was
o avoid doing anything thar resembled ir,
seeking out instead elements in the
indigenous art that he neglected. She
looked in particular to the Byzantine-
derived Ethiopian manuscripe illumina-
tion, and from the hiemrchical, geometric
division of the image practiced there, she
devised her own style of tense compart-
mentalization—a device that she is cur-
rently reacting against,

Moreover, Skunder's ralk of rruth o
one's own cultural heritage, says Kindred,
did “sort of throw me back on European
art, because | figured thar'’s where my
origins were” From the emotional ex-
pressiveness she perceived in painters like
Gova and Rembrandt, a quality she found
lacking in Echiopian art, she arrived at a
synthesis thar rrapped expressive figures in
the rigid boxes of the Erthiopian style.

Kindred developed this approach further
during the period prior to her divorce in
1968, “l was really interested in how peo-
ple get caughr in their lives, in situations,
in predicaments, and whether they're able
to move out of them, or whether they feel
caught in them and chen define
themselves by these sitvations” As a
result, tension berween desire and con-
straint infused her images, “so you had
figures that seemed 1o be solidly built into



Mar with Tulip, 1986, ol on canvas, 36 x 48"
coligction of Mary M. Connolly, Cambridge,
Massachuserts

a structure, and thar had desperate
faces—desperate to ger out.”

The kind of work she has been doing
for about five years is directly linked to
that done in Ethiopia, although again it's
an inverse connection. Desperate immo-
bility is replaced by an intermittently
weightless, dreamlike kineticism, What's
constant is a treatment of the image frame
as both a metaphor for emotional freedom
(or restraint) and, litemlly, as a space, as in
the drawing Celeste (1986), whose figure is
too tall to stand up within the frame.

The contrast between her chancters'
dumpy bulk and their fleer mobility is
extremely effective, especially given the
large scale of Kindred's paintings. In [s It
Really You? (1986), a woman slams into a
mars side like an airplane into a tree,
Even less kinetic works, like the dmoll Man
with Tidip (1986), show the same disregard
for graviry.

Kindred, who is not particularly bulky,
nevertheless calls it a personal projection,
*] grew up doing athletics and dance. And
from the time | was an adolescent on,
weight was always a problem. So | think
thar combination of physical movement
and bulk feels right to me)”

She paints in the unadomed basement
of UMFK's Honors House. She doesn't
begin from a model, although sometimes
shelll bring in objects to work from part-
way through a piece, in order to help
resolve its direction. But they are just a
means of assigning form to the mner im-
pulse. “Basically” says Kindred, “when |

start painting, there's too much going on
inside my head. I'm not that interested in
whar | seel

“When | start with a blank canvas, if a
figure starts to shape up, it shapes up a
certain way on a certain day because that's
how I'm thinking ar the time. Bur [ didn't
know it until the figure started to tell me
that.”

While this kind of visual self-revelarion
is the dynamic behind Kindred's work,
ir makes her more vulnemble o self-
consciousness than an arrist who drmws
more from objective reality might be,
Awareness that she's “painting like Wendy
Kindred" can strangle the process.
Sometimes it takes a lot of effort and
paint, “ro remind myself thar there's no
obligation to be consistent or to build
on what 1 thought T knew!

She must in effect present a blank self
to the blank canvas: “It's like, ‘Ol my
Ciod, whar do [ do with this, 've never
done this before” she says, adding thar, "1
always feel really inept when [ start”” She
compares the process to walking a tight-
rope: faith, momentum, openness to the
moment are all essenrial,

Unlike many Maine artists, Kindred
works little from the state'’s famous
scenery, at least overtly, For one thing,
she's often away during the few months
of the year that one would care to stand
amund cutdoors in Forr Kent painting.
But ultimarely it boils down o her
disregard for a "real” model. ¥ don't find

that the landscape works for me as a
source of inspiration, except that it does
affect the way | think of space and color”

*1 tried, about five years ago, to deal
with landscape Amund this same time
Kindred was coming back to representa-
tional work afrer a ten-year bout with
abstract imagery that ultimarely left her
feeling bereft of direction, "] thoughe,
‘Everybody in Maine responds to the land-
scape; | ought ro be responding. But the
trouble is that the Maine landscape
looks, to me, phony It looks like
picture postcards.”

“I grew up in Detroit, and a landscape
to me means flar space, with a lot of pave-
ment and cars, a lot of pespective,” she
laughs. “And up here | just think that
somebody's putting it on for effect” So
she returned to her native Detroit for
more landscape work, trying to identify
the scenes by which a child learns o
know the world, which for her meant
stores and parking lots,

“l was sitting behind this grocery store,
drawing this pattern of cars and backs of
stores, when this police car pulled up. He
watched me for the longest time. . . and
finally, he edged the car over o me slowly
and said, “What are you drawing?”

“And [ said, '1'm drawing Kroger's,

“And he said, "You know, there's boats
on the lake."

By Doug Hubley
Doug Hubley is a free-
lance writer and musician

who lives in South Portland.






*“VINALHAVEN SUITE"

PULLING A PROOF

bright, even, midsummer light
A flows through rows of windows

around an upper room of the
converted schoolhouse that houses the
Vinalhaven Workshop and Press. Three
long tables covered with plates, acetare
sheets, cheesecloth rags, and printmaking
tools fill much of the space. An aguatint
box (used ro prepare certain copper plates)
and a kitchen range topped wich diffusing
metal are lined up along one side. Adja-
cent, in front of a wall hung with print
proofs clipped to a string, is a world class
erching press (by American French Tool
Company) with a rotor the size of a wagon
wheel. By the entrance to the room is a
Krupp cofteemaker and accoutrements—
and a package of Orecs.

On this day, an early proof of a major
shop project is being pulled. At work at
the kitchen range, inking one of two
plates for Robert Indiana's Mother of Exiles
{the “Liberty Print)" as it's referred to in-
house), is one of the season's master
printers at the Vinalhaven Workshop,
Anthony Kirk. Helping him is Liz
Weinstein, a student from Wesleyan Col-
lege. And, ever present, is the workshop's
founder and direcror, Par Nick.

For the “Liberty Print” two plates are re-
quired to create the figure and the ground.
The latter, inked first, holds this day's
turmns in the print's development: a change
in color from roval blue to an ultramarine

Opposite: Robert Indiana and Anthony Kirk pull
a trial proof of Mother of Exiles at the
\inalhaven Workshop and Press.

This page, top to baftom:

Tony wipes surface areas of one of two copper
intaglio plates required for the print

Additional color is applied io the plate and the
ink is worked into etched grooves.

Atter the first plate is passed through the press,
the second is registered on the bed.

Bob inspects the result
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and turquoise mixture that approximates a
cerulean not at hand; and a color grada-
tion from dark to light, from top 1o bot-
tom, by lifting the ink off evenly with
squeegies. “It will bring the figure of
Liberty forward more)” Tony explains. Liz
has mixed orange and red for the flame
color of the letters. While the ground
plate is kept ready on a hot plate—where
the ink stays loose for a half hour at
most—Tony rubs quickly at the inked
figure plate on the stove, wiping extra
ink with the heel of his hand onto a
cheesecloth hanging from his bele.

Par observes from rhe back of the mom
in silence. Bob paces about gazing at the
hung proofs and the readying plates.
Smoking a cigar, he's clad in jeans and a
star-covered shirt reminiscent of a Peter
Max design, with his favorite silk scarf
tied around his head. Present as the
print’s artist, he's accompanied, as usual,
in the shop by his dog Cleon (a bowl of
water in a corner is a fixture) who wears a
tricolor streamer thar doubles as a leash,
Cleon gazes and paces around too, but
remains knowledgeably unobrrusive,

“Well, I think we're probably very close)”
Bob proclaims. The first plate, paper, and
felr mars thar force the ink into the
grooves are positioned on the press bed,
to be pushed through by mllers, “That's
why you can't have a 'stop action',” he
explains. “When Tony is actually rolling
the press, he has to keep going or the ink
will ridge.”

Tony tums the wheel—amazingly
noiseless—until the fist plate emerges.
The print is peeled off. Tony immediately
aligns it, “registers"it, as they say, with the
second plate on the bed by means of an
acetate sheet. On this occasion it creates
a bizarre image. Short of sheets, an old
one is reused, and so Indiana’s ubiquitous
LOVE is momentarily superimposed on
Liberty's image. “Waste not want not,'
comments Bob,

While Tony positions the second plate,
the mood is subdued. Bob, quiet and
serious, walks around the print with cross-
ed arms, examining it from all angles. The
wheel tumns again. Bob begins to pull up
the final print—and then, “It's sticking,”
Bob's words echo.

The problem is one of a myriad in-
herent in this kind of process, especially
with a complex print. “It sat on the hot
plate too long and that one spot became
sticky," Tony responds. The print pulls
free. With only one discolored patch, it's
still pinned up and evaluated. Artist and
printmaker discuss the result, “Clearly, |
got whar | wanted,” says Bob, puffing on
his cigar. Tony, usually reserved, responds,
a little flushed from the activity: “It looks
rather nice from here! “Oh no, 1 like that
very much, Tony. Its just too bad, what
happened. Yes. | think the variation from
the tap to the bottom is just beautiful.

It’s much berter. Shall we see what
Pat thinks!"

She had slipped into the adjacent
studio to keep out of the way, and to
check on the progress of Komar and
Melamid. Par looks up and is struck by
the newest change: “Oh, say, 1 like the
background from dark to light. And the
change in the blue—it almost becomes
transparent.” “Just like in the ait] Tony
coos, with a wink.

Much work still lies ahead before the
plate can be steel-faced and editioning
begun. The registration must be per-
fected—a gradual process, because of the
problems of dealing with stretched damp
papers—and more color and gradation ex-
periments must be made. But a first step
in the creation of a final print
is accomplished. Everyone, exhausted,
breaks for lunch.



The intaglio shop af the Vinalhaven Press
Rober Indiana, lelt; student Elizabeth
Weinstain, right; master printer Anthony Kirk

at the wheel, center, Behind, Bob's etching
warm-up study, Amernican Dream {trial proof),
The results of previous days work on Mother of
Exiles are strung across an old blackboard on
the righL
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THE FINE ART PRESS ON VINALHAVEN

during the Vinalhaven Workshop

and Press's twelve-week session.
Mow in its second year, the shop is on its
way to becoming one of the most signifi-
cant fine art presses in the country. The
only one in Maine, it is among a group of
abourt eighteen established fine arr presses,
which reflect a variety of shop onganiza-
tions in the United States, Nevertheless,
it is unigue in its summer operation and
secluded island location. It employs an
unusual combination of visiting master
printers, artists, and students-in-residence.
And it is phenomenal for the success, in
terms of the level of talent and profes-
sional attention, that it has artracted in so
short a time,

The Tradition of the Fine Art Print
Because it creates multiple editions

rather than singular works of art, print-
making historically has been viewed as a
popularized art form. However, engulfing
techniques from woodeut to intaglio
(engraving, mezzotint, and aquatint, etc.),
lithography, and serigraphy (silkscreen
printing), it has a long tradition in the
fine arts. Masters like Albrecht Diirer in
sixteenth-century Germany, Rembrandt
van Rijn in seventeenth-century Holland,
William Hogarth in eighteenth-century
England, and Winslow Homer in
nineteenth-century America, chose,
for at least part of their careers, to
create original works in print media. In
America, from the time of colonization,
print reproductions of European “old
masters” were widely collected and later

T he preceding describes a moming

produced and published until the develop-
ment of photography and the growth of
museums and private collections began in
the late nineteenth century. Despire a few
isolated artist-printmakers like Homer, no
art-of-the-print tradition emerged until
the 19505 and 19605, when alongside the
ascendancy of American painting (the
New York School of abstract expres-
sionism, Pop and Minimal Art, etc),
artists turned o thar “popular” art, the
print, and helped bring American print-
making into the fine art arena. Two
lithography shops, where printers obtained
master level training geared to the produc-
tion of original works, pioneered: Taryana
Grosman's Universal Limited Art Editions
on Long Island (founded in 1957) and
June Wayne's Tamarind Lithography
Workshop in Los Angeles (founded

there in 1960 but now relocated as The
Tamarind Institure ar the University of
Mew Mexico at Albuguerque). In the next
two decades, these spawned more like-
minded shops and a growing fleet of
highly skilled printmakers. The genre

of the fine art print was revitalized in
America and is still developing new
directions today. "Both Johns and
Rauschenberg are prominent among the
many artists of the 1960s whose reputa-
tions were considerably advanced by the
acquisition of their original prints by
museums and private collectors, here and

abmad” writes Clifford Ackley, Curaror of

Prints at the Boston Museum of Fine Arts
in a catalog entitled The Modern Art of the
Print: Selections from the Collection of Lais
and Michael Tonf, published by that
museurn in 1984, He adds, “Collaborative
printmaking . .. can sometimes generate
reproductive rather than original art. The
artist or the arrist'’s publisher provides a
drawing or painting that is then repro-
duced by the printer with little or no ac-
tive participation on the part of the artist.
At its best, however, collaborative print-
making makes available to the artist and
publisher a range of technical resources
and professional skills that no one artist’s
studio can contain.’ The vast possibilities
of joint creativity are indeed whar's being
explored on Vinalhaven, and the process
thar takes place there is one in which
everyone—artist, master printer, director-
publisher, studenr assistant, and interested
onlooker—learns.

How the Press Got Started

The Vinalhaven Press (as it's nick-
named) is the brainchild of Parricia Nick,
gracduate in printmaking from the Boston
Museum School of Fine Art, seasoned
museum administrator (she's served as
director of the New England Museum
Association and the Cedar Rapids Art
Museum, and director of education at the
Ringling Museum of Arr, Sarasota,
Florida), and an avid enthusiast of fine art



printmaking. She is sole founder and
director of the press. She is also a “near
native” of the little Maine coast island,
descended from its carliest settlers on
both sides, including Thadeus Carver, a
Vinalhaven pioneer. Both parents were
raised there, and their pictures are in the
1919 and 1922 issues of the Vinalhaven
High School yearbook, imnically entitled
The Exile.

Creating a professional workshop and
press had been on Pat's mind for years—
she isn't sure when she started dreaming
about it. In 1983 she rented all but one
mom of the old Washington Elementary
School (ca. 1900s) from the Veterans of
Foreign Wars, who were given it by the
town for as long as they hold their charter,
With the VFWs approval and help, Par
began an ongoing process of renovation
and restoration almost immediately.

In some ways the shop is the heir of the
Maine Printmaking Workshop, founded at
Westbrook College in 1976 under the
direction of John Muench, Freeport artist
and lithographer, and former director of
both the Portland School of Art and
Rhode Island School of Design. The
Maine Printmaking Workshop held
classes and—its particular contribution—
open workshops that allowed artists, print
makers, and students, together to leamn
and work at minimum cost. Bur by 1984,
many of the people who originally com-
mitted to the project moved on to other
professional opportunities, and inrerest
waned.

“I just happened to walk in at the most
propitious moment,” Pat says. She essen-
tially purchased the college workshop—
tables, a couple of small presses, tools,
etc—and reconstructed it on Vinal-
haven. “Then, as soon as | got the stuff
set up, | realized [ just had the beginnings
of what [ really wanted: state-of-the-art
equipment to do fine art publishing. The
equipment | had was geared ro reaching
printmaking, a very different thing. So |
started to acquire other items, like our two
big presses, piece by piece!”

The Vinalhaven workshop's first year
was a hybrid experiment. Student
workshops and seminars covering intro-
ductory printmaking and various tech-
niques were held; advanced printmakers
applied to use the equipment and ohserve
master printers at work (a sort of print-
maker's vemsion of Skowhegan); and
master printers collaborated with visiting
artists to produce original, limited-edition
fine art prints. Pat spent the winter of
1984 in New York interviewing artists and
printers, following leads supgested by
friends like Carolyn Brady and Maurice
Sanchesz, to find the best artists and
master printers obrainable, Master printers
in attendance last vear were William
Haberman (from Albuquerque, New Mex-
ico), Maurice Payne (from Great Brirain),
Orlando Condeso, a Peruvian printer
working in New York, and Chiris Ericksen
and Kathleen Caraccio, borh from New
York, Visiting artists were Peter Bodner,
from Champaign, inois, New Yorkers

Patricia Mick in the Vinalhaven Press curatorial
room with par of this season's production, On
panels: woodcuts by artist Charles Hewitt (with
master printer Anthony Kirk), Clocker’s Fancy in
color fleff} and in gray (rightl. Against window:
lithograph (leff) and etching (right) by Joan
Tharn and solt-ground etching by Mel Bochner
fcentar),
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shington Elementary School, later the home
nv:am 'l.l'?nalhaven VFW and now the 'l.ﬁnalll'laven
Press. In front, some members of this year's
“class,” from left: Aleksandr Melamid, Pat Nick,
Vitaly Komar, Barbara McGill Balfour, Robert
Indiana (with hat), Maria Arcond, Anthony Kirk,
Elizabeth Weinstein, George Bartko, Julio
Juristo, and Randy Hemminghaus,

Joan Thome and Mel Bochner, and
Vinalhaven residents Carolyn Brady and
Robert Indiana, Aquatints, erchings,
monotypes, and lithographs were pro-
duced in editions published by the
Vinalhaven Press, in some cases co-
published with an artist's or printer's
gallery.

This season, Pat decided 1o focus ex-
clusively on producing and publishing in-
novative collaborative projects. A par-
ticular shop identity reflecting the
cutting-edge interests of Par herself is
emerging, emphasizing joint and mulri-
party participation in the creative process,
and having a marked international flavor.
In addition ro master printers Anthony
Kirk (from Edinborough, Scotland, now
working in New York) and Julio Juristo
(Brooklyn born, now working in Tampa,
Florida), and arrists Indiana and Komar
and Melamid (see the following), are
master printers Condeso and Sylvia Roth
from South Nyack, New York: and
Manhatran artists Susan Crile, John
Beerman, Robert S. Zakenitch, and
Charles Hewitt (who grew up in Lewiston
Maine). Shop assistant George Bartko, a
painter and printmaker reaching ar Sr.
Louis Community College in Missouri,
fled from communist Hungary ro the
United States with his family when the
Soviet troops crushed the 1956 revolution
there, Students still attend, for college
credit if desired~this year Wesleyan
University in Middletown, Connecticur,

and Concondia University in Monrreal,
Canada were represented--bur rthe first
year's workshops and seminars were re-
placed by hands-on leaming achieved by
assisting the master printers.

Much of the success of the Vinalhaven
Press clearly stems from its environment.
The converted schoolhouse, overlooking
Carver's Pond on the north and an
ancient cemerery on the west, is bright
and airy, wirh roomy, high-ceilinged
workspaces, yet modest and messv—a kind
of Maine coast version of a Soho loft.
Each day long hours are spent there, and
its windows are often lit until midnight
and into the wee hours. Artistic interac-
tion is enhanced by the fact that most of
the artists, printers, and students live, ear,
and work together, and genenally help
each other out—holding a coveted place
in the car line for the Rockland ferry is
often a group effort. Of the eight to ten
participants in the shop present at any
one time, Pat houses four or five in her
own home, and arranges for others in
another house,

Then, there is the island. Remore,
small-scale, and small-town, with a roral
of three dry restaurants and no cafes, it
presents few diversions. Imbued with
barren beauty, based on sea culrure, and
enclosed by the coast, Vinalhaven, Par
believes, is “absolutely the best place for

us oy e

Wiorks by thirteen artists were the subject
of a fearured exhibition, “The Vinalhaven
Press,” at the Povtland Museum of A,
which van from Seprember 20 through
November 30 this vear



The Vinalhaven Press lithography shop: here,
Vitaly Komar {leff) and Aleksandr Melamid
fcenter), artists; and Randy Hemminghaus,
printer, George Bartko, assistant, and Julio
Juristo, mastar printer {leff fo right on right) take
partin . ..

blend of creative personalities this
A B past season were two Russian ex-
patriates, now working in New York, Mot
only do Vitaly Komar and Aleksandr
Melamid possess impressive international
artistic credentials, they have a unique—at
least in this country—working method:
they collaborate on, cocreate, and cosign
all their works.

Both bom in Moscow, they met while
students at the Stroganov Institute for Art
and Design in thar city. Perhaps they were
thrown together by their common curiosi-
ty, philosophical viewpoint, and eclectic
artistic interests in an environment un-
conducive 1o these things. Komar and
Melamid's first collaborative shows were ar
The Moscow Institute for Art and Design
{1965}, then in 1967 at The Blue Bird
Cafe in that same city. Deflecting more
and more from Sovier artistic procedures,
in 1974 they participated in an outdoor
exhibition in Belijaevo that was bulldozed
by the police, an event enjoved by the in-
temational press.

Komar and Melamid met New York
conceptual artist Douglas Davis who was
visiting Moscow while writing an art col-
umn for Newsweek. In 1975 the three col-
laborared on a few pieces. The following
year, Melamid's cousin, Alex Galdfarh,
who was already in the United States,
contacted Davis in New York in hopes of
promoting the artists’ work and ex-
pediting their passage out of Russia. In
turn, Davis directed Goldfark to Ron
Feldman who was interested and planned

A mong the Vinalhaven Workshop's

a show of Komar and Melamid's works
that had been squirreled out of Moscow,
at his Scho gallery. Even though the Rus-
sian artists were then relatively unknown
in this country, that and a second show
held ar the same gallery in 1977, "were
enormously successful,” recalls Feldman,
whose gallery now handles their work,
Meanwhile, first one and then the other
emmigrated to Israel, and then to the
United States under special status as
ATTisLs,

Their list of exhibitions is extensive, in-
cluding joint “solo” shows at the Museum
of Conremporary Art, Chicago (perfor-
mance piece, 1981), The Museum of
Medern Arr, Oxford, England (1985), and
the Musée des arts décoratifs, Paris, France
{1985). Earlier this year they were commis-
sioned by The Hague to create a public
outdoor sculprure, and their resulting
tribute to legal prostitution in that coun-
try was widely acclaimed,

In Vinalhaven Komar and Melamid col-
laborated with Julio Juristo, master printer,
who has worked with arrists like Shusaku
Armkawa, John Chamberlain, Louise
Mevelson, and Robert Rauschenberg,
Juristo trained at the prestigious Tamarind
Institute, founded and directs his own fine
art press, Topaz Editions in Tampa, and is
also an established sculptor, His reaction
to the experience: "It was an honor to
work with Komar and Melamid. They are
a class act!

AM was on hand to observe Komar and
Melamid ar work and conducted the
following interview:

AM: There are a number of different
prings cut up and marked up
avound the shop—om the flooy, o
the walls, and on the tables, What
kind of pieces are we looking at?
We're working with images of
Leo Tolstoy, and we brought
trom Russia these pictures of
him ar different ages in his
lifetime. We want to juxtapose
his image and the image
behind him, We imagine this
image like a big book. It's not a
real book, but the image of a
book, this volume of him and
somerhing beside him—not his
text but the image which is
related to him and his life and
his work.

AM: And so how did you approach
thae? Whart are the other things
involved!

We're now touching on the dif-
ferent problems of ours and his
life, You know that's always the
problem when you have
somebody, some real hero in
your art, you should understand
how this hero is you, how we
relate to those things, what are
his images and what are our
images, and of course
everything gets mixed up in
this, Nobody knows who is he
and who is we, I'm sure that
not very many people in the
United States know how
Tolstowy looked when he was

Alexi:

Alexi:
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... the collaborative process,

AM:
Alexi:

Alexi:

young, for example, Maybe it's
not him, maybe it's our
illusion,

Wizs he a very mysterious figure?
Evervbody who lives sometimes
is mysterious. Yes, as every Rus-
slan genius Is very mysterious,
especially in the West. Thart's
why here in the West we want
to play with Russian images,
and sometimes it's a complete
lie about what's happened, but
we created our own Russia, let's
say, our own world. 1 don't
know, maybe it's a very truthful
image. We don't care about the
rruthfulness of this image; we
care only about, you know, how
to create this world of our
past—the big world, its own
heroes, its own failures, its own
sins, and its own virtues. That's
a very terrific idea for a prob-
lem in our art. Just step by step
we're doing this big world.
Whar art movement is this
most closely relared to?

We started as pure painters,
then we switched to concep-
tualism, We didn't know what
conceptualism was about
because we were in Russia and
we developed on our own. Now
we're between conceptual art
and real painting. We try o
mix everything—to be not one-
way artists, or two-ways artists,
but to be as diverse, as com-

AM:

Alexi:

AM:

Alexi:

plicared as the world around us.
To me it seems very unusual for
two artists to work together as
you do.

[ can tell you that for me it's
very unusual too, [t's unusual
for the whole world. But we
know some good artists wha
work together, even in the
Western world, like Gilberr and
Geomge in England—very suc-
cessful, very good artists. And
we know some good artists who
work together in Russia,

So, whae do two artists working
together bring to a piece that's
something different from one? Is a
dimension being added?

Yes. But it's very important that
we started to do it in Russia,
because we wanted o be very
individual, and it sounds
paradoxical. But to be in-
dividual means to correlate
your individmllit}' to somebody
else. If you're on a deserted
island for whole life, you're not
individual because you don't
know what individuality is
about. You have to compare
who you are only to somebody
else. You can't compare yourself
with nature or with God. It's
oo big for you, you lose
yourself. But we are ninety-nine
percent as everybody else, and
only one percent is ours, is our
individuality. And ro under

AM:
Alexi:

AM:

Alexi:

stand this particular one per-
cent you should be constantly
in touch with somebody.

Or maybe with more than one?
Oh sure, it's not tiecessarily
one. That is a problem of art.
Because being an artist is to
connect yourself with millions
of individualities, of artists
before vou and amound YOLL
You're in a sea of art, you're just
splashing around, and vou're
one of the artists, Leonardo da
Vinei; Picasso, Leo Tolstoy, and
you. It sounds very great, but
that's the fate of every artist.
Thar's why always artists have
played with other individ-
ualities, all comparing, all
touching the others’ brains,
let’s say.

So, with these pieces in the shop,
who did what?

Oh we know, but it doesn't
matter, because eventually we'll
get mixed up with rhis
together,

And you're working with a lot of
elements: found objects, ma
way—the photographic images—
and these become prints thar you
mark on, cut wp, and draw over
And you have what Julio can do
with the prints by varying colors
and temes, for example. The three
of you are actually working
together.



Allexi:

AM:

Alexi:

AM:
Alexi:

AM:

Alexi:

AM:

Vitaly:

It's our first experience in work-
ing on real print. And it's very
helpful to us because we'ne
discovering. It's like you said,
it's not necessary to work as
one or two, it can be three and
four and rwenty, And Julio is
VEry great,

And you want to achieve some
kind of series! Or are these all
studies for something?

It’s studies for one series, e will
be a portfolio of seven, maybe,
but we'ne not sure how many.
But the idea is a development
that's one, two, three, like a
book, it always involves in-
trigue. [t's like a plot, you know,
like a novel.

And wsing wonds as well,

Oh yes, on that one there's
Russian. We will use Russian
words for sure, but never
English, because we were think-
ing in words mostly, especially
words together, and we're speak-
ing constantly,

So your dialog is part of the whole
process of your art,

Absolutely, The most impor-
tant thing, Not a part —the
essential part.

It's mtevesting that the two of you,
and Robert Indiana in the next
studio, are all working on national
icons —Leo Tolstoy and Lady
Liberry.

They're kind of similar, bur not

AM:

Vitaly:

AM:

Witaly:

only national idols. Leo Tolstoy
belongs to many nations, not
just one, as does the Statue of
Liberty. They belong o
everybody

But you are making this interna-
tional icon, Leo Tolstoy, your
LT,

Yes. Tolstoy, he attract us. Why?
Because he found a very in-
teresting way that is close to us.
Becauze if you notice Whar and
Peace novel, it's not limited. It's
possible to continue this novel
torever—to describe revolution,
First World War, Second World
War, war and peace, peace and
war. It's just one thing which
glues them—"and”" Peace and
war, war and peace, It's very
similar, our ideas here, because
you can just put “and” between
all of them. It's Tolstoy and bee,
Tolstoy and tree, Tolstoy and
fish, fish and Tolstoy. It goes
forever, because it's this small
thing and the great universal.
o have worked in many places
throtgghout the world. And now
you are working in a print
workshop on an island off the
coust of Maine, What are your
tmpressions heve?

[ think that the greatest point
of enjoyment in my life is when
| am lying on my bed and
reading a book and suddenly a
lietle gentle breeze—wind, a lit-

AM:
Vitaly:

AM:

Vitaly:

AM:

Vitaly:

=
=}

tle wind, comes in. And here, |
have this every day.

[s there anvthing else?

Yes of course, it remind me of
Russia, especially the north
part of Russia,

The small scale tounscape?

Yes, and the trees, forest, the
stones beside the water and the
banks, everything. | really
think it's very close, very close
to Russia,

Vitaly, you were talking the othey
day about how time changes art.
Ch yes. How time changes our
taste. That's how history,
mother history, teach us. If we
think something bad now,
aesthetically, it could be good
tomorrow, Or exactly the
opposite. We could think
something very good, it could
be bad tomormow. Everything
change. We have rried to make
very bad works, as bad as possi-
ble, but it's very difficult, Thar's
the problem. Because if we real-
ly could do very good work,
well I think it would be ab-
solutely visual, absolutely sim-
ple, understood by everybody.
That is the best art. Bur it's
very difficult to create some-
thing like that. But we try from
time to time o do bad, bur
everybody say it's grear, it's
good. That's our fortune, our
fate. Last fall we did some



Alexi:

AM:

Alexi:

WVitaly:

things which we thought
people will say, “it's bad™
something very rough, sexual
images or something very
brutal—and we thought, “well,
now we'll ger people to say
‘that'’s bad’" bur everybody ad-
mired it. That's our problem.
So, whar if you tried to do
something that's very beautiful?
Tor do something beautiful, vou
should believe in beauty. Bur
we don't believe in beaury, And
that's the problem of all moder-
nism, because modem-

ism is based in ugly things.
And it always was like this.
This was the whole idea of
maodernism, like Picasso—ah,
Picasso won his fame on the
ugliest depiction of women
ever, ir’s terrible.

Now, working with Julio, how
does your conception of time and
art relate here?

Julio is a prime level profes-
sional master. Very great level.
It's very important for us
because we never try
lithography:

We did some silkscreens in
New York, bur it's our first ex-
perience with this. Usually we
try to show time in work, be-
cause time is just only thing
which [ believe really could be
taken as a statement. For exam-
ple, we can see old picture with

AM:
Vitaly:

Alexi:

AM:

WVitaly:

old cracks, something myster-
ious appears because vamish
becomes darker. It's the
mysteriousness of time, it's an
aesthetic of rime. And that's
why we try o do many layers in
our works, or many panels.
Because if you read panels from
left to right or from right to left
you go through time, And the
problem is how to do time, how
to transport a small part of our
personal time to really universal
time. That's why we thought ro
change very old pictures of Leo
Tolstoy, last century picrures,
And Julio did big plates. And
afterward we rried 1o cover the
prints another way, to paint
over. Also each layer is a dif-
ferent coat, a different style,
and step by step your eyes go
differently from first layer to
last, from last o first.

And you have no problem m
working with different styles?
Well, that is the nature of our
life.

Everybody's nature, We dis-
covered thar thar is the only
natural way to work,

So you're talking abowr artistic
freedom, to mix things wp, com-
bime things, change styles.

Yes, Wie've no choice, 1 think. If
vou make choice once in your
life, you're in prison. If you
make choice each day, it's

Komar and Melamid, impressions from Peace |,
Tour diptych series, 1986, lithography with
photolithography and chine colle en Rives BFK
paper, 36 x 24", edition of 12, Julio Juristo,
Barbara McGill Ballour, and Randy
Hemminghaus. printers,

freedom of choice. You can, of
course, go back to what was
yesterday, or choose something
new, or something from your
past. [t's important to us, of
course, because we come from
Russia, we can appreciate
freedom really a lictle bit more
than American people, | think,
Because if you have 2 lot of
chickens, you can’t understand
people who have no chickens
each day. American artists have
possibility of freedom. And it's
not a problem of art marker.
For example, Pollock. He repeat
drips all his life. Not because
market big thing. He was rich
enough to change his style, It
was psychological problem. He
couldn't change his style
because people considered him
a drip master. We know early
work of Pollock, and he chang-
ed a lot. And | also emember
somebody who spoke with
Kandinsky's wife. She rold him
about last days of Kandinsky.
He dreamed to depict a blue
homse, just a simple horse, blue
horse. But he couldn't do it in
his last days, because he was a
“pioneer of abstraction” He
couldn't give himself the small
freedom.
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AN ARTIST IS AN ARTIST

I celebrate myself, and sing myself,
And what 1 assume you shall assume,

For every atom belonging to me as good belongs to you.
Walt Whirman, “Song of Myself]’ Leaves of Grass

I am an American pamter of signs charting the course
I would be a peaple’s painter as well as a painter's painter.

Robert Indiana

artist Robert Indiana moved from

Manhatran to remote Vinalhaven
Island off the Maine coast, somewhar as
Walt Whitman, ar the age of fifty-four in
1873, severed his ties with his narive New
York and retired to the unlovely city of
Camden, New Jersey. The American
“painter of signs” recalls somerhing of the
“bard of democracy” too in his vivid per-
sona, take-it-or-leave-it lifestyle, profound
comprehension of American chamcter,
uncanny talent for connecting people,
events, and things, and relentless iden-
tification of self with all.

Ih 1978, at the age of fifty, American

In a sense, Robert Indiana prophesized

his move to Vinalhaven in the lace sixties:

“Not wishing to unsettle the shades of
Homer, Eakins, Ryder, Sheeler, Hopper,
Marin, et al., [ propose to be an
American painter, not an internationalise
speaking some glib Esperanto; possibly |
intend o be a Yankee!" Like Pat Nick, In-
diana understands the ironic appeal of
this quintessentially Yankee locality as a
setting for making art. And, except for
brief trips o Rockland, the nearesr
mainland town, he leaves the island only
on rane occasions, like the opening of his
first one-man show in four vears, ar the
O'Farrell Gallery in Brunswick last July,
Referring to the island’s granire base and
the quarries thar once consumed ir,
Indiana calls himself Vinalhaven's “rock-
hound exile!”

Still, he's really not a recluse. He's prob-
ably one of the most publicized artists in

Maine, as an accumulating mass of
materials in his library thar relate to this
third "geogmphic chapter” indicate (the
first chapter being his twenty-five vears in
Indiana; the second, his twenry-five years
in Manhattan). Perhaps partly because he
has not featured in New York or other ur-
ban art centers in recent years, and partly
because his colorful appearnce and abode
are sharp outcroppings amidst the Puritan
plain style around him, an assortment of
articles and interviews carried by the local
press in Indiana (which keeps tabs on its
home state hero) and in Maine have
betrayed a preoccupation with Robert
Indiana, the personality, over Bobert
Indiana, the artist. Opening lines describ-
ing the hour-long ferry ride to the island,
and “haunted house” tours of the former
Odd Fellows Lodge in which he lives,
have become cliches that intensify an im-
pression of isolation and oddity in In-
diana’s world. Sometimes he encourages
these impressions himself, providing a lie-
tle hyperbole for the writer, a little “ham”
for the photographer. And so the man is
surrounded with myths that lost track of
the artist. In faimess, all accounts refer, ar
greater or lesser length, ro Indiana’s prom-
inent role within the Pop At movement
and his achievements during the 1960s.
Indeed, his contribution is impressive.
Probably the most penermating evalua-
tion of thar contribution is a catalog en-
titled Robert Indiana thar accompanied an
exhibition of the same title arganized by
the Institure of Contemporary Art at the
University of Pennsylvania in 1968, It in-

cludes an essay by Professor John W.
McCoubrey—a man who knows his
American art and its cultural
underpinnings—along with a number of
rather eloquent writings by the artist, list
of works exhibited, Indiana's own
“Autochronology!” and a massive
bibliography. In his essay McCoubrey for-
mally and themarically analyzes Indiana’s
Love paintings of the mid and late
sixties—which have since monopolized his
repuration—along with his wood
monolith sculprures of the early sixries:
American Dream, number, and other
seties; series hybrids like the painting,
Demuth American Dream No, 5 (1963, The
Art Gallery of Ontario); and a gamurt of
individual works, from his 1958 Stavrosis
(collection of the artist) to A Mother is a
Mother and A Father s a Father (1963-67,
collection of the artist), his parents’
portairs.

McCoubrey sifted through a vast
volume of commentary by and about
Indiana and his work to arrive at some in-
sights worth recounring,

I. In Indiana’s art, American cultural
artifacts and icons, as well as
words, figures, and symbaols,
carefully observed, studied, and
chmonicled, “became a mode of ex-
pression in which Indiana record-
ed his own experience.”

L. Indiana’s works are categorically
complex. They combine and
create analogies berween the
shapes and meanings of words,
figures, and images in suggestive or



Robert Indiana in his sail loft sculpture studio
overlogking Carver's Harbor, Vinalhaven
{opposite, this page. and over, loff)

ambiguous arangements:
"Indiana’s geometry either sup-
ports his lettered wonds or s, in
itself, part of his semiotic
language. He searches for right for-
mal decisions as they affect the
messages he wishes to convey”

3. Indiana’s achievement is not a
matter of a contribution to a
trend: “His concerns are greater
than those of the Pop artists,
whose commitment is to the pre-
sent;” and "the impact of his
blazonry challenges the hermeric
and self-absorbed direction of
avant-garde painting in America”

Imbued with the history of the whar
district around Coenties Slip in New York
where he lived during the fifties and six-
ties, Indiana produced works thar evoke
American heroes from Melville to
Marilyn and revive the idea of artist as
observer, communicator, and conscience
of culture. By compressing events, in-
dividuals, and symbols and by telescoping
a multitude of ideas together in his works,
he is again akin o Whitman. In fact,
Indiana’s Year of the Meteors (1961,
Albright-Knox Art Gallery, Buffalo, New
York) is a tribute to that poet's work of the
same title, which opens, “Year of the
meteors! Brooding vear! | would bind in
'M:‘-D.l\ TELTOS Pﬂ,'ﬂ” IVE SCMTIC ¢ ?l '!.'i HIr J["L’l_l!\
and signs”’ And hind Whirman does in
that poem written in 1860, during the
time of his own meteoric rise to literary
acclaim. With liberal license, the bard
gathers references to an 1858 meteor
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shower, the 1839 execution of John
Brown, the 1860 election of Abriham
Lincaln, and orher evenrs under the um-
brella of one cosmic symbaol and one poin-
tin time, Indiana has often used the same
technique in his visual imagery. On the
other hand, @ MeCoubrey notes “Indiana
knows thar the diversity of American ex-
perience, past and present, is oo enor
mous to encompass. He has avoided the
formal danger of everextension evident in
Whitman's verbal sprawl, bur taken
together his allusive paintings stand for an
exhaustive range of cultures with which
he so deeply identifies. He is an
American painter of signs. He is also a
people’s painter, and he s their lustory
painter.”

So, what of Indiana in the cighties—
what is the latest chaprer of his life, the
one that rakes place on Vinalhaven,
about? First, it is abour immesing oneselt
in a place and its culture, as he did in the
Midwest and Manhattan, In 1933, after
his graduation from the Art Institute of
Chicago, he fisst came to Maine with a
scholahip o the Skowhegan School of
Art. That summer, he shared with
another student the school's fresco prize
for his mural protesting the Korean War,
since destroved by fire. He also Jid grave
rubbings in local cemeteries, trnsferring
the foreotten names and memorial im-
apery on the stone slabs to paper, Then,
in 1969, as a member of the school's

bourd of govermnors, he mer photographer
Elior Elisofon, a summer resident of
Vinalhaven, and began visiting the
island. Throush Elisofon, Indiana was
able to purchase his first piece of
property—t he abandoned, endangered
Star of Hope Lodge, which the local Odd
Fellows Society had constructed wich full
Vietorian regalia around 1880, In an arti-
cle abour the lodee by Marius Péladeau
thar appeared in Histore Preservation last
February, Indiana recalls his first glimpse
of the place: "On my way to carch the
ferry, | saw the old lodee towering over
Main Streer. | was seruck by ies desolare
ver majestic appearance—right our of an
Edward Hopper painting!”

A relic of signs, symbols, and rituals,
the ample Srar of Hope Lodpe has been
preservied in some areas as an archive of
irself. The Oddd Fellows' plumed haes and
asink for preceremonial handwashing are
displayed in a small third floor anteroom
tor the prand ballroom, where original
fearures such as symbolic wall and ceiling
paimtings, :II'IJ Cq“fll.:'r'iL'h Tl'lq“' CONCE CROmATY-
ed four officers’ thrones, remain intacr.
Appropriately, the lodee now also houses
an enviable archive of American Art and
Americana—Indiana’s vast records of his
lite and his arr; his collections of his own
works and those of his friends; peers; and
mentors; and materials relating to an
assorrment of objects in American
culrume,

Indiana has involved himself with the
sland in other wavs. He has a Vinalhaven

collection that includes paintings and
photographs by the islard’s pare-time and
permanent residents—among them Joel
Greenberg, a photographer friend from
Mew York who summers on the island and
wha has photographed Vinalhaven and
ather Indiang subjects, the Brooklyn
Bridpe and rhe Starue of Liberry, But
Fndiana emphasizes thar Vinalhaven has
never been an arr colony like Monhegan
or Moune Desert islinds. In the past, only
a handful of arcises worked briefly on
Vinalhaven, and no local pride in artistic
attention ever developed. He points out
thar Marsden Hartley, one of America's
first absemct painters, summered and
panted thewe in 1938 but no one knew
who he was and, the story poes, children
threw stones at him while e worked I‘W.
the shore.

Indiang is also something of an auchori-
ry on Vinalhaven's historic geanire in-
dustry, From the 1860s through the early
twenrieth century, quareying, cutting, and
carving activity covered the island with a
conrinual laver of rock dust. Classical
features and carved demils from the hands
of scores of immigrant sculprors and
laborers on Vinalhaven went o complete
buildings mnging from the Cincinnard
Post Office 1o the New York Customs
House and the Cathedral of St John the
Divine in New York, where Indiana had
worked as a typist in 1938, Indiana points
our that afrer “Nearly a hundred vears of
the indusery here only three granite



ﬂpposr_fn;-. right: Stonecarvers on Vinalhaven in
1906 with model capital for the New York

Customs House (pholo courtesy of Mill Race
Restaurant, Vinalhaven)

This page:

In the first floor workroom of the Star of Hope
Lodge, Bob poses with preliminary sketches,
early trial proof, and cut paper working models
for Mother of Exiles. Bahind, tems from his
Statue of Liberty collection

buildings remain, one a jaill"the lateer
stands unmarked near the rear of the Star
:"I. } i pe |_'. '\.E‘-_:k'.

Althoush moving and restoracion work
Were nme <|||i.| ENCTEY COTSUMING, space in
the lodge and in a separmre, harborfront
studio nearby, converted from an old sail
loft, together with the island's quiet
salitude, have enabled Indiana to resume
pn '-.||.|1'.|1'l'|1'\. i'l'lr.L'r'l\'L'-'l'\"-l'l:-_{ new PatTterns
with threads from his early whirlwind
career. As a statement of continuiry,
Indiana announced his arrival in Maine
with a major show, a retrospective of
works drown from his personal collection,
at the Farmnsworth Museum in Bockland in
1982,

While he's been a resident of
Vinalhaven the artist has complered rwo
COMIMISSI0ns rom |'I.'|1I native stace [|'|.'
diana; an edition of serigraphs of the
Brooklyn Bridee (19823, an object in the
landscape he had viewed from Coenties
Slip (the piers of the bridge had been cut
in Vinalhaven); and anorher series of ten
|_-|-.1|~|-.--.n.|m --;_'1':]_'.['.I['|I'~ ent i!lL'LI Il:".'l.ln!ljl. '
Avtoportraits (The Vinalhaven Suite) that
chronicle his life during the sevenries.

Linked to an earlier series of “Autopor
trait” paintings (1971-77) representing the
decade of the sixties, the "Vinalhaven
Suite” reflects key Indiana ideas: repetitive
IMEAECS, ['I'l'lllrli"lll." MR ECS, L\IC |]“;.|.!.||.' '|t'|"i;.']"._'t'|"!..
You mighe say that Indiana's ocuvee is one
litelong serial work of art. So it is not en-
rirely SUTPrising that Indiana has most
recently returned to an estranged early in-

rerest in erching.

He majored in graphics along with
painting ar the Art Institute of Chicago
from 1949 to 1953, There his graphics in-
structor was Vera Berdich, a pioneer in
rll" :.=L'|;_| 8| Il'l‘ll.," art E'-l}l_'-h'-'_:r.l‘.'l._ll'i_' :,:11111 for
years the spirit of the graphics depart-
ment. She still lives in Chicago and

remembers Indiana as a charming but very

serious student, with an exceptional talent
for erching, which “he really seemed
enjont In Chicaro in 1963, shortly after
his smash-hir premier show ar New York's
Stable Gallery, he dwopped in on Berdich's
class, which at that time was exploring
photo etching technique, using the backs
of rejected copper plates donated by Don-
nelley Printing Inc. Some of Donnelley's
plares had heen prepared for an article in
il I'I..\,ﬂil.l'l'l.ll. TR EATITNE, :lll.l.lp' |'|'|\.]|L|§'I.| IO
porated the “found image” on his—a
hopeful starler in a tacky New York
apartment—inte @ new pho ecching he
called Err. But these were Indiana's
meteoric years, during the explosion of
“Pop,” years that demanded an upscaled
pace of productivity, Silkscreen was fast,
and anyway, Indiana says, “Serigraphy
rranslared mw stuff so accurately and
faithfully thar I've become siderracked
thirey vears away from etching.”
According to Indiana, his retumn to in-
partly made possible by the
presence of the print workshop here on

raghio was

Vinalhaven!" He was an early encourager
and SUPPOTTer | f Pat Nick's Project,
Primed from working on the lodge, he
helped with the renovarion of the

schovlhouse, and did much of the interior

painting. During the workshop's fir
season, he collabomted with arrise friend
Carolyn Brady on a series of monatypes,
CHIE=T TR l':'ll"- [‘r1r1h frsm HME2es ]\.'ll]'lrl_'l_l
direetly on aluminum plates. Editions of
unigque prings entitled Evosia resulred in
which Indiana's stenciled Love is printed

over a Brady flower, in this case a mose,
sometimes in such quick succession that
the rose bled over the “Love

When this year's workshop season
began, Indiana sharpened his erching
skills by doing a quadriprych entitled
American Dream (not to be confused with
his earlier series of paintings of the same
name). It incorpomted four different in-
taglio technigques in the words “EAT
"HUG,” “DIE;" and "ERR™—a reference to,
among other things, his last etched plate
in Berdich's class some twenty-three vears
before. Bur he remained raciturm abour a
major project. “We couldn't ger anything
out of him," Pat recalls. Then one day last
Jure, entirely unannounced, Indiana ap-
peared with the design for Mather of
Exiles—almost, but not quite, in time w
be prepared for the July Fourth liberty
celebration (he reminds us that the
statue’s real birthday is the fourth of
October).

“| started working on the desipn in May,
but the idea had been germinating for
about a vear,' Indiana says. More than
likely ir has been a lot longer—Coenties
Slip is three blocks above the ferry ter-
minal for Bedloe’s {now Liberty) Island, he
and “I saw it going and coming every
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Anthony Kirk, one of the master
printers ar Vinalhaven for Mother of Ex-
iles, is from Edinbomugh, Scotland, and
trained at Winchester and Chelsea art
schools in England. He taught graphics
summers at the Pratt Institure in New
York before setting up his own fine art
press in thar city. He has worked with ar-
tists like Red Grooms, Shusaku Armkawa,
and Karl Schrag (a summer resident of
Deer Isle), so the collaborative process
wasn't new to him. But this was a complex
project with some twists to it, such as the
registration of figure and ground plates
and the need for an aquatint technique
that could create tonal contouring
wirhour the usual erched line defining
form. And there was also Indiana’s active
participation. Says Kirk, "Basically, it’s an
aquatint wirh some drypoint and scraping
for derails and it was worked as if it were a
mezzoting in some areas, Bob came in
after the design had been transferred to
the plates and worked with a burnisher to
lighten up some areas of tone!” Asked
what he thought of the piece, he said,
“Well, ir's hard to like the ‘Liberty)’
explaining that it's difficult to appreciate
the image aesthetically after the heighten-
ed commercialism and visual overexten-
sion created by this year's media blitz.

Indiana's “Liberty” refers frankly to this
commercialization. The violation of the
image in Mather of Exiles—running the
title across the figure in the manner of a
political poster and showing “Liberty”
breaking into tears—is only part of the
message. The work has a complicated

iconography. The design nor only for-
malizes Indiana’s entry into collaborative
fine art printmaking, but signals a
mellowing of his structural, hard-edge
style and recalls the sculprural monumen-
tality of his early figurative works like
Pilare, another mural Indiana did ar
Skowhegan in 1953, The evocation of
carved stone with flat tones and the
classical, monumental expression of
Maother of Exiles refer to the tradition of
monumental sculprure, from
Michelangelo's colossal David of 1501-04
to the carvings of immigrant artisans on
Vinalhaven, old photos of which are on
display in the local historical society and
in shops and restaurants throughout the
TOwWT,

Muther of Exiles also enlarges patterns in
Indiana’s lifetime ceuvre. The image is
related to his poster design for the 1967
production of Gertrude Stein's play, The
Maother of Us All, by the Center Opera
Company in New York City. The Statue
of Liberty, reduced to a bare-breasted bust-
lengrh figure, recalls Indiana'’s bare-
breasted maorther of his sixties portrait of
her, as well as the bare-breasted bust of
Marilyn in his 1967 painting, The
Metamorphosis of Norma Jean Meortenson
(collecrion of the artist), Broadly, Indiang's
image comments on the failure of
monumental fipurative sculpture in
America, from the time of Horatio
Greenough's marble sculpture of Geome
Washington, which is posed like Zeus and
bare to the waist, When it was unveiled in
1841, the much hemalded statue was

Here: Bob atop the Star of Hope Lodge.
Opposite: Blue Mother of Exiles, 1 Etchmg
and aguatint on Arches Cover paper, 36 x 247,
edition of 15, Anthony Kirk and Orlando
Condesso, printers.

denied its designared place in the rotunda
of the United States Capitol and con-
sidered something of an embarrassment.
“Heroic sculpture grates on the Puritan
nerve, Indiana says. “Liberty is a land-
mark in this sculptural tradition, a work of
art of unprecedented heroic scale. Bur
where is Frédéric Bartholdi in the annals
of artists! He has never been considered
seriously that way. Or, for that matrer,
who remembers Gurzon Borglum, the
sculptor of Mot Rushmore?”

Thus the artist of the public icon,
creatar of the people's symbaol, is engulfed
by it. And it is interesting in this context
that Indiana considers the United States'
Poseal Authoriey's issue of 333 million
Love stamps in 1967 as a vast example of
“public graphic art”

Mother of Exiles is, of course, alsa
autobiographic and represents Indiana's
projection of self onto culture. “Itis a
manifestation of love! he says, making the
connection with his own work. And the
tear? “I think that Liberty has a great deal
to cry for’

Indiand's rejection of radical seylisric
change is in line with his desire to mound
out a life's work. Like Whitman during his
Carmden vears, Indiana on Vinalhaven
still elaborates the idea he has always
believed in—the American dream. Sadly,
his concerns are somewhat out of tune
with art at this time. And, like the voice
of the grey bard, the poetry of the "peo-
ple's painter” seems more like soliloquey
than song. _—
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&&kFrom Zanzibar to Xanadu,
v there’s no other art school
.+ like Skowhegan,”? -
Red ﬁmlﬁﬂng arlist, Skowhegan, '69 and ‘79
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‘.i A 'Ieache'fﬂgoea up there is faced
- the largestgroup of talent in their

career. It's a shock formany of them.:

Many teachers go through most of their
careers never producinga.‘child’ — a
significant, good artist. At Skowhegan,
one oul of four students staygimith it andﬂ
makes a career oul of fine a he
average school it's more like one out of a
thousand.

The main reason behind the new building
program is to create more individual,
private sludios. Skowhegan provides
training to be alone. The artist's
aloneness can be a destructive
g:annmnnun. or at least a very serious
rdie to his art.
Sidney Simon, tounder and lormer
director

Anyone who wanis lo come here and be
alone, this is the wrong place for them.
Your work is always in front of other
artists.

Bart Gulley, Skowhegan 1986

The weekly one-on-one with resident artists:
here "hard core” painter Peter Saul with
student Sharon Fishel of Mew York City during
Skowhegan's 1986 session. Insets: Saul talks
with Ester Schooler of Syracuse, New Yori,
about the progress of her work.
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Visiling mank&nmlhr: queen of

Ameritan xpressionism, directs

Johnny Swingh York City and Jean,
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Student Amy Podmare of Davis, Calitornia,

. takes advamtage of a sunny afternoon in the

" sculpture yard, Insets, lop: Marrin Robinson of
&L Louis, Missouri, develops a three-
dimensional mMaﬂch.m‘hur stifdio, one of a

. row ol open-ended cubicles allachnd toa

. converted chicken coop; boffom: sludentn

~read mail near the regr wali of the lower ~
painting sheds, on :&- new work is hung
out-to dry. e - -
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Portland Regency
In the Old Port

20 Milk Streset, Portland, ME 04100
207/ TT4-4200




NOW FEATURING ...

® Uncle Larry’s almost new, 30 year old, Series 7
watercolor brushes

and
® Buy 10 yards and save
(54" Polish linen.......... s et R SE0 0
[y AP (o] ) (PR ot el 0 i )

SEND FOR OUR FREE CATALOGUE

SUPPLY

Est. 1985

131 Spring Street, Portland, Maine 04102
8-5.30 6 days

December 4 - January 11, Jill Hay

January 15 - March 1, George Van Hook
Opening Reception, Thursday January 15, 5:30 - 8:00 P.M.
Gallery Talk, Saturday January 17, 2:00 P.M.

March 5 - March 29, Phil Paratore

Dinosaur Portfolio
Opening Reception, Thursday March 5, 5:30 - 8:00 P.M.
Gallery Talk, Saturday March 7, 2:00 PM.

Congress Square Gallery

Gallery Hours 594 Congrass Street
Monday-Saturday Portland, Maine 04101
10 AM-6 PM Phone 207-774-33469

comtinued from pg. 15

Portland Association of Galleries and
Museumns was formalized last April. It's a
major step for a city that has seen other
unsuccessful attempts to unify its galleries
under one organization, In the past, there
seemed to be a fear that there were
already too many galleries, in this city of
less than 70,000, for each to be successtul.
MNow, however, an unmistakable feeling of
collective professional pride—a sense of “e
pluribus unum™among the city’s galleries
exists, and this feeling is expressed en-
thusiastically by PAGM founder and
spokesman, Philip Stein.

“The galleries began to realize thar they
aren’t in competition with one another,’
says Stein. “They dor't all carry the same
types of work. In New York Cirty there are
rwenty galleries to a block; here we're talk-
ing about a rotal of fourteen. We're all
working together now. New England has
always had a tradition of good art, but
now Portland, Maine, could become the
most important regional art center in the
United States”

Stein, owner of the Stein Glass Gallery,
explains, “In order to be taken seriously as
galleries, a viable group was needed. We
want to make sure people realize that
galleries bring a lot of peripheral business
into the city. These people stay at cur
hotels and eat at our best restaurants. |
have clients that spend $2,000 in this ciry
in two days, and that's outside the gallery”

One of the association’s first projects
was a new brochure-sized guide to
Fortland's galleries and museums, pub-
lished in July. PAGM sponsored Portland’s
first major cooperative art show in
November at Thomas Moser Cabinet-
makers. Entitled “Premier” it featured
works from eleven galleries and two
museums that are association members.
Gallery weekends are also being planned,
designed to increase public awareness of
the arts. “They'll be very special events”
Stein says. “WEll be promoting these
weekends throughout the media, coor-
dinaring them with special exhibitions,
playing videotapes, having lectures on
topics like *how to start a collection’ and
‘what to add to your collection’, and spon-
soring artists so they can be present!”

Among the association’s major goals is
to help give Portland’s art community a
new image and to help make Portland a
major art center in the northeast. “For
some reason, corporations and serious col-
lectors think thar if they go to New York
or Boston they'll get better art)” Stein
says. “But instead, they may get ripped off.
There's nothing you can get there that
you can't get here. And in Portland your
car will still be there when you get back.
You'll pay less money for art here, but



more importantly, the gallery owners will
know your name. You'll be treated as a
friend rather than just a customer. The
owners here will be sure to learn what
you like!”

Other association officers are Tom
Crotry of the Frost Gully Gallery, presi-
dent; Peggy Goldman of Posters Plus, vice
president; and Georgie Fein of Abacus,
secretary/treasurer.

The only qualification for joining the
association is thar a gallery be in opera-
tion for ar least one year. At Portland'’s
current rate of cultural growth, thar will
probably mean a significant increase in
enmollment by the time the Portland
Association of Galleries and Museums
celebrates its first anniversary in 1987,

STUDIO GLASS AT
THE STEIN GALLERY
he first, all-Maine studio glass
I exhibition, featuring works by eight
glass artists from around the state
opened ar the Stein Glass Gallery in

Portland December 1, 1986 and will run
through January 31, 1987.

Lilac Wisp, 1986, glass sculpture, 8 x 9 x 157, private
collection. By Meil Duman of Richmond, Virginia, one
of the artists represented by the Stein Gallery.

Studio glass, also known as new or con-
temporary glass, is an art movement that
has been gaining momentum over the
past several years. Contemporary glass
pieces are now found in major privare and
permanent museum collections all over
the world, and a landmark retrospective
exhibition of the work of Harvey K.
Littleton, a pioneering glass artist who
helped define the genre, was organized by
the High Museum of Art, Atlanta,
Georgia in 1985, That exhibition traveled
to the American Craft Museum in New
York, the lowa Stare University Art
Museum, and the Milwaukee Art
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CLASSIC CONNECTIONS will add
comfbort, style and excitement to your
next business trip. Instead of sitting
behind the wheel of your car, waiting in
traffic and looking for parking, you can
be chauffeured to your destination in
ane of our exceptional limousines

En|-;s',' greater productivity while you
travel. Whether you are crunching
numbers, reading a document. having
a meeting of writing a report. in transit
you can be making the most of your
business day. Our limousines are fully
equipped for business trips

BeTweeEN Two PoiNTs

The appropriate applications of our
corporate limousine service are many
husiness trips of important meetings
airline connections: entertaining a client
or traveling alone; closing a deal or
salvaging your schedule; VIP receptions
or recognition for a job well done. For
all kinds of business travel Classic
Conmections will get you there with
grace - even under pressure

Make your next business trip pay for
itself with increased productivity and
comfort. Call Classic Connections for
all the details

CCO[assiCAf”
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CONTEMPORARY ELEGANCE
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LIMOUSINE & PROFESSIONAL TRAVEL
85 Exchange S0 Suite 201 Portland, Maine 04101

1207) TT3-2768
OLD WORLD SERVICE

Norman Cookwell sez:

"““WE'RE LOOKING FOR PEOPLE
WHO LIKE TO EAT !”

Famous Eaters Schoo]
Alberta’s Restaurant

21 Pleasant Street
Portland, Maine 04101

207-774-5408

CHROMA

Artist Supply Company
& Custom Fram ing:’

26 Exchange Street, Portland ,Maine 04H101-774-3599
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.MAKEIT LAST FOREVER

e Time's Right

-
P

Diamond engagement and wedding rings from our quality

collection. From £200,

PETERSON & COMPANY

Fine Jewelers

341 Congress Street ® Intown Portland @ 774-5919

is all your art still hanging around?

art glass 1s not meant to replace your wall art, but to work with and
complement the art you now have. glass can bring your art collection off
the walls and into the room, making it more personal, functional and
exciting,
the stein gallery 15 the third largest glass gallery, and largest regonal
glass gallery in the united states, representing twenty three contempo-
rary new england artists

50, at your convenience, please come in, meet the gallery directors and be
introduced to the versatie, innovative world of contemporary glass

the stein glass gallery
20 milk street / in the old port
portiand me 04101/ (207) 772-8072

Museum in Wisconsin, before winding up
ar the Portland Museum of Art last
November

Philip Stein hopes to continue the
spirit of thar exhibition by showcasing ex-
ceptional artists who are exploring studio
glass in Maine, Among these are Bert
Weiss, a Portland glass artist who has
spent several months developing a single
large piece of slumped plate glass that is
fired with glass enamels and embedded in
granite; Chris Heilman of Westbrook,
whose work is in the permanent collec-
tions of the Portland Museum of Arr and
the Jones Gallery of Glass and Cermmics
in Sebapo, Maine, and whose new
sculptures incorporate blue, silver, and
clear crystal; Eric Hopkins from North
Haven, who will show work created while
he was in residence at the foremost studio
glass workshop in the country, the
Pilchuck School in Washington State;
and Warner Whitfield from Whitefield,
whose flowing, abstract crystal pieces
mounted on wood bases comment on
Maine's traditional bird sculprure,

Stein especially hopes that the show
will penerate interest among Maing's cor
porate collectors. An active promoter of
local business involvement in the ars, he
looks to achieve this not only through his
leadership in the Portland Association of
Galleries and Museums, but also by pro-
moting individual efforts, such as those of
store owners to work with artists and
galleries to display art along with their
merchandise in their windows, As a
result, H. Benoit and Company embarked
on a series of “window exhibitions” last
August with pieces from Stein's gallery,
and now continues with painting and
crafes displays, which will be shown
through December,

Stein and his wife, Anne Dickstein,
opened their glass gallery ar 20 Milk
Street last year after having operated a
studio and gallery in New Ipswich, New
Hampshire, for fifteen years. The Steins
note thar one of their most rewarding ex-
periences in Portland is being noticed and
patronized by people in their immediare
neighborhood, that includes, interestingly
enough, members of the construction
trades emploved on the numerous renova-
rion and reuse projects ongoing in the
Old Port area. “The construction ;u;n;\lc
really seem to appreciate what goes into
making glass art because they work with
their hands. And because its so new,
they're not intimidated, as they might be
by some other media. We made over
rwenty sales last year wo construction
tradesmen working in the area. The nice
part is that most of their purchases are
staying right here in Maine, not going to
some far-off collection.”



WHAT EVER HAPPENED
TO THE MAINE BIENNIAL?

very two years since 1976, Maine
artists have looked forward to the
lampest art exhibirion in the stare,

the Mame Biennial, The result of a two-
year juried competition open o all artists,
it had become a taditional Maine event
in a short time. Each biennial was cospon-
sored by the Maine Arts Commission
(MAC)Y and a hosting institution: the
Maine Stare Museuwm, Auousta, in 1976
Bowdoin College, Brunswick, i 1978; the
University of Southermn Maine, Gorham,
in 1980: Colly College, Warerville, in
1982 and the Portland Museum of Art in
1984, Bur in 1986, the biennial was quiet-
ly and unceremoniously cancelled

MAC had decided char, in Mies van
;|{“. Hl l!:'.r.:" L rl-x;_-.|.;rr.1 '.'.-':'-I'l.!h. "l:'hﬁ. 15
more—smaller annual shows would in-
volve more artists and hopefully atrmer
more money for visual ares exhibitions in
Maine.

“Insread of doing one bie show every
two years, savs the commuission's Visual
Art/Museum Associate Nat Bowdirch,
“we're now supporting several annual ex-
hibirions around the state. It was a deci-
sion made by the board of commissioners,
but | guess the idea had been kicking
around for a while. The feelineg was really

ore artists, representing a lamper
hical picture, and exhibiting at a
number of shows held throushout the

year, every vear, was the best way o en-
courage and idenrify new talent in the
visual ars on an ongoing basis!”
Exhibitions supported during the
1986-87 fiscal year, with funds previously
slotted for the biennial, have already in
cluded “Makers '86." the Maine Crafts
Asgociarion annueal ar the Maine Festival
last August, as well as environmental
sculptures for the same festival by Bill
Cowne (5. George) and Geonee York
(Fortland). The sculprures are sponsored
by Maine Arts Incorpomted and will be
reinstalled at New Years Portland in
January. MAC-supported exhibirions

ahead are "Drawing Toward Sculprure” ar
the Baxter Gallery of the Portland School
of Arr in April, 1987, and the Maine
Coast Artists Annual Juried Exhibition
which will open next May,

“MAC" MEANS BUSINESS

he Maine Commission for the Arts
I and Humanities recently changed
its name and became simply the

Maine Arrs Commission (MAC). Bue it’s
no nominal gesture. It signities a whole
MEW INaEe .||'|..| I.'r'lEI"]'I:I‘-IN r!'l.lr rlll." srane

arts agency has adopted as well
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“Or old name and logo didn't suit our
purposes anymore, say Dan Crocker, the
COMMISSION's Management systems
associate. “The Maine Arts Commission
has grown up! _

Begun twenty-one years ago through an
act of the Maine legislarure, the commis-
sion's primary purpose is to distribute state
and federal arts money to an assortment
of Maine nonprofit organizations, from
fine arrs shows in Porcland, for example,
to string band performances in Kennebec
County. “Who gets what” is decided by a
governor-appointed board of commis-
sioners comprised of people from all walks
of life who have an interest in the arts
policies of the State of Maine.

“The arts are a business)” says Crocker,
“and we want to reflect that idea in a
more straightforwand, business-like image
and logo, We must assume the leadership
role for arts advocacy in the state, and ler
people know we mean business)”

The commission is also in the process of
developing a new long-range plan. In

Tesponse to a requirement of the National

Endowment for the Arts (a major source
of MAC funding), that public response to
an agency’s programming be incorporated
in its future planning, MAC held public
arts programming meetings in Brunswick,
Saco, and Presque Isle during September.

The meetings clarified a need ro divide

support equally between Maine's lange
established arts organizations, like the
Portland Museum of Art, the Portland
Symphony Orchestra, and the Bangor
Symphony, and small emenging groups like
the Bangor Historical Society, the Fort
Western Museum in Augusta, and the
Mahoosuc Valley Arts Council in Bethel.

“We need w grow!" Crocker says,
“because of the overwhelming number of
applications for funding that the commis-
sion is receiving. It has become increas-
ingly apparent that MAC must take a firm
stand with the legislature if our goals are
to be met.”

“Ar the outser of our phase two, let’s
call it)" says MAC Executive Director
Alden C. Wilson, "“we are first of all a
much larger agency than we were in phase
one, due to the growth of the ans in
Maine. We're also responding to the
distinet reawakening of rraditions in our
culture of lare. It's ]-iappérnmg all over
America right now, but it's particularly
noticeable in a state lﬁ:e Maine that has
always artracted arists)

iting
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MARCEL MARCEAU
MARIAN McPARTLAND
PRESERVATION HALL JAZZ BAND
HARTFORD BALLET
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have 1n common?”

All will be appearing in the
new
CONCERT HALL
at the
MAINE CENTER FOR THE ARTS
to inaugurate
Maine’s finest cultural facility
beginning
September 20, 1986

_______________________________________ o= __

Yes! I want to know more about the University of Maine's arts & entertainment schedule for 1986-87.

Mo

Clip & mail to: Maine Center for the Arts
University of Maine
Orono, Maine 04469
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First place, Skowhegan School design competition: Robert

: i Page and Peter Millard, New Haven, Connecticut
Perspective rendening showing proposed library, 1082, courtesy of Skowhaegan School of Painting and
Sculplure, Mew York, Maw York

ARCHITECTURE IN MAINE: LESSONS ON CAMPUS

ver since Thomas Jefferson
E designed the courtyard pavilions of

the University of Virginia with *'a
variety of appearance, no two alike, so to
serve as specimens for the Architecture
lecturer” (Jefferson in a letter to William
Thornton, May 9, 1817, Library of Con-
gress), the idea that campuses could pro-
vide lessons in design as well as house
academic facilities has been a recurrent
dream of American architects and
educators. In the late nineteenth and early
twentieth centuries, projects such as
McKim, Mead and White's uptown cam-
pus for Columbia University served as in-
structive examples of how Beaux-Arts prin-
ciples could translate into compositions for
the American cityscape and gave impetus
to the City Beautiful movement. Jeffer-
gon's nation of buildings as lessons reap-
peared with a new twist in the 1930s and
19405 when masters like Frank Uloyd
Wright and Ludwig Mies van der Rohe
helped introduce modern architecture into
America with campus designs for Florida
Southern College and the lllingis Institute
of Technology, respectively. By the fifties
and sixties, older unjversities like Harvard,
Yale, and MIT became veritable museums
of medern styles when buildings by Walter
Gropius, Le Corbusier, Alvar Aalto, Eero
Saarinen, and Louis |. Kahn, among
others, were injected into predominantly
historicist contexts. The belief that the
campus is an appropriate forum for
vanguard architectural design has resulted
most recently in a set of jazzy, complex,
and controversial buildings at Princeton
University by postmodernist lion Robert
Venturi (Lewis Thomas Laboratory [19886],
Gordon Wu Hall [1983], and a new social
science building in the design stage). But
aggressively individualist new structures
on American campuses are more and
more in the minority. Because of a
heightened desire for compatibility and
coherancy on campuses that must fit new
structures alongside old, often within
cramped sites and crimped budgets, and
the need to still produce strong images of
institutional pride and relevency, admin-

istrators and architects of the eighties face
unprecedented challenges.

This is certainly true in Maine. While its
campuses boast some significant
architectural treasures, like McKim, Mead
and White's Walker Art Center at Bowdoin,
Richard Upjohn's Bowdoin Chapel, and
Gridley J.F. Bryants Hathorn Hall at Bates,
distinctive and developed campus plans
are rare. Bates and Bowdoin adopted
moadest quads of anonymous origin in the
nineteenth century, but the extreme and
only full blown example is Jens Frederick
Larson's symmetrical and relentlessly
Georgian campus at Colby. The majority
of Maine campuses, particularly those of
the state university system, have been
developed modestly, acquiring their
facilities piecemeal. But characteristic of
campus development here has always
been the widespread reliance on existing
structures—the Yankee penchant for
reuse over refuse—which has resulted
sometimes in innovative total renovations
and sometimes in the preservation of
older structures thal otherwise could have
passed away.

The increasing interest in architectural
design, characteristic of the eighties, has
resulted in a number of campus building

projects that are making architectural
news in Maine. One sign of the new spirit
occurred in 1982, when the Skowhegan
School of Painting and Sculpture heid a
New England-wide on-site design com-
petlition, sponsored in part by the National
Endowment for the Arts, and juried by ar-
chitects Robert Stern, Graham Gund, and
Charles Moore; alumni artist Alex Katz,
and founder, artist, and long-time director
of the school, Sidney Simon. The problem
was how o expand and improve the
facilities without spoiling the quiet, infor-
mal campus on a converted farm in
Madison, Maine. Stern summed up the
winning design by Robert Page and Peter
Millard in Progressive Architecture's
coverage of the competition (February
1983): "It will ook like nothing ever hap-
pened, but in a wonderful way”

The five projects on the following pages
reveal that things are happening on Maina
campuses and in a variely of ways. All
have been completed during the past year
and a half. Two are by Maine architects,
three are by firms from other parts of New
England. There are two art centers, two
studenl centers, and a library—building
types that are social and psychological
centers on any campus. Each building
represents a different approach and solu-
lion to its particular program and siting
problems. These examples by no means
exhaust the list of all new campus work
worthy of note in the state. Also taking
shape are the art museum vestibule by
Jeff Freeman of Shepley, Bulfinch,
Richardson, and Abbott (Boston) and the
new field house and pool by John Coons
of Sasaki Associates, Inc. (Boston), both at
Bowdoin, and a keystone multipurpose
facility for the Fort Preble campus of
Southern Maine Vocational Technical In-
stitute, by Lyndon Keck of the Portland
Design Team. The following is a compila-
tion of photographic impressions and
essential data. Perhaps it can provide a
"Jeffersonian’’ lesson in the level of ar-
chitectural design currently being ac-
complished in Maine.

Portiand Design Team, SMVTI Campus Center, perspective rendering, 1986, courtesy of Portland Design
Team, Portland, Maine,




plmmuun afmmrimi ‘contexts are firm nm-
phases. Othar campus projects include renava.
ficn and new construction for Phillps Exeter
Academy, Exeter, New Hampshire, Wheaton
Coliege, Norton, Massachusatts: and Milton
Academy, Milton, Massachusetls.
PROGRAM: To provide 13.000 square feet of
assignable space to house a 85000-volume
library and related services.
SITE: The location Is within the Westbrook Col-
lege National Register District, at the apex of a
loosaly organized. mall-type central campus
made up of a variaty of nineteenth- and
twentieth-century structures. Existing buildings
that occupy pan of the site are Federal-style
i Hali :1334 the original building g

A

Bfiinary, to which Moulton Theater
ed in 1908}, and Neo-RomanBsqua
Arthbr Gymnasium (1900} by Maine ar-
randis H. Fassett.
SULUITION: The library consists of renovated
Moulton Theates and McArthur Gymnasium and
new Wwings extending aghind to create & semi-
enclosed miniguadrangle off the main campus
mall, The orginal appearance of the mall
facade remains unchanged except for the in-
stalfation of a new aedicular entrance leatura
between the older buildings. The interior of
Alumni Hall remains intact. Moulton Theater’s
interior has been redesigned for classrooms
and office space. The gymnasium renovation
creates the main library area with its famous
original elevated running track recreated as
book stacks and reading areas. The exterior red
brick and white trim design of the new wings is
in keeping with the character of older connec-
fing and surrounding structures, On the west
{behind) the library, a new pathway link has
been created, via the library, betwsen the cam-
pus mall and the Jaan Whitney Payson Gallary
of Art (The Architects Collaborative, 1977).

Completed Ogtober 1988,




PROJECT: Student Center, Colby Collage,
Watarville

ARCHITECT: Jatterson B, Riley, Centerbrook,
Essex, Connedcticut

Background: Riley, a graduate of the Yale
School of Architecture, became a pariner of
Charles W. Moore Associates in 1973 and has
rermainad with that firm's successors, Moore,
Grover, Harper Architects; and Centerbrook,
founded in 1884, He shares Moore’s pioneering
Postmodernist methodology, involving strong
contextual relatedness and client participation
in the design process. Ailey has received a
numbéer of professional awards including the Ar-
chitectural Record Award of Excellence (three
times) and the National Endowment for the Arts
Design Award. Other Riley/Centerbrook campus
projects include the Hood Museum of Artat
Dartmouth College, Hanover, New Hampshire,
and several designs for Quinnipiac Collage,
Hamdan, Cannecticut,

PROGRAM: The building must provide a social
and psychological center for student lite, in the
wake of Colby's oncampus fraternity and sorori-
ty shutdown. Required facilities include a large,
multipurpose room suitable for parties, dinnars,
concerts, lecturas, and meetings, adjoining kit-
chen; lobby and lounges; club rooms; the cam-
pus post office; and the Spa, Colby's traditional
student hangout and alternative to dining hall
eating,

—

-

SITE: The central campus location, chosen by
the architect, together with a commitiee of
Colioy students, faculty, and administrators,
spans a major existing campus pathway, On a
small hillside site, it is surrounded on three
sides by mid-twentieth-century Neo-Georgian
bulldings by Jens Frederick Larson (excepling a
modest, modern-style health center), and on
the fourth side (south) looks out over the Ken-
nebec River and the City of Waterville,
SOLLITION: In order not to creale a barrier be-
tween north and south sides of the campus, the
building is designed as a gateway: Two wings,
saparating the Spa from the other facilities, ara
linked by a bridge containing a large, scenic
lounge area over the campus pathway. The
pathway s articulated as semi-Circular courts on
each side of the bullding. The south side,

overicoking the city, is generously glazed, pro-
viding a passive solar heating componant, Tha
use of white clapboard, red brick, and details
such as fanhight-inspired arched windows, are
intended to-reflect the surrounding campus
buildings as well as broad characteristics of
Maine vernacular architeciurs.

Completed: November 1985
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Ti Employing whial the firm terms &
ar! cahsplant methodology,” & new site plan,
E._ ighed for the north end of the CAMPUS,
Jregfianted commuter parking, pedestrian cir-
gilation, and green space 10 give the edge-site
building greater proximity to campus life. The
original building’s exterior was upscated bul re-
taing its essentially industrial appearance, in

garage o provide the first social center for ﬁ
University of Southern Maine's 5000 tull-time
students, of whom fifty percent are campus
residents and fifty percent are commuters. The
bullging must also house a bookstore and a
new campus dining facility.
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PROJECT: Olin Anis Center, Bates College,
Lewiston

ARCHITECT: The Architects Coflaborative Inc.,
Cambridge, Massachusetts

Principals: Sally Harkness and Jim Burlage
Project Architect: Jamie Devol

Background: The Architects Collaborative
(TAC) was founded In 1945 by Walter Gropius,
architect and former direcior of the Bauhaus
(Weimar and Dessau, Germany), togethar with
a group of American architects he met while
teaching at Harvard University after immigrating
1o the United States in 1937. The firm staff, with
17 principals, now numbars 252. Their work has
recaived the highest professional awards in this
country and is the subject of countless articles.
TAC's development and achievements are
described in two books, The Architect's Col-
laborative, inc (Barcelona, Spain, 1966), and

~Process Architecture; TAC: The Heritage of

Walter Gropius (Tokyo, Japan, 1980). Amaong the
firm's numerous campus projects is the original
ongding design of the entire University of

Baghdad in Irag (1957 to prasent). TAC has
completed five previcus projects at Bates, in-
cluding the Edmund Muskie Archive (1985) and
the Bates College Library (1973), which won first
place in the 1976 AlA Library Awards program.

PROGRAM: To provide facilities for a student
enroliment of 1,000 in music and the visual arts,
The building must include performance and
rehearsal spaces; a variety of classroom and
lacture halls, some designed for audiovisual
apparatus; studios; offices; and a 4 600-square
foot art gallery,

SITE: Terminates the northeast edge of the
campus, on the far side of a small, artificial
pond (Lake Andrews). It faces a collection of
Mea-Georglan buildings, such as Lang Hall
{across the pond), and Page and Wentworth
Adams halls (on adjacent sides), all built by
Harriman Associates (Auburn, Maina) in the
1850s and 1960s.

(S

SOLUTION: The center is-arambling,
irregularly shaped struciure which partially am-
braces the lake it overlooks. Sections and wings
were determined by the variety of required
spaces and facilities, and the desire for max-
imum natural light and ventilation. Stylistically, it
is broadly Postmodem in its combination of
ciean, prismatic forms and contextual
references—the pitched copper roofs, college-
blend brick, and limestone banding. Tha
building has a main entryway with separale en-
trances to school and gallery. The interior, con-
ceived as a background for ar, is a quiet oyster
white warmed by wood floors and brightened
with colored trim

Completed: September 1986
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ARCHITECT; Eaton Tarbell, Bangor, Maine
Background: A native of Merrill Flantation,
Maina, Wntﬁw from Dearfield
Academy and Bowdoin College and studied at
the Harvand Graduate School of Design under
Walter Groplus, recelving his M. Arch. in 1842,
He has practiced in Bangor for over four
decades. Professional honors include Amarican
Institute of Architects (AJA) Amancan Housing
exhibition for Dryden Terrace in Orono (1947);
an Interfors and [ndustrial Design Building of the
Yoar award for Eastern Guest House in' Brewar
(1847}, and first place in School. Executive’s Na-
tional Competition for Batter School Design for
Vine Street Elementary School in Bangor
(1852}, His work has been published in over fif-
teen architeciural, design, and rz«ducatmnal joLr-
nals and has been the su &g
Architectural Forum and Progressiy

Architecturs,

: h&ms_ Hudmn Hu&!'um-—thu
unhversity's anthropological collscticn—and
which can double as a conferance center. A
lang-range plan is to add additional admin-
Istrativa space in a mngmmcl!ng foa
renovaled Hauck Fsudiﬁh‘h:m in Memaorial Union
(Claymen & Ferguson, _'«‘_952} The design must
be appropriale fo (he centar's premier cultural
status on this Hagship pus of the state's
university system.
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1986 marks the twentieth year of operation for Frost Gully
Gallery, the first galleny in Maine to make a senous commitment
to the works of Maine's outstanding contemporary artists on a
year-round basis. This gallery has been the leader in making
the works of Maine’s most accomplished, and lesser known
but mghly talented, artists available to the southerm Maine
community. In October, Frost Gully Gallery will present a very
special exhibiion, celebranng its Z0th anniversary. A number
of those who attend this celebration will receive a very special
wiork of art by one of Maine’s great contemporary artists. You
may contact the gallery for details.

REPRESENTING: Audrey Bechler  Bemie Beckman  Gordon Carlisle  Leonard Crauaj Thomas Cromy  Diane Dahlke  Geonge
delyra James Elior  Stephen Etréer estate|  Mantha Groome  DeWit Hardy hicre lpcar - Allen Lehtis  Mark Matthews
Earle Mitchell  Laurence Ssson  Rodenck Slater  Lee Suta Shaon Towrshend . Manel VMADN

25 Fonest Avenue, Portland, Maine 04101 [207)773-2555  Hours 1245 pm Monday thiough Friday

DISCOVER THE ART OF FINE DINING . . .

e

GALLERY
| 121 CENTER ST, PORTLAND 772-2866

RESTAURANT

LUNCH AND DINNER SERVED DAILY
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SAVINGS UP TO 80%

Choose from Dinnerware, Crystal, China, Giftware, Stemware,
Flatware, Linens, Cookware and much more.

Tremendous Savings at our two locations in Maine

U.S. Route 1
The Maine Outlet OPEN 31 Main Sireet
Kittery, Maine 03904 7 Freeport, Maine 04032
207-439-6550 DAYS 207-865-9441
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