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In that year, Bath Iron Works was born. With a legacy of pride in
Maine’s shipbuilding tradition, founder General
Thomas W Hyde looked toward a future of
promise as the age of sail gave way to a
new era of steam and steel.

A legacy of pride. . .a future of
promise. It's as true today as it was
a hundred years ago. For without w

the skill and dedication of gener-

ations of Maine shipbuilders, the

hallmark Bath-built® would never

have become a synonym for excellence, =
And without innovative, experienced

management, our small shipyard would

never have becorme one of the pre-
eminent names n American shipbuilding,
Thanks, Maine, for a great ship- »

buildirg tradition

A history of Bath lron Works

,_Ei__, - M is on display at the Maine
Maritime Museum in Bath.

T ® BATH IRON WORKS CORPOR ATION

Bath, Maine 04510
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CALLERIES NORTH

One Milk Street, Portland, Maine 04101, 207 773 2755
Tuesday — Saturday, 10:30 AM - 5:00 PM
A Payson Art Enterprise
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Choose from Dinnerware, Crystal, China, Giftware,
Stemware, Flatware, Cookware and much more.

Tremendous Savings at our two locations in Maine

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




CONTENTS

READERS REVIEWS s s o iy S S e A b e i i i fi
AR BRIEFS.. o covio i cbion w1 s om0 350000 L 0 A o a0 e 13

FEATURES

ART AU MENU: PORTLAND'S RESTAURANT GALLERIES
Alternative exhibition opportunities? Or, would you like vour art with your meal?
By Ky Laghthlls o o i mmss smimsins diamia mie s sl s s 4 Shaisamaass i aaa i 149

DAVID DRISKELL: AFRO-AMERICAN ART IN THE PINES
A reknowned art historian, educator, and artist who put down roots in Falmouth,
By Fatricia Davidson Beef .. . .ovccnisiiniaiiiinssinnmnssncaonrssrnrnnnrsneens &4

PAGE ART: THE MEANING OF TRAVEL

By James Linehan

AM commissions an original “site-specific” work of art.

James Linehan is a Bangor artist and associale prolessor of art at the

University, of Maiite, CIC0D0. o oo s b e S wr s s e o e i o B 29

DEPARTMENTS

POINT OF VIEW
BRUCE BROWN ON THE ART OF COLLECTING
The new curator of Maine Coast Artists talks about hisart habit . ... .. .o o o000 B

COVER FROFILE
CELESTE ROBERGE'S EARTHY HUMANISM
A Portland sculptor’s search for the meaning of north,

By Susan EHzabetii BRYRIE . o v om i v s ri e smoesimmss st winie 6 m e wowcaedat e o mosc dotnies - Wb
ARCHITECTURE

ENCOMIUM TO SMALL TOWN MILLS AND NAMELESS ENGINEERS

An appreciation of Topsham's Pejepscot Mill.

By Roger ConoMer i s oo s s e e i e D T e e B
PHOTOGRAPHY

PHOTOGRAPHING PEOPLE: LEABRNING TO SING THE BODY ELECTRIC
Recollections of a remarkable class at the Maine Photographic Workshop,

by Catherine Anderson. .. .. ... i i e 42
PUBLICATIONS

Book Review: Tragard, Hart, and Copithorne's A Century of Color, 1856-1986:
Ogunguit, Maine's Art Colony
By Rooe SAFHER e mi it o s s it oo s R R 1 A e A

Catalog Review: Carolyn Brady,
William A. Farnsworth Library and Art Museum
Review by Susan Elizabeth Byvan. . ..., ... ... iiiiiniiiinecinnniaea, ... 40

COVER:
Celeste Roberge with Northern Archives: Walking Cairn, 1957,
steel and found stones, 9 x 2%, collection of the artist

Cover photograph: Jon Bonjour




READERS’ REVIEWS

I was very impressed with the
magazine and of course much enjoyed
seeing reviews of the Irish show and of
Natasha's and Nancy's work. Thanks
for all the good words and work. Only
one error: Qverlay is published by
Pantheon—they’d have a fit!

Luey Lippard, Georgetown

Thanks for pointing out the erratum!
Editor

I enjoved the interview with John
Coffey. His comments and observa-
tions seemed to me to be right on the
mark. As an artist “from away” who
has spent four/five months every vear
in Maine for twenty vears, I have fol-
lowed the art dvvelupment VETY
closelv. As one of the founders of the
Deer Isle Artists Association, I remem-
ber when there were almost no places
in the state to see contemporary art or,
if vou were an artist, to exhibit it,

So it is very exciting to me to see the
awareness and importance of all the
arts in this state being elevated to such
a level. May it continue to grow. Cer-
tainly AM magazine will play an im-
portant part in its growth.

Juddith Ingram, Stonington

I would like to commend the Bowdoin
College Museum of Art for its insight
and aesthetic judgement in committing
new resources to the establishment of
a permanent photographic collection
{AM, Spring "87). Having shed its
1970s image as a fledgling within the
art market at large, photography is
now a serious, and inereasingly profit-
able, medium for the private dealer
and institutional collector alike.

Mr. Benington's article was thor-
ough, informative, and knowledgeable,

but may have left some doubt in the
reader’s mind as to the collectability of
color print materials, that now com-
prise a significant portion of contempo-
rary work,

That most color print processes (like
Kodak's Ektacolor) are inherently un-
stable is due to two factors: the chemi-
cal processing, or chromogenic for-
mation, of color dyes during the
development stage; and the preva-
lence of resin-coated color papers.
Dwves formed by chromogenic for-
mation will exhibit fading and staining
within approximately a ten-year pe-
riod of their production. Significantly,
this deterioration will oceur in either
light or dark conditions, meaning that
chromogenic prints will fade whether
they are exhibited or not. Resincoated
papers are equally unreliable, vet vir-
tually all that is available to most pho-
tographers today.

Neither Kodak’s Dve Transfer
process or [lford’s Cibachrome materi-
als rely on chromogenic development
to form the image. The color dves in
use here are “'pre-formed” dyes, or
color agents that exist independent of
the action required in image for-
mation. As the name implies, Kodak's
color dye solutions are merely trans-
ferred to a receiving/support sheet of
high-quality fiber-based paper, with
no chemical activity involved at all. In
the case of Cibachrome, the dves are
in place when the emulsion is manu-
factured, and the only chemical re-
action involved is the bleaching away
of unwanted color. Ciba's polvester-
based support material is well known
for its dimensional stability and lon-
gevity, and may rival dye-transfer’s
dark storage and light-resistant
properties, although data on these two
processes is in a constant state of up-
dating.

However, it seems unlikely, due to
the prevalent amateur market, that
the dye stability of chromogenic
materials will improve significantly in
the near future. Consequently, institu-
tions and private collectors should pay
attention to the environmental factors
(namely light, heat, and humidity)
which increasingly cause damage to
even archivally processed black-and-
white prints. Closely supervised condi-
tions of storage and display will not
only reward the collector, but will
protect the well-founded, and long-
awaited, reputation of photography as
an artistic medium,

Donna Lee Rolling, South Portland
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REVEALING THE SPIRIT: PAINT-
INGS BY ALICE NEEL

Museum of Art, Olin Arts Center
Bates College

Lewiston, Maine 04240
207-T86-6155

October 8=December 13

“Revealing the Spirit” is a major
exhibition of paintings by the late
Alice Neel (1900-1984). Spanning six
decades, the works on display—por-
traits of her children and their families
and of neighbors, and views from her
apartment window—reflect Neel's
own fascinating life in Spanish
Harlem.

Though a prolific painter since the
19305, Neels work did not achieve
widespread recognition until the
1970s. As a painter of people and of
the human spirit, she adhered to
realism while much of the art world
was immersed in abstraction. Neel's
ahility to capture the likeness and to
reveal the weaknesses and strengths of
the sitter's personality gives her works
an intense, provocative quality. She
has been called a “collector of souls.”

Alice Meel, Jenny, 1969_oil on canvas, 35% x 267,
collection of Jonathan and Monika Brand, at Olin
Arts Center, Bates College

INSIDE OUTSIDE: PRIVATE ART

Area Gallery

Campus Center at USM
Bedford Street

Portland, Maine 04103
207-TH0=-4050

November 21-December 23

“Inside Outside” is an exhibition
curated by North Whitehield artist
Natasha Mavers which will bring
together private, self-revealing work
by professional artists and work by
“outsider artists”"—the mentally dis-
abled and prisoners from the Maine
State Prison system. The exhibition is
not an attempt to label people—all
works will be shown anonymously

—hbut rather seeks to uncover a com-
mon inner thread in the creative
Process.

Since the 1970s Mavers has been
involved with art programs in the Au-
gusta Mental Health Institute and the
state’s prisons and it is through these
connections that she was able to as-
semble the exhibition’s “outsider art.”
In addition, Mayers solicited from pro-
fessional artists throughout the state
works that “might not fit [their] self-
image or style . . . it might be too femi-
nist, political, or angry, or filled with
taboo subject matter .. but it should
be incredibly strong work that won't
fail to make the viewer respond; work
from the heart and soul.” Among par-
ticipating professional artists are Matt
Blackwell, Harold Garde, Lyvnn
Harwood, Janice Kasper, Alan Magee,
Sue Pedersen, Robert Solotaire, and
Richard Wilson.

JACK WELCH AND THOMAS
STENQUIST: MIXED MEDIA

Thomas Memorial Library Gallery
6 Scott Dver Road

Cape Elizabeth, Maine 04107
(207) T99-1720

November 20-December 29

The Thomas Memorial Library's new
wing, designed by the Portland Design
Team and completed last yvear, houses
a new alternative gallery in the Port-
land area. It offers entry-level expo-
sure for the work of talented artists at
the outset of their careers and broader
exhibition opportunities for established
artists. As a nonprofit gallery, artists
exhibited are chosen by the Cape Eliz-
abeth Arts Commission and may sell
their work free from commission fees.
While the space is new, the Thomas
Memorial Library exhibition program
is more than ten vears old, and in
recent years the gallery has featured
works by Allison Hildreth, Elena Jahn,
Barbara Haber Janoff, Alfred Fuller,
and Marsha Donahue.

In November and December the li-
brary gallery hosts a show by two
recent Portland School of Art gradu-
ates: found object and painted con-
structions by Jack Welch, and painted
reliefs and collages by Thomas
Stenguist,

Jack Welch, Woman, 1987, linoleums and ink,
19 x 27, collection of the artist

Partland's new Gallery 127, named for its lo-
cation on Middle Street; photograph by Rand
Raabe

GALLERY 127

127 Middle Street
Portland, Maine 04101
207-773-3317

Principal and director of Gallery
127, Kathryn Begg previously operated
a corporate art consulting business,
Portland Fine Art and Antiques, and
intends to show many of the same art-
ists she represented there to her cor-
porate clients in the new gallery she
opened last July.

Upcoming shows include an exhibi-
tion of drawings and etchings by Wall
Kuhn opening in November, and a
two-person show featuring Gregory
Welch and Glenn Grafelman in
January.

MATIA DESICN AWARDS '87
Bowdoin College Museum of Art
Walker Art Building

Brunswick, Maine 04011
207-T25-3000)

December 5=January 17

During the holiday season Bowdoin
hosts an exhibition of the winning
projects from this vear’s Maine
Chapter of the American Institute of
Architects” biennial design competi-
tion. Open to all architects registered
in Maine who practice principally in
the state, the competition seeks the
best, executed general architectural
and contract interior designs in the
state substantially completed after
January 1, 1984,

Winning projects will be determined
in October by a jury of three out-of-
state professionals: Turner Brooks of
Starkshoro, Vermont, architect and
American Academy in Rome award
winner; Jefferson B, Riley, principal of
the Centerbrook architectural firm in
Essex, Connecticut; and Douglas
Brenner, editor of Architectural
Record. The exhibition will be selected
from the winning submissions by
MAIA's Design Awards Committee,
chaired by Brunswick architect Steven
Muoore, and assembled by Bowdoin
Museum of Art curator John Coffey.

&




Bruce Brown
on the Art
of Collecting

£ % Brown has been collecting art, pri-
marily prints, for the last ten

years, His background is variegated and
individualistic: after graduating from Bos-
ton University in the early sixties, he sel
off on a sort of extended Wanderjahr, dur-
ing which he attended classes at the Sor-
bonne and held jobs such as road man-
ager for an American harpsichordist’s
European concert tour; motor freight
manager in Portland and Lewiston;
instructor at the Poland Springs Job
Corps Center for Women; and editor of a
promotional magazine for Warner
Brothers in Mew York. After obtaining a
master's degree in education from the
University of Southern Maine in 1872, he
began working and teaching in Freeport,
where he currently coordinates gifted and
talented programs. He classifies himself
as a schoolteacher,

His extracurricular career, in addition
to collecting, has involved him in a myr-
iad of cultural endeavors in Maine, such
as the Portland Concert Association,
where as a board member he is involved
with artists selection; the Maine Arts Fest-
ival in Brunswick, where he coordinated
the volunteer force in 1981, the Maine
Arts Commission, where he has served
on the artists-in-residence panel; and the
Portland School of Art, where he contri-
buted to Lisa Allen's exhibition of contem-
porary prints in Maine private collections
in 1985. And last winter, he participated in
that school’'s evening seminar, "'Collec-
tor's Circla." For his support of the arts in
education Brown was the recipient, in
1884, of the Maine Arts Education Associ-
ation's first Arts Advocacy Award.

Briefly this past year Brown operated a
private print dealership in his Portland
home. This year, in addition to his job in
Freeport, he assumes the position of
curator at Maine Coast Artists in
Rockport. And he continues to be an avid
collector,

fﬁ MNATIVE of Portland, Maine, Bruce

Editor

SER: How did vou start collecting?

BB: It really was by accident, 1
think. About ten years ago | was
teaching a course at Freeport High
School on Maine heritage, and 1

needed to expand the course from nine

to eighteen weeks. It scemed lo me
that the kids should know something
about Maine artists. [ was thinking of
Andrew Wyeth in the twentieth cen-
tury and Winslow Homer in the nine-
teenth, and I couldn’t really go much
beyond that from my own knowledge
and acquaintance. [t so happened that
Tom Crotty who lives in Freeport then
had two sons at the school, and they
frequently asked me for rides to Port-
land since I live here in town. For a
long time, 1 just dropped them off in
front of Tom's Frost Gully Gallery and
kept on going, but one day 1 went in.
And on the floor T saw a little seascape
by Stephen Etnier done in his area
around Harpswell. Before I knew it |
had taken it home. That was my first
major purchase, and [ still have it

SER: What made vou buy it?

BB: I got this crazy idea. thor-
oughly irrational, that if 1 moved to
Oklahoma—I mean [ actually thought
this—if I moved to Oklahoma, 1 would
want to take something of Maine with
me. Now there's no chance in hell that
[ would ever move to Oklahoma, or
probably any other place.

SER: So it was a moment of
insanity?

BE: I suppose there's something
slightly unbalanced about collecting

SER: You see a picture in a gallery,

perhaps, yvou tell vourself something
—anvthing—in order to walk out with
it?

BB: Yes, well, by the end of that
week T wasn't seeing the picture, |
was seeing green dollar signs within
the frame. So I took it back, but Tom
was terrific in helping me reconsider
my original impulse to acquire some-
thing wonderful, and | eame home
with the painting again. And I think
what happens is that, once the dam is
broken, once that first initial purchase
is made, the rest of it just follows suit.

About that same ime | remember
acquiring another small piece from the
Chamnel Ten Auction. 1 had been
working at the auction as a camera-
mar, on the audio board, and as an
auctioneer, so [ spent some time there,
One night 1 came in and a small green
image was being taken away. It was
a little silkscreen print called Aga-
menticus from Cook’s Bridge by John
Laurent, and without even getting a
zood view of it, [ placed a bid and
won, | think it was fifty-five or sixty
dollars. A couple of days later 1 went
up to the studios in Lewiston to pick it
up. There were people there picking up
chairs and tables and all this inter-
esting stufl they had bought, and 1
asked for mv piece and they brought
out this little green image, and every-
body in the place looked at me as if |
were crazy. | Oh, vou poor fool, you
paid something for that?” Well, of
course it was wonderful and T loved it,
so the first two items in my collection



Opposite: Brown al home seated baneath Neil Welliver's Osprey's Nest, 1979-80, woodeut, 35% x 367

were by Steven Etnier and John
Laurent.

SER: What did vou know about
these arlists?

BB: | knew of them, their names
were familiar o me, but T don’t think I
wis very au courant about Maine art
at that time. I did not know John
Marin's name, for example. But during
that vear when 1 was expanding my
course in Maine heritage, 1 was
responsible for ordering the audio-
visual material for the English depart-
ment in Freeport, and [ ran across a
little filen strip for about ten or fifteen
dollars about John Marin's Maine
landscapes, his Maine watercolors, so 1
ordered it and could not believe how
fabulous it turned out to be, Then
shortly thereafter, within a matter of a
vear or two, I met John Marin, |r.,
who ran a very interesting gallery up
in Cape Split. It was a real trek up
there, it took almost as long to get up
there as it does to drive to New York.
But it was always worthwhile, and 1
bought a couple of small things from
him, alwayvs wishing it were more, |
guess that’s true for evervbody. And
collecting on & school teacher’s salary
has been a little hard.

SER: Most people would say it
sounds impossible,

BB: That's right. I was asked once
to appear on a panel at Bates College.
It was the first time that T was asked
to speak in public about collecting,
And one of the other speakers that
day, from Sotheby Parke-Bernet, gave
some guidelines about sensible ways to

Susan Crile, Lane Preserve, 1986, etching and aguatint, 24 x 54

collect. He indicated that collectors
should put about ten percent of their
disposable income toward collecting.
But to my mind that's not a collector at
all, T mean, anvbody who is collecting
anvthing knows that vou throw eaution
to the winds. You beg, borrow, or
steal. practically, to get vour fix. It gets
that bad sometimes, and mavhbe it's a
little neurotic, but 1 guess I've always
felt that people who make some real
accomplishment don’t do it by taking a
safe ten percent route. I feel that way
about colleeting, and I don't seem to
be able to stop, nor do [ want to.

SER: Was there any other reason
why you started?

BB: Well, I'm a native of Maine, |
was born here in Portland, and T lived
in the little town of South Paris for
nine or ten years. My dad was
involved in the trucking industry, and
I had a spin at that too for a while, but
I spent a lot of time traveling in the
summer. | lived in Europe one winter,
and I've lived in New York. But my
decision to come back to Maine was a
very conscious one, and [ knew I had a
feeling for this place that ran pretty
deep. [ wanted to do something that
would enhance my real appreciation
for this place. 5o 1 thought about the
possibility of collecting Maine art, and
that stayed with me for quite some
time. Then, with my curiosity and
some good guidance from Nancy
Davidson of Barridofl Galleries, 1
began going to Boston. And 1 began
looking at things bevond the state line.
Then Boston eventually led to New

York, which is interesting because
when I lived in New York before [
went to museums but never to art
galleries,

SER: Why not?

BB: I always thought, “What would
[ doin a gallerv?” I felt 1 didn't
belong, And [ think people feel that
way a lot, galleries somehow are
rather awesome places, at least people
think of them that way. But it didn’t
take me long to learn, thanks to the
lessons 1 had here in Portland. The
galleries that I dealt with here in
Miine couldn’t have been more help-
tul and supportive, and they gave me
the courage to try elsewhere. My
experiences in Boston and New York
have always been equally as pleasant.
And T think that's one of the great joys
of collecting. You get to know some
really terrific people who have similar
interests. Anyway, after going to Bos-
ton and New York and developing an
interest in American work by itself,
now I have bought a George Baselitz
print, That has extended my horizons
to Germany. And in my fantasies I see
mysell going to Diisseldorf and
Cologne and discovering what's hap-
pening over there.

SER: Did vou ever take any art
history courses?

BB: At Boston University [ had one
course, and [ loved it. | even proposed
to my parents that I would like to
major in fine arts. They were appalled
and indicated that there would be no
suppaort from them for that. T had no
way of building a defense as to why



majoring in fine arts would be a good
thing to do. And in those dayvs [ was a
terrible student, I was pretty much
floundering around anyway.

SER: So that was it as far as formal
background?

BB: Actually, I took a vear's course
and then a summer course. One was a
survey and I've forgotten the second.
But I remember writing a paper, and
going to the Museum of Fine Arts and
getting very interested in a large
Titian.

SER: Sowhen you began buying
works of art some ten VEArs ago, vou
were not basing vour choices on back-
ground or research but instinet,

BB: It's always been instinet, 1
think. I'm not a very scholarly fellow.
There has to be sort of a visceral ex-
citement about a piece, I think that's
what I'm mostly interested in. If I
don’t understand the title of a work, it
doesn’t bother me very much. I'm
much more interested in what an artist
can do, a vision that an artist can
share, that seems really different and
unigue.

SER: And you're one of these peo-
ple, without a lot of extensive art back-
ground, who instinctively can deal
with things like abstraction and
expression?

BE: If I'm to compliment myself in
one way, I believe I have a reasonably
good eve.

SER: Did vour pace of collecting
keep increasing over the vears?

BB: What happened, I think, must
be rather typical. The first urge was to
buy almost evervthing in sight—
everything seemed beautiful and
evervthing was somewhat affordable
because [ was looking at works that
cost from mayhbe seventv-five to two,
three, five hundred dollars. I shortly
exhausted my resources for such pur-
chases, so then I was forced to become
a little bit more diseriminating. The
reality was that [ would have to limit
my buying to three or four works a
vear and that basicallv remains
unchanged. 1 spend a lot of time look-
ing, I make long lists that I constantly
revise. My wish list is very, very long,
but my actual acquisition list is pretty
damn short.

SER: So yvou established a collection
and then for a short while vou opened
a print dealership.

BB: Well, I'd alwavs been ex-
tremely happy just to be a collector, It
was just a quiet activity that consumed
a good part of mv life. But last fall two
things happened to change that. When
Pat Nick opened the Vinalhaven Press
show at the Portland Museum of Art,

it seemed to me that it deserved
support and that I would like to offer
some support to her project. In con-
junction with that show, Diane Villani,
a publisher of prints in New York,
came to talk about contemporary art-
ists and printmakers, mostly in New
York, and she presented a slide show
of people she thought were important
in terms of fine art prints at this time. |
realized that I was familiar with
everything she was showing. And it
struck me that probably all those vears
of looking and taking trips to Boston
and New York had given me a certain
background and experience in this
area. So I came away thinking that
maybe my role should change a bit.
Now it just happened that my friend
Dean Velentgas had also become very
interested in prints, and on free Satur-
days we'd run down to Boston and go
around to the galleries. He was
thinking about opening a gallery, and
so we decided that it would be fun to
try a print show together. We thought
we could offer a pretty solid show if
we combined works from both our
collections, and then took some works
on consignment from the Vinalhaven
Press. So that's how last spring’s print
show came into being.

SER: So this has been a watershed
vear for vou.

BE: It seems that way. To me, the
Vinalhaven Press exhibition was one of
the most interesting shows that the
museum has sponsored in the new
building. And Pat was enormously
helpful to Dean and me. I've also
discovered that my own aesthetic
seems to rnspﬂnd better to works on
paper perhaps more than, sav, oil
paintings, and so I've been perhaps
foreed to go out of state more to find
works that really do interest me.

SER: Is it also because works on
paper tend to be a little cheaper?

BB: Of course. I could buy an Alex
Katz print at a very affordable price
whereas [ couldn’t reallv consider an
oil painting. But even that’s changed
—prints are not so affordable these
days either. So it’s the old hind again:
every purchase is something of a finan-
cial struggle. But T think our idea for
the show was to present the best pos-
sible cross-section of what's available
in recent contemporary prints, some-
thing that doesn’t appear verv often in
Maine. That was our goal. But the
thing was, as one knowledgeable per-
son said to me, “Isn’t this kind of a
foolish venture, you and Dean having
the print show?"” Because it's very pos-
sible that we may be the more recog-
nized print collectors around this area,

and if the two of us are putting on the
show, who will our audience be? Are
we going to sell to each other?

SER: The opening was crawling
with people. How do vou account for
that popularity?

BB: Well, first, perhaps, Dean's
first show of Larry Havden had drawn
a lot of notice. So T think there was
some carrvover from that. It was still a
new gallery, and there was a lot of
excitement. [ think the second thing
was the nature of the show itself—it
was indeed different in kind from most
galleries” shows. 1 can’t think of a time
when people have seen Robert Longo
and David Salle, some of the so-called
hot names, together in a show in Port-
land. Third, this was mv first show, so
vou get the friends and relatives who
will come the first time and then may
never come again. But shows in well-
established galleries certainly attract
people to openings, and it's not unu-
sual to have a packed house on open-
ing night in Portland. I think people
look forward to going out and seeing
what’s up.

SER: How did vour show do?

BB: It sold very well, amazingly
well, T think. There was a terrific
response from businesses; Bill Alcorn,
in particular, president of Wood Strue-
tures in Biddeford, a company that is
building a fine collection and not just
of prints. The public response ran the
gamut from people who had no idea of
what prints were all about, people
who might be shocked at $1500 for an
Ellsworth Kelley—"Why isn’t this
$49.957"—to the other end of the
scale, people who really welcomed
seeing something different. But it
broadened people’s awareness a little
bit, in terms of both the print medium
and artists” accomplishments.

SER: What did vou learn from
doing the show?

BB: That I really wanted to con-
tinue to do that sort of thing. But I
have to be realistic. My real life is
teaching school. Then I thought that a
more practical idea might be to
organize two or three short-term
shows a vear. [ looked into that, yvou
know, because our print show had
been so successful. There was a sort of
impetus to do that, But life has to be
lived. First obligations first, I guess.
But now the job with Maine Coast
Artists has come along and I can use
what I've learned, organizing shows
for them.

SER: And what about the idea, the
so-called Portland trend, of the collec-
tor becoming a dealer? What's really
happening here? Is this a natural




response to people collecting art, peo-
ple finding they want to turn it over?

BB: I'm not sure it's quite that.
That wasn't my intent. You work hard
at building a collection, and 1 would be
loathe to part with ninety-five percent
of it. It"s been real hard work to put it
together, and I don’t want to see it
dismantled. I guess what vou want to
do is to offer some special support to
artists who excite vou, whose work
vou're very interested in.

SER: It sounds like vour previous
interest in dealing art, and now in
curating shows, are basically spinoffs
from being a teacher and a collector.

BB: 1 think collecting has been a
very important educational experience
for me. In a slow kind of way, perhaps
my own ability to interest other people
in prints would lead to education for
them. | guess there's always the
teacher coming out in me. If I can play
a small part in widening people’s
awareness, | think that's very exciting,
And just in thinking about having
something to offer a potential “audi-
ence” means that I have to learn more
myself.

SER: In your curating, then, vou'll
hring your experience as an educalor
to bear.

BB: The point here is that I'm not
that all-fired knowledgeable. 1 don’t
have degrees in the fine arts. I'm just
somebody who sort of picked up an
interest in the visual arts and has tried
to follow through. Bul, I know it's
exciting when | run across someone

whose work is new and interesting for
me,

SER: What kind of advice would
vou give people in general about eol-
lecting® What could yvou say to them as
a result of vour experiences in learning
how to collect? The interested viewer
that might show up one day who
might consider buving art, but who
knows nothing or doesn’t feel con-
fident. What kind of advice would vou
give them on how to recognize quality
in art and what it should mean for
them?

BB: [ think a work of art first has to
evoke some kind of emotional reponse.
I think there has to be technical com-
petence, but more than that there has
to be what | guess vou could call a
spiritual vision. I think you have to
become emotionally involved. But vou
also try to keep as much dross out of
the collection as possible, to try to
exercise prudent judgment.

SEER: But when vou talk about emo-
tional judgment and prudent judg-
ment, aren’t vou contradicting
vourself?

BB: I think there are two parts to
the matter, the intellectual and emo-
tional components, and 1 think there
has to be a bit of both. But the bottom
line is that vou get very excited—
emotionally charged by a work. You
hecome personally involved in it

SER: And al that point, vou step
back and say, “What kind of a pur-
chase is this? Whuo is this artist? What
place does this piece hold in his work?

C. Kavookjian, Passages, 1987, book of mono-
types over aichings, seventeen images plus
cover, 5% x 127

What kind of work is it related to?”
BB: Of course. You try to buy the
very best piece you can possibly afford
by an artist, and it may mean finding a
promising young artist who's just start-
ing out and whose prices are still

affordable,

SER: Rather than a really minor
thing that just carries a hig name.

BB: [ think so. I think what it
comes down to is that when a person’s
waork strikes vou, vou see as much of it
as vou can and that may mean follow-
ing shows for several vears. And then,
once you feel familiar and comfortable
with art and an artist’s work, then yvou
acquire as good a piece from that artist
as possible. 1 guess 1've given up the
idea of having a really minor piece by
somebody who's out of my league
because in the long run there are
probably hetter alternatives.

SER: Have you ever bought a
mistake?

BB: If vou mean by that, a work
that I truly didn’t like almost as soon
as [ got home, the answer is yes. Once,
But within a matter of months, 1 took
it to New York and sold it for more
than 1 paid for it. Just enough more to
payv for my trip.

SER: Have vou ever been influ-
enced by reviews? Do you read them
to see what the erities think of artists
that vou have been looking at?

BB: 1 think I am more apt to listen
to a dealer or gallery owner. The thing
about working with a gallery is that
vou try to find one you like, whose aes-



Georg Baselitz, Schwarze Multer Weises Kind,
1986, woodcut, 27% x 38%"; from an adition of
tweanty, this is the only impression sold in
Amaerica

theties seem to be like vour own. You
have to try them out and build a per-
sonal rapport. Some rather good rela-
tionships can develop between patrons
and gallery staff, and it certainly has
been so in my own case. [ listen very
carefullv now to what galleries will
sav, fully recognizing that they're
interested in selling. But at the same
time they know that [, as a client,
want to be pleased. So they tend to be
very honest, and somewhat open, and
just share their enthusiasms and what
they like and what things are not so
great, For example, with a couple of
galleries [ work with, I provide them
with lists of artists who are in my col-
lection so that they can get a sense of
it. And they may see even more
clearly than I'where it's all leading,
because I'm not sure that [ always
know when my interests change.
There's a lot more agitated work in my
more recent pieces than my past pur-
chases, there's a lot more blackness in
my pieces than there has been in vears
past. [ can see a concentration on figu-
rative work emerging, and an interest
in artists” self-portraits and portraits of
artists” friends. All seem to be emerg-
ing from a rather amorphous collec-
tion. But a good gallery can help with
things like that,

SER: So do you respond to the idea
of reviews?

BE: Not particularly. And still 1
think I've become reasonably well
aware, for someone living in Portland,
Maine, of who's emerging, who has a
growing reputation, who's pnpular,

things of that sort. I think vou could
run through the list of names in my
collection and say, "“This is a sampling
of important contemporary artists.” |
do think that in many instances people
who are at the top deserve to be there
because of the work that thev do. But
I do not read the art magazines
extensively.

SER: Why? Because vou've never
found them to be of much value?

BE: 1 think there are two reasons.
Sometimes [ don’t understand them.

SER: Because they don't explain
their names and their terms?

BB: Yes, sometimes they get
involved in issues that somehow seem
beyond my ability to understand what
the hell they're talking about.

SER: Or?

BB: Or I just simply don’t see them,
I don't have time to track down
reviews.

SER: Do you mean that being in
Maine not many reviews are available
to vou on a regular basis, and you
don’t subseribe to six or seven out-of-
town newspapers and art journals?

BB: I don’t any more. I used to do
those things, but life just doesn’t lend
itself to it. There's no sense in having
that stuff kicking around the house if
I'm not going to use it.

SER: But could vou conceive of
reviews being useful if, for example, in
reviewing a show, they really gave vou
some background about the artist or
the theme of the show? Talked about
other, related shows and compared
them?

BE: There's no doubt about that, as
a dealer or as a curator, one has to get
background information on artists,
whao they are, where they've shown,
track down articles that have appeared
about them, so that people who are
interested can read up as well. So, ves,
reviews that provide me with informa-
tion are helpful.

SER: And, in such a context, would
vou listen to a critic?

BE: When it comes right down to it,
the best eritie has to be me. [ have to
decide for myself whether there's
enough inherent interest—power and
glory—in a specific work for me to
want to have it in my collection,
regardless of what any critic may or
may not say. When T put my money
down then I'm making a eritical judg-
ment, an essential eritical judgment.

SER: One that vou personally have
to live with.

BB: Absolutely. I learned long ago
that there is no defense for buving a
work of art because somebody says,
“This is wonderful,” or “It's going to
be worth a lot of money one day,” or
anyvthing like that. I think, maybe yes
and mavbe no, but that's the wrong
approach. You have to buy the work
because you love it and somehow yvou
just can’t live without it. To me, that's
the most critical element of eriticism.
There's just no other consideration.
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Porttand Museum of Art curator Martha
Severens belore Dennis Aufiery’s Blue Key
(1280, oil on canvas, collection of M. G. Lewis
and Company, Winter Park, Florida), part of this
past summer's exhibition, “Skowhegan; A Ten-
Year Retrospactive’”

ART
BRIEFS

MARTHA R. SEVERENS: NEW
CUBATOR OF COLLECTIONS AT
THE PORTLAND MUSEUM OF
ART

AST April Martha B. Severens,
articulate, insightful, and Full of
positive energy, plunged into
the challenges of her new position as
curator of collections at the Portland
Museum of Art. At the museum,
where there is one curator—and that
position has been vacant since the
summer of 1986—her responsibilities
are truly extensive. In her own words,
she sees hersell as "keeper of the col-
lection”'—the collection, in this case,
being all that the museum owns,
including such constituents as the
State of Maine Collection, the Albert
Otten Collection, and the Charles
Shipman Pavson Collection. She's the
one who ultimately makes the deci-
sions about what goes on exhibition,
what can be loaned out, conservation
priorities, collecting, de-accessioning,
research, publication, and programing,
While putting together exhibitions is a
collaborative effort involving all
departments of the museum—at least
until & new director is hired—the ulti-
mate responsibility for shaping the
content and character of the museum's
offerings rests with Martha Severens,
One of her initial goals as curator is
to promote the museum’s collection, 1
feel it's been in this building, it's been
on the walls, but it hasn't made a real
impact on people. It hasn’t been
remembered. A lot of this has to do

with visibility, interpretation, and
education.™

Severens sees education as the pri-
mary means of making the collection
more relevant, By using more labels
and interpretive wall texts she hopes
to give museum-goers more informa-
tion about what they are viewing, “'so
that they look, react, think, and
remember.”” Brochures discussing cer-
tain collections can circulate outside
the museum and are one way of
increasing the visibility of the
museum's holdings. But because of the
need to find additional sources of
funding, publication of more costly
materials like catalogs is still a long-
range goal.

Martha Severens came to Portland
with ten vears of experience as curator
of collections at the Gibhes Art Gal-
lery in Charleston, South Carolina,
where she also lectured at the College
of Charleston until 1981, Prior to that
she received her bachelor's in fine arts
from Wells College, Aurora, New
York, and a master's in art history
from Johns Hopkins University in Bal-

timore, Maryvland, and taught at Ober-

lin and Ashland colleges, both in Ohio,
During Severens's tenure at the
Gibbes, she helped revitalize that in-
stitution by organizing exhibitions,
writing and publishing catalogs,
SUpervising grant programs, restruc-
turing an antiquated cataloging sys-
tem, and lecturing throughout the
community.

While the Cibbes Art Callery is
smaller than the Portland Museum of

Art, there are parallels between the
two institutions. Both are located in
port cities that are concerned with
historic preservation and both house
art primarily from their own states.
Severens was attracted to Portland
partly because of these similarities,
but also felt the position here has a
great deal more ;ml‘.::nti-:l.].

Severens's first major effort,
“Paperwork,” an exhibition this fall of
warks on paper from the collection,
was scheduled to coincide with the
final phase of a grant received by the
museum in 1955 for conservation,
remounting, and matting of the
museum's more than five hundred
works in this eategory. She designed
the display not only as a showcasing of
works never before on view, but a
didactic experience as well, with an
exhibit illustrating the ravaging effects
of acids, sunlight, moisture, and heat
on paper,

As for addressing the needs of con-
temporary artists living and working in
Maine, Severens has determined that
the museum must be more active,
“We are a communily museum as well
as the state’s largest art museum. 1
feel we have a responsibility to take an
interest in the artists working in
Maine and provide a resource for
them.” Severens regularly attends
museum and gallery openings, locally
and along the coast, to establish con-
tact with the arl community and
acquire an awareness of the currents
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COVER PROFILE:

Northern Archives:
Celeste Roberge’s
Earthy Humanism

THNICALLY, historically, geo-
E graphically, even psychologi-
cally—in many ways Maine is
carved out of Canada. Today some
forty percent of Maine residents are of
Canadian descent. The mark of their
culture in Maine, as in the rest of
northernmost United States, has been
perhaps too subtle to be appreciated,
too much taken for granted as our
own. Sculptor Celeste Roberge is one
who has considered the character of
Canada in her quest for an essential
northerness: 1 think because Canada
is so isolated, so much further north, a
guarter of its land mass is within the
Arctic Cirele, it's uninhabited. There
are twenty-five million people in
Canada, ten percent of what we have
in the United States, and they're
spread over an incredibly large area.
So I think that people in Canada are
very much aware of their landscape
and distance and geographyv. I was
thinking to myself, “Why did I go to
Nova Scotia?’ Because it's at the
extreme eastern point. But it’s not just
geographical, it also has to do with a
sense of something else, of infinity and
isolation. [ think that's the kind of
extremism [ was attracted to."”
Roberge was born in Biddeford, one
of the towns in Maine with a large
Franco-American population, much of
which arrived en masse in the late
nineteenth century when the textile
mills thrived, required cheap labor,
and, as industries do today, imported
it. But her parents didn’t come down
that way. They were from Tingwick

and Warwick in Quebec’s Eastern
Township and immigrated when the
province suffered severe economic
recession after World War 11, Her
father was French Canadian and oper-
ated factory boilers; her mother was
[rish Canadian and a seamstress. The
family all spoke French, and her edu-
cation at French Catholic day schools
in Biddeford was bilingual.

Quite naturally Roberge's sense of
peoples” backgrounds and social
behavior was honed at an early age.
The first in her family to attend col-
lege, she studied sociology at the
University of Orono where she
became involved in Franco-American
alfairs and was the first editor of the
FAROG Forum (FAROG, which
stands for Franco-American Resource
Opportunity Group, is an acronvm for
the racial slur, "frog”). For that paper
she wrote such interviews and articles
as one about Eugene Bouchard, a
Waterville artist who founded the
Norridgewock Historic Site in 1974, a
landmark in the French and Indian
Wars. Roberge’s write-up records Bou-
chard’s remark: "“Look at the Maine
history books and vou don't see any-
thing about Frenchmen. As though we
had no heritage.”

In search of that heritage she took
advantage of a scholarship program
and spent her junior vear at L'Univer-
sité de Sherbrooke in Quebec, where
she became involved with theater, tak-
ing acting workshops and doing some
costume design. And there she met a
lot of artists. “I never thought of

myself as an artist. But there’s some-
thing about being in another country,
it's like you get to break away from
vour habits, vour traditions, and so its
like the world is more open. You can
redefine vourself. Being in Quebec
brought out another side of my per-
sonality. It's just like languages—vou-
speak one language and you're able to
express certain things, and if vou learn
another language, vou express other
things. And I think that just by speak-
ing French all the time, my personality
changed.”

After graduating Phi Beta Kappa
from Orono, Roberge moved to Port-
land, took one course in drawing at the
University of Southern Maine, and
enrolled in the Portland School of Art,
"1 was thinking of going into print-
making, but then I got there and 1 took
seulpture. Within a week I knew
sculpture was it.”” She took all the
sculpture eourses she could at the
school, all with Portland sculptor John
Ventimiglia, whom she found an
excellent artist, technician, and
teacher. “So I struck it. [ was very
lucky. When [ look back, 1 think, God
that was so crazy. | was twenty-six
vears old, no one had ever told me |
had talent, and I'd never done it
before. I just said, ‘I'm going to try
this."”

Ventimiglia recalls her as a student:
“T think that when she threw off some
preconceptions of what art is and
faced some challenges in drawing and
design, she was surprised at what she
found. And then she just took off. She



Opposite; Roberge with Northarn Archives: Geo-
graphias, 1987, three pieces: steel and granite,
2ldx28%"; steelandburntwood, 21%5dx 294" lead
over fiberglass, 2005 x 26%", collectionof the artist

Right: Bolanical Series: Daphne, 1984, steel and
wire, 8 x 9 2 8, collection of the artist; far right:
detail from Geographies; 1084, steal, wira, and
solder; size of a human head; collection of M. G.
Lewis and Company, Winter Park, Florida

always went bevond expectations,
bevond the norm, and became fear-
less. And she was incredibly well-read
and aware of what was going on in
sculpture outside of Portland,”

Her disbelief in limitation and her
amazingly rapid maturation as an art-
ist led to her application, acceptance,
and scholarship award to the Skowhe-
gan School of Painting and Seulpture,
rare for an art student of only three
vears, But she never felt like an inge-
nue: Tt made me take myself even
more seriously,” she savs, “because 1
was with people who took me seri-
ously.” Some aspects of the experience
were tough—the isolation and the
obsessiveness there—and she spent a
week “on the raft.” " But at Skowhe-
gan 1 also learned that art isn’t just
made in the studio. You can learn as
much being with other people and
talking, or reading, or going for a walk,
because the studio environment is a
very controlled, dead environ-
ment—it’s an enclosed, framed space.
And that isn’t where art comes from.”

After Skowhegan Roberge took a
break. With her sociology background
and her bilingual ability she went to
work at Pine Tree Legal Assistance
and found the work challenging and
demanding. The first vear she couldn’t
do sculpture at all. But she saved the
money to buy welding equipment and
set up a studio. She began exhibiting,
at the Maine Festival in Brunswick, at
Maine Coast Artists in Rockport, and
at the University of Maine at Orono,
but as the vears wore on she felt she

just couldn’t produce enough work.

A trip to Montreal with her brother
led her to apply to the art department
at Concordia University. She wanted
to return to that French Canadian
atmosphere again, to express herself in
that language. However, the tuition
fees for non-Canadians were too
expensive. Still the urge to go north
persisted. She spent a couple of weeks
at 5t. Andrews on the north coast of
Scotland and the Isle of Sky in the
Inner Hebrides. Taken with the cold,
windy topography, she did a “botani-
cal series,” as she calls it, of tempest-
tossed trees made of steel and wire
and based on the English hawthorns
that characterize the northern Scottish
shorelands. Then, ironically, after
applving to more art schools, this time
throughout New England ("1 included
Nowva Seotia in New England!™ she
recalls), she found herself in the
Scottish-settled city of Halifax at the
Nova Scotia School of Art and Design
(NSCAD). Founded in 1887 as the Vie-
toria School of Art and Design,
NSCAD remained sleepy until the
nineteen sixties, when a Canadian
painter named Garry Kennedy
assumed its presidency.

Kennedy, in his mid thirties, with
lofty, art-without-walls ideas, practical
tactics, and a belief that the study of
art is a branch of higher learning,
brought about programs and a certain
esprit that made NSCAD an interna-
tional art center and the eradle of con-
ceptualism. Combating Halifax's rela-
tive isolatedness, Kennedy vastly

upscaled the school’s visiting artists
program and in the late sixties and
early seventies students found a con-
stant influx of art personalities from
around the globe, like Douglas Heu-
bler, Vito Acconci, Carl Andre, John
Chamberlain, Robert Morris, Dennis
Oppenheim, Luey Lippard, and Les
Levine, to name only a few. Progres-
sive “media” like conceptual and envi-
ronmental art were taught earlier
there than elsewhere and courses like
“World Encounter,” in which students
visited different countries to study
diverse cultures, forced students to
rethink their relationships with art and
the world around them. By the mid
seventies NSCAD had moved into new
quarters in a waterfront block in the
heart of Halifax, rehabbed by their
environmental design department, and
maintained a New York loft on East
Haouston Street in SoHo. This vear the
school celebrated its hundredth anni-
VETSATY with an international sympo-
sium on Dada deity Marcel Duchamp.

When Celeste Roberge entered
NSCAD in 1954 the excitement was
perhaps muted but the school
remained in high repute, with "'the
study of art as an intellectual disci-
pline” still official policv. “A lot of the
conceptual artists ended up becoming
very politicallv involved,” she recalls,
“so the school turned in a very
international-political direction—anti-
capitalist, anti-nuke, feminist.”

She had not considered her work
particularly content-oriented up to
that time, Pieces like her 1951-1982



steel hanging, The Cellular Structure
of My Reptilian Brain, she considers
basically formalist, and its relationship
to abstract drawings was brought out
recently when the work was exhibited
as part of the Portland School of Art's
“Drawing Toward Sculpture™ exhibi-
tion earlier this year. But the pseudo-
organicism of that piece, and its title,
belie Roberge's deep-rooted concern
with beings, processes of thought, and
the nature of humanity. Ever the
social philosopher, at NSCAD Roberge
felt mostly like an observer, not get-
ting caught up in any particular art
trend. But “people that 1 associated
with were feminist, and 1 participated
in a reading group and we read a
whole gamut of stuff, from works
about socially conseious art to political
writings and poststructuralist eriti-
cism—Ilike writings by Jean Baudril-
lard and Edward W. Said, books like
The Anti-Aesthetic | Essays on Post-
modern Culture, ed. Hal Foster, Port
Townsend, Washington, 1953].
Anvway T wasn't politically involved,
my work is not message-oriented, it's
mueh too personal for that.”

What attracted her even more than
the school was the place itself: "The
physicalness of the land, the roughness
of it, the coarseness of it. What do vou
think of when vou think about Nova
Scotia? You think about water, wind,
fish, rocks—a very raw landscape. |
think I wanted a primal experience
with the land, because seulpture is so
earth-oriented and bodyv-oriented, 1
thought | needed this experience in

order to grow as a sculptor. T still don’t
feel like I've had enough, 1t's verv elu-
sive, 1 feel like 1 want to go back, [
want to go further north, [ want to go
to Newfoundland next,”

The cerebral atmosphere at NSCAD
and the sparse. chill beauty of Nova
Scotia life eatalvzed a new direction
for Roberge: T think what happened
at the end of it was that T wanted to
pull myself back into it more, in a real
body sense, 4 real human sense. [ also
felt T wanted my work to be more
humanist, more about human issues.”

The result was a group of works in
which abstract-formal and metaphoric-
confrontational ideas interface, as in
Geographies (1984), a group of three
egg- or head-shaped objects: two of
them open grid containers, analogues
of earth’s meridians, containing stones
and wire wadding respectively; the
third made of solid lead. In another
work, Labyrinths (1955), a similar
steel-cage ege enclosing " Goldilocks™
wire wadding resides beside a triangu-
lar variant of the mythical Minotaur’s
den. The eggs—or heads—in both
seulptures are lifesize and thus decapi-
tated, surrealistic, unsettling, like
Brancusi crossed with Oppenheim. 1
didn't even realize the connection
until I'd made my first "head,” and
then 1 thought, "Oh, Brancusi, of
course, this is coming out of a tradi-
tion.” But since | was exploring the
notion of ‘geographies,” 1 wanted this
object to seem weightier, more con-
frontational. You look at it and it’s like
vou're looking at your own face,

Far left; Geography's Body,
1985, steel and wire, figure:
50 x 75 x 23%", sphere: 387d,
collection of the arlist, lefl
Albrecht Durer, Melancholia
I, 1514, engraving, 3% = 7 #",
courtesy of The Fogg Art
Mugseum, Harvard Univir-
sity, gift of William Gray from
the Francis Calley Gray
Collection

Opposite: Roberge's studio
in Portland with Northern
Archives: Walking Cairn, in
progress

sidewise. [t's that kind of
relationship.”

Geographies was an exploration of
what she called “appearances™™—
about the difference between an
obiect in front of vou and the ideas it
summons to mind. The culmination of
such life-sized forms that foree viewer
identification was her thesis piece at
NSCAD, Geography's Body. It consists
of an empty, openwork sphere or
globe fashioned from steel rods, and a
metaphysical meditating mannequin
with steel-wire, square-stock “skin”
encaging rusty wire wadding—mate-
rial “resembling used Brillo,” accord-
ing to Maine Sunday Telegram critic
Philip Isaacson (March 29, 19587). Con-
frontational, impossible not to react to,
this three-dimensional diptyveh has a
host of art-historical predecessors. The
seated ligure, head-on-hand, was con-
ventionalized at least as early as Hel-
lenistic times when it was used for phi-
losophers and priests in monumental
Roman wall paintings such as one from
Boscoreale in the Museo Nazionale.
Geography's Boy is also a spiritual
descendant of a key image of the
Northern Renaissanee, Albrecht
Diirer’s 1514 engraving, Melancholia
I, in which an allegorical figure also
contemplates a sphere, Diirer's figure
has been identified by scholars like
Erwin Panofskv (The Life and Art of
Albrecht Diirer, Princeton University
Press, 1953}, as the personification of
the humor associated by medieval
authors with a predominence of black
gall in unsociable, illtempered, intel-



lectual personalities, and also symbol-
iring Saturn, Geometry, and Artistic
Cenius. Further, according to another
scholar (Peter Sohm, Journal of the
Warburg and Courtauld Institutes, X,
1950, the engraving also illustrates
man's eyele of sin and salvation—the
Christian version of human perfect-
ahility. The significant contrast of ideal
form and bodily disarrav—which
Roberge's figure clearly shares with
Diirer's—is at once symbolic and phy-
sically expressive, offensive in fact
{Roberge recalls the reaction of Garry
Kennedy, who was on her NSCAD
thesis committee: 1 hate this thing, it
makes me sick—hut Yo ought to
make more of them™).

Identification and revulsion are
fearsome when felt together. And as
such Roberge’s work was dismissed by

Maine eritics who faulted it because of
its forebears: the word trite appeared
in every review, Indeed, such
forebears comprise a lineage c:l—quulil}'
that places considerable demands on
its descendants, As Panofsky p[rinh:#
out, Melancholia I assumed the
baggage of dozens of assorted prece-
dents, but transformed them into a
new entity. Geography’s Body meets a
similar challenge. Roberge’s is an
aggressive, raw-guts interpretation of
the same universal polarities that con-
cerned Diirer: r'r'|il]:1,-rl1<ld}'_ iLiL‘tl',u"l‘!:tlL
perfect/flawed. Thus, the bipart
an'llfptl_lrr brings to mind ideas about
the periodical nature of artistic imag-
ery, such as the "formal sequence™
concepl of art historian Georze
Kuhler:

Every important work of art can be
regarded both as a historical event and as
a hard-won solution o seme problem. . . .
any solution points to the existence of
some problem to which there have been
other solutions, and . . . other solutions to
this same problem will most likely be
invented to follow the one now in
view, . .. When problems cease to com-
mand active attention as deserving of
new solutions, the sequence of solutions is
stable during the period of inaction. Bul
any past problem is capable of reacti-
vation under new conditions. (The Shape
of Time, New Haven, Yale University
Press. 1962
Rosalind Kraus (Originality and the
Avant-Garde and Other Modernist
Muyths, Cambridge, Massachuselts,
MIT Press, 1985) makes 4 similar
point when she identifies the repeated
rediscovery of the grid in twentieth-
century painting—alwayvs under the



Wrathful Deities: 1983, aluminum wire and
stainless steel, 5 figures: each 78" high, base:
108 x 79 x 4*, Portland Museum of Art

But then, “The Idea of North” is
itself an excuse—an opportunity
to examine that condition of soli-
tude which is neither exclusive to
the north nor the prerogative of
those who go north but which
does perhaps appear, with all its
ramifications, a bit more clearly
to those who have made, if only
in their imagination, the journey
north.

Glen Gould, * ‘The Idea of North":

An Introduction,” The Glenn

Gould Reader, Alfred A. Knopt
Inc., New York, 1984

banner of originality—as an etiological
response to a recurring situation.

Such art-historical and poststructur-
alist postulations elucidate the scale
and terms of Roberge’s sculptural
field. The problem represented in
Geography’s Body is both classic and
currently perceived, the solution both
traditional and experiential. The result
is imagery that locates the personal in
the cosmos and charges humanism
with visceral force. "It's like bringing
the human complexity—the human
mess—into contact with pure abstrac-
tion, which is what it’s contemplat-
ing,” Roberge says. “The abstraction is
very beautiful, universal, a form of
perfection—it’s very Platonic. But the
figure isn’t Platonic—it’s ugly, raw.
One of my fellow students commented
when she saw it, “This is not safe
sculpture’. T was very glad she said
that, because I don’t want to be safe,
not any more. [ felt like I had done all
this exploring for two vears, now
what’s my statement? And that was
my statement.”

For her next statements Roberge
returned to the large seale of earlier
works like Wrathful Deities (1983),
now in the Portland Museum of Art.
The three-part Northern Archives:
Geographies (1987), done after her
return to Portland, formally and
thematically enlarges upon a predeces-
sor within Roberge’s own oeuvre, the
19584 Geographies. But in the 19587
sculpture the containers are much
bigger and so draw attention to their
contents, materials that represent
“transformation.” " Any natural
material is like a state of being,”
Roberge explains—wood can become
charcoal or even stone; stone can
hecome dust. Lead, the solid form in
the sculpture, has age-old associations
with alchemy, the medieval science of
material transformation. These mate-
rials are rendered humanistically rele-
vant because they are contained
within resting head forms, enlarged
hevond the lifesized versions found in
the earlier Geographies and Labyrinth
and literally referenced in Geogra-
phiy’s Body.

The lifesized analogy, thus
expanded, then grew to topographic
scale, and Roberge transformed self-
portrait into monument. Walking
Cairn, unveiled at Hobe Sound Galler-
ies North last July, is a humanized
landmark. The Oxford English Dic-
tionary tells us that “cairn,” after the
old Gaelic “carn’” meaning “heap of
stones,” is a word that accumulated
particular meanings over time:
“boundary marker,” “memorial or
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gravemarker,” “landmark or land-
marker” in remote mountain or coastal
locations that guided voyagers or indi-
cated a depot of provisions, or simply,
“a mere pile of stones.” Since the
cairn amassed meanings progressively,
over time, in association with what it
was used to mark, Roberge’s Walking
Cairn is a landmark of meanings
acquired through experience, and pro-
gressively, through movement and
time. The nine-foot-high “pile of
stones” is encased in a steel-cage self-
portrait of five-and-a-half-foot tall
Roberge, and it is a record of Roberge
walking, as indicated by the sketches
in her studio. 1 do a lot of walking,”
she says, “1 take treks. I'm a very gen-
tle walker. I climb small mountains, go
to lakes, walk along the coast. In Scot-
land they call it “hill walking”.” In
part, Walking Cairn “came into being”
during specific walks Roberge took
along the Maine coast, on beaches east
of the Penobscot Bay. There she col-
lected the round, pinkish igneous rocks
characteristic of those northern
beaches —rocks that are themselves
records of the origin of the land and of
the motions of waves—to fill in the
“flesh” of her cairn. Altogether, this
monument of anthropomorphized
geology is a marker of multiplied
actions and experiences—a northern
archive.

Recently Roberge returned to Scot-
land, one of the isolated northern
extremes in her geographic inventory
—places, as she says, of cold, raw mat-
ter. This time she went to Orkney
where she saw the remains of ancient
megalithic monuments like the Ring of
Brodgar and the Standing Stones of
Stenness, both third century s.c. She
also viewed a lot of art, in Edinburgh,
Glasgow, and London, of a more con-
temporary nature—and she was sur-
prised to find recent works, especially
among those dealing with northern
contexts, that are analogous to her
own. At first that disturbed me. And
then I thought, after all, we are all
produets of our times.”” By addressing,
as artistic problems, concerns and
feelings that are widely perceived, and
seeking solutions through individual
thought and experience, mighty works
of stature and elogquence can be pro-
duced, works with visual, physical, and
intellectual resonance. Celeste
Roberge grasps this, Moreover, asa
sculptor, she has only just begun.



You might just as well say that *'1 see
what [ eat” is the same thing as "I eat
what | see!l”

—the Mad Hatter, Alice in Wonder-
land

RADITIONALLY, the worlds of

art and gastronomy rarely mix,

except at museum and gallery
openings, when crowds seem more
compelled by the hors d'oeuvres and
drinks than by the paintings and
sculpture. During the past ten vears, a
growing number of Portland's more
adventuresome restaurants have
begun regular programs of showing
art. Some hope to improve business;
others are ideologically committed to
art or to artists. This new exhibiting
venue does allow artists, many of
whom feel eut off from the narrow
confines of the few commercial galler-
ies, to display their work to a much
larger, more heterogeneous group than
a predisposed “art audience,”

Potential physical dangers to the art

and a certain level of audience distrac-
tion mar the restaurant as an ideal art
arena. Some artists won't consider
showing in them because the context
isn't “serious” enough, and a number
of art professionals agree. Have such

PORTLAND’S RESTAURANT GALLERIES

places proven effective showeases for
the area’s artists? In Portland, the
answer appears to be a qualified ves.
But has the "art audience™ truly been
widened by the restaurants’ efforts?
This is less clear. Does this new pre-
sentation form signal a dawning era of
widespread attention to, and collecting
of, Portland’s band of artists? Probably
not. But it does at least suggest that a
hopeful “art demoeracy™ is alive in
Portland. People who go out to eat—
even in modest little sandwich shops
—get repeated chanees to look at work
by largely unknown artists, In a
relaxed, unintimidating environment,
diners can live with art for a while and
can begin to feel comfortable making
judgments about it. A number are
even buying it, and, since the restau-
rants take no commission, artists have
the rare opportunity to keep all their
profits. Portland’s artists, eateries, and
general public all benefit in a way not
currently happening in most cities.
Why a smattering of Portland res-
taurants began showing art some ten
vears ago has to do with the city's con-
stituents: many voung, liberal
counterculture leftovers had settled or
returned here, and a number of these
nascent impresarios had previously

studied art. Nick Burnette, owner of
The Baker’s Table, opened the restau-
rant ten years ago with two artist part-
ners. Right from the start, they
showed art in their brick-lined base-
ment cafeteria. Burnette says he's
never worked hard on the art aspect of
the business; he’s very relaxed about
who can show there. For him, the
most important thing about having art
in his restaurant is that the works are
exposed to many kinds of people. “Art
isn't class oriented,” he says. “Fisher-
men have bought art here as well as
professional people.” Alan Lovell of
Alan’s Incredible Edibles had studied
photography at the Portland School of
Art before he found himself in the
food business, almost by accident,
when a summer ice cream and cookie
enterprise unexpectedly took off. Like
Burnette, Lovell takes a casual
approach to the quality of his changing
art displays, emphasizing his commit-
ment to the artists’ freedom of expres-
sion. "1 don’t consider myself a gal-
lery; 1do it to change the walls and
give people a chance who might not
get the chance. . . . Even if T don’t like
it, I let people decide for themselves,”
he explains. The level of profession-
alism varies wildly from show to show:

Cate Always with last summer's show of works by Portland artist Ellen Gutekunst
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alongside irregularly placed sconces
and several burned-out lights, ama-
teurish pencil drawings of Elvis Pres-
ley, Marilvn Monroe, and Judy Gar-
land dotted the tall walls when we
spoke recently. However, some well-
known artists, including Alison Hil-
dreth, who now shows at Barridoff
Gallery, and Howard Clifford, recently
honored with a show at the Farns-
worth Museum, have exhibited work
at Alan's.

Several newer eateries have fol-
lowed the example set by these older
establishments, but with an eighties
“business is the bottom line” flavor
rather than an ideological commit-
ment. The minimally furnished,

warehouse-stvle Green Mountain Cafe

has allowed artists to show their work
on cinderblock walls for the past four
vears, but insists on certain
restrictions: no nudes, and nothing
“offensive” (they once took down a
wall relief assemblage with religious
overtones). Local artist David Cedrone
recounts being told not to show any
drawings of "big fat people, because
people are eating!” “We're not here
to make political statements,” con-
cludes booker Betsy Hyde. The Art
Gallery Restaurant used to exhibit
voung, innovative artists with the

encouragement of Cybil Martin, wife
of owner John Martin, but when the
place changed hands, the art took on a
distinet “Early Maine" tourist Havor.
The owner of Cory Staid Gallery in
Kennebunkport was hired as the art
consultant, and low-grade watercolors
of barns and Maine landscapes,
hanging on distracting striped
wa”pajwr, were the unfortunate
result.

Joe Soley, owner of the rapidly
expanding Seamen’s Club, likes to eol-
lect art himself and shows paintings
from his collection at the restaurant
alongside borrowed ohjects, including
Afghani rugs and local artists” works.
Consequently, the many rooms have a
hodgepodge quality, A minor furor
resulted when Soley abruptly removed
several paintings by local artist Carlo
Pittore, whose bloodied boxers” heads
disturbed some diners. “We are in the
restaurant business. Our Primary
objective is to satisfy our customers,”
defended Soley in a letter to the
Maine Times. The incident highlights
the potentially major conflict faced by
restaurant owners who want to show
art, If the owner wants to show inno-
vative, demanding work, he or she
must develop an attitude, reflected in
the restaurant’s stvle, which will bol-

Breakfast bistro The Good Egg

ster such work against the potentially
negative reactions of customers. [t's a
difficult line to walk, and the restau-
rateur, who after all is not a profes-
sional gallery owner, could lose cus-
tomers as a result.

At the quiet blond oasis of Portland
Wine and Cheese, quiet blond owner
Michael Hoy attractively highlights art
on a long, well-lit wall facing high
streetfront windows. The enly art he
rejects is work with “no guts, like the
‘seenic Maine' kind of commercial-
ism.” Indeed, a recent display of Peter
Bennett’s crisp, colorful drawings of
robotlike figures had a sinister,
Ihru_'ah.tninj;, undertone that gave the
work quite a bit of dramatic tension,
Sarah Spalding’s miniature abstrac-
tions, hung somewhat obscurely over
the wine racks, shared with Bennett's
pictures a superficial prettiness that
quickly revealed a keen and unsen-
timental vision. Hoy readily admits
that customers sometimes dislike the
work he shows, but says their remarks
don’t bother him: “T want the art to
have character.”

Cheap, funky, hip, and always

jammed with devoted regulars, the

tiny Good Egg Cafe has shown art for
the last three vears “because it’s fun
to do,” says Marv Ledue, one of the



owners. The restaurant commissioned

Toni Wolf's humorous, surrealistic
blue mural over the grill, a sign of a
serious commitment to art. Anvone
an show, and the walls are usually
crammed, salon-style, almost to the
ceiling. Prices range from five dollars
to eight hundred dollars or more,
reflecting the great diversity in accom-
plishment, and ego, among the
exhibitors.

Jim Ledue, brother of the Good Egg
OWNers, haoth WIS :md runs the two
Alberta’s restaurants, each of which
house art in stvlish settings appropri-
ate for their innovative, New-Wave
food, The new Alberta’s has a small
enclave dedicated to changing exhihi-
tions, which so far has specialized in
photography. On a recent visit, the
black-and-white photographs proved
unexceptional, but the arrangement of
”‘IE' L|1'1 was {‘:Lrn‘!.lll 1l.r||;1 f_'lf_";,”'l_

With its painstaking attention to
detail, immaculate gallerylike walls,
track lighting, and thoughtful connec-
tions between art and dining accou-
trements, the intimate Cafe Always
stands like a beacon among Portland
art-showing restaurants. Tables are
covered simply in bold yellow cloth,
with sleek black place settings making
a dramatic contrast. Similar to modern

still lives in themselves, the table
arrangements serve as an ideal foil for
contemporary painting. The owners,
Cheryl Lewis and Noreen Kotts, both
studied art before their present incar-
nations as cook and manager; Cheryl
attended the San Francisco Art Insti-
tute for five yvears, and Noreen was a
photographer. They hired Rose Mara-
sco, a professor of photography at
University of Southern Maine, to
organize exhibits for the space, which
is now booked a vear ahead. Though
they show an occasional artist from
outside the area (during August this
vear they'll present Ken Carson, a
New York painter), they made a com-
mitment to showing primarily local
artists because they want to support
the talent thev see in Portland. " Cal-
leries are limited here. We want to
show work that's not easily accessi-
ble,” Cheryl savs. She believes art can
be seen to good :14|1':||1Iau1' al the cafe
because "]H'uph* aren't intimidated by
art in restaurants. They can become
familiar with it; they spend much
more time with it |than they would in
a gallerv]. .. . Some people hate what
we show. We take a hig risk; the res-
taurant business is vulnerable.” Fortu-
nately, the cafe’s clientele has re-
sponded enthusiastically. Portland

The Seaman's Club bar

painter Toni Wolf sold out her first
show, with paintings priced from eight
hundred to fifteen hundred dollars.
Her recent second show of self-
partraits, priced higher {up to two
thousand dollars), sold well

Walf, like many other young, ambi-
tious arlists, sces showing in restau-
rants as a stepping stone to gallery
representation. Though grateful for
the support and attention she received
at Calbe Always, her recent success has
fueled her desire to find a commercial
gallery and possibly leave Portland for
Boston or New York, She admits to a
change of attitude: T used to think 1
unumn'[ p|:ix ihv art gan . !]L‘I‘l OW
that I've had more attention
I would definitely not want to go
back”™—to showing in some of the
city’s more casual art bistros. “It's
time to prove something new to
mysell, Portland has great potential,
but there aren’t enough artists here,
and the galleries haven't changed
much in the past five to ten vears.”
However, Wolf is clearly interested in
being represented by one of the eity's
alleries,

Some artists showing in restaurants,
on the other hand, reject the commer-
cial gallery structure as “'too elitist.”
Sarah Spalding says she would reject




Portland arlists recently on the restaurant gal-
lery circuit: {(top to bottom) Sarah Spalding,
Toni Wolf, and David Cedrene

an offer from a commercial gallers
{though she has not had one as yet}.
She deliberately chose to show at Port-
land Wine and Cheese because “art
sustains people. [t's too detached from
real life in galleries. That's why |
make my pictures small — 1'd like
people to handle them, like cards.”
She also ohjects to the high prices
charged by galleries, saving " they
eliminate most people” from the possi-
hility of buying work, Spalding, who
eleans houses to survive, prices her
paintings so “people like me can afford
them "—muost cost between sixty and
one hundred twentv dollars. Without
the attraction of Portland’s rather
unigue restaurant scene, she might
leave the city, as she considers the art
restaurants the onlv real venue for
adventuresome artists. Art galleries
are too “commercial” and charge
prices that are too high.
Twenty-three-year-old David
Cedrone agrees with Spalding that
commercial galleres are too “artifi-
cial”: he enjovs the wider crowds thal
frequent restaurants. Cedrone should
receive the Art Eatery King award; he
has ]JTL‘EJ;n'v:! over bwelve restaurant
exhibitions of his “pop-up” boxes and
paintings during the last two vears.
Many people respond vigorously to his
whimsical, Barogue seenes of animals,
angels, and friends. Pragmatically
pricing his work at "five dollars an
hour for my time,” Cedrone’s work
sells briskly from ten to two hundred
dollars. He is even able lo support
himself modestly, in a two-room attic
apartment, on siales. As l‘m”L'h\]}-
inventive in his approach to marketing
work as he is in making it, he savs if
there were no restaurants showing art
in Portland he'd hold “art vard sales”
and “art parties” and would paint
more t-shirts, which he sells for thirty
dollars a piece. He admits he feels the
pressure to paint “light, Fun, silly
things™ that are “less stressful™
because they sell easily, but he
believes that his real. more complex
feelings come out in the work
regardless. “People may be tromping
happily through the woods [in my pic-
tures |, but they're tromping on cats!



There's ways of getting in [ my darker
feelings|.”

Older, more established artists pre-
dictably express reservations about
showing in restaurants, Fred Lynch,
who has been represented by Barridoff
Gallery for ten vears, believes that
eating and drinking do "an injustice”
to art; the context isn't “'serious”
enough. He applauds a restaurateur
buving a picce for a specific, per-
manent spot in the room, bul feels art-
ists “put themselves too much on the
line™ in their work for it to be judged
in such a distracting environment.
"The ego of the artist is fragile and
important,” he states. "They can’t
really take the oflhand, even cruel,
remarks someone might make when
they've had a couple of Scotches,™

Howard Clifford. a Maine native
whao has been living in Portland since
1972, represents himself “by choiee™
and though he has shown in a number
of local restaurants in the past would
not do so anvmore. Sinee his recent
show at the Farnsworth Museum, he
has abandoned restaurants, saving “'1
don't need to show there now. 1 show
in museums now.” Clilford believes
that making and selling the work is all

one act. “Selling the wark is right in
the front of my mind, as soon as |
begin a picture,” he states, explaining
that he thinks extensively about who
should buv a work and then tries to
get them to do so. Apparently he is
suceessful, as he can display a list of
possible elients who have expressed
interest in buying one of Clifford’s
hard-edged, acidic landscapes, which
cost up to sixteen thousand dollars,

Dealers, not surprisingly, are less
than thrilled about the emergence of
art restaurants. Annette Elowitch of
Barridoll Gallery exelaimed, “1t's ter-
rible!™ when asked for her reaction to
the scene. " People think they're being
generous by showing work, but they
should buy art!™ She qualified her dis-
taste for the service, saving "if an art-
ist sells, 1 guess it's ok.” New gallery
owner, Dean Velentgas, agreed that
“it's double-edged. Some of what's
shown is so wretched, it would be bet-
ter not to show anvthing, [and| the
restaurant environment is too distrac-
ting,” but agreed that “it's good to
have voung artists showing.”

As noted carlier, none of these res-
taurants takes anv commission on
work sold; indeed, most try to help the

Downstairs In Alberta’'s

artist a little by donating some food or
heverages al an opening reception.
They all perceive showing art as a
community service, as well as being
good for business. The casual atmo-
sphere of an eating establishment and
the physical risks for art displaved
there will probably alwavs restrict
such venues to voung, unknown art-
ists. Nonetheless, in a city with few
alternative spaces for showing, these
places play a very useful and
potentially exciting role, For the
public, the restaurants provide a com-
fortable approach to art appreciation
in a way usually reserved for connois-
seurs, in the relaxed, companionable,
intimate course of eating, drinking,
and living. It seems to me that this is
how art should be t_‘]]_i,l:}-‘{_‘l'_l: with
respect for, and relevance to, life,

Amy Lighthill

Amy Lighthill is a freelance writer and
curator and a former assistant curator
of contemporary art at the Museum of
Fine Arts, Boston



David Driskell: Afro-
American Art in the
Pines

AVID Driskell, black artist
and educator and scholar of
Afro-American art, divides

his life between a residence in Hyatts-
ville, Maryland, and a studio-home
amid a grove of cathedral pines in Fal-
mouth, Maine. Driskell’s multifaceted
waorks dealing with the black artistic
experience in America are definitive
and pioneering, pursued with the sen-
sibilities of a communicator of con-
siderable personal poise, Decisive and
wise, in person Driskell inspires the
confidence of those around him. He
listens attentively, speaks with humil-
ity, depth, and humaor, and convevs a
soft-spoken impressiveness.

Born in Eatonton, Georgia, the son
of a Baptist minister and the grandson
of slaves, Driskell was educated in the
public schools of North Carolina. In
1953 he attended the Skowhegan
School of Painting and Sculpture, and
in 1955 received his bachelor’s degree
in fine arts at Howard University. He
studied at the Netherlands Institute
for the History of Art in the Hague
under a Rockefeller grant, and then in
1962 completed his master’s in fine
arts at The Catholic University of
America in Washington, 12.0. Since
then he has dedicated his life to crea-
tive activity and the encouragement of
ereativity in others and has spoken to
myriad museum and university audi-
ences in America and abroad.

As an art historian, Driskell
revealed the black artist’s soul-
searching struggle for identity, survi-
val, and recognition in America.
Driskell’s first comprehensive
approach to this subject was “Two
Centuries of Black American Art,” a
major exhibition at the Los Angeles
County Museum of Art in 1976 that
traced black culture from the 1700s in
Africa to the 1920s in America. In the
exhibition catalog he writes, " The
Black artist is no different from any
other in his struggle to express his own
individual sensitivity to order and form
and at the same time relate to the cul-
tural patterns of the time and place in
which he lives. Art has no racial bar-
riers.” However, our society has been
largely unaware of the cultural contri-
butions that hlack artists have made,
Driskell’s monumental research on
Afro-American art has gone a long
way in identifving black artists of great
significance who have not been appro-
priately recognized,

Among his recent work in this field
is " Hidden Heritage: Afro-American
Art, 1800-1950," an exhibition
organized in 1955, by the Bellevue Art
Museum and the Art Museum Associ-
ation of America, that has appeared at
ten major museums around the nation
(it opened for the last ime at the
Oklahoma Museum of Art on Novem-
ber 15th of this vear). It enlarges upon
the groundwork of the earlier Los



Carnival §2, 1385-86, gouache, 22 x 30", collection of the artist

Angeles exhibition but in a format
appropriate to the massive touring
program. ~Hidden Heritage™ and its
catalog examine such black artists as
Joshua Johnston, a nineteenth-century
Baltimore slave turned free portrail
painter in Philadelphia; Edward
Bannister, who did Romantic
landscapes during the 1850s similar to
those of the Hudson River School;
Edmonia Lewis, America’s first black
woman sculptor, a student of Harriet
Hosmer in Rome, who exhibited
around the United States in the 15870s;
and Henry . Tanner, Eakins’s only
black student at the Pennsvlvania
Academy of Fine Arts, whao exhibited
his poignant religious paintings at the
Paris Salons in the 1890s. Modernists
treated include Aaron Douglas, who
combined cubism and social commen-
tary in the twenties and thirties;
painter Jacob Lawrence, whose 1940
series, The Migration of the Negro,
was bought jointly by The Museum of
Modern Art and the Phillips Collec-
tion; Elizabeth Catlett, a black
sculptor and painter who synthesizes
African and Mexican sources in works
that reflect social, Third World, and
feminist issues; and Romare Beardon,
whose semi-abstract paintings and
collages apply universal themes to
aspects of black life and culture.
Driskell also contributed the central
essay to Harlem Renatssance: Art of
Black America {April 19587). That cata-

log accompanied an important
exhibition, curated by Driskell, at the
Studio Museum in Harlem on that
community's art in the 1920s which
featured works by Aaron Douglas,
Meta Warrick Fuller, Palmer Havden,
and William H. Johnson. He also
rucunﬂy curated and wrote the mtalug
for the exhibition, " Contemporary
Visual Expressions,” at the Anacostia
Museum in Washington, D.C., featur-
ing four contemporary hlack artists:
Samuel Gilliam, Martha Jackson
Jarvis, Keith Morrison, and William T.
Williams. Now he is at work on a book
on Washington, D,C.'s black artists.

A foremost authority in his field, the
importance of Driskell’s scholarship
has not been missed by his colleagues.
Lynn Boles, associate professor of
anthropology and director of Afro-
American studies at Bowdoin College,
says: David Driskell is an important
voice because of his influence and
prestige as an arl historian in mount-
ing, curating, and writing about major
black American art exhibits which
reach a very wide segment of the
public. His outreach is an important
contribution not only to the black com-
munity, but to the entire public at
large. He has made black art more
aceessible to many people.” And Hugh
Courley, director of the Colby
Museum of Art, adds: “David Driskell
has made a great contribution to art
historical research in this country. He

has been a pioneer in the study of
black artists and has placed them in
the mainstream of American art.”
Driskell began teaching Afro-
American art history during the late
fifties in courses at Talladega College
in Alabama, where he became head of
the department. From there he
became associate professor in the
department of art at Howard Univer-
sitv, Washington, D.C., and director of
the Howard University Museum,
where he began writing and organiz-
ing shows about local black artists of
national stature like Lois Jones, Alma
Thomas, James Wells, and James A,
Porter. From 1986 to 1976 Driskell
was chairman of the art department at
Fisk University in Nashville,
Tennessee, and director of Fisk's
University Galleries. While at Fisk, his
interest in American black artists and
in educating the public on this subject
developed into large-seale undertak-
ings such as "Two Centuries of Black
American Art” and a series of Afro-
American exhibitions at University
Galleries. In 1977 Driskell became
professor of art at the University of
Marvland, College Park, where he
served as department chairman for
five vears and where he still teaches.
He prefers the direct experience of the
classroom to administrative work:
“Teaching is very creative in itself.
Teaching is a sharing and learning
process. It provides stimulation and



Summer Garden, 1984, gouache, 22 x 307, collection of the artist

Festival: Thelma, 1968, woodcut, 17 x 207, collec-
tion of the artist

opposite:

Driskell in his Falmouth studio with feft wall:
c1800s “log cabin' gquilt from Round Pond,
Maine; {in front}), Festival: Thelma; far wall: Se-
nufo headdress, c1950s, Ivory Coast; right wall:
(left), African Quilt made by Driskell, 1873, fab-
ric, 56% x BO", on desk, a 1911 Reminglon Rand
typawriter given to Driskell by his first employer
in Washington, D.C.. [right), Driskell's Upward
Bound, 1980, oil on canvas, 48 x 72"

feed-hack of fresh ideas.”

Last vear Driskell was the recipient
of Skowhegan School of Art’s Gover-
nors Award for outstanding service
and leadership in the arts. The award
presentation speech by Warren
Rohhins, Founding Director Emeritus
of the National Museum of African
Art at the Smithsonian Institution—
which Driskell helped develop and
continues to support—concluded,

“[ Driskell has| dealt with what the
late American socio-historian Harry
Elmer Barnes, in a diferent context,
once termed an “historical black-out”,
What a fitting way to deseribe the
educational grievance that Driskell has
dedicated himself to redressing.”

As an artist Driskell has made his
own significant contribution to Black
American art. His earliest paintings
dealt with traditional landscapes, later
evolving through cubist and Cézan-
nesque periods and other early
modern influences like Matisse. Then
he began to explore relationships
between pattern and picture plane, on
the one hand, and the patterned imag-
ery of African and folk art, including
early American art, on the other. His
interest in quilts, for example, stems
from watching his mother make “log
cabin” qui]is as a child. The experi-
ence emerges in his art, in | ';ur'm'n'
Bound, for example, a 1980 oil paint-
ing hanging in his studio, A colorful
pink and blue abstraction, it strongly

recalls textile designs like modern Afri-
can batik. He savs: “My work in this
painting was influenced by the textile
process. | tore strips of canvas apart
after having painted them, then
realigned them. By so doing, | created
new patterns and forms that were
influenced by the quilting process.”
But the painting also relates to other
kinds of patterns, like the forms of the
ebany Senufo headdress from the
Ivory Coast displayved near the paint-
ing, as well as more personal imag-
erv—a central rising sun form in
Upward Bound bears reference to a
solar eclipse and an important trip to
Africa Driskell experienced about the
same time.

Primarily an oil painter, Driskell is
also drawn to woodeut because of the
immediacy, boldness, and strength
inherent in woodeut tL‘{'I'II:'i'i['I.I.l_‘. A
semi-abstract woodeut print of his wife
done in 1968 and entitled Festival:
Thelma is an important work to
Diriskell. It reveals an interest in
theme versus geometric or abstract
pattern. The woodeut’s flat, bold,
sharp-edged forms and stark simplicity
transcend time and the particular per-
son. The strength of the expression
suggests the inner strength of Black
women,

[nterestingly, when in Baltimore,
Driskell’s work centers on figures and
portraits, and when in Maine, cele-
brates nature and the beauty of






landscape. Commenting on a painting
of a single pine tree that he did in
1971, hanging in his Falmouth home,
Driskell recalls: “When I came to
Maine in 1953 [ was taken by the
strength and beauty of the Maine pine
tree. [ used to paint them in a
landscape setting. Then 1 started
painting segments of the tree, [ did a
series showing pine trees in four dif-
ferent seasons for my thesis at The
Catholic University in 1962.”

He spent his first summer in Maine
in 1953, as a student of the Skowhegan
School of Painting and Sculpture,
Impressed by the quiet beauty of the
Skowhegan campus as ereated by his
teacher, colleague, and longtime
friend, Bill Cummings, founder of the
school, Driskell decided to make a
second home in Maine. Falmouth
attracted him because it was located
near transportation lines, not far from
Portland—he wanted to combine the
advantages of Maine’s natural envi-
ronment with proximity to libraries,
live theater, and concerts for his
family. Most of all, he wanted green
grass and pine trees in a natural
unspoiled setting—unpolluted and
private,

His house blends into that environ-
ment. He designed it together with
Carth Miller, a voung Falmouth archi-
tect and a graduate of Bath’s Shelter
Institute. The two-story, unstained
pine facade is dominated by one long
glass studio window hung entirely
with green plants. Inside, a cathedral
ceiling with artist’s skylight erowns a
two-story space that opens to the
second floor through arched windows
from an old meeting house which the
architect had found at an auction in
New Sharon, Maine. " How one lives is
an extension of oneself,” Driskell says.
“We are an accumulation of past and
present experiences. We draw on
them. We live in the present by
pushing forth in new territory. Our
home reflects both. It should be a
place where one is elevated and free
with family and friends.”

Driskell’s studio-home is aesthetic
and functional and expresses both the
private and professional man. In the
summer, vegetable, herb, and Hower
gardens that he plants himself flourish
on each side of the house, Over a
nearby brook he built a small, pictur-
esque bridge. Transplanted orange
day lilies sprout in elumps in a rock
garden created by the artist. Tall pink
and rose sweet William, blue forget-
me-nots, and blackeyved Susans below
the front door welcome visitors. This
quiet environment appeals to Driskell

and his familv, who say they made a
second home in Maine because of the
state’s quality of life.

His interest in early American cul-
ture and in African heritage is
reflected here: in his studio along with
the nineteenth-century “log cabin™
quilt are handsome blue and gray jugs
from the same period. Handmade
Shaker baskets hang from kitchen
rafters. The Senufo headdress at the
end of the room dates from the 1950s
but is a traditional ceremonial
headdress that honors a patriarch or
deceased male member of the family.
A Dan mask, from Liberia, symboliz-
ing maternal protection, hangs on an-
other wall, near a statue, also made by
a Dan artist, of an African bird called
a hornbill, a symbol of protection for
crops, Driskell recalls that his interest
in African art “was kindled by the
scholarship of James A, Porter when |
was an undergraduate at Howard
University. Since that time I have
been a student of African culture
searching for those sensibilities that
help to establish our roots in more
than one culture.” One sees such
rootedness in Driskell’s home: Amer-
ican antiques, African objects, and
contemporary design together reflect
his connecting of the past and the
present. About the role art plays in a
man's life, he says: “Art is functional,
it satisfies man’s needs for beauty as
well as practical needs of necessity.
We can see this historically in tradi-
tional African art, in the quilts of early
America, and in contemporary art. Art
reflects man's needs in each age. An
artist has a priestly task. He has an
extra vision and must communicate
beauty and the needs of humanity in
order to make us more human. Histor-
ically art has had an important spiri-
tual role in all societies. For example,
the madonna symbaol in religious art
and the symbaol of the child and lamb
representing purity. In secular art, we
have a strong symbol in America of
the Statue of Liberty, She is a meta-
phor of the American Dream: freedom
for all.”

Patricia Davidson Reef

Pat Reef, a resident of Falmouth, is
regional editor of Art New England
and author of Bernard Langlais,
Sculptor ( Kennebee River Press, 1983)
and Dahlov Ipear, Artist ( Kennebee
River Press, 1987 ).

CeZe



B !
ﬂwr.
WYy ‘\. -
- u
..rfol._ é@u.;w-
- .1I.. |_|_
.‘V” m i
gy, .. ato#}.- .. _
.ﬁuwuf. F .
; . | a
: ; . m.,r
: ._.I.. i
m
I
e - ...m,...;_.. ﬁ
i : ,,#.m.\\i h.
o : .“
Y e w m
e 9 ‘ .
| i
..: "
i ~ "
i .
__" 1
m.. . m - ’.
\ 1
. . .. uMA _..”4
Ly . A
r.. v‘ '.
% _..F .._ pa :.
: » .,_ ... ....
_. I T .. ,.A .!l
> m. _
: X = \ | .. .H._
E .-.._..i ‘ l . .l_ﬂ
L - I
_, o 0
b | .. p
) "t
i ....
L .. .u
! h. r._
|..”| - . |. I_: T'
n....ll ..l.-l..u - _./ . 'l. ’l
C - .. . .r
i . , o P
_| . __n— .m_ Ny iy
_ :
7
- .__1 ___1
| —’ ._z M %
& ....A |
w ; e
-,
— L !“.-. T_”_-
o — | " "
_. . x
b :
!.l 'l
: fi »'q
'L .‘.ﬁ ’
'._1 '.I.




-

. ._.
T b A S S —— e

M R grvparr <

=15 i L

il







I
-7

Z NI
(X

=
oy

Ay - s ¥y = 7

o
__
|
g
[

bt

i

U

L__
i

" L e S—
AT E—— P =

o

[

. o i) I . L ! P — "
_ — _ m ﬂ _ | | R
‘ | — -_1- ™
o " .|4l||I||y...._ll..u..|,.rr|r...!-.r1||.L. g — —— - ll.ll.lll_:..-.ll.llul..l - _— —t - &
| i 1 4
i | 1 I _ﬂ l 8 »e
! ] | r | =
; | | { 3 ¥
L i | _ ] | I e = k
I ! i .
: 1 { w _— 3¢ ] 3
| | I -
1 £ ! 1 -_l..
E G e " L) »
_ 1 Tl e
—— : — N — b e e - N —— »
| | LY
W L J L ]
_. by _ ,.,.J. [5G RO W |
i £ e -
‘ “ I i .. . LM v
—r \J =
! vhs % be e
| | hd | 3 o
! e i 5
: —— | et 1 ” _ » i
’ . e . _I..fl.l-ll.__._.li - | e T e B - T T | g R ———, |I.I.rl._._.l.llu..lp1 Hls '.l.-
| . o :
| _
| _ i ! - b ¥
| | * 4
Bk A = - *
ﬂ}n_v _ _ L - . i s | b bt
- - LI L) §
h e T - e
i _ _ R . ~ow g _ i i F | e v
T e _ . e |, moRERe T . | R X
. | 1
A s | R P
= SR FUR— e i + e e S —— i S . .-H.. .
5 (5] _ | .k _ r il



T e E o ; Y - - #ﬂ}-j‘r‘q‘ [ ;
MCALY DEMAS T te—  NAN i
PE L2l TS - = m T : e SN THE=E
AT = =) =y = = - -
P;LMJ '_""5 il 3
A rydm fhe EVJ%;::N’E?— el Fhr} mﬂ? e
ven_- Peie— PR OFeo UND ErPIPR AN =5 , BV
Zhy Ao e PPLiT e Ar—zs . 25 1T o

PELF - ABICOR Bon A~ LCo NT E T .7 + ol rei
7 b el e S Trmate) A-”#Jh"r;‘ =t L Poapri | 5 ' Tharevx Maris
- 2= Ap—d & PN e

M &
*”fr.r- Tiegun Fill, Thdfey e At
s T >
K ¥ L M .
MALc s NTE NTS .
END,
(]
=i,
sy . - =
._'E:r
=™ N = -
® ' S =
- Ry =
.#‘-‘—." . -'\-\..'_. _b'. e
( ok e
: - =~ A~ = — - -~
!;' — T e e =




(ower

2 ﬁfanm—,
ain.elevator

i T L‘&aé: f';'n. H};_..

HE moment the mind conjures

an image of any one of these

artifacts of our country’s older
industries, we think of large and una-
dorned structures made up of incom-
parably clear forms that put a friendly
and honest expression on the face of
technology. We think of timber and
brick and concrete and steel and prac-
tically every structural svstem known
to man. We think of human ingenuity
and technical inventiveness, of gravity-
defving towers and deafening
machinery tuned by workers whose
vellow lamps burned intensely through
the night shift. And we think of the
canals, bridges, dams, and tunnels that
were built to serve our industries’
needs. A few industrial facilities dating
from the nineteenth century still house
the industries they were built to serve.
But the great majority have been
demolished, overgrown with graffiti
and creeper, or transformed into
pseudoplaces. But where they still
stand at all, these heroie achievements
of American civil engineering are sym-
bolic objects in the landscape, points of
order in nature, proof of man’s
dominion,

An academic discipline, industrial

ar{'hal}ﬂiug}f. has evolved to study and

take inventory of these structures, and
a federal campaign, historic preser-
vation, provides cultural as well as
economic incentives for their image
maintenance. My fondness for land-
scapes of nostalgia in general and for
nineteenth-century industrial com-
plexes in particular is not antiquarian;
it coexists with an equally strong inter-
est in contemporary architecture. But |
am uncomfortable with modern ware-
house distriets and industrial parks,
and [ notice an increasing use of an
older industrial imagery in nonindus-
trial settings. Does this belie the con-
temporary architect’s own suspicion
that the public is less trusting of “soft™
vocabularies of form? 1 think it does. It
is as if the architeet designing a con-
ference facility that looks like a factory
building, or a bank that resembles an
arsenal is saying, I promise this
building is functionally honest, structu-
rally sound, and stylistically transcen-

dent of fashion. [ evoke Industry to say

Iam Good,.”

This essay is a tribute to Maine's
landmarks of civil engineering and Lo
the anonymous engineers of those
works who were the trustees of a
public aspiration. When a new mill
was built, it had a significant effect on

Phalagraph by Jan Bonjois

the economic and social character of a
region. But until recently, industrial
buildings have been very little
discussed by architectural historians.
This essay is also meant to challenge
Maine's design-minded citizens” and
preservation advocates’ preoceupation
with pedigreed monuments designed
by architects of certiiable importance,
eccentric follies erected by mil-
lionaires, and private mansions and
summer cottages built by summer resi-
dents. For there is very little new to
discover there, It is all right to talk
about lighthouses, barns, and
churches, but we should also be
talking about roadside diners, mail-
order bungalows, and paper mills,

To official architecture as such,
Maine has contributed little directly in
the way of buildings. Maine entered
the twentieth century under the spell
of late eclectic classicism and rural
vernacularism. While it is true that
college campuses and municipalities
have brought some distinguished
architectural signatures to Maine,
their effect on the state has hardly
been galvanic, and their contribution
to the state's commeree and i11L|uh‘tr1.
has been almost nil. Let me suggest
that the most interesting ghosts of



Maine's architectural heritage are not
John Calvin Stevens, Henry Vaughan,
and George Burnham, but the anony-
mous engineers and entrepreneurs
who were at once designers and
builders. The mills and factories by the
tracks in Lewiston, Topsham, and
Bangor comprise an industrial vernae-
ular as engaging as anv coastal or agri-
cultural vernacular of our pastoral or
maritime past, and more engaging
than any urban buildings of “New
Portland.” But the buildings to which 1
refer have vet to attract a critic worthy
of their austere virtues. This is not an
attempt to fulfill that charge, but to
put a tentative stake in the ground to
mark a place where others might dig
profitably.

To advance this gentle polemie,
there are a number of sites T con-
sidered whose individual features are
as worthy of notice as the mill T will
spend some time discussing. But the
old Bowdoin Mill (or the Pejepscot
Mill ar the Great Bowdoin Mill as it
has been renamed under successive
owners) on Great Mill Island in
Topsham has interested me for twenty
vears and has long been regarded as
one of the best preserved and most
indiscriminately admired industrial
complexes in Maine. It is the oldest
surviving wood paper mill in the state
and has recently been the subject of
local press coverage in connection with
its sale to Pejepscot Mill Restoration
Associates led by Pamela Gleichman
of Portland.

I first discovered the Bowdoin Mill
as a freshman at Bowdoin College

and was naive enough to imagine that
this was a vocational wing of the col-
lege 1 was attending, until I found
entrance was forbidden by guards.
Eventually [ talked my way onto the
site with a quiver of brushes and easel.
And found? Another campus: here
was a coherent arrangement of brick
and timber frame structures more
related in texture and scale than the
buildings of the Bowdoin campus I had
come from; buildings, moreover,
which maintained the individuality of
their original detailing and human
scale in their well-used appearance
and that—but for the signs of indus-
trial enterprise around me—could
have been an academical village, a
college or institute. The inner court-
vard flanked by buildings on either
side of the island invites pedestrian
use, and the two-story wooden cupola
atop the original masonry mill building
could, with a little imagination, be
mistaken for a poet’s perch. Certainly
this skyward loft overlooking the
Androscoggin is a place as suitable for
meditation and reflection as the pent-
house of Coles Tower a mile away.
The whole orientation of the site with
its fifteen-odd interconnected
buildings surrounded by water and
connected to the mainland by a
causeway expresses the symbaolism of
retreat.

The original mill building was
erected in 1868 by Charles D. Brown
and E. B. Denison, the founders of the
Topsham Paper Company. Vaguely
Italianate in appearance and still the
largest structure on the island, the

Pholograph (€) Carvin Robinson 1987

building is one of the most dramati-
cally sited industrial properties in
Maine. Its southern elevation rises
from a granite foundation squaring off
a bend in the Androscoggin River,
Travelers unfamiliar with the area
driving north from Brunswick across
the Frank J. Wood Bridge cannot be
prepared for the handsome sight of
this vellow brick affair which suddenly
greets them as they cross the river.
Encoded in the southern elevation is
a system of arched bays defined by
recessed brick planes which are in turn
punctuated by hooded and pedi-
mented windows. The bays rise to
three stories at the east and west
sides, four at the curved peak of the
slightly overhanging gambrel roof, The
same bay system is carried throughout
the building; on the side elevations are
sixteen vertical bavs climbing three
stories, giving a vertical thrust, and
therefore a relief, to a building and
indeed a site, which otherwise wants
to be read horizontally. It is not unu-
sual to find single-story worksheds in
industrial buildings of this era with
pitched roofs and visible end gables,
But to find a multistoried mill built in
1868 with these characteristics is most
unusual and is probably why the
building registers so strongly on pass-
ersby. The multistoried mill structures
of this era had, with very few excep-
tions, a flat-topped roof or a parapet
around the top of the walls to make its
pitches invisible from the ground.
Some of the older mills in Lowell,
Massachusetts, have pitched roofs, but
they are mansarded, giving a flatter
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appearance. This fact alone warrants
the Bowdoin Mill's admission to the
history books and should prompt fur-
ther curiosity about the unknown
designer who, in 1868, was setting
precedents in Topsham, Maine.

In 1902, a second mill building was
erected to house the general offices of
the Bowdoin Paper Manufacturing
Company. As to who designed this
more conventional, colonial structure,
we do have a name: George F. Drew,
the company’s regular engineer. The
orientation of the later building is the
same as the precursor structure, but
set further back from the river. Period
photographs suggest that its propor-
tions derive from another mill building
that was erected on the other side of
Main Street in the 18805 or 1590s, but
that building was destroyed by a flood
in 1936,

What is striking about the mill is
that no single structure epitomizes the
site, and while most of the twentieth-
century additions do not elicit anv par-
ticular recognition unto themselves,
their presence contributes to the over-
all effect of coherence, to the overall
impression of a strong sense of place.
The brick building is certainly the hest
executed, but all of the buildings are
strongly rooted to their site. This feel-
ing of self-context is heightened both
by the separation from the mainland
and by the clustering of smaller
buildings creating a coherent vellow
landscape. Earle Shettleworth has
pointed out that the improvisational
character of the whole, made up of so

l"#llllllli

many wooden frame buildings connec-
ted by underground passage, skvway,
stairwell, and jerryv-rigged corridor is
also similar in form to farmhouses and
other farm-related buildings in the
surrounding countryside. He is right:
finishing, cutting, storage, and shop
houses seem to grow organically out of
one another. And these rooms changed
function to adapl tor the changing
demands of production. There was
once a stable on the site: later it
became a storage area. Former guest
chambers and sleeping quarters later
became workshops. This mill, like
most industrial complexes of its era,
has always been in a state of adaptive
reuse.

The rhythms of the building are like
the rhythms of jazz: plan the piece,
then make it up as vou go, The mill
has changed hands many times, and it
will change hands again, Under some
owners new buildings were added and
others demolished. The complex has
always been in a state of repair. But
somehow the strength of the original
building and the advantage of its natu-
ral setting was always respected on
the drafting tables of the “regular
engineers” who added on here, con-
nected there,

Owners of the various paper com-
panies that the buildings housed saw
their businesses through good times
and bad. Floods, bankruptcies, and
difficulties getting power to the site
caused plant shutdowns. Things
perked up when new owners took
over, cheaper power sources were
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found, and the mill was converted
from a paper manufacturing to a paper
processing plant. Go there, and won-
der how a stately colonial residence
with a pavilion roof found its way onto
the site, why the old red mill was
painted yellow, and why the flood-
prone Androseoggin has been so kind.

The mill is no longer a mill, and
there are no longer lamps burning
through the night shift. But what peo-
ple always thought of as “the mill"”
remains, and 1 do not think its future
character can but benefit from what is
already there,

Some songs have a pitch so strong
vou just have to follow the tune,
Some places do too.
Old Yellow, the jazz is in vou,

Roger Conover

Roger Conover is the architecture and
design arts editor for the Massa-
chusetts Institute of Technology Press
and a recent Loeb Fellow at Harvard's
Graduate School of Design, He is
advising Pejepscot Mill Restoration
Associates on the development of the
Great Bowdoin Mill,
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VERY art colony that has
appeared in America has had
its own mystique, a certain

combination of elements pertaining to
personalities, atmosphere, time, and
location that render its history special.
Often that history is lost or inaccu-
rately transmitted as |-;1:].' members of
the art community die off, especially
when a colony ceases to survive or
changes drastically. Thanks to the
recent publication of A Century of
Color, the essence of one such colony,
located in Ogunguit, Maine, has been
documented.

Over the course of a hundred vears,
Ogunquit evolved from a tiny Maine
fishing village to a summer art and
resort colony, ultimately to become a
crowded tourist spot flled with shops,
motels, and arts and crafts galleries.
Situated on the southern Maine coast
and named after Mic Mac and Abnaki
Indian terms for “place by the sea,”
Ogunquit suffers a summer population
overload, mostly afHuent and from
Boston, that now spills over to spring
and fall and diminishes the subdued
charm and isolated beauty that at-
tracted Boston and New York artists,
art teachers, and their students a cen-
tury ago,

By uncovering old photographs and
documenting the oral history of the
Ogunguit art colony, authors Tragard,
Hart, and Copithorne have produced a
vital monument to Ogunguit’'s famous
past. Generously highlighted with
thirty color plates of significant Amer-

George Kunkel, Approaching Storm, 1973, acrylic collage, 24 x 367, collection of the artist

ican art created in Ogunguit, the vol-
ume is also richly embroidered with
amusing anecdotes, interesting person-
ality sketches, and tales of famous
rivalries, recreational pranks, and
party frivolities. The result offers a
sampling of the art produced by the
Ogunguit colony and a glimpse into
the mores and lifestvles of people who
made significant contributions in
American art history.

Starting with the colony’s academic
origing, with a schoaol founded in 15588
by Boston art teacher Charles Herbert
Woodbury, whose students, many of
them women, were “proper New Eng-
landers,” A Century of Color chroni-
cles key historical events, frequently
interlacing them with “little incidents™
and colorful guotes. And so we learn
how the talented award-winning artist
Woodbury who taught his students
classic marine painting with the motto,
“You don't paint what yvou see of the
wave—vou draw what it does!” was
spoofed mid-class, first by a fishermen
disturbance and subsequently by an
avant-garde nude model who
“crashed” a serene seascape lesson,

During Woodbury's ascendancy,
Ogunguit grew as a resort, and small
hotels appeared in the area offering
comfortable accommaodations, Promi-
nent, established artists such as Amer-
ican Postimpressionist Maurice
Prendergast came to paint the vaca-
Honers, leaving a permanent record of
a gentle, leisurely world, essentially
elegant and privileged.

A Century of Color goes on to tell .
how, “As Ogunguit’s reputation as a
significant art colony grew, three new
art schools were . . . established. Victor
D. Brenner's Summer School in
Modeling provided seulpture classes
from 1914 to 1920, and in 1919 and
1920 Russell T. Hyde enrolled . . .
twenty students in his Summer School
of Drawing and Painting. However,
Hamilton Easter Field's Summer
School of Graphic Arts—later
renamed Thurnseoe School of Modern
Art—was by far the most influential.”
For with Field came summer refugees
from New York City—a whaole new
breed who painted differently, As
Lloyd Goodrich, art historian and for-
mer director of the Whitney Museum
of American Art explains: " Ogunguil
was an experience of the kind of
teaching which was more . . | lined up
to modern art, [ with| more emphasis
on emotion, color, the instinctive style
of painting . . . [ Field] was a remark-
ahle man who has never been given
the credit he deserves in the history
of modern art in this country.”

Brooklyn Eagle art critic, founder of
The Arts magazine, author, artist, and
world-traveler, Hamilton Easter
Field's list of accomplishments
includes his encouragement of young
talent as a teacher, friend, and patron.
He supplied a place where artists
could live and work and urged his
students “to live in touch with native
Ogunguit life, just as Monet wears the



Charles Herbert Woodbury, Breaking Wave, c1925, oll on canvas, 24 x 347, private collection, photo courtesy of Vose Galleries

sabots and the peasant dress at
Giverny.”

Field's students and artist friends
were a cosmopolitan set—some born
abroad and others students of Laurens
at the Académie Julian in Paris—who
intermingled locally and enjoved the
easygoing Ogunquit lifestyle. Among
them were many whose work would
be found on the walls of world famous
museumns: Bernard Karfiol, Yasuo
Kuniyoshi, Maurice Sterne, Max
Weber, Marsden Hartley, Stefan
Hirsch, and Leon Kroll. Among them,
too, was Field's famous protégé,
Robert Laurent, whose fluid art deco
figurative sculptures are found in such
places as New York's Radio City Music
Hall.

With the Laurent story, a veritable
essay on the value of mentor support
in artistic development, as well as the

effectiveness of environmentally
rooted inspiration—the book reaches a
high point. Field, whose mother was a
French Haviland and one reason for
his apparent Francophilia, brought
fourteen-vear-old Laurent here from
his native Brittany, the place, we are
told, that genuinely influenced
Laurent’s sculpting style, in his words,
“a style that sprang from the soul of a
people . . . not a preconceived or self-
conscious style . . . not inclined toward
a decorative or unnecessary embellish-
ment . . . but a native assertion of
faith.”

Field was a bachelor. At his
untimely death in 1922, Laurent
became his heir. A Century of Color
details the youthful Laurent’s need to
establish his own artistic reputation,
his elosing of Field's school to free him
to do so, and his subsequent reopening

of it in 1933 as the Ogunquit School of
Painting and Sculpture, which oper-
ated until the early sixties. Some of the
last students from that school, such as
Pat and DeWitt Hardy, have remained
in Maine, continuing the tradition of
Ogunguit-trained artists living and
working in the state,

If the book has a weakness, it lies in
its failure to position the modern
Ogunqguit story, which it details well,
within a broader view of summer art
colonies in America. Other places with
different mystiques, Rockport and
Provincetown in Massachusetts and
Woodstock in New York, for example,
like Ogunguit have lost vigor as crea-
tive centers amidst a post=World
War 11 tourist attitude that regards
such places as “guaint” and made art-
ists objects for gawkers and shutter-
bugs, the mass marketing of cultural



events that rendered art viewing an
activity for the ultrachic, and the pro-
liferation of art schools of varying
merit just about evervwhere and any-
where. Serious artists must be environ-
mentally and sociallv selective. Artistic
retreats that become expensive,
tourist-ridden, overcrowded resorts
tend to lose their appeal as creative
milieus. Ultimately, such places tend
to attract the dilettante artist rather
than the career professional.

Today Ogunqguit, like many other
American art colonies, is primarily a
place in which to exhibit rather than to
paint, Serious Ogunquit-inspired art-
ists have moved their studios else-
where, to peripheral Maine communi-
ties. Ed Betts now paints in mid-coas!
Maine, but shows in Ogunguit.
Beverly Hallam continues to develop
her striking, innovative compositions
from nearby York, and Ed Hergelroth
has retired to a serene riverside in the
same town to paint his “Hergelrocks.”
Ogunquit’s and Portland’s commercial
galleries, rather than private studios,
are their sales outlets.

Some traditions persist. In summer,
people from many sections of the
country still infuse Ogunguit with the
dynamics of varied viewpoints, The
presence of art teaching certainly con-
tinues as with Robert Laurent's son,
artist John Laurent, a recently retired
University of New Hampshire pro-
fessor, And Ogunguit continues to
educate. The ample quarters of Barn
Gallery Associates, founded in 1958,

Hamilton Easter Field, The First Footbridge, 1916, oil on
canvas, collection of Barbara Hilly

offers special exhibition, film, and lec-
ture programs and hosts the Ogunguit
Art Association, whose membership
has been broadened to include artists
living anvwhere in Maine or within a
one-hundred-mile radius. Artist-collec-
tor Henry Strater’s Ogunguit Museum
of Art is a cultural center where
colony artists such as Walt Kuhn,
Pegey Bacon, John Marin, and Robert
and John Laurent are represented
along with renowned Americans
whom Strater knew or contacted dur-
ing his broad artistic experience—art-
ists like Charles Burchfield, Reginald
Marsh, Morris Graves, and the
sculptors William Zorach and John
Flanagan. Walt Kuhn memorabilia,
such as costumes used in his highly
acclaimed circus portraits, and the
stamp from the famous 1913 Armory
Show which he had organized along
with Arthur B, Davies and Walter
Pach, can be appreciated in nearby
Cape Neddick Park at a gallery
created by Kuhn's daughter Brenda,
Authors Tragard, Hart, and Copi-
thorne have invested A Century of
Color with excellent documentation
—aextensive quotes from period arl
reviews, selected comments from art
historians, generous input from Ogun-
quit friends and relatives, and rare
photographs of people and events
—and all these secure a sense of time
and place that might otherwise have
been lost. But in the end, the art
resulting from the dynamies of the
Ogunguit colony, with all its interre-

lated associations, is its strongest and L

certainly its most exciting testimonial.
The book's exquisite color reproduc-
tions of works by Woodbury, Prender-
gast, Field, Karfiol, Hartley, Strater,
Betts, Hallam, Laurent and others
celebrate Ogunquit’s unique personal-
ity feeling, and inspiration as words
cannot, for Ogunguit's most lvrical
voice is visual.

Rose Safran

Rose Safran is a York-based writer for-
merly on the staffs of MeCall's and
Family Cirele magazines, who contrib-
utes to Ottawa-owned newspapers and
the York Weekly and teaches jour-
nalism at the University of New
Hampshire.
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Amaryllis: A Study in Red, 1986,
watercolor/paper, 35% x 36%", Collection of
David and Susan Workman, Stamford,
Connecticut

CATALOG REVIEW

Carolyn Brady, Rockland, Maine, The
William A. Farnsworth Library and
Art Museum, 19587,

HE William A, Farnsworth

Library and Art Museum in

Rockland, the fourth oldest art
museum in Maine and the only one
devoted specifically to this state's art
and artists, actually combines art gal-
lery with historie house museum (the
Greek Revival William A, Farnsworth
homestead, built in 1854) and art ref-
erence library. In line with the latter,
the Farnsworth has had a modest but
respectable record of exhibition docu-
mentation, with its small but carefully
produced catalogs, since its third exhi-
hition season (the institution, founded
in 1942 opened to the public in 1948).
In 1950 a delightfully designed bro-
chure with green ink on slick white
paper, containing an introduction by
Frederick 5. Wight—then associate di-
rector of the Institute of Contempo-
rary Art in Boston—and a complete
catalog raisonne, accompanied the fea-
ture exhibition of that season, “Paint-
ing on Monhegan,” During the fifties
and sixties the Farnsworth provided
the world with petite but precedent-
setting publications on Waldo Peirce,
William Thon, and Andrew Wyeth. In
1975 the Farnsworth assembled a
comprehensive catalog of its painting
and drawing collections, Other notahle
projects since then include a major
catalog for the 19582 retrospective of
Robert Indiana’s work prior to his
moving to Maine, assembled from the
artist’s collection. Fine, brochure-sized
documents have accompanied the
Farnsworth’s Alex Kate, Louise Nevel-

son, and Neil Welliver exhibitions dur-
ing the past three years.

Alongside this tradition of Maine art
publications the Farnsworth has estab-
lished 4 more recent custom, de-
veloped in accordance with its con-
joined house-and-art museum
function: a volunteer flower commit-
tee of amateur and semi-professional
florists provides the domestic interiors
with vear-round period-style arrange-
ments and the art gallery with floral
designs to complement each individual
display of art. The result is a unigue,
floriate signature to the Farnsworth's
presentations that is particularly ap-
prapriate for the homestead-museum,
given the spiritual significance of
flowers in the nineteenth-century.
Against such a backdrop, this past
summer’s exhibition of recent works
by watercolorist Carolyn Brady (a
summer resident of Vinalhaven Island)
was fitting and fascinating. But its
catalog is another storv.

In overall appearance the catalog,
Carolyn Brady, is more styvlish and al-
luring than the bulk of Farnsworth
publications. The pages are pink (as
was the champagne at the July open-
ing), and, together with the bright red
cover, lavender inside covers, and
eight brilliantly-colored plates, it is a
visually spirited and appealing paper-
back. Its publication was made possi-
ble by Brady collectors Sue and David
Waorkman and Mrs, William Janss, and
the Nancy Hoffman Gallery, with
which Brady is afliliated in New York.

The pamphlet was produced entirely
in Baltimore, designed by Robert O
Shelley of R. 5. Jensen, and printed by
Britannia Limited, with color separa-
tions by Baltimore Color Plate. In all,
a nice, vivid piece of work.

The text of Carolyn Brady was writ-
ten by Trene MeManus, former art
critic for the Manchester Guardian.
The author's overriding concern
throughout is that Brady nol be
thought of in a conventional context of
great American watercolorists, but
rather as a committed modernist. Pro-
viding Brady with the label of Abstract
Realist—imaginative, to say the least
—MeManus emphasizes the artist’s
formalist approach, discrediting all the
associations and meanings that pertain
to Brady's very recognizable subjects:
“She isn't using her mother's blue and
white pitcher over and over for rea-
sons of sentiment. She uses it because
of the way the whiteness of the pitcher
reflects the colors of the ohjects
around it and the ground it’s worked
on.” To drive home her point, the au-
thor invokes connections between
Brady and a strong but strikingly odd
lot of modernist heros— Philip Pearl-
stein, Mark Rothko, Ceorges Braque,
Paul Cézanne, John Marin, and Fer-
nand Léger—along with, more appro-
priately, Charles Demuth, who also
explored Howers in watercolor, More
an argument than an essay, the multi-
tude of terms, idioms, “isms,” and
leaps of artistic context are more than
a stretch for the reader—they are



Carnations and Classic Roses, 1987,
watercolor/paper, 52 x 72", Stuart Handler
Family Collection, Evanston, lllingis

downright confusing. And where a
succinet, art historical elarification of
Brady’s contribution is needed, one
finds accolades but few insights.

The question is whether positive
proof of Carolyn Brady's “modernism™
is really a valid or even interesting
issue. First of all, the artist deals with
subzenres of still-life painting—the
flower piece and the breakfast piece

that were born in seventeenth-
century Holland, when the combina-
tion of particular flowers or the display
of an interrupted fete were meaning-
ful spiritual allegories. Brady uses tra-
ditional barogue referents, like Delph
ceramics and hand-painted vases,
filled glasses. and books, that reap-
peared in nineteenth-century still-life
painting in America. She could not be
unaware of that rich story, which was
presented as recently as 19584 in a
major exhibition at the Whitney Mu-
seum of American Art, Reflections of
Nature: Flowers in American Art™ to-
gether with its twentieth-century se-
quel. (In the show’s elegant and well-
researched catalog | curator Ella M.
Foshay explores the historical, formal,
and universal dimensions of flower
painting for a very contemporary art
audience.) Finally, even Brady's use of
photographs rather than real objects or
arrangements as the immediate
“models™ for her paintings parallels
the traditional use of field sketches by
gighteenth- and nineteenth-century
floral masters.

Moreover, Brady expresses the es-
sential duality of floral imagerv—
sexuality and spirituality—that has
been recognized by natural philoso-
phers and artists from Aristotle and
Leonardo to Emerson, and that was
revealed by American artists in the
nincteenth century via the precepts of
Linnean botany. That svstem drew at-
tention to Howers as rupmr.luciiw.' o=
ans that were the basis for plant
classification, and unveiled the grand
scale of species. vastly multiplied in
the New World, that elucidated the
magnitude of God’s creation. Brady
herself gives voice to this inheritance
when she is quoted by MeManus in
the essay: “To me it seems very sexy. |
think about that when I paint them,
that the Howers are really sex objects
in that they attract to get themselves
reproduced,” and, in another place,
that the act of painting flowers is “a
kind of concentration that alters vour
consciousness, like religion .. . It gives
vou self-knowledge.” Clearly Brady is
cognizant of the rich tradition of
Howers in art, rife with symbolism,
natural observation, and the essences
of regeneration and life. And certainly
she addresses it in contemporary
terms, on a blown-up seale and with a
sense of design and pattern that meets
our late-twentieth-century sensihili-
ties. But is it true, as MeManus states,
that lowers are just still lifes, and
“still lifes |are]| . . . the most abstract
representational medium [genre|,” or
that “the monumental, heavily-worked

.
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September Lunch: The Day's Mail, 1986,
watercolor/paper, 40 x 607, Collection of Mr.
and Mrs. Thurston Twigg-Smith, Honolulu,
Hawaii

watercolor is enjoying a tremendous
new vogue . . . because the true
subject of the still life is painting it-
self”'? Is it really necessary to strip
Brady’s works of their diachronic reso-
nance, or organismic riches, by dis-
missing their subjects as mere matters
of paint?

On the other hand, the eatalog’s
backmatter, particularly the resume of
Brady's collections, exhibitions, and
hibliography, is a thorough job and
provides a welcome resource, Indeed,
the bibliography makes clear that no
thought-provoking treatment of
Brady’s work has appeared in print.
It’s too bad the Farnsworth catalog
doesn’t alter that situation. Or that it
falls shy of the Farnsworth standard
exemplified by the visually more
modest twenty-page Neil Welliver
catalog that accompanied the Farns-
worth's 19586 summer show, That cata-
log carried an essay by Currier Gallery
of Art director Robert M. Doty that ri-
valed John H. Goodyear, Jr.’s text in
the lavish 1956 Rizzoli publication,
Welliver, in terms of scholarship, and
surpassed it in terms of coherence.
Nevertheless, Carolyn Brady is an at-
tractive addition to the Farnsworth li-
brary and does provide a record of a
very beautiful exhibition in Rockland
by a contemporary American still life
painter.
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The Maine Photographic Workshaps in
Rockport (MPW), one of the most signifi-
cant educational centers for photography
in the East, held its fifteenth session this
summer. Running annually from June to
September, the school brings internation-
ally acclaimed photographers to Maine to
lead courses in color, black-and-white,
architectural, landscape, natural history,
figure, still life, portrait, advertising, jour-
nalistic, and fine art photography as well
as workshops in film and video, television
journalism, film and video acting, and
script writing. It offers one-week master-
classes and “crash courses,” two-week
courses, and, for the last seven years, a
Workshop in France held at Fontvieille,
near Arles. An associate of arts degree
program in photography is also offered
jointly by the MPW and the University of
Maine at Augusta.

Eugene Richards during portfolio review at the 1986 Maine Pholegraphic Workshop. Photo by Hazel Hankin

The MPW has evolved largely through
the efforts of founder and director David
H. Lyman, whose photography has
appeared in LIFE, Quiside, Sports llius-
trated, and other nationwide country and
sports magazines. The school's campus
centers around Union Hall, the former
Rockport town hall built in 1852, overlook-
ing Rockport Harbor. Information about
pragrams and admission to the school
should be obtained from The Maine Pho-
tographic Workshop, Rockport, ME 04856.

Catherine Anderson provides this per-
sonal account of one moving masterciass
in figure and portrait photography during
the 1986 session, accompanied by photo-
graphs she and her classmates have
taken since attending that class.
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trait, the lesson is repeated: the essence of a person is not necessarily to be

captured in a symmetrically-framed, sharply-focused, evenly-lit picture of a
face atop a carefully cropped-out body. It is only when a photographer of people
learns to “sing the body electric,” learns to revel in all parts of the human body and
the unique characteristics and motions that adhere to each part, that he or she will
begin to make good portraits.

A vear ago at Rockport's Maine Photographic Workshop (MPW) I learned this
lesson in Eugene Richards’s masterclass, “Photographing People.” And in Walt
Whitman's poem, “T Sing the Body Electric,” the only written matter presented in
the one-week class, there is a virtual prescription for the photographer of people
that throws into sharp focus the lesson that Richards offered; one need only
substitute the photographer’s verbs “look™ and “shoot” for Whitman’s last two
“’Urds .

E"JER‘I’ time 1 pick up a camera and turn myself to the work of making a por-

The swimmer naked in the swimming-bath, seen as he swims
through the transparent green-shine, or lies with his face
up and rolls silently to and fro in the heave of the water, . . .

The wrestle of wrestlers, two apprentice-boys, quite grown, lusty,
good-natured, native-born, out on a vacant lot af sun-
down after work, . . .

The march of firemen in their own costumes, the play of mascu-
line muscle through clean-setting trowsers and waist-straps, . . .

Swim with the swimmers, wrestle with wrestlers, march in line with
the firemen, and pause, listen, count,
(Leaves of Grass, 1855)

& e oo

On a rainy, zone-five morning in August, twenty-odd photographers, young and
old, professionals and “serious” amateurs, gathered in a cramped classroom.
Because he is so unassuming, dressed always in jeans, worn jeans jacket, and
sneakers, it was difficult to distinguish Gene from the participants. But it wasn't
long before his articulate, soft-spoken dialectic reduced a room full of expectant
photographers to a hushed assemblage of eager students. This was another sort of
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mentor. One would have to listen carefully to mine the gems buried in this mean-
dering vein of anecdotes and annotated slide-presentations.

The first two exercises, he warned, would be painfully simple for the more
advanced members of the group, but well worth doing nonetheless. We were to
teamn up with a classmate and each shoot a roll of one another, moving only one
thing—the camera. In the second exercise, blur was the key and we introduced it
into another series of frames by either selective depth of field, or motion of either
the camera or our partner,

He was right. The exercises were simple, vet the results were astonishing. When
the contact sheets were tacked on the wall, it was immediately evident that
breaking the traditions of frame and focus produced fascinating pictures. Arms,
hands, facial features, feet, legs, torsos filled all or only part of the frame in various
degrees of focus. So much was to be gained by breaking the conventions of compo- 43
sition. Instantly, there were so many options.

The importance of not being tied to conventions was to become a recurrent
theme, in conjunction with the assurance that the MPW is a place to experiment
and fail. Richards had just given us the basic tools for that experimentation, as well
as the “permission” to use them, and had begun to create the kind of forgiving
support system that made it possible to fail in our first attempts.

Whereas the first exercise was painfully simple, the first assignment would be
painfully difficult—impossible, in fact, for some in the class. It would be the true
test of our willingness to challenge our own aesthetic preconceptions and personal
inhihitions and the only way, he contended, to make our photography more
sensitive.

We read Whitman's poem, with its exhortations of the wonders of the human
body, and its observation that

There is something in staying close to men and women and look-
ing on them, and in the contact and odor of them, that
pleases the soul well,

All things please the soul, but these please the soul well.

Onece again we paired up, but this time an entire day was to be spent photo-
graphing each other nude. After being together for only three days, all we had to
go on in choosing a partner were impressions and gut feelings. I remember this as
the most tense, awkward time of the week.

Slowly though, class members paired up, wandered off, and tried to get to know
each other well enough to do the assignment with a minimum of self-consciousness.
This too was to become an important lesson. The telling photograph, according to
Richards, is more often than not taken when the photographer and subject have
some degree of rapport, and the camera becomes, in a sense, invisible, We had the
hetter part of a day to establish a relationship with our partner; the street photog-
rapher or studio portraitist rarely has more than a few minutes. Yet in the intensity
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of the one-week MPW class, it seemed like only a minute since we had met our
partners.

I had been gravitating toward Hazel Hankin of Brooklyn, New York, one of the
only full-time freelancers in the group, since our first day at the MPW. We teamed
up, went back to the Victorian house where I was staving and scrambled for
available light at drafty window sills and in a dusty attic. Once the initial awkward-
ness was over, we could have gone on well into the evening. The only things
stopping us were hunger, failing light, and MPW’s darkroom deadline. We had
begun to sing the body eleetric.

That day, I had success experimenting with motion in heavily backlit shots of
Hankin moving in a cupola flooded with light. Hankin produced some classic nude
studies and a number of telling portraits. Meanwhile, across town classmate Russell
Smith, a studio photographer from Norwalk, Connecticut, was taking quite literally
Whitman's lists of specific body parts and creating a series of what we came to call
“human landscapes,” fascinating closeups of the joints, pores, and facial details of
his partner.

The next day’s slide show, a self-edited compendium of evervone’s work, was
quite extraordinary. The photos ranged from the sensuous to the sublime, and some
stood out as truly capturing, in their own unique and often unconventional ways,
the personalities of their subjects. Now a chorus was singing the body electric.

L

After taking two courses at the MPW, I have noticed an underlving strategy at
work, unintentional perhaps, for getting participants to experiment. The idea seems
to be to keep them in a constant state of exhaustion and overstimulation. It is often
only in such a state that people will drop their inhibitions long enough to try new
things. Richards’s classes were prime examples. Thev convened at 8 or 9 a.m. and
usually started with several hours of viewing and discussing the work of evervone
from Edward Steichen to Robert Frank. After an hour lunch break there was more
discussing and viewing; perhaps a lecture by one of Richards’s colleagues.

On one such oecasion, Donald MeCullin visited and poignantlv narrated a slide
show about F. Eugene Smith’s work, including many war photos, along with more
of McCullin’s own. Many of us were sobbing when the lights came on. This was
heady stuff—the first and second generation of hard-core photojournalism, with a
narrative deseribing the horror and hopelessness of being a photographer on the
front line in Vietnam, or in an insane asvlum in Beirut that has been shelled for five
days straight. Richards, too, is part of this tradition, of photojournalists who risk
their lives to show the suffering of some, so that others will become outraged and
moved enough to do something about it,

After seeing McCullin’s earlier work, we had the rare opportunity to see actual
working prints of one of his more recent project
—dark, foreboding landscapes of the English countryside. MeCullin confessed to
the class that he was no longer emotionally capable of photographing war, that he
had returned home to what he hoped would be a more normal existence. The sad
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irony was that McCullin had not and probably never could again. These stormy,
sweeping landscapes struck us as just another phase of his war photography. 1
recall this, the second-to-last day of our masterclass, as the fullest of all, because
after the emotionally draining afternoon with McCullin, we were given our last
assignment, the one in which we were to apply all the lessons we had learned thus
far.

Most of us left for the Union Fair, the suggested site for our final shoots. We
broke up into small groups and headed west into the only brilliant afternoon we
were to have all week; it was already 4 or 5 p.m. We wandered around, stone tired,
among the gaudy reds, yellows, and electric blues of the carnival. The late after-
noon light, T remember, was magnificent. We shot until twilight, rushed back to
Rockport, and just barely made the 9 p.x. deadline for MPW’s overnight E-6 lah.
We never set foot in a darkroom the entire week, though this is not the case with
all the classes at the MPW. The MPW’s overnight slide and contact sheet services
were a godsend, given our breakneck pace. The slides would be waiting for us the
next morning, but the day wasn't over yet.

On this evening, like most, we attended a large-screen slide show in Rockport's
Opera House. The shows usually ran from 9 to 11:30 ».m. and were given by
masterclass leaders and participants in the First International Photography Con-
gress also held that vear in Rockport,

That week, for instance, Ernest Haas narrated a presentation of his abstract
color images in what would be one of his last public appearances. William Albert
Allard showed his cowboys of the American West in the remarkable super-satu-
rated colors he is famous for. Charles Gatewood presented some of the cold,
brooding black-and-white images from his new book, Wallstreet. And in celebra-
tion of its first ten years in operation, Contact Press Images, an agency headed by
Robert Pledge, presented the hard-hitting work of members David Burnett, Annie
Leibovitz, Frank Fournier, and others. Richards, a member of Magnum, perhaps
the world's most prestigious agency, showed slides from Exploding into Life, the
photo-essay of his late companion’s valiant but unsuccessful battle with cancer.
Months later the deeply moving work won him Nikon's Book of the Year Award.

Clearly we were charged up, so that there was little desire or time for sleep. The
strategy seemed to work well, though many of us left Rockport wondering what
heights we might have reached had we had just a few more hours’ sleep. Yet the
very lack of it made us ripe for change and ready to absorb the wisdom offered us.

There seemed to be no end to the insights that sprang from Richards. One made
a particularly lasting impression on me. He was constantly underscoring the
importance of looking at other people’s work, something I had stopped doing
because I had begun to believe that art is created in a vacuum. If you look at
someone else’s work, vou will inevitably copy it and no longer have any claim to
originality or creativity.

This week, however, I realized that it is in copving that we learn. In fact, the

49



TONEE HARBERT

50

Might club, New York, 1987

MNews reporier among chants of "nigger go home," civil rights march, Forsyth Co., Georgia, 1987



hours of viewing in the masterclass developed in many of us an insatiable appetite
for the work of others. After the masterclass [ began to scour the bookstores of
Maine for collections and have carried on a correspondence with another partici-
pant, Renee Elkin, Renee makes her living in the e-print section of Gamma’s
Chicago labs. In her spare time she takes her straightforward, straight-shooting eye
onto the streets of the Windy City.

Elkin and 1 routinely send exhibit reviews back and forth, along with prints of
our current “‘personal” work. We have also adopted a practice, picked up from
classmate Jean Lagacé, of pasting single frames from contacts onto a piece of
newsprint on which both the photographer and the critic can seribble comments.
These sheets are easy and cheap to send through the mail and give us practice at
“reading’ contact sheets and editing our work.

The importance of ongoing projects was also stressed by Richards, who was in
the final stages of his fifth book when he broke to come to the masterclass. His
photographic life history is filled with projects, starting with his chronicle of the
civil rights struggle in the Arkansas Delta in the 1960s, Few Comforts and Sur-
prises. Later came Dorchester Days, a portrait of the rough Boston suburb that was
his home as a child. He has also taken his camera and gentle humanism to the
Lima, Ohio, State Hospital for the Criminally Insane, war-torn Beirut, and the
emergency rooms of Denver, Colorado.

Though his photos are not the formal masterpieces of F. Eugene Smith, his
photographic ancestor, they echo the impact of Smith's work, but in a style that has
been described as angular, abrupt, jarring.

This was his eleventh year teaching at the MPW, and during the masterclass
Richards talked a lot about his latest book, Below the Line: Living Poor in America
(published by Consumer’s Union of the United States in 1987). He was given only
four or five days in each of a number of locales to come away with the definitive
photos illustrating what poverty was like in those areas. I remember his story about
the Appalachian family in whose living room he sat silently for several days,
waiting for the right moment to pick up his camera.

I also remember one of the images he showed us from that project. It has made
an indelible mark on my mind’s eve. Two or three peaple are bathing in a river at
dusk, smiling, the relief of the cool water on their bodies reflected in the smaoth,
undulating water. The horizon is oddly askew, as it often is in Richards’s photos,
but it is obvious that the camera is being held by someone who is in the water with
the bathers, someone who is swimming with the swimmers, singing well the body
clectrie,
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of Maine art. "We can't be all things
to all people—we have to be dis-
criminating—vyet I feel more can be
done . . . I feel committed to working
with the artists in Maine.”

AREA GALLERY AT THE
USM CAMPUS CENTER

HE Campus Center Gallery—

recently renamed Area Gallery

—opened in the fall of 1985 at
the University of Southern Maine's
Portland campus (AM, fallfwinter,
1986), but it wasn't until January of
1987 that it began to take shape as one
of Maine's most innovative galleries,
This change was largely due to the
efforts of Lisa Petrucei, the Campus
Center’s cultural programing
associate.

Liza Petrucci shows off Area Gallery in USM's
Campus Center

Petrucei says she wants to bring to
Portland “art that reflects our times
and society, whether that be in an aes-
thetie, social, or political vein. [ want
to put difficult art in an accessible
place.” Few gallery spaces are as
accessible as Area Gallery. During the
academic year it is filled constantly
with a diverse student body, most of
whom have rarely or never been to an
art gallery and probably never would
go if Area Gallery were not located in
the heart of the Campus Center's
major gathering space. Students are
hardpressed not to notice what is on
the walls, and Lisa Petrucei is making
every effort to ensure that the art
exhibited there is striking and
challenging.

Twenty-three-vear-old Petrucei, a
painter herself, studied graphic design
at the Art Institute of Boston and
received a bachelor’s in arts manage-
ment and painting from Bradford
College in Massachusetts. However, it
was through working as a gallery as-
sistant for Linda and Stephan Stux at
their Boston gallery that she received

her most valuable education as both
painter and curator,

Petrucei is willing to take risks and
eager to make a difference in Port-
land’s art community. In the past nine
months she has assembled a diverse
program, including a group exhibition
of her favorite artists from the Stux
Gallery, a “Synergy” exhibition of
works by three science fiction illustra-
tors, and a two-person exhibition fea-
turing the abstract painterly construc-
tions of Portland artist Phillip Austin
and industrial black-and-white ren-
derings by Jim Higgins of Boston.

As curator of Area Gallery, Petrucci
is in a unigue position: she is under
the supervision of neither the universi-
tv's art department nor board of
trustees, and she is under no restric-
tion to sell work or represent the Uni-
versity of Southern Maine or Maine-
connected artists. In effect she is oper-
ating a kind of institute for contempo-
rary art (ICA) through the state uni-
versity in Portland, While she is not
concerned with balancing traditional
representational art and abstract
avant-garde work in her programing,
she is intent upon ereating a dialogue
within the context and content of each
exhibition. In curating a show, there-
fore, she consciously chooses works of
artists with conflicting imagerv, to
bring out the uniqueness of each art-
ist’s work.

Petrucei is anxious to bring the work
of national and international artists to
Portland, but she is also eager to dis-
play Maine art—this past summer the
gallery featured a strong exhibition by
members of the Union of Maine Visual
Artists (see below). Petrucei welcomes
slides and resumes from artists inter-
ested in exhibiting at Area Gallery.
Send materials along with a self-
addressed, stamped envelope to Lisa
Petrucei, Area Gallery, Campus Cen-
ter at University of Southern Maine,
96 Falmouth Street, Portland, ME
04103,

UPDATE ON THE UNION OF
MAINE VISUAL ARTISTS

small group of artists met at the

Brunswick Unitarian Universalist
Church to form the Union of Maine
Visual Artists (UMVA). Through the
vears it has remained Maine's only
statewide, artist-run support network,

After the initial founders” meeting,

the union quickly grew to a member-
ship of one hundred and twenty mem-
bers in the late seventies. Due in part
to the exodus of key founding mem-

l T has been twelve vears since a

bers in 1979 and 1980—Charles Stan-
ley (now known as Carlo Pittore),
Maury Colton, Kathy Bradford, and
Mark Petroff all moved to New York
City—active membership dropped to a
small core group. The group kept the
UMVA alive through the early eighties
largely through its annual December
art sale in Portland. The sale allowed
members to view each other’s works
as well as socialize and make some
money. Now the union is experiencing
new growth: membership is again up
well over one hundred and members”
works are more widely exhibited. Two
vears ago the O'Farrell Gallery in
Brunswick curated a UMVA exhibition
and, this past summer, twelve union
members participated in “Selections
from the UMVA™ at Area Gallery of
the University of Southern Maine.

At its founding twelve vears ago, the
artists who gathered together decided
that their first priority was self-
education. Each year new officers have
bheen elected and each year the goals
and ideas of the administrators have
more or less determined the activities
of the organization. While one year
the focus was on exhibitions and public
events, another year the UMVA was
concerned with artists” rights, and still
another with studio visits and artists’
interactions.

Of major importance was UMVA's
role in helping to bring about the art-
ist’s estate tax law (Title 27, Chapter
2, Sub Chapter I1, 1979). Initially
emploved to alleviate taxes on Bernard
Langlais's estate after the sculptor’s
death in 1977, this law allows such art-
ists" estates to pay taxes in kind by
donating art to the state. Maine was
the first state to pass such progressive
legislation and is now joined by Cali-
fornia. In addition, the UMVA takes a
strong stand against entrance or juror’s
fees by boyeotting any exhibition in
Maine that charges artists such fees,
In 1977 the UMVA initiated “Maine
Artists Week™ proclaimed by Gover-
nor Longley to recognize Maine artists
past and present, and held again in
1978 and 1979. The UMVA has spon-
sored more than three dozen exhihi-
tions of works by Maine artists and in
1983 cosponsored the “International
Maine Mail Art Exhibition™ at the
Maine Festival, Bowdoin College.

This vear's UMVA administrators
include returning founders Carlo Pit-
tore, the group’s first secretary-general
in 1975; and Stephen Petroff, its first
newsletter editor—both reassume
their previous offices. As Petroff writes
in the Summer 1987 newsletter, "1
hope that, being twelve years older,



we can do it right this time . . . studio
visits and an “Art First” policy are tak-
ing shape. We certainly have lost none
of our interest in artists’ rights (in fact
over the years Carlo Pittore has been
one of the most publically vocal advo-
cates in the country), . . . but the con-
sensus is that this must be the year we
make the art we've never made before
... mutual support, mutual instigation,
mutual excitation should be the main
ingredients.”

Perhaps the Union of Maine Visual
Artists” greatest achievement in its
twelve-vear existence, besides the fact
that it has endured, is the network of
support and communication it provides
for artists throughout the state. The
UMVA creates a vital and much
needed linkage among a membership
dispersed from Kittery to Fort Kent.
Through frequent meetings at mem-
bers” studios, usually in the midstate
areq, and a bimonthly newsletter, the
UMVA stimulates contacts and ereates
an ongoing opportunity for statewide
“art dialogue.”

The Union of Maine Visual Artists
weleomes all interested artists, To join,
contact Nancy Marstaller, RR 2, Box
2352, Brunswick, Maine 04011,

LISA ALLEN RECEIVES
ROSWELL AWARD

fessor and chairman of the print-

making department at the Port-
land School of Art, headed west to
Roswell, New Mexico, for a vear of
concentrated activity under the Ros-
well Muscum Artist-in-Residence Pro-
gram. This vear Allen is one of four
artists selected for this program which,
according to Portland School of Art’s
vice-president of academic affairs, Ray
Allen, “is probably the most unigue
and coveted award for visual artists in
the United States.”

For the past twenty vears, the Ros-
well’s annual artist-in-residence pro-
gram has attracted artists from around
the world. This vear's applicant pool
numbered in the thousands—an
average of three to five hundred appli-
cants for each of the six grant areas:
painting, sculpture, drawing, print-
making, weaving, and ceramics, “This
was my sixth vear to apply to the fel-
lowship program,” notes Allen, “and
from what I can gather, on the
average it takes that many tries. Over
the course of the vears they learn a lot
about vou. They see slides of vour
work covering the length of time that
vou've applied. I was a finalist in the

IN July Lisa Allen, associate pro-

selection process in 1982 and again in
1986, The committee takes a long hard
look at visual artists who are serious
about their work over a period of time.
The process tends to weed out those
who might apply on a whim. I was
determined to apply for the rest of my
life if T had to.”

Located in a southeastern New
Mexico farming community, the Ros-
well's program is unigue in many
respects. First, artists are selected
strictly on the basis of the quality of
their work; neither age nor credentials
are considered. During a grant period
that ranges from six months to one
vear, each qualifying artist is provided
with a house, a studio, materials, and a
monthly living stipend. In addition, the
grant is non-obligatory—an artist is
not required to teach, lecture, donate
works of art, or complete any commis-
sions during the grant period. The phi-
losophy behind the artist-in-residence
program is twolold: it provides profes-
sional artists with time to concentrate
on their work free from encumbrances
and it enriches the cultural environ-
ment of southeastern New Mexico by
attracting artists to the area.

Allen is a native of Illinois, where
she received her bachelor's and mas-
ter's degrees in fine arts at the Univer-
sity of Illinois Champaign-Urbana. She
has long been attracted to the vast
open spaces and extravagant light of
the American Southwest. “I've never
had an opportunity like this to work
solely and continuously, for a long
period of ime, on my art,” she
comments. “This fellowship provides
incredible validation for my career as
a visual artist, but there's still the
unanswered question of how T will
take advantage of this "gift of time.”
All T know now is I'll be able to settle
into my work like I've never done

before.”

Lisa Allen; Square Wheel; 1987, oilstick, pencil,
and casein on papear; 30 x 457, collection of the
artist; photographed by Lyndon Keck

PERCENT FOR ART
IN PRESQUE ISLE

ARLIER this vear, Mark Huff,
E associate professor of art at the

University of Maine Presque
Isle, received a Maine Arts Commis-
sion Percent for Art award to provide
public art for a major renovation proj-
ect on campus: Wieden Hall (1960),
which houses the auditorium, theatre,
and physical education department.
Architect Winton Scott oversaw addi-
tions to the Wieden Hall complex of a
theatre shop, weight room, and small
music practice room, which were com-
pleted during the spring of 1986.

Huff's project was the only exterior
work among the four Percent for Art
awards chosen for Wieden Hall.
Selections for the project were chosen
by an advisory selection committee
comprised of members of the visual
arts professions, from more than a
dozen proposals submitted last spring.
Priority status in all Percent for Art
selections is given to works by Maine
artists.

Currently, twenty percent of all Per-
cent for Art projects in Maine are
works in ceramic. Hull's piece, along
with Paul Heroux's commissioned
work for Northern Maine Voeational
and Technical Institute, represents
one of two major, non-figurative works
in this medium in Presque [sle. Huff
began the monumental ceramic relief
for Wieden Hall in the fall of 19886,
and he completed and mounted the
piece in June. Entitled Aroostook
Dusk, the sculpture marks a slight
departure from the artist’s smaller,
self-contained ceramic pieces. It
responds primarily to the architectural
concerns of embellishment, facade,
and the transition between exterior
and interior space. Aesthetically, the
piece expresses a sense of expansi e
landscape suggestive of the terrain
around Presque Isle. It is a kind of
environmental diptyveh: one segment is
a free-standing ceramic wall that
echoes and protrudes from the north
wall of the building, while a facing
piece creates a “negative” fifteen-foot
space that viewers can physically walk
through. The colors of Aroostook Dusk
were achieved by fusing chalk, ranging
in hue from pastels to deep teals and
blues, with the ceramic elay. The piece
was then fired to create a deeper glaze
than traditional ceramic technigues.

Huff received his bachelor’s in fine
arts from Indiana University and a
master’s in fine arts from Louisiana
State University. He came to the
University of Maine Presgue Isle in



1981, and he has participated since
then in exhibitions throughout the
United States including “Clay USA™ at
Radford, Virginia; “Small Works
National” at Zaner Gallery, Rochester,
New York; and “Maine Art Today™ at
Bowdoin College in Brunswick. Huff
feels that the Percent for Art commis-
sion has been important to his
advancement as an artist and savs he
has learned a great deal technically
and aesthetically while creating Aroos-
took Dusk. In addition, the project
underlines the efforts of the Maine
Arts Commission in the recent past to
address the increasing interest in the
arts in northern Maine, Hulfl's piece,
along with three paintings by artists
Anderson Giles, Sherry Ireland, and
Joe Lavasseur commissioned for the
interior of Wieden Hall, are on view as
permanent additions to the University
of Maine Presque Isle campus,

Architecture-oriented sculplure in Presque Isle:
Mark Hutl's Aroostook Dusk [detail)

MAINE ART AT THE MET

AST February the Metropolitan
I Museum of Art opened its first
major space devoted to its col-
lection of modern and contemporary
art: the new 110,000-square-foot Lila
Acheson Wallace Wing, Designed by
architects Roche, Dinkeloo, and Asso-
ciates of Hamden, Connecticut, the
Wallace wing provides that collection
with bright, high-ceilinged display
spaces and a rooftop sculpture garden
overlooking Central Park. The wing
commemorates its donor, the late Lila
Acheson Wallace, a cofounder of
Reader’s Digest. One of America’s
most highly regarded philanthropists,
Wallace gave particular support to the

arts in New York and, during her
fortv-vear affiliation with the Met, es-
tablished funds to develop the mu-
seum’'s nascent twentieth-century
collection.

While the Met’s modern collection
is international, its strength is New
York-based art dating from the 1913
Armory show through the New York
School—decades when that city be-
came an international center for avant
garde artists. At the same time many
of these, like Marsden Hartlev, John
Marin, Walt Kuhn, Arthur B, Davies,
Stuart Davis, William and Marguerite
Zorach, Robert Laurent, and Ceorgia
'Keeffe, established a trend of
working and summering in Maine,

The significant impact of that trend
was summarized in 1983-64 by a major
exhibition, “Maine and Its Artists,
1710-1963,"" which toured from Colby
College in Waterville to the Boston
Museum of Fine Arts and the Whitnev
Museum of American Art in New
York. The exhibition and an accom-
panying book, Maine and Its Role in
American Art (New York, The Viking
Press, 1963, republished by Colby Col-
lege), traced the development of
modernism in this country and its
coalescence with American re-
gionalism—a phenomenon perhaps
nowhere as clearly discernible as in
works by artists who visited,
summered, or resided vear-round in
Maine.

Since that show, another generation
of artists that includes Fairfield Porter,
Neil Welliver, and Alex Katz, contin-
ued the creative pilgrimage to Maine.
All these artists are amply represented
in the Met's twentieth-century collee-
tion, Now the Lila Acheson Wallace
Wing implicitly reiterates the concept
of the Colby-Boston-Whitney exhibi-
tion and provides New Yorkers and
tourists to that city with a stellar op-
portunity to view the work of the
Maine-connected modernists.

o

Lila Acheson Wallace Wing, Metropaolitan Mu-
seum of Art, pholograph by Brian Rose; Jefl:
Mrz. N's Palace, by Rockland, Maine, native
Louise Nevelson, (19641977, painted wood and
mirror, 140 x 239 x 1807, gift of the artist)

Model of the new Augusta Civic Cenlter by
Moore/Weinrich & Associates, photographed by
Brian Vanden Brink

THE NEW AUGUSTA
CITY CENTER

FTER fifty vears in the planning
stages, a new city center in

Augusta is scheduled for
completion in November, The complex
project, designed by Moore/Weinrich
& Woodward Architects of Brunswick,
was begun in 1985. It includes a new
38,400-square-foot City Hall, Fort
Western Museum, and the restoration
of the 1754 Fort Western, one of the
oldest surviving wooden fortifications
in America and a National Historic
Landmark.

In a city where little large-scale
environmental design has been accom-
plished, the project will have a signifi-
cant impact on the urban character of
Augusta. The design solution seeks to
restore the visual prominence of Fort
Western on the banks of the Kennebee
River and to provide a much needed
public green space in place of an old
rollerskating rink and auto tire dealer-
ship. The site planning eliminates an
evesore and gently clarifies the historie
context of the citv.

Equally important is the visual rela-
tionship of the new city hall to the his-
toric context of Fort Western and the
contemporary identity of city adminis-
tration, The architects have referred
consciously to the forms of Fort
Western to identify the special pre-
cinet of the city council chambers.
Exterior materials are very familiar to
Augusta: brick, and concrete masonry
that recalls the granite blocks of older
government buildings in the area. The
result is a building that is comfortable
in its architectural context while also
expanding that context. By successfully
signifyving the ancient and the contem-
porary, the design is expressive of the
positive state of government in Maine.
Continuity with the past and foresight
are rarely achieved together in gov-
ernment or in architecture.

Significant urban design opportuni-
ties occur only rarely north of Port-
land. It is encouraging to the design
community (and to the public as well)
that the City of Augusta has under-
taken planning on such scale and con-
structed a building with strong and

unconventional imagery. -
g
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