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Preface 

At the present moment in history, the visual arts, like the 
culture from which they emanate, are in a rapidly changing 
state in which media, style, formal issues, concepts, and 
contexts can scarcely be pinned down from one moment to 
the next. Fashion is often confused with innovation (and 
vice-versa), and there are few, if any, limits to our definition 
of what constitutes art or the arena of esthetic experience. 
Perhaps as a response to this situation (which is certainly not 
unique to our century, but is new to the present generation), 
many artists have retreated from a mainstream sensibility by 
avoiding formal issues entirely. Instead, they concentrate on 
ontological concerns, exploring their own lives, per-
sonalities, habits, needs, and intentions by creating personae 
rather than objects. The need for objectification, for the 
presentation of the self apart as one's art, manifests itself in 
the form of the alter ego, which can take an infinite variety 
of forms according to the needs of the individual artist. 
This exhibition, originated and organized by Lynn Gumpert 
and Neel Rifkin, and coordinated by Robin Dodds, explores 
this deeply personal, idiosyncratic form of expression. My 
thanks to them and to the many people who have given 
their time and skill to make the exhibition a success. We are 
particularly grateful to the participating artists for sharing 
this aspect of their lives and work with us, and wish to 
thank, once again, The Jerome Foundation and the New 
York State Council on the Arts for their ongoing support of 
this and other exhibitions which constitute our programs. 

Marcia Tucker 
Director 

Acknowledgments 

This exhibition originated in response to the increasing 
number of artists that we have seen who use specific 
characters and alter egos in their art. As we began to ex-
amine both the historical and contemporary manifestations 
of this phenomenon, we decided to focus on those artists 
who have sustained this interest by integrating themselves 
directly into their personae. 
We would like to extend our gratitude to Robin Dodds for 
coordinating and implementing all aspects of this catalog as 
well as for her assistance in shaping the exhibition. In addi-
tion, we would like to thank the following individuals: Tim 
Yohn, for his incisive editing together with his sanguine wit 
and humor; to Marcia Tucker, for her guidance, enthusiasm, 
and wisdom; to Keith Davis for his design of the catalog 
under constant time pressures; to Nina Garfinkel and Emory 
Craig for their helpful suggestions; to Maria Reidelbach,John 
Jacobs, and crew for their skillful installation of the exhibi-
tion. We are also grateful to Kirk Varnedoe, Robert Hand-
forth, Laurie Post, and Al Souza for their insights and recom-
mendations. We appreciate the efforts of Liz Brown, assisted 
by Lajuana Easterly, Susannah Hardaway, and Elvira Rohr, 
for researching the bibliographies. Many thanks to Barbara 
Goldner of Ronald Feldman Fine Arts, Liz Gold of Annina 
Nosei Gallery, David McDannaugh of 77Je Sabo News, and 
Mike Sweeney of Tbe Village Voice for their timely aid. 
Finally, we wish to express our special thanks to the nine 
artists whose art has ultimately brought "Persona" to life. 

Lynn Gumpert and Ned Rifkin 
Curators 



4 

1. Man Ray Marcel Du-
champ as Rrose Selavy, c. 
1920-21. Silver print, SY, x 
6% ". Collection of the 
Philadelphia Museum of 
Art; The Samuel S. White 
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PERSONA 

The term "persona" is generally understood today to mean 
a fictional character. However, in ancient theater "persona" 
designated both the actor and the masks worn in different 
roles. The word derives from Latin per, meaning "through," 
and sonare, meaning "to sound." 1 This suggests that the 
original emphasis was not on the character per se, but rather 
on the mask as the object through which the actor's voice 
emanated. 
Although all art is a form of self-expression, visual artists 
communicate primarily through images and objects that 
they create. The medium chosen inevitably shapes the sub-
ject matter into content. Thus the literal meaning of "per-
sona" mirrors an artist's manipulation of medium, since 
through it they speak in a uniquely visual language. 
The artist of our century who did most to actively examine 
the concept of medium and thereby enlarge its function was 
Marcel Duchamp. 2 With the creation of his alter ego, Rrose 
Selavy, he extended the self, both physically and concep-
tually. Given the significance of the use of this persona, it is 
particularly relevant to the artists of this exhibition. 
The effect of this and other of Duchamp's activities was to 
expand our definition of art imo a conceptual dimension. 
Addressing the dichotomies which traditionally separate art 
from life, he found that the use of contradiction was the 
most effective way to express himself. In so doing, 
Duchamp transformed the entire concept of self-expression, 
directing it toward a more rigorous examination of the self 
away from expression for its own sake. 
This is most visible in Duchamp's concern with sexuality, a 
subject vital to his art. Essentially he acknowledged that 
human nature itself was binary-male and female . Thus we 
find many of Duchamp's works alluding to his own dual 
nature (e .g . The Large Glass, 1915-23)3 while in other works 
(e.g. L.H.0.0.Q. , 1919)4 this approach is more overt. This 
concern dramatically culminated in 1920 when Duchamp 
physically actualized his female alter ego, Rrose Selavy (Fig. 
1 ). Not only did she spring from Duchamp in a manner 
recalling Aphrodite's emergence from Zeus's head,s but she 
is also given credit for making art,6 which has since become 
part of Duchamp's oeuvre. 
Since then, a large number of artists have adopted alter egos 
in their art. These include many of the Surrealists, for whom 
the persona epitomized their interest in metamorphosis. For 
Picasso, an extensive array of symbolic alter egos including 
''harlequins ... minotaurs, bearded Pygmalions, ardent 
lovers, and lechers" served as "[self-] portraits of the artist's 
own fantasies and desires." 7 

More contemporary artists have created personae, some-
times functioning as did Picasso's, as figurative symbolic 

equivalents for the self, other times more clearly reflecting 
the artist. William T. Wiley's "Mr. Unatural" (Fig. 2) is the 
most obvious of various Wiley personae and bears the 
closest resemblance to the artist himself. Mr. Unatural. 
crystallized when Wiley was asked to participate in. an im-
provisational performance. Feeling the need for "some sort 
of cover," he devised a disguise/ costume of a false nose, 
dunce cap, kimono, Japanese sandals, and staff.8 Claes 
Oldenburg's alter ego "Ray Gun" evolved as "both a per-
son, with a name . . . and an object. [Fig. 3] His birth allowed 
an actual transition to take place from Oldenburg's previous 
pictorial, figurative art to the making of three-dimensional 
objects ... as surrogates for the human body. "9 

For these and numerous other artists, personae play an im-
portant role. But for still others, personae are absolutely 
essential to their art. This is the case for the nine artists 
presented here. Colin Campbell's "Woman from Malibu" is 
one of a few of his alter egos which develop the female 
aspect of the artist's sensibility comparable to Duchamp's 
Rrose Selavy. Eleanor Antin's "King" is one of several per-
sonae she has evolved over many years of work to deal 
directly with the dialectic of sexual identity. Lynn Hersh-
man' s "Roberta Breitmore" originates from a character of 
dubious gender, yet the significant implications of this ex-
tended performance piece is that it engaged the real world. 
Colette has created "Justine" to function in the world of 
commercial enterprise, speaking through her in order to 
comment incisively on both the intrinsic and extrinsic 
values of art. Similarly, Martial Westburg's "Ray Rodrique" 
was originally brought forth by the artist's need to distance 
himself from the often callous machinations of the art scene 
and to address it with a satirical disposition. 
Bruce Charlesworth's "Eddie Glove" is also a metaphor-
ically critical device and, like Westburg's persona, func-
tions in a decidedly more private realm than those of the 
first four artists described . His serial photoplays are oblique 
narratives of personal mystery and intrigue. James Hill's 
"alter-images" of the gorilla and the deer are considerably 
less narrative than Charlesworth's but share the intensively 
private arena as its point of tangency. "Redd Ekks," like 
Oldenburg's Ray Gun, is not strictly speaking a persona, 
but Robert Rasmussen's alias or pseudonym of a specifical-
ly visual character, demarcating the art work as a point of 
exchange between the artist and viewer .. "Mr. Chris 
Apology" is a name invented by newspaper and radio 
reporters for an anonymous artist who solicited repen-
tances from criminals and others who, in need of a blind 
confessor, called their responses into a telephone answer-
ing machine. 

s 
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2. William T. Wiley 
Mr. Unatural, 1976. Four-
color lithograph on paper, 
36 x 25 ". Courtesy of 
Landfall Press Inc., 
Chicago. 

3. Claes Oldenburg 
''Empire (''Papa '') Ray 
Gun, 1959. Casein on 
newspaper over wire, 35Ys 
x 44Ys 11

• Collection of 
The Museum of Modern 
Art, New York. Gift of th~ 
artist. 
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"Persona" explores the territory of the surrogate self, alter 
ego, disguise, or alias. These concepts, originating with 
Duchamp's Rrose Selavy, have generated a considerable 
amount of attention from artists who have sought alter-
native means for self-expression. Whether it involves a 
process of radical physical transformation or intangible 
alteration, the acquisition of personae by these nine artists 
is one indication of a heightened self-awareness and in-
creased use of autobiography in recent art. 

Since 1972, the year that he abandoned sculpture for video, 
Colin Campbell has been evolving several aspects of his 
sensibility which could be described as Duchampian. In his 
first two tapes he created and played "Art Star," a thinly veil-
ed alter ego, an art celebrity "toughing it out in rural New 
Brunswick." 1° Campbell, dissatisfied with his university 
teaching position, used this character to harshly criticize his 
employers without having to answer directly to them. Strict-
ly speaking, Campbell spoke through Art Star. 
The titles of the tapes Campbell made from 1972-74 
demonstrate a Duchampian preoccupation with dicho-
tomies, contradictions, and autobiography. 11 In 1976, mov-
ing from his home in Toronto to southern California for 
nine months, Campbell produced his first mature works in 
video. The Woman/ram Malibu Series (1976-77) takes its 
name from the female persona Campbell evolved over the 
six tapes, and is based on a newspaper article about a 
woman who witnessed the death of her husband who was 
killed mountain climbing in the Himalayas. (Fig. 4) What 
struck Campbell was not simply the event, but rather the ap-
parent lack of emotion revealed in the woman's quoted 
remarks. Her emphasis on a seemingly irrelevant inventory 
of details appeared to Campbell somehow paradigmatic of 
the human condition. He was moved to project the fictional 
events that might accompany such a severe trauma by 
assuming her identity and creating a visual and psycho-
logical composite of this woman. Campbell interprets her 
compelling need to try to understand the reality which sur-
rounds her by obsessively cataloging precise observations. 
Through the artist's narrative ingenuity, these pieces of in-
formation accumulate, not to provide an answer, but to ar-
ticulate a syndrome of personal incarceration and cultural 
malaise. 
The opening monolog in The Woman from Malibu (1976), 
the first tape in the series, is a verbatim quotation from the 
newspaper interviews. This documentary data is pointedly 
contrasted with ambiguous fiction and narrative disjunc-
tions Campbell inserts. In addition, all the tapes are 



deliberately restrained in fo rm and technique so that the 
complex verbal dimension is tempered by a minimal 
number of shots, camera movements, supporting props, 
and players. This initial tape is comprised of only four shots. 
The first is a facial close-up of the artist made up as the 
woman, wearing large earrings, dark sunglasses, and a 
blonde wig. After her somber monolog is completed, the 
camera pans left and zooms out for an extended view of 
French doors in the interior. The panes are covered by 
shades. Only a small opening to the outside is made visible 
by a slight crack in the doors as The Platters's nostalgic 
"Twilight Time" plays in the background. 12 

The second shot shows the woman's hands in close-up as 
another lavishly detailed saga verbally unfolds. A title is 
then inserted reading, "She spent the entire afternoon 
photographing." Subsequently, a medium long shot 
reveals Campbell, dressed in a dark shirt, posing as a male 
model with the young woman who takes a light meter 
reading and sets up a self-timed photograph of the two of 
them. (Fig. 5) While this refers to the process of making the 
tape, since the woman is actually his assistant, 13 it is also a 
way of signing the piece, with his own image out of 
costume. Simultaneously, it functions as a disclaimer with 
regard to the authenticity of this transvestite persona. 
It should be noted that throughout the series, Campbell 's 
male identity is never totally inaccessible to the viewer. As 
one writer described it: 

He doesn't try to become or even impersonate a woman. Rathe r 
he wears the clothes and ges tures as individual significa tio ns , 
each article of clothing, each gesture, each into nation a d iscre te 
element in a perverse co llage. M 

Indeed, he made deliberate attempts to preserve the "non-
actor" aspects of this video performance. Significantly, 
although the tapes were scripted, they generally required 
only a single take. 
The narrative impact is compounded as the woman's quan-
daries expand over the six tapes. Yet there is never any 
urgency to her observations. The suffocating anecdotal 
material, extracted from the southern Californian milieu, is 
delivered as caricature, setting her problems into absurd 
relief. Due to Campbell's intuitive discipline, however, the 
melodramatic soap opera qualities which are delineated are 
never truly activated. 
In The Temperature in Lima (1976), the second tape, the 
artist narrates a poignantly self-effacing confession of a 
transvestite's ambivalence and painful introspection . This 
extremely subjective narration ends with a close-up of the 
Woman from Malibu. As she finishes speaking, the camera 
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4. Colin Campbell Still 
from Tbe Woman from 
Malibu, 1976-77. Black-
and-white, % " videotape, 
sound, 10 minutes. Court-
esy V/tape distribution, 
Toronto. Photo credit: 
David Lubarsky 

5. Colin Campbell Still 
from Tbe Woman from 
Malibu, 1976-77. Black-
and-white, % " videotape, 
sound, 10 minutes. Cour-
tesy V/tape distribution, 
Toronto. Photo credit: 
David Lubarsky 
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6. Colin Campbell Still 
from Tbe Temperature in 
Lima, 1976-77. Black-and-
white, % 11 videotape, 
sound, 10 minutes. Cour-
tesy V/tape distribution, 
Toronto. Photo credit: 
David Lubarsky 

7. Colin Campbell Still 
from Hollywood and 
Vine, 1976-77. Black-and-
white , % 11 videotape, 
sound, 18 minutes. Cour-
tesy V/tape distribution, 
Toronto. Photo credit: 
David Lubarsky 

8. Colin Campbell Still 
from Hollywood and 
Vine, 1976-77. Black-and-
white , % 11 videotape, 
sound, 18 minutes. Cour-
tesy V/tape distribution . 
Toronto. Photo credit: 
David Lubarsky 

9. Eleanor Antin Docu-
mentation of Tbe King of 
Solana Beacb, 1973-74. 
Performance (speaking 
with subject). Photo 
credit: Philip Steinmetz 

10. Eleanor Antin "The 
Angel of Mercy" from My 
Tour of Duty in tbe 
Crimea, 1977. Silver print, 
22 x 30 11

• Courtesy 
Ronald Feldman Fine Arts, 
Inc., New York. Photo 
credit: Eric Pollitzer 
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slowly zooms out, revealing that she is standing at a win-
dow inside a motel room. The camera is outside, effective-
ly placing the viewer in the disconcerting position of a 
voyeur. The window's venetian blinds, not visible earlier 
in the shot, articulate her confinement in an emotional 
stasis- visually situated in this frame which forms the 
metaphorical threshold between interior (fictional/ 
subjective) and exterior (factual/objective) spaces. (Fig. 6) 
Similarly, the last tape in the series, Hollywood and Vine 
(1977) opens with a full-screen shot from the window of a 
car traveling on a Los Angeles freeway. The movement of 
the cityscape appears rapid and constant. The camera then 
zooms out to reveal that the viewer is actually seeing a 
playback of a tape over a monitor within another scene. As 
the angle of vision opens up further , the artist is visible to 
the left, at a mirror applying his make-up, earrings, and 
other female paraphernalia as he/she begins to narrate 
another soliloquy on severe alienation and absurd death . 
(Fig. 7) Here the voyeuristic metaphor is further reaching 
than in the earlier tape inasmuch as the viewer is given a 
choice. The compelling desire to watch what is on the 
screen-within-the-screen is partially qualified by the need 
to witness Campbell's process of sexual transformation. 
Furthermore, the act of making-up this woman from the 
artist's male face is analogous to the process of frame com-
position and editing which is intrinsic to the conventions 
of narrative and spatial illusionism in video. 
This last tape ends with a poignant shot of the woman 
walking into the vast Mojave Desert in search of pony 
skeletons which represent an aberrant attachment to her 
late husband. (Fig. 8) In a sense, the surrealistic ambience 
of this shot summarizes and works retroactively to 
establish the mood for the previous five tapes. 
Colin Campbell's Woman from Malibu, a persona that 
seems to grow directly out of Duchamp's notion of sexual-
ity as embodied in Rrose Selavy, is also a pointed portrait 
of American society. The extension of Duchamp's pose 
and activities into a fully realized narrative series, literally 
acted out by Campbell, marks a significant contribution to 
video, a medium notable for its distinctly intimate nature. 

Eleanor Antin's first clearly defined persona, the King, 
like Duchamp's Rrose Selavy and Campbell's Woman from 
Malibu , involves sexual reversal. Unlike Rrose Selavy, who 
is depicted only in documentation, and the Woman from 
Malibu whom we know only through the videotapes, 
Antin 's King existed in several contexts. When the King in-
teracted with the community of Solana Beach, Antin 



stepped out of the studio into the street. (Fig. 9) For ~rt au-
diences, she later assimilated these experiences into a 
staged performance and produced tangible works of art as 
well. 
since 1972, Antin has identified three more personae: the 
Ballerina, the Nurse, and the Black Woman. 1s In addition , 
each persona splits into several others. The Nurse, for ex-
ample, exists as the contemporary figures of Eleanor Antin, 
R.N., and Little Nurse Eleanor as well as the historical figure 
of Eleanor Nightingale, based on the founder of the nurs-
ing profession. (Fig . 10) This multiplicity serves several 
functions and generally evolves from the generic to the 
particular. In the case of the King, Antin first decided to ex-
plore a male persona asking, "If I were a man, what sort of 
man would I be?" 16 She began with a beard ("How much 
more masculine can you get?"), searching for the most 
convincing, plausible, and tlattering shape. The superimposi-
tion of a beard and moustache onto a woman's face inevitably 
brings to mind Duchamp's irreverant defacing of a reproduc-
tion of the Mona Lisa (1503) 17 (Fig. 11) Antin recalls: 

From my emerging hairy face, I begin to sense the particular 
type of man that was possible, given the physical bocly I have to 
go along with my face. Later , I cliscoverecl I lookecl like the Van 
Dyke portrait of Charles I, who turnecl out to be a very small 
man , like me, a stubborn romantic, ancl all in all, an impossible 
person ... I recognized all these things in myself. So I knew what 
sort of man I was, ancl that he was my political self because a 
king rules a country. 1a 

The King first appeared sporadically over a period of a year 
in Solana Beach where Antin lived. He performed everyday 
chores such as going to the supermarket or waiting on line at 
the bank, and discussed politics with whomever would 
listen. (Fig. 9) Later she conceived a more formal perfor-
mance for an audience entitled The Battle of the Bluffs 
(1975-76). In this performance, which is partially scripted 
and partially improvised, Antin, playing all the roles, leads an 
army consisting of "old people armed with shuffleboard 
sticks-the infantry-and the young people-my 
calvary -on skateboards. We fought the developers, the 
sheriffs men, the merchants . We won the battle but lost the 
war." 19 The intrigues and corruption evident in community 
politics serve as a microcosm of the larger, governmental 
machine. 
Another facet of the King is evident in From The Kings 
Meditations (1974-75), which includes diaristic entries. 
Here, a historical melancholy king mourns his loss of power 
in exile. On irregularly shaped paper showing the ravages of 
time, Antin writes in a seventeenth-century script, and ii-
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11. Marcel Duchamp 
L.H.0.0.Q. , 1919. Rectified 
Readymade: pencil on a re-
production, 7%" x 4)(,". 
Private collection, Paris. 
Photo credit: Geoffrey 
Clements 
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lustrates passages in a Rococo style. There is a curious mix-
ture of historical veracity and humorous contemporary in-
terjections. In one Meditation, the King laconically laments, 
" I saw the Newes today. My enemies have done it to me 
againe-They dont mention me!" (Fig. 12) 
On a very fundamental level, Antin's male alter ego is a 
feminist commentary on power and politics. She intends to 
push the political ramifications further. By becoming a black 
King, with the aid of black-face make-up, Antin will enlarge 
the scope and implications of the King's actions. She has 
already addressed racial issues as Eleanora Antinova, the 
celebrated black ballerina of Diaghilev's Ballets Russes. In 
one passage from the performance, Before the Revolution 
(1979), Eleanora confronts Diaghilev, giving us some indica-
tion of what Antin has in store for her black King: 

Eleanora: Sergei Pavlovitch [Diaghilev], you are holding back 
my career! 
Diaghilev: Have I not made your career? Have you no con-
fidence in me? I know you better than you know yourself. You 
do not understand/Yellow is intriguing, Red is exciting. Brown 
is charming. But Black is beautiful. 
Eleanora: (begins to sbuffle, roll ber eyes, speak in falsetto) 
Sho nuff, daddy! We black folk, red folk, women folk, chillun 
folk, mad folk , we is closer to de beasts of de field , Iii fatha. 
Diaghilev: Eleanora, stop this vulgarity at once! 
Eleanora: Ahs a sorry but ahs a bit outa practice. Ah haint 
been a mammy fo to a long tahm, daddy. (sbuffles ber ass) How 
clat Iii fa th a! 
Diaghilev: Gross!20 

The central concerns of Antin's art can be discerned within 
the persona of the King. Her fantasies, fueled by her vivid 
imagination, are sources for her art. Autobiography is the 
basis and narration becomes the means. Insightful contradic-
tion and willful manipulation co-exist. For example, Antin 
notes that "history is fiction" since "documentation is not a 
neutral list of facts ... it is a conceptual creation of events 
after they are over."21 As Antin explores her own auto-
biography via the King, her self is refined and defined in in-
evitable transformations. Antin devotes one entire work to 
such a transformation . In The King (1972), a black-and-white 
silent videotape, she painstakingly applies the hair of her 
false moustache and beard in order to assume her monar-
chic countenance. (Fig. 13) Her interest in the theater is con-
veyed in the traditional, stage actor's method of applying a 
false beard. In addition, the videotape lasts as long as it takes 
for Antin to complete her metamorphosis, depicting the real 
time of an actor preparing backstage for a theatrical perfor-
mance. 
Antin revels in playing roles. She not only plays all the 
characters in her performances and speaks the voices for 
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12. Eleanor Antin 
"Seventh Meditation," 
From Tbe King 's Medita-
tions, 1974-75. Watercolor, 
ink, and pastel on paper, 
17 x I I 11 • Courtesy Ronald 
Feldman Fine Arts, Inc., 
New York. Photo credit: 
eeva-inkeri 

13. Eleanor Antin Still 
from Tbe King, 1972 . 
Black-and-white, o/,, 11 video-
tape, 52 minutes. Courtesy 
Ronald Feldman Fine Arts, 
Inc. , New York. 
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14. Lynn Hershman 
Portmit of Roberta, 1975. 
Ongoing performance 
[1974-78]. Photo credit: 
Edmund Shea 
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the videotapes, but the characters themselves adopt dif-
ferent roles. For example, in Before tbe Revolution , Antin 
plays Eleanora Antinova, who in turn plays Marie-
Antionette, who, in the ballet, assumes the role of a 
shepherdess. 
Antin's principal personae (the King, the Nurse, the 
Ballerina, and the Black Woman) constitute the armature of 
her art. They open up a whole arena wherein life and art 
are united. Within this structure, the possibilities are 
endless. Each operates on more than one level-at times 
political, at times more personal or psychological. 
Antin/Antinova/Marie-Antionette interrupts Before tbe 
Revolution to note: "Between me and Eleanor Antin there 
is always a space." 22 In her art, Antin fills that space by 
generating surrogate selves. 

Lynn Hershman describes " Roberta Breitmore" as a 
"portrait of alienation and loneliness. " 23 (Fig . 14) Like An-
tin 's King, Roberta was conceived to intermingle art and 
life. Similarly, the metamorphosis was accomplished with 
the aid of clothing, cosmetics, and in Hershman 's case, a 
wig instead of a beard. But unlike the King, Breitmore ex-
isted only in real life as an extended performance, which 
took place in San Francisco intermittently over a period of 
three years . By utilizing the conduits of bureaucratic 
validation (driver 's license, credit cards, checking account, 
and address), Hershman created a persona tantamount to a 
real person, effectively reversing reality and fiction . Ran-
dom people became " characters," and actual cir-
cumstances, i.e . her adventures and life, became the 
"art." 24 Hershman states: "Roberta is the archetypal ego of 
a collective culture. She is an artificial contemporary 
heroine fashioned out of the real life circumstances of liv-
ing in this time."2s 
Roberta Breitmore, as we learn, moved to San Francisco in 
1975 from a Cleveland suburb. Recently divorced, like so 
many others, she moved west in search of happiness. Ap-
proximately thirty years old, with some college ex-
perience, she was unable to find a steady job. Her long, 
disheveled blonde wig, slumped posture , and heavy make-
up concealed her features. (Fig. 15) Her meager savings per-
mitted only a limited wardrobe which consisted of a polka-
dotted, polyester mini-dress, suede jacket, and boots . Hop" 
ing to save money and to meet people, she placed several 
ads for roommates in newspapers. (Fig. 16) As her 
loneliness and depression increased, she began private 
psychotherapy, briefly attended an encounter group , and 
EST. She joined Weight Watchers and gained four pounds . 
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15. Lynn Hershman 
Roberta in Transformation, 
1977. Tempera on silver 
print, 24 x 18 ". Courtesy of 
Annina Nosei Gallery, New 
York, and Simon Lowinsky 
Gallery, San Francisco. 



14 

16. Lynn Hershman 
Roberta Interviewing B.P. in 
Union Square, November I, 
1975, 1976. Photo-newsprint 
and ink on silver print, 8 x 
10 ". Courtesy of Annina 
Nosei Gallery, New York, 
and Simon Lowinsky Gallery, 
San Francisco. 

17. Lynn Hershman 
Roberta's Diary, 1975-78. 
Ink on bound diary. 
Collection of the artist. 
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Roberta Breitmore is a logical extension of Hershman 's 
previous work . Beginning in 1973, Hershman created in-
stallations in hotel rooms, tract homes, gambling casinos, 
and department stores. Often the environments were, as 
the artist terms them, "sociological portraits, " 26 peopled 
by mannequins fashioned in part by cast wax impressions 
of herself. The result was often macabre and much of the 
content dealt with death and transformation.27 
Moving from more generalized sociological portraits to a 
specific persona, a wax mannequin comes to life as a 
cultural archetype of a single woman existing on the 
fringes of society. Roberta is a literal persona since, like 
Campbell's Woman from Malibu, it is through the mask of 
make-up and wig that Hershman speaks. Yet unlike the 
other artists and their personae in this exhibition, Hersh-
man at first disowned Breitmore stating, " Roberta 's life in 
no way parallels mine. She is her own person. " 28 Hersh-
man 's insistence on Roberta 's autonomy manifests a reluc-
tance to acknowledge herself as Breitmore's creator. And 
the title of a previous exhibition emphatically stated, 
" Lynn Hershman is not Roberta Breitmore."29 

Contradiction and ambiguity constantly underscore Rober-
ta's bizarre saga: "She is at once fictional and real; physical 
and ephemeral . . . The articles in her life are both token 
symbols and functioning necessary items. "3° Hershman 
elaborates further on the sexual ambiguity in Roberta's 
character: "Roberta herself is an androgenous [sic] con-
struction of doubles, from her name, which is an adapta-
tion of a masculine Robert , to her image ... to her sexual 
relationship with her brother at 13. She is the mythical in-
visible 'death' image, personified."3 1 

Hershman's alter ego, like Antin's, addresses feminist con-
cerns. Essential to the character of Roberta Breitmore is the 
fact that she is a single woman, thus a victim by virtue of 
conditioning and social status. Her vulnerability becomes 
explicit with the performance. In an amusement park, 
meeting a respondent to her ad for a roommate, Roberta is 
encircled by three men who are part of a prostitution ring. 
Only by changing out of her disguise as Roberta, in a 
woman's rest room, does Hershman escape imminent 
danger. 
In the end, Hershman's performance becomes a narrative, 
conceptual work of art. The only art objects present are 
the altered photographs by Hershman which, again, 
chronicle Roberta's make-up, appearance, and gestures. As 
an art form, Roberta verges on literature . Indeed, Jack 
Burnham correctly traced her conceptual origins to the fic-
tional "anti-heroine" Roberta Bright, in a story by Joyce 
Carol Oates .32 In addition to Roberta's diaries, (Fig. 17) the 

labels explaining her artifacts (dress coat, purse, etc.) read 
as narratives in an ongoing story. Hershman's original in-
tention was to have Roberta function much like a 
sociologist or undercover reporter, noting and recounting 
the environment around her. She had also hoped to 
publish a novel of Roberta 's life.33 
Roberta's ending in 1978 was not by suicide, as had been 
previously suggested by the artist.34 Instead, Breitmore 
underwent an exorcism in the crypt of Lucretia Borgia, a 
late Renaissance patroness of the arts, on the occasion of 
Hershman's exhibition of Breitmore documents in Ferrara, 
Italy.35 Hershman's decision to have Breitmore undergo a 
ritual of exorcism reveals a significant change in her 
perception of this persona. After two museum exhibitions, 
the final exorcism not only indicates the need for some 
sort of closure of the extended performance, but also the 
end to her former disavowal of any connection with Breit-
more. Indeed, the choice of an exorcism would imply the 
opposite, that Breitmore had subsumed, or taken over, 
Hershman. 
The final performance evokes Roberta's alchemical origins 
as it deals with a double, a transformation through fire, and 
a rebirth from ashes.36 It also signifies the transformation of 
Roberta from passive to active, and, as Hershman had 
hoped, from victim to victor. 

Colette's urge to integrate art and life first appeared in 
1970 with her Street Works, a series of images painted and 
ritual acts performed in the streets of lower Manhattan and 
major cities in the United States and Europe. These were 
designed to circumvent the commercial aspects of the 
gallery system as well as to bring her art into direct contact 
with passers-by. Colette explained: 

I dress up for them in whatever costumes may feel appropriate 
at the time, and usually execute them at dawn not only to avoid 
traffic or police harassment but also because of the associations 
attached to those particular hours of the day-the hours when 
most people are just about waking from their dreams or, in 
other words, those hours when everything that is real appears to 
be unreal .. .J7 

The role costume played simultaneously evolved into an 
environmental concern. Her loft in the Wall Street area of 
lower Manhattan, like Kurt Schwitters'sMerzbau (on-going 
from 1925) became an obsessively total work of art. The ar-
tist entirely transformed a rather dilapidated space into a 
"grotto of fantasy, "38 the walls and ceilings abundantly 
enveloped by boles of crushed silk and satin undulating 
with tactile luxury and luminous resplendence. The scope 
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18. Colette The Last 
Stitch, 1978. Performance at 
The Downtown Branch, 
The Whitney Museum of 
American Art , New York. 
Photo credit: Al Mozell 



of this Jiving art work demonstrates Colette's will to realize 
her dreams, to make real the unreal, and to tangibly dwell 
within the world of her imagination. Paralleling her 
fascination with fashion, the increasing emphasis on 
femininity in her works extended into exaggeration of the 
sensuous boudoir ~hat has been described as "suffocating 
voluptuousness. "39 

This female sensibility is particularly evident when one 
considers Colette's use of her own body. In the late sixties 
and early seventies, artists such as Vito Acconci, Dennis 
Oppenheim, Bruce Nauman, and Chris Burden, began to 
locate the content of their art directly within their physical 
selves. "Body art," as it came to be called, tended to be 
violent. By contrast, Colette's concurrent concern with the 
body was as an armature for the elaborate attire she wore 
as an extension of her Jiving environment. 
Seeking a means to combine her two interests , an environ-
ment in which to locate her body, Colette began to do per-
formances. Her early pieces paid homage to some of her 
favorite literary heroines (e.g. Ophelia) and historical 
figures (Madame Recamier) as well as to some of her 
favorite painters and their work (Henri Rousseau's The 
Sleeping Gypsy (1897]). 
Beginning in 1972 Colette's environments began to change 
when she created her first window installation, a tribute to 
the great French Romantic painter Eugene Delacroix.40 
The particular choice of painting, Liberty Leading the Peo-
ple (1848), with Colette featured as Liberte, has obvious 
feminist implications. The choice of a window is par-
ticularly relevant since it combines Colette's interests in 
street works and in creating interiors. Often the artist's 
public performances have involved her sleeping amidst 
her installations as a means of representing the actual state 
of dreaming within the context of a public situation, a 
metaphor for the triumph of the imagination over mun-
dane realities. Likewise, the window affords the public a 
view into a private space. 
Colette has always responded to the crass commercializa-
tion of art by creating works that are difficult to package 
and market. One day while working in her studio, she ac-
cidently caught her hand in a staple gun, her primary work 
tool. Her red blood dripping onto the white satin fabric 
reminded her of the Sleeping Beauty fairy tale . This inci-
dent, coupled with her awareness that artists's works usual-
ly appreciate after their deaths , brought about her decision 
to arrange for her own conceptual death.4 1 (Fig. 18) 
Developing the death idea, she created a fictional character 
to oversee all of Colette's wordly affairs since business 
logically would boom once she died. 
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19. Colette Justine's pro-
motional performance for 
Beautiful Dreame1· recor<i, 
Graz, Austria, 1979. Win-
dow installation with 
audiotapes. 
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20. Colette "Light 
Box #1" from the series 
Major Works from tbe 
Estate, 1980 (detail). Mixed 
media. 96 x 75 x 32 " 
Collection of the artist. 

21. Colette ]us tine and 
tbe vzctorian Punks (con-
ceptual album cover), 1978. 
Mixed media on cardboard 
album cover, 12Y, x 12Y, ''. 
Collection of the artist. 
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Enter Justine, Colette's designated alter ego and a dead 
ringer for the artist. (Fig. 19) Justine is, in a sense, Colette 
resurrected to become the executor of the "rleceased" ar-
tist's estate and president of Colette is Dead Co., Ltd. (Fig . 
20) Her name suggested "justice" to Colette (rather than 
Marquis de Sade's character) and soon became the central 
figure in a series of ongoing conceptual works based on 
her premise of "reverse Pop." Since Pop Art's profound 
impact on the art world was accomplished by extracting 
banal commercial images and objects from the real world 
and situating them within the context of contemporary art, 
Colette's theory reverses the process . Colette, in a 
Duchampian manner, extracted works of art and infiltrated 
them into the world of commerce. By conceptually killing 
off Colette and by posing Justine as a deliberately 
fabricated persona, Colette's reputation remains untainted 
while Justine mounts an aggressive assault on the commer-
cial world. 
Initially, Justine simply posed as an interior decorator, 
recording star, and fashion designer. However, just as Col-
ette's fantasies were realized through her art , in 1979 
Juscine's proposal for a designer bed was priced at 113 7,000 
and actually featured in the Christmas catalog of Sakowitz, 
an elite Texas department store. That same year, Justine 
created the "Deadly Feminine" (femme fatale) line of 
clothing based on Colette's flamboyant costumes which 
were displayed in Fiorucci's window and sold as limited 
editions . Indeed, the once conceptual record album covers 
of "Justine and the Victorian Punks" were later actually 
realized with the release of a single, appropriately entitled 
"Beautiful Dreamer. " 42 (Fig. 21) It would seem that 
Justine's success at disseminating Colette's estate, and her 
ability to actualize her creator's conceptual pieces, have 
succeeded beyond Colette's dreams . 

Ray Rodrique was born in Belgium in 1889. (Fig. 22) His 
first attempt at the age of three to open "a mama and papa 
store''. was unsuccessful-he "went bankrupt when 
nobody would buy them." He witnessed World War II 
and, in 1951, introduced the sad clown concept to modern 
art. "His oeuvre includes 32 distinct periods-Red (during 
the thirties), Yellow (1942-45), Blue, Pink, Mint , Desert 
Sand, Natchez Zypher Ochre, and many others." Despite 
his "first major one-man heart attack" in New York City in 
1952, Ray Rodrique is still going strong.43 
Like Colette's Justine, Ray Rodrique, the creation of Mar-
tial Westburg, is used to make a satirical commentary on 
the art world. Inspired by the Belgian artist Rene Magritte, 



Rodrique's early work consisted of altering reproductions 
of the Surrealist's works, "correcting" them by returning 
order and normalcy to the illogical, dream-like originals. 
Westburg also acknowledges a specific debt to the original, 
infamous alteration of an art reproduction, Duchamp's 
L.H.0.0.Q. (Fig. 11) in an ongoing series by Ray Rodrique. 
These works consist of creating images of Ray Rodrique 
himself at different stages of his life, adding glasses, 
moustache, beard, and long hair to a person pictured in an 
existing photograph. What initially appears as graffiti is ac-
tually a reversal of the notion of disguise since the ensuing 
portraits of Ray Rodrique resemble none other than 
Westburg himself. 
Rodrique's existence is thus well documented . Many 
photographs (albeit altered ones) testify to his existence 
and capture his childhood, school clays, and often show 
him in panoramic group portraits with friends, colleagues, 
athletic teams, etc. (Fig. 23) But an element of confusion 
surfaces. When pictured alone, Ray Rodrique is always 
identifiable by his omnipresent glasses, beard, moustache, 
and long hair. With others, however, he is easily lost in the 
crowd-Ray Rodrique's world is peopled with Ray Rodri-
que look-alikes, Martial Westburg among them. 
westburg's alter ego, like Colette's, differs from the others 
in "Persona" in that the " mask" (e.g. glasses, beard, etc.)· 
does not disguise but rather mirrors Westburg. By assum-
ing an alias, despite the resemblance, Westburg shifts the 
burden of responsibility onto the fictional shoulders of 
Ray Rodrique. Yet he is also commenting on the power of 
the artist , who, like God, creates everyone in his own 
image. 
Leaving the west coast in 1966, Westburg found the life of 
an artist in New York City difficult and costly. Ray Rod-
rique was created three years later, as a humorous counter-
point to Westburg's serious work.44 Unhampered by the 
realities of both the art world and life in general, Ray Rodri-
que, artist, had free reign to wreak what havoc he could. 
Nor was Rodrique alone. Westburg conjured up a host of 
other artists of various nationalities, who would flood the 
New York art scene, among them Federico Fungalini, who 
specialized in painting on fungi, and Al Door, artist-
businessman par excellence.45 The efforts of the fictitious 
artists demanded increasing amounts of time, eventually 
subsuming Westburg's more serious work . Similarly, Ray 
Rodrique emerged as the dominant artist, and since 1975, 
has monopolized Westburg's efforts. 
Extremely prolific, Ray J{odrique has worked in a number 
of different media. Essentially a Victorian man in a contem-
porary world, he has kept assiduous illustrated diaries, 
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22. Martial Westburg 
Portrait of Ray Rodrique, 
1974. Ink on silver print, 4 
x 2% ". Collection of 
the artist. 
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written in nineteenth-century script and prose style, rang-
ing from accounts of his mundane, daily activities to 
treatises on modern mores. (Fig. 24) Tongue-in-cheek, 
Rodrique both insults and flatters the reader, and the 
diaries are filled with conscious errors designed to jolt lazy 
readers out of their lethargy. A typical entry from one 
chapter reads as follows: 

A diary is a unique form of literary art. And the diary reader is a 
unique audience, if I may borrow a word from the theater!!! We 
both know, dear reader, that you could be off reading the 
masterpieces of the English language-john Steinbeck's Of Mice 
and Men, William Shakespeare's Tin Turning of the Screw-and 
that 's only the "S's"!!! But you and I know that you are here 
reading my diary.46 

In addition to the diaries, Rodrique's oeuvre includes 
humorous tombstones, architectural models, watercolors, 
and other Victoriana such as profile rocks and scrimshaw. 
Since 1976, nearly all of Ray Rodrique's work has revolved 
around the Arctic. Westburg first became interested in the 
polar region through reading about the Peary/Cook con-
troversy over whose expedition reached the North Pole 
first. He has subsequently built an extensive collection of 
rare books on the Arctic and related materials. For 
Westburg, much of the fascination with the Peary/Cook 
controversy has to do w!th the part that media and publici-
ty played in it. Although the facts seem to indicate that 
Robert E. Peary was not the first to reach the Pole, he re-
mains a well-known figure. On the other hand, Dr. 
Frederick A. Cook, a mild-mannered physician and ex-
plorer, appeared to have substantiated his claim, but re-
mains an obscure figure, a victim of a vicious campaign by 
powerful Peary backers.47 Westburg has created a "Peary 
Proxy" which he intends to deliver to the North Pole and 
thus "correct" history, as it were, by "setting the record 
straight-once and for all!" 48 (Fig. 25) The search for the 
North Pole was also a quest for fame, and as such is a 
metaphor for the artist's search for recognition. 
Ray Rodrique, like Justine who produces all the artwork 
since Colette's "death," has subsumed Martial Westburg's 
work. On the other hand, it is Martial Westburg who pro-
motes Ray Rodrique's art. A poster for an exhibition of Ray 
Rodrique announces, in very small type at the bottom, "a 
talk by Martial Westburg, a Ray J.{odrique look-a-like." 

Like Antin and Campbell, Bruce Charlesworth tells 
stories, assuming most of the roles himself. But in contrast 
to Antin, and similar to Campbell, Charlesworth's perfor-
mances of the personae in his stories are semi-private, 
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23. Martial Westburg 
Sherman's Team #30 by 
Ray Rodrique, 1973. Ink 
on silver print, 8 x 9% ". 
Collection of the artist. 

24. Martial Westburg 
"Chapter XXXVIII" from 
Holy Diary1 by Ray Rodri-
que, 1977. Ink and water-
color on bound book, 12 
x 7Y, ". Collection of the 
artist . Photo credit: David 
Lubarsky 

25. Martial Westburg 
Arctic Expectorations, 
vol. I, by Ray Rodrique 
[in progress]. Ink and 
watercolor on bound 
book, 13 x 15Y, ". Collec-
tion of the artist. Photo 
credit: David Lubarsky 
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often conducted alone before the camera. Recent work 
consists of series of small photographs with narrative cap-
tions, and videotapes. In staging the photographs, Charles-
worth constructs sets, at times elaborate, and later alters 
the image of the photograph itself. 
Charlesworth 's personae differ from those pictured in 
Westburg's or Antin's photographs: they neither make art 
themselves, venture into the outside world , nor keep 
diaries. We know nothing about them except what we 
learn from the photo-narratives or videotapes. 
Charlesworth evolved the persona of Eddie Glove over a 
period of three years. Like Hershman 's Roberta Breitmore, 
Eddie was first conceived as a cultural archetype, sharing 
some characteristics with the artist, but also maintaining a 
separate identity. Eddie Glove is not a flamboyant 
character and, in this regard, is most like Charlesworth 
himself. Physically, the metamorphosis required only a 
sleight of hand, creating the illusion of short hair. His 
wardrobe, like Roberta Breitmore's, consisted of one out-
fit. The same sports jacket and tie signal Glove's presence, 
even when the rest of his body is not pictured in the 
photograph.49 

The work Eddie Glove began in 1976 as a mailed photo-
narrative depicting Eddie's fictionalized adventures. Com-
pleted in 1979, it was exhibited as fifty sepia-toned 
photographs, each 3 y,; x 4 Ya inches, mounted on sheets 
with captions. The narrative is deliberately ambiguous and 
the ambience is somewhere between bizarre, nightmarish 
dreams and banal, humdrum reality. Three seemingly 
unrelated scenes introduce the series: "Eddie Glove Smells 
Adventure," (Fig. 26) "Eddie Puffs a Panarella," and the 
mysterious "Eddie Hides his Handkerchiefs." Similar to 
Campbell's use of titles in his videotapes, the juxtaposition 
of the three images and captions implies a connection yet 
eludes a rational, linear sequence. Likewise, the captions 
do not always function as explanations for the images and, 
at times, convey other meanings which, by the power of 
the words, appear related. 
Themes of confrontation, imprisonment, self-revelation, 
and identity surface through the narrative structure and 
formal composition of the photographs. "Basement" 
serves as a title for one sequence in which Eddie is held up 
by two strangers who remove his gold inlays, imprison 
him, and steal his clothing. He escapes, but remains naked. 
The descent into the basement, on one level, parallels the 
artist's introspection and subsequent exposure when ex-
hibiting his art. 50 Without the visual clues of Eddie's 
"uniform," part of the disguise is missing, literally and 
figuratively revealing more of the artist. 



Jn another episode, a movie character from a film Eddie 
watches, enters his life, and frees him from a locked closet. 
Sid, Eddie's alter ego, travels with Eddie, and then departs 
on his own. Later Sid sends Eddie a gift from southern 
California, a mask of his own face. (Fig. 27) Charlesworth 
thus undergoes yet another transformation. When playing 
Eddie Glove, he becomes Eddie's alter ego by donning 
Sid's mask and clothes. 
The many strata of meanings contained within the images 
are revealed only upon close observation. The deliberate 
and rich composition of each image is further enhanced by 
the terse text. Careful editing and framing reveal 
Charlesworth's background in film. Eddie Glove was 
begun after the completion of several films and 
Charlesworth' s approach discloses a cinematic, rather than 
traditional photographic, bias. Charlesworth notes that in 
film and film editing "you learn to select the most impor-
tant shot, the one that gives all you need to know to get 
from one thing to the next without excess. " 51 Indeed, the 
overall tone of the series is reminiscent ofjilm noir of the 
post-war period. The hapless character of Glove recalls a 
gum-shoe detective, not unlike Philip Marlowe. This is 
reinforced by one image depicting an office setting with 
Glove's name stenciled on the window, reminiscent of 
Sam Spade's in T/Je Maltese Falcon (1941). Furthermore, 
the sepia tone conveys a vague nostalgia recalling, for 
Charlesworth, the time of his youth . 
The investigatory feeling of Eddie Glove is also present in 
his following work, Special Communiques (1980). (Fig. 28) 
Charlesworth here works with hand-colored Polaroids, 
and separates text from image. The result is ambiguous, 
forcing the viewer to rely on the visual information 
presented. Eddie Glove makes only a brief, somewhat 
obscured appearance. A new unnamed persona is in-
troduced, again played by Charlesworth. Instead of the 
third person narrative employed to recount Eddie's adven-
tures, the new character addresses us directly via the texts . 
Charlesworth is at once revealing more of himself by not 
depending as much on the fictional character of his per-
sona, and at the same time revealing less. A shift of em-
phasis from a specific persona to a mode of expression is 
reflected in the title. Here the narrative is structured 
around a series of "special communiques" broadcast via 
radio and television, ususally announcing accidents or 
crimes. 
Like Eddie Glove, this new persona is imprisoned. Again, a 
change of identities occurs within the narrative, this time, 
with the prison guard. Communiques for Tape (1981), (Fig. 
29) a video piece which accompanies the photographs, 
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26. Bruce Charlesworth 
"Eddie Glove Smells 
Adventure" from Eddie 
Glove, 1976-79. 50 sepia-
toned silver prints, ap-
proximately 3 yq x 4Y,," 
each. Courtesy Castelli 
Graphics, New York. 

27. Bruce Charlesworth 
"Eddie Gets a Present 
from Sid" from Eddie 
Glove, 1976-79. 50 sepia-
toned silver prints, 3:4 x 
4 Ya " each. Courtesy 
Castelli Graphics, 
New York. 

28. Bruce Charlesworth 
From Special Commu-
niques, 1980. Acrylic and 
collage on SX-70 Polaroid 
color prints. 3 x 3" each. 
Courtesy Castelli Graphics, 
New York. 

29. Bruce Charlesworth 
Still from Communiques 
for Tape, "You'll like 
what's in the cup. Now 
drink it!" 1981. Color % " 
videotape, sound, 20 min-
utes. Collection of the 
artist. 
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30. James Hill Dancing 
Gorilla/Sineater, 1979. (detail) 
Lead sheathing over wood 
with copper nails, paint on 
canvas, photograph, antler 
45 x 15 x 5 ". Collection 
of the artist. 

31. Pablo Picasso Mino-
tauromachia, 1935. Etch-
ing, printed in black, Plate: 
19Y, x 27'l\6"• 
Sheet: 22y. x 29Y. ". 
Collection of The Museum 
of Modern Art, New York. 
Purchase. 
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identifies this new persona as "Marty." The videotape con-
tinues the themes of imprisonment and interrogation, and 
also consciously refers back to itself. Just as Eddie Glove is 
pictured photographing Sid, another "character" in the 
tape, a tape rccorder,is recorded on the videotape's sound-
track. 
In all three works, the audience is put in the position of a 
voyeur. The rectangular formats of the photographs, and 
the screen of the television, serve as windows through 
which we spy on the artist in disguise . The aspects of role 
playing and self-involvement of the artist are fundamental 
to understanding Charlesworth's art. It is indeed through 
the cloak of disguise that Charlesworth reveals more of 
himself and explores the dilemma of the artist's private and 
public roles . 

Rather than "alter ego," James Hill prefers the term 
"alter-image" when speaking about the gorilla and deer im-
ages which recur in his work of the past six years. Hill's 
recollections of early childhood include important 
episodes which inform '\his work . In one, he was with his 
parents in northern Texas sitting in their yellow Chrysler at 
a ~ervice station at dusk , when a man in a gorilla suit 
jumped onto the running board and peered through the 
window. There was no explanation for this unprovoked 
act, and it scared the boy deeply . 
Over thirty years later, Hill was given a book about gorillas 
by a friend who had known about the artist's fascination 
with them. Unable to work these images into his drawings, 
Hill followed a sudden impulse to don a gorilla mask . The 
compelling need to wear the mask sprang from past 
memories and current emotional difficulties. His self-image 
was at .a low point ; he was overweight and took little pride 
in his appearance. More important, he felt an increasing 
desire to escape from the immediate troubles he faced. 
" The gorilla thing was like a protective device . I could 
assume and become a protected person and I could be pro-
tective too. " 52 

As in the case of Charlesworth, Hill 's activities while wear-
ing the mask were never public manifestations. (Fig. 30) 
Rather they were private performances and rituals enacted 
for the camera. A closer parallel might be Picasso's iden-
tification with the minotaur, a creature with the body of a 
man and head ofa bull. Like Picasso's mythological animal, 
Hill is depicted bare-chested in various actions implying a 
range of emotional states. 
In Picasso's famous etching, Minotauromac/Jia (1935), 
(Fig. 31) the bull's head appears placed over a man's, like a 
mask, rather than as an organic part of his body. Hill 



utilizes snap shots of himself wearing the gorilla mask in 
his work, at times his body visibly covered with fetishistic 
spots of paint. Occasionally there is a comic element to 
some of the pieces, but the prevailing mood is pensive. 
Aside from this identification with the gorilla, Hill is infat-
uated with Africa. He has made many pieces with overt 
allusions to the "dark continent" in map shapes and/or 
texts. He is intrigued by the primitive exoticism, ritualistic 
masks, and magical fetishes of tribal witch doctors.53 
In a related body of work, Hill does not use the gorilla im-
age at all. Instead he employs a more neutral , unwearable 
mask combined with large painted sticks. The masks, cut 
from heavy-gauge steel mesh, are "woven" with twine and 
painted while the vertically placed sticks take on schematic 
figural associations. 54 (Fig. 32) These mask pieces were 
originally made as gifts for friends who were undergoing 
emotional crises. 
Here again the idea of the mask as a protective device is 
clearly at work. Enhancing this effect, Hill embeds bits of 
broken mirror into the surfaces of his drawings as an in-
tuitively derived metaphor concerning a search for self. 
The viewers are then faced with the rather odd sensation 
of looking at the work and encountering their own broken 
images. The viewers literally complete the works with 
their images, the artist thereby merging the processes of 
making and viewing art. 
This experience is compounded by the use of a framed 
sheet of glass. Often you can see your entire face in the 
glass, and then fragmented in the jagged bits of mirror. 
There is a give and take, a deflection and a reflection com-
parable to the function of the mask, which obscures the 
face while it reveals an aspect of its wearer. Finally, the 
glass and mirror combination acts as a double mask device, 
a concept directly depicted in Bob (1979), in which the ar-
tist wearing his gorilla mask, holds a woven mask in front 
of him . 
Significantly, as the image in Loving You (1979) depicts, 
Hill removed the gorilla mask as his self-image underwent 
dramatic changes over the last four years.55 He has replac-
ed it with deer antlers worn directly on his head. (Figs. 33, 
34) Instead of the ponderous gorilla mask which hid his 
face from view, the graceful antlers surmount a 
countenance which, in the photographs, disclose a definite 
seriousness of purpose. The antlers themselves are visually 
lyrical, a marked contrast to the hairy face of the gorilla. 
Whereas the gorilla is an animal that instills fear in people, a 
deer is one that arrests out attention. From his most recent 
work, it appears that James Hill has come out from behind 
his masks, no longer in need of protection. 
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33 
32. James Hill Black, 
1979. Paint on woven 
fiber, wood and canvas 95 
x 10 x 9 ". Collection of 
the artist. 

33. James Hill Self, 1980. 
(detail) Antler rack, paint on 
wood, watercolor, and 
photograph, 14 x 14 x 
34 ". Collection of the 
artist. 
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34. James Hill Dreams 
oj America, Fun Man, 
1981 . Watercolor, crayon, 
photographs, porcelain 
rose, and mirror on paper, 
15Y, x 22 ". Collection of 
the artist. 



Redd Ekks is an alias with formal and metaphysical over-
tones, as well as a visual sign , which the artist has trans-
ferred into a personal monogram. (Fig. 35) It also functions 
as a mask between the artist and his work, disguising his 
real identity. Robert Rasmussen adopted the pseudonym 
of Redd Ekks in 1967, a time of important changes in both 
his life and his art. 56 He has exhibited only as Redd Ekks 
since then. 
The impetus ro choose this specific alias was partly in-
tuitive. Rasmussen was drawn to a Navy semaphore flag 
with the sole image of a red "X''. The pictorial symbol, 
consisting of one line crossed over another at right angles, 
suggested qualities Rasmussen saw within himself; a certain 
open-minded duality of vision. Furthermore, an "X" is 
bilaterally symmetrical, implying balance, stability, and 
equality. At first the pseudonym afforded Rasmussen a 
license to take greater risks in his art . Wanting to avoid gim-
mickry, he consciously eschewed the symbol in his work. 
Later, however, he realized that the same qualities he iden-
tified within himself were crucial to his art . An observation 
about Oldenburg's use of his alter ego, Ray Gun, is uncan-
ny in its applicability to Redd Ekks. As Barbara Rose notes: 

Looking back , he realized that finding his identity as an artist 
was the means to finding his identity as a man , and arriving at an 
art style uniquely his own signified the integration of his per-
sonality .57 

Redd Ekks, the artist, is interested in abstract visual 
equivalents, such as "X", which can communicate ideas or 
concepts . But even more, it was the visual symbol that, in 
addition to its formal, perceptual qualities already men-
tioned, has been used universally since prehistoric times to 
signify a multitude of meanil~gs: cross roads, target, center, 
the Roman numeral ten, etc. In its phonetic transliteration, 
' 'red x ,' ' the alias maintains the symmetry of four letters for 
first and last names-the number four equaling the com-
ponents of "X" enclosed in a square . In addition, if one 
realizes that an "X" turned vertically is a cross, the possible 
meanings multiply. 
As a student, Rasmussen was introduced to the 
philosophies, religions, and imagery of Eastern cultures 
and primitive societies, initiating a lifelong interest on his 
part. Having grown up in Norway until the age of ten, Ras-
mussen has been particularly aware of Nordic mythology. 
Not adhering to any one philosophy, Rasmussen seeks the 
similarities, not the differences, between cultures. 
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35. Color photograph 
of Redd Ekks as visual 
monogram of his alias. 
Retouched and repro-
duced for announcement 
to Zara Gallery solo ex-
hibition in 1977. Photo 
credit: Nickolay Zurek 





Redd Ekks · Retnec (1980) is a large circular, sculptural in-
stallation composed of five components and incorporating 
ceramic, paint, canvas, metal, glass, and wood. (Fig. 36) A 
highly complex work, Retnec takes a personal experience 
as a point of departure to explore universals. Similarly, it 
includes both an extensive personal iconography as well as 
Oriental and Nordic symbolism, and scientific theories of 
light and regeneration. Major themes explore the concept 
of center ("retnec" spelled backwards is " center"), the 
movement of the four seasons, birth and death , light and 
dark. 
Like Hill , Redd Ekks often conducts private rituals as part 
of the art-making process . Retnec began with one such 
ritual, the drawing in the countryside of an "X" enclosed 
in a circle. The circle later became the burial site of a pet 
turkey. Circumambulating the ground drawing for many 
hours, Rede! Ekks realized that the energy radiated from 
the crux of the "X, " the center meeting point of the four 
spokes . The center is at once both the receptacle of the 
energies moving from outside inward, and the initiator of 
energies from the inside outward, what he terms 
" implosion/explosion " or "centripetal and centrifugal" 
forces. These reciprocal forces suggested to Redd Ekks 
a "pulsation" essential to life, and set up a rhythm 
that would be maintained throughout the work. 
The center of Retnec is based on " IK," a Mayan glyph for 
the breath of life; it is the "seed idea," incorporating the 
notion of pulse and birth/death regeneration. (Fig. 3 7) In 
the form of intertwining spirals , it serves as the vertical axis 
for the entire work . The equally divided quadrants suggest 
a number of universals, among them the four points of the 
compass and the four seasons. The negative space between 
the four painted tloor canvases which define the quadrants 
forms a large "X," anchoring the installation. 
Each quadrant is replete with meaning. The northern one 
suggests winter and darkness, and is realized formally by a 
·black ceramic spool that turns in on itself continually. (Fig. 
38) The southern quadrant, summer, is suggestive of light 
and is represented by a ceramic sculpture with rods of 
glass, filled with liquid, equivalents of light rays. These rays 
delineate Goethe 's color triangle which is in turn derived 
from Pythagorean theory . The north-south axis is sym-
bolic of the geomagnetic forces between the poles which 
depict the forms of "long wavelength" X-ray patterns.sa 
The east and west quadrants , suggesting spring and fall, 
contain symbols including "Yggdasil," the Nordic axial 
tree of life, the swastika, visual symbol of the resolution of 
power and motion, the "Dorje," a Tibetan concept of 
power, truth, and crystal clarity as well as personal sym-

57 

.)8 

!' 

1 
\ \ 

/ 

.' '" 

29 

36. Redd Ekks Retnec, 
1980. Ceramic, wood, 
metal , paint, and glass, 5' 
7" x 20' x 20'. Collec-
tion of the artist. 

37. Redd Ekks Working 
drawing for Retnec, 1980. 
Colored pencil , crayon, 
graphite, and watercolor 
on paper, 14 x 10% ". 
Collection of the artist. 

38. Redd Ekks " Winter" 
from Retnec, 1980 (detail). 
Ceramic, wood, metal, 
paint , and glass , 5' 7" x 
20' x 20'. Collection of 
the artist. 



:11 

30 

39. Mr. Apology Poster 
from Apology project, 
1981. Photo-process, 11 x 
8Yz ". 

ATTENTION 
AMATEURS, PROFESSIONALS, 

CRIMINALS 
BLUE COLLAR, WHITE COLLAR 

YOU HAVE WRONGED PEOPLE. IT IS TO PEOPLE THAT YOU 
MUST APOLOGIZE, NOT TO THE STATE, NOT TO GOD. 

GET YOUR MISDEEDS OFF YOUR CHEST! 

CALL APOLOGY (212) 255-2748 
THE IDEA OF APOLOGY IS TO PROVIDE A WAY FOR PEOPLE TO 

APOLOGIZE FOR THEIR WRONGS AGAINST PEOPLE WITHOUT 
JEOPARDIZING THEMSELVES. APOLOGY WILL AUTOMATICALLY 
TAPE-RECORD YOUR ANONYMOUS PHONE CALL. DO NOT 
IDENTIFY YOURSELF AND CALL FROM A PAY PHONE TO 
PREVENT TRACING. DESCRIBE IN DETAIL WHAT YOU HNE 
DONE AND HOW YOU FEEL ABOUT IT WHEN ENOUGH 
STATEMENTS HAVE BEEN COLLECTED THEY WILL BE PLAYED 
TO THE PUBLIC AT A TIME AND PLACE TO BE ADVERTISED. 

APOLOGY IS A PRIVATE EXPERIMENT. ITS SOLE PURPOSE 
IS TO PROVIDE A NEW AVENUE OF COMMUN/ClfTION. IT IS NOT 
ASSOCIATED IN ANY WAY WITH ANY POLICE, GOVERNMENTAL, 
RELIGIOUS, OR OTHER ORGANIZATION. 

Wl1EN YOU CA!_L YOLI WILL Bf Al.ONf: WITH A TAPERECORDER. 

bols of the red " X," spade, and skull . The east-west axis is 
represented by ten concentric rings in blue and gold, sym-
bolizing hemispheric movement of light. Colors, too, are 
determined in part by various symbolic connotations. 
Retnec embodies complex meanings expressed formally 
that will not be accessible to the uninformed viewer. In 
this sense, it is like Duchamp's Large Glass (1915-23) 
which similarly houses a complex iconography. Redd Ekks 
also prepared extensive notes and working drawings. (Fig. 
37) Whereas the implicit meanings involved are not readily 
apparent, the complexity, symmetry, and ritualistic 
qualities are pervasive. 
Like Oldenburg's Ray Gun, Redd Ekks was not a conscious 
adaptation of an alter ego. But since 1967, the consistent 
use of the alias has created a fictitious persona, as it were, 
that operates somewhere between Rasmussen and his art. 
And like his art, content and form are fully integrated in its 
visual equivalent. 

In late October 1980, an anonymous artist posted printed 
signs in Manhattan soliciting criminals to repent their 
"misdeeds" by calling a designated number and speaking 
into a telephone answering tape machine. (Fig. 39) This 
poster explained that Apology, as the project was titled, "is 
a private experiment [whose] sole purpose is to provide a 
new avenue of communication ." 
There was an immediate flood of calls from an extremely 
wide range of people . Some callers expressed gratitude for 
the service provided by this project. Others vented con-
tempt and hostility. Several violent threats were made 
against Apology'.~ creator. The responses ran the gamut 
from hardened criminals who manifested little or no 
remorse for their wrongs, to non-criminals who needed to 
confess an act of betrayal, an illicit sexual relation, or other 
feelings of guilt. 
The press quickly caught wind of the more sensational 
aspects of the responses. Typically, the [New York] Daily 
News titled its story "I Confess," and ran a caption reading, 
"A New York Artist opens a Guilt Hotline and is in Danger 
of Being Burned." 59 In an attempt to respect the artist's 
need for anonymity but desiring a name which would 
reflect his efforts at "saving" these people, a reporter from 
T/Je So/Jo News referred to him as "Chris. "60 Before 
another month passed, a writer for T/Je Washington Post, 
whose feature on the project was syndicated international-
ly, dubbed the unknown artist "Mr. Apology."6 1 Sudden-
ly calls began corning in from across the Atlantic as well as 
from wherever the story ran in the United States and 



Canada. Moreover, in a period of only six weeks, "Mr. 
Chris Apology" had evolved as a public persona for this 
anonymous artist whose simple poster had been placed in 
subway stations and on walls throughout New York City. 
Ironically, the persona has reached back in time. Because a 
widely published articie described some of his sculptures 
that had preceded the Apology project, when they were 
selected to be shown in a recent exhibition, he decided to 
include them under his recently adopted pseudonym. 
one of these sculptures was designed as a machine to 
engage the viewers in a "gum-ball" type of game in which 
random factors could result in their being "captured," 
literally held by a manacle-like device, so that one "does 
time." (Fig. 40) His interest in building these machines in-
volved intricate concepts of mortality, risk, freedom, and 
punishment. As the artist has stated, 'Tm definitely into art 
that punishes the public a little bit. "6 2 His need to punish 
the art viewer is prompted by the imbalance he believes 
exists between the artist who actively creates the work and 
the public that passively views it. 
It was only a short step from constructing these crime 
machines to employing a "found machine"-the tele-
phone. The thrust of Apology is that it sets up a public 
"secular confessional," as the artist terms it, via the most 
available means of mass communication. The use of the 
telephone answering tape machine adds a particularly con-
temporary flavor to the piece. As Apology's poster advises, 
"When you call you will be alone with a tape recorder." 
The artist has also provided the callers with the option to 
be contacted by him personally for a taped interview.63 A 
caller speaks with the understanding that while the tape is 
made in absolute privacy, it will be aired publicly at some 
time in the future. 
There is, then, a heightened self-consciousness, a possi-
bility for listening to oneself as a performer might. In acer-
tain sense, the knowledge of the recorder, and the pro-
jected public playback, creates a situation wherein the 
callers could find themselves in persona. Conversely, their 
need to personalize the machine, and by extension Chris 
Apology, stems from the necessity to normalize their par-
ticipation in this unusual project. This curious public-
private dialectic is an essential element of Apology as both 
a conceptual art piece and as a work of social and political 
consequence. 
The concept for the project evolved out of Chris Apology's 
own childhood experiences as a petty thief. He recalls that, 
even as a five-year-old child, he aspired to be a burglar. As 
he matured and became increasingly involved in misde-
meanors, he began to recognize the universal condition 
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40. Mr. Apology Crime 
Time (Don't Do tbe Crime 
If You Can't Do t/Je Time), 
1980. Mixed media, 66¥,. 
x 17Yz x 19%". 
Collection of the artist. 
Photo credit: Carl 
Goldhagen 
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that criminality represents. To some degree, Apology 
regards the criminal as a victim of society's injustices . He 
makes the analogy between the artist and the criminal: 
both are pariahs, needing to take risks. 
Within the present context of the exhibition, Apology 
holds a unique position on the spectrum of personae. In-
itially he felt it necessary to remain anonymous for the sake 
of his personal safety. Gradually, through press coverage 
and his desire to become more directly involved with 
many of the calls64 Apology has emerged as a "reverse per-
sona." Moreover, in at least one instance, he himself has 
phoned in a statement to the Apology number. 
In addition, he has explained that he feels an enormous 
sense of freedom when interviewed over the telephone by 
radio disc-jockeys. Speaking from Manhattan to points as 
far away as New Zealand; he finds himself in a position of 
complete anonymity, able to say anything or be anyone he 
desires. Using his telephone and the station's broadcasting 
equipment, he has devised a means to actually transmit 
tapes over live radio from his loft . 
It is Apology's belief that "the rapid evolution of electronic 
communications has tended to broaden access to the 
public consciousness." He adds: 
Many would argue that criminals should have no voice in socie-
ty. I say that these outsider.~ comprise a large segment of the 
population and cannot be ignored for reasons of safety and 
moral conscience. Furthermore , I simply want to know what 
such people have to say.Gs 

By conceiving and implementing the Apology project, 
Chris Apology has given these people, as well as many 
others, a voice in the public domain. One of the inadver-
tent returns on the investment of his time and money has 
been his ascribed persona. Considering the etymology of 
the word "persona" within this context, one can argue 
that this is the most literal and, in a sense, the most con-
temporary persona of all: the telephone being the object 
through which the artist speaks. 

As Christopher Lasch points out in his book The Culture 
of Narcissism, 
The contemporary climate is therapeutic , not religious. People 
today hunger not for personal salvation ... but for the feeling, 
the momentary illusion, of personal well-being, health, and 
psychic security.66 

S.ignificantly, our post-Freudian era of acute self-awareness 
has led to a less intimate and more oblique form of self-
portraiture in art. In his introduction for the exhibition 
Modern Portraits: The Self and Others, Kirk Varnedoe 

writes, "The self has, paradoxically, become so important 
that it cannot be dealt with directly, but demands instead a 
complex mixture of disclosure and disguise.' '67 The use of 
personae is one way artists are able to selectively reveal 
certain aspects of themselves while simultaneously obscur-
ing others. Specifically as a self-portrait, the persona func-
tions as the medium, that is a vehicle through which the ar-
tist communicates. 
The deflection and reflection noted in Hill's work can be 
seen to apply to the other artists included in this exhibi-
tion . The predominant appearance of the artists and use of 
their selves within their work could easily be construed as 
narcissistic self-examination. However, the mask or per-
sona, which conceals as it reveals , can better be regarded 
as a variant form of what Lasch calls "narcissism as essen-
tially a defense against aggressive impulses rather than self-
love. "68 
Perhaps it is not coincidental that reflecting glass and mir-
rors, the conventional attributes of a narcissist, appear in 
the works of the nine artists. Hill, Antin, Campbell, and 
Hershman all have mirrors as mechanisms instrumental to 
some of their pieces. In a sense, Justine was created as Col-
ette's mirror image, visibly identical yet reversing the 
artist's concerns. Similarly, Westburg's graffitied projection 
of Ray Rodrique's mask onto existing photographs yields a 
world reflecting his own image. Photography's ability to 
mirror empirical reality is the cornerstone of this series and 
thus serves to authenticate this otherwise fictional 
character. 
As Antin aptly noted, "Photographs can't lie! "69 Photo-
graphs of other personae are often employed as validations 
of their existence as well as illustrations of their activities. 
Just as Man Ray's photographs testify to Rrose Selavy's ex-
istence, Philip Steinmetz's photographs both document 
the King's presence and record his interactions. Likewise, it 
is via photographs that we spy on Roberta Breitmore 
within real life situations. Hill and Charlesworth also use 
photographs to document private performances or rituals . 
Hill uses snapshots as one element collaged into his draw-
ings whereas it is the photographs themselves that con-
stitute a good portion of Charlesworth 's oeuvre. Similarly, 
photographs of Colette in Justine 's performances or in-
stallations are later recycled into other works. 
Most of the artists using photographs have in some way 
manipulated them, using the photograph's apparent veraci-
ty to achieve calculated effects. Charlesworth manipulates 
the images considerably, often re-photographing altered 
prints or collaging elements. But whereas Charlesworth's 
alteration of the images is often not immediately 



noticeable, Hershman and Westburg both paint or mark 
boldly on the surface of the print . Hershman's paint on the 
photographs simulates the application of the make-up 
which she used to become Roberta Breitmore, and they 
are also re-photographed several times . 
In many instances, the photographs function as documen-
tation, not unlike the residue from performances. Often, 
for real life or real time performances, which occur outside 
an art context, the artifacts and photographs are all that re-
main . Three of the artists, Antin, Hershman, and Colette, 
employ performance as a means to bring their personae to 
life . Performance is the medium closest to theater and to 
the historical roots of the persona as a mask . Performance 
in the seventies was closely linked to an increased em-
phasis on autobiography and the self, due in part to the 
influence of the woman's movement.70 Not surprisingly, 
the three artists listed above are women, all of whom have 
expressed feminist philosophies. 
Most revealing, perhaps, is that all the artists in the exhibi-
tion have used words in their art . This combined use of 
text and image emphasizes the strong influence of nar-
rative art of the early seventies. The personae are fictional 
beings, who are not unlike their counterparts in literature. 
Antin, Westburg, and Hershman approach the limits of 
literature with their personae's diaries. The texts function 
as either narratives for Charlesworth, Antin, and Colette, 
or as more formal elements with associative meanings for 
Hill. For Redd Ekks, the importance of words as signifiers 
is emphasized in his alias or titles which often are puns sug-
gesting various levels of meaning. Words are also an in-

tegral part of his sketches but do not appear in the final 
work in which abstract forms are created as visual 
equivalents . 
The spoken word, as recorded by the phone answering 
machine and as heard by the audience, is the medium for 
the realization of the Apology project . Likewise, the words 
that we hear (i.e. the text) of the videotapes of Campbell, 
Charlesworth, and Antin are crucial to that medium, which 
can also be viewed as a synthesis of photography, perfor-
mance, and narrative art. The temporal dimension of video 
strongly lends itself to the narrative bias of much of this 
work. Indeed, when not utilizing video's linear time, much 
of the work employs repeated still images or multiple com-
ponents, constituting series. 
Whereas the nine artists included in this exhibition share 
the use of personae and, by extension, a similar medium, 
they are not linked stylistically. Yet, as noted, certain for-
mal connections can be made. For example, all the artists 
work in more than one medium. Furthermore, the boun-
daries between the media are often trespassed or blurred, 
signifying that the artists will often choose whatever 
media, or combination thereof, best formally makes their 
point. In other words, formal considerations are put in the 
service of content. 
These artists draw from the immediate traditions of the 
past ten years . Narrative, autobiography, performance, and 
body art all converge to help formulate uniquely personal 
statements. The use of a persona does not constitute a 
style, but rather signifies the importance that these 
movements have had on contemporary art. 
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1. John R. Clarke, "Life/Art/Life, 
Quentin Crisp and Eleanor Antin: 
Notes on Performance in the Seven-
ties," Arts Magazine, vol. 5:), no. 6, 
February 1979, p. 133. The word 
has been traced farther hack to 
phers11 in Etruscan, a non-Indo-
European language. 

2. Perhaps only Picasso's formal 
achievements parallel the extent of 
Duch;u11p's leg.1cy in the theoretical 
realm of contemporary an. Whereas 
Picasso invented the technique of col-
lage by gluing hits of newspaper, oil 
cloth and sheet music onto his can-
vases, Duch;u11p conceived the "ready-
made" which extended this notion by 
extracting entire objects from real life 
(e.g. bottle rack, urinal) and "colbging" 
them directly into the context of art. 

). Rich;u·d Hm11ilton, "The Large Gl:1ss," 
in Marcel Duchamp, ex. cat., (New 
York and Philadelphia: The Museum of 
Modern Art and The Philadelphia 
Museum of Art, 1973), p. 60. Hm11ilton 
demonstrates that, in addition to its 
extremely personal iconography, the 
conceit of Duchamp's dual sexual sen-
sibility is present. The upper region of 
the glass is reserved for "the Bride," 
which in French is la Marice. The 
lower area is for "the Bachelors," Les 
Ci!lebataires. Hence Duchm11p's own 
forename is equally clivided between 
the female (MARiee) and the male 
(CELehataires) sections. 

4. The graffiti assault on this reproduc-
tion of Leonardo da Vinci's La 
Gioconda (1503), possibly the best 
known ex;u11ple of a fine art master-
piece, functions on several levels. 
First, there is the irreverant attitude of 
defacing an acknowledged treasure of 
the Louvre. In addition, the concept 
of using a facsimile of the real work 
points up the fact that more people 
will ultimately come to know this 
painting through a photogrnph rather 
than by visiting it in the museum. 

Moreover, tile legends and mysteries 
surrounding this painting :ire adclress-
ed by Duchamp in his characteristical-
ly witty manner. It has been popularly 
noted that the eyes of the "Mona 
Lisa" seem to follow the viewer 
around wherever he or she moves. 
The question of the alluring and 
enigmatic smile on the sitter's face has 
often been raised. Duchamp decickd 
to respond to these issues by creating 
his own puzzle out of the written 
words at the bottom of the reproduc-
tion. "L.H.0.0.Q." is :1ctually :1 pun 
on the acronym since when the let-
ters are spoken in French they sound 
the sentence, "Elle :1 chaud au cul," 
loosely transl:1ted to mean "She is hot 
in the ass." Hence, Leonardo's I.a 
Gioconda is smiling because she is 
sexually aroused. Her eyes arc riveted 
on the viewer with :111 unrelenting ap-
petite for him or her. Finally, 
Duchamp's subversion of "Merna 
Lis:1's" feminine charms is achieved 
by the superimposition of the 
masculine moustache and heard. 

5. The name "Rose" was probably 
chosen because it is an anagram for 
Eros, the son of Aphrodite, goddess 
of love. Selavy is a pun on the French 
clich~, "C'est la vie!," translated to 
mean, "That's life!" Hence, one 
could construe the meaning of the 
name to be "Love- that 's life!" 
Though the original name is spelled 
with one "r," in 1921 Duchamp add-
ed the second "r" to the forename, 
"Rrose." The most reasonable expla-
nation for this is that it is excerpted 
from the infinitive arroser meaning 
"to sprinkle, to water, or to irrigate." 
In an interview Duchamp has ex-
plained that it reflects his penchant 
for names that begin with double 
consonants. (cf. footnote 15, Arturo 
Schwartz, The Complete Works of 
Marcel Duchamp [New York: Harry 
N. Abrams, 1969] pp. 587-588.) 

6. Fresh Wido111 (1920), the first work 
for which Rose S~lavy is given credit, 
is a pun like her name. Not only is 
this work attributed to her, it is also 
copyrighted in her name directly on 
the piece. Another work for which 
Duchamp signed her name is Anemic 
Cinema (1926), the film made in col-
laboration with Man Ray. The subject 
matter of this film is various puns in 
French arranged on a flat circular 
discs in spiral pattern interspersed 
with a hstract designs also on the cir-
cular discs. When placed on a 
phonograph turntable, the flat 
abstract designs induce the illusion 
of depth through motion. The jux-
taposition of visual illusionism with 
verbal puns appears to be the major 
concern of the film. Significantly, 
Duchamp's urge to confound the no-
tion of identity is simultaneously at 
work in his use of Rrose Stlavy's 
signature at the end. Directly below 
this is Duchamp's thumbprint. Signa-
ture is one form of manual identifica-
tion, a finger print is :mother. Yet 
they refer to one person's different 
sexual identities. Duchamp's alter 
ego is also featured in the title of one 
work. In 1921 he created Why not 
sneeze Rose S~lai :v? 

7. Douglas Brenner, catalog entry in 
Modem Portraits: The Self and Otbe1:'" 
ex. cat., introduction by J. Kirk T. 
Varnedoe (New York: Wildenstein, 
1976), p. 129. 

8. Gral1:m1 Beal, "The Beginner'.<; Mind," 
in \.flilev Territ01y, ex. cat., (Min-
neapolis: The Walker Art Center, 1979), 
p. 46. 

9. Barbara Rose, Claes Oldenln11g, ex. 
cat., (New York: The Museum of 
Modern Art, 1970), p. 55. 

10. V/Tape catalog (Winter, 1981), n.p. 
11. Some titles of Cm11pbell's earlier video-

tapes include True/False (1972), Real 
Split (1972), This 1:, tbe Wt~v I Real~)' 
Am (1973), }anus (1973), Cor-



respo11de11ce I ancl II (1974), Lol'e-1.i/e 
(1974), Tbis is an Edit/ 7bis is Real 
(1974). 

12. Campbell clisclosecl the source of this 
particu lar image during a telepho ne 
conversation with Neel Rifkin on July 
9, 1981. Rainer Werner Fassbinder's 
Tbe Bitter Tears of Petra 1•011 Kant 
(1974), a film whose protagonist is a 
lesbian, inspired both this shot ancl 
the use of The Platters 's music. 
Ironically, the image of the French 
w indows \v hose panes are blocked 
from visual acess recalls Rose Selavy'.~ 
Fresb Widou•. (cf. note #7) 

L\. Lisa Steele, a video artist who also 
lives ancl works in Toronto, assisted 
Campbell on all of the rapes in this 
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Statements 

Eleanor Antin 

For some time I have been consider-
ing my art as an exploration of the 
self, which means that I have been 
attempting to define my self by 
moving out to its frontiers where the 
knowledge of what 1 cannot and will 
not be gradually helps shape what I 
am. Apparently I have an action or 
acting theory of the self, because I 
tend to think of the self as a collec-
tion of possible characteristic roles 
that wait in the wings for their 
chance to play. No actor can play all 
roles. A good one can play at most 
three or four fundamental ones, 
which he or she can, with effort and 
talent, bend, stretch, and transform 
to satisfy the casting demands life 
makes on her. The inferior actor-
the impoverished self-can play 
only one role over and over again , 
no matter what demands life makes 
on him. This boring and impover-
ished performance is considered 
sincerity by an equally boring and 
impoverished criticism, which sup-
poses one play, one life, one truth. I 
have never accepted such a trival 
truth and I have determined by em-
pirical investigation of my soul that I 
am by nature typecast as a King, a 
Ballerina, a Nurse, and a Black 
Woman. A King must rule or try to 

rule, a Ballerina must star, a Nurse 
must help , and a Black Woman must 
turn her eccentric Blackness in a 
White culture into a virtue and a 
power. My work has taken the 
course-through drawing, painting, 
writing, photography, video, and 
performance-of allowing these 
figures of my soul to play out their 
roles and answer to all the demands 
that life makes on me-an artist, a 
woman, an American in the last 
quarter of the twentieth century. 

W ben I comb out my beard and put 
on my cape I'm tbe King, and I go 
out and talk to my people. Solana 
Beacb is a small kingdom witb lots 
of problems. It needs a King and tbe 
people are glad to /Jave one. Yester-
day, I saw Mrs. Harris. Sbe 's 93 
years old, a widow living on a pen-
sion t/Jat tbe continued devaluation 
of tbe currency reduces to nearly 
not/Jing. Last week sbe decided to 
give up cottage cbeese. Sbe made a 
joke about it, but I could see sbe was 
scared. Even tbe pbysical act of get-
ting food bas become harder now 
tbe developers /Jave pulled down tbe 
neigbborbood market to build a 
steak bouse. Tbe old people liked 
walking down tbe bill to .do tbeir 
own shopping. Now those wbo can, 
drive; but most /Jave to ask otber 
people to drive tbem to tbe new 
market way ove1· t/Je bill. Tben tbere 
are tbe police. Last week tbey 
arrested one of old Mr. Makenzie 's 
Pomeranians for walking on tbe 
street. He 'll /Jave to go to court and 
pay $75 to get ber back. And 
beautiful Dorothy. Sbe was raped a 
few weeks ago. Now sbe 's afraid to 
sleep in tbe little sbed sbe 's lived in 
for years. But wbat else can sbe find 
so near to the sea witb tbe rents gone 
up so /Jigb? Sometimes I tbink Mr. 
Canton is tbe only bappy man in 

town. He was an actuaiy for an in-
surance company and be 's outlived 
bis own probability tables; tbe com-
pany bas to pay bim till /Je dies. But 
I'm afraid most of my people are not 
winners. We 're losing eve1y day and 
t/Jere 's little we can do about it. Tbe 
count1y needs a King. I give advice. 
Encouragement. Wbo could do 
more? Fig/Jting against landl01·ds, 
developers, tbe merchant class, tbe 
sheriff's office? Witb wbat? My walk-
ing stick? \.\7by not? Desperate prob-
lems demand desperate solutions. 

Mr. Apology 

Last night I sat down to write this 
statement and I didn't get very far. I 
thought I would try to differentiate 
my personality from that of Mr. 
Apology, but the task proved for-
midable. I went to bed. This morn-
ing I had the first dream about 
Apology I can remember having. 
The dream was long and winding 
and I can't recall the first episodes, 
but I will recount the last two. 
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It is a rocky shore at night and I am 
bundled up in an overcoat and my 
arms are full of things carried from 
the previous unremembered scene. I 
step easily off the rocks into the 
water and bob to the surface. (In 
waking life I have been a skin diver 
and I view rocky shores more with 
fascination than with fear.) A strong 
current pulls me out from the shore 
and I am in danger. My arms are 
useless since they must hold what-
ever it is I carry. I shout to people 
who are near the shore. They are 
alarmed but th~ emergencv subsides 
as the current takes me in a great 
circle back to the shore. 
The people are young, athletic, well-
acquainted with each other, and speak 
a foreign language. They take little 
notice of me and I feel isolated and 
ludicrous in my wet clothes. I return 
home where I also find strangers. 
Perhaps they accompanied me. 
The telephone rings. It is situated in a 
bookcase which partitions my bed-
room from my living room; it is 
accessible from either room. A male 
stranger sitting on my bed answers it. 
The call is for Mr. Apology. I expect 
to be handed the receiver but the 
stranger is content to handle the call 
by himself. I can hear the voice com-
ing over the phone. It's Groucho 
Marx! Damn! My chance to be on 
"You Bet Your Life!" and this jerk is in 
my way. I demand the phone but the 
stranger refuses . He finishes the con-
versation with smug enjoyment. I'm 
furious and challenge his presence 
and his actions. He challenges my 
right to do what I do, and points to 
the weapons next to my bed. (Some 
months ago after receiving some 
threatening phone calls I decided to 
keep an old air rifle and a broken 
revolver handy.) I tell him that the 
rifle is only for bluffing an intruder. 

He picks up the nickel-plated revolver 
and nervously tries to load it. I see the 
bullets are penlite batteries and I grab 
him. I tell him, "I want to kill you, but 
I'm not going to kill you. Do you 
understand? Now get out!" 
This is all I remember" about the 
dream . This morning a song runs 
through my head. it was written by 
Elvis Costello and goes something 
like, 
"Tbere 's a stranger in my bouse/ 
Nobody knows /Jim/ But everybody 
says be looks like me. ' ' 
My anonymity is a sensible safety 
precaution in this project and also 
maintains a symmetry with the 
caller's anonymity. A name can be a 
mere tag or it can embody, imply, or 
suggest. When more than a tag, a 
name has a life of its own, and affects 
the way the associated noun is 
perceived. I have asked myself, 
"What is Mr. Apology like or what 
should Mr. Apology be like?" My 
basic answer is, "Since I wear Mr. 
Apology's shoes, Mr. Apology is just 
like me, only slightly more alert , 
focused, attentive, receptive, 
empathetic, and responsible." Mr. 
Apology does not profess solutions, 
although he will examine his own 
experience and feelings in an attempt 
to help. When Mr. Apology is off-
duty he is just like me, and he will 
publicly admit to my particular set of 
foibles. Mr. Apology has gone on 
record in various interviews as a 
former shoplifter, a moderate drug 
user, an occasional masturbator, a 
possible tax evader, and a sexual 
experimenter. In fact Mr. Apology 
has revealed more about me than I 
have revealed about myself, except 
to several of my closest confidants. I 
have certainly used Mr. Apology for 
my own confessional purposes. 

Colin Campbell 

The word persona is most commonly 
used in a theatrical sense, referring to 
an actor taking on the personality of 
another person. In the play, film, per-
formance or videotape, the actor 
speaks through a mask-the mask of 
another person. The success of the 
actor lies not within the convincing 
portrayal of a character (we believe 
them to be real), but in making us 
identify with that character. We want 
to be them. 
Well, you may protest, one doesn 't 
necessarily want to be a brute, a wimp, 
or the ubiquitous Cassandra ... in other 
words, a symbol, a mere theatrical 
device. That is seldom the intention. It 
is to the victims of these aberrant 
brutes and wimps (be it Miss Goody 
Two Shoes or Dracula) that our hearts 
go out. We know we are right, and so-
meone is trying to do us wrong. They 
want to drain us, rob us. Dracula sucks 
blood, Miss Goody Two Shoes makes 
us throw up. They must be resisted. 
Enter the Hero/ Heroine. 
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In my case, it has generally been the 
Heroine. 
My Heroines may not satisfy the 
dream-factory standards of theater 
and film. The Woman From Malibu 
has obvious character flaws. Her love 
of detail makes her a prime candidate 
for the "Can't-See-The-Forest-For-
The-Trees" award. Not only can she 
recall the details of a salad , she's 
counted every piece and commited 
THAT to memory. Just in case. Her 
hair (oh! it 's a wig) has seen the bot-
tom of too many peroxide bottles, 
her false eyelashes qualify her as an 
impaired driver, and she's been far 
too crafty at getting to all those J.C. 
Penny make-up counter sales. 
Still, she tries. She has dreams. She 
dreams of finding pony skeletons in 
the Mojave. We last see her embarking 
on this quest. Without her waterjug. 
She's doomed. She has nightmares. 
She was picked up by a U.F.O. A real 
event. It gives her headaches. It's a 
nightmare. She tries to actualize her 
dreams, and she can't articulate her 
reality. Wait a minute. She? The 
Woman From Malibu is obviously be-
ing played by a man. Oh. So are these 
dreams of women? Men's dreams of 
women's dreams? Men dreaming of be-
ing women drean1ing dreams? 
Adopting a persona breaks down 
order. You can 't be what you are 
not. You might leave yourself open 
for punishment. Still, you try. You 
try not to be punished. You try to be 
what you can't be. You try to get 
away with it. You see a guy walking 
down the street. Like Travolta. He 
looks great, and the guy can even cry. 
Saturday Night Fever. Or this woman. 
She's always worried about her hair. 
Hepburn. Long Day's Journey Into 
Night. So you borrow them for a 
while. Know what I mean? 

A train is speeding east toward 
Chicago. It 's lunchtime in the dining 
car, and I sit at a table opposite a man 
in a wheelchair and neckbrace. As 
the movement of the train rolls his 
chair back and forth, slamming him 
again and again into the table he tells 
me that not long ago he'd begun 
another trip which was interrupted 
by an accident. He had booked a 
flight to California to visit a friend. 
This friend had been very close, but 
even before the accident the usual 
postcards had become less frequent. 
Then came the accident, followed by 
absolute silence. He is sure the 
friendship has cooled. 
Now he is beginning a trip in the 
opposite direction. This time he's on 
his way to interview for a job as a lum-
berjack. He lights a cigar and tries to 
think of possible interview questions. 
"How would you teach this course?" 
is the only one he can think of. 
In the heart of the war zone, a young 
woman steps from a huge rock onto a 
frozen lake. A battle has ended only 
ten minutes ago. She moves carefully 
among the bodies, examining each 
face. Carrying only a fishing pole and a 
revolver, she is looking for her lost 
lover. As she crosses the ice, she sings: 

Don 't want no cup of coffee 
No bee/Jive bairdo pretty dress 
Don 't want to sit in tbe. yard 
Or work in Public Relations 
I need a vacation 
Rigbt now to somewbere unusual 
Cbeck tbe brocbures let me know 
Ob my darling Nefertiti 
No cup of coffee for me 

Actually, her lover is alive. He is near-
by, asleep. He's had a long day's 
work, and from exhaustion has fallen 
into a deep, cushioned slumber. He 
awakes much later, after the last train 
has gone, after dark, and after his 
girlfriend has given up hope and left 
town with no forwarding address. 

Several years later, I take a vacation 
on film. The first shot shows a 
sunrise. Clouds shrink and dissolve 
overhead. The second shot is of a 
broad, shiny lake with evergreens on 
the opposite shore. The camera pans 
right. Fade to black. 
Let's start that shot over, shall we? A 
pan. Pretty lake with trees. Pan some 
more. Keep panning. There I am at 
the edge of the lake. I place one foot 
on a large rock and rest my elbow on 
my knee. Fade to black. 
Again lake, trees, pan. There I am. 
Foot on rock. Elbow on knee. I gaze 
over the lake. Abruptly, I turn my 
head. I look at the camera and smile. I 
begin to wave. Fade to black. 
A gunshot. A long pause. A quick 
glimpse of a body face-down in the 
water. Cut to black. 
Again, the lake. The tiny trees across 
the water. The camera pans and 
yes, I'm there as before. I turn 'to th~ 
camera, grin, and raise my hand to 
wave. Fade to black. 
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Colette 

Colette doll by Justine in "Beautiful 
Dreamer" uniform, © 1978 

The "Colette is Dead" series, an 
ongoing conceptual work and par-
ody of a solution to the dilemma of a 
contemporary innovative artist, 
began in January, 1978, and has in-
cluded several window works. I 
have become a "Reverse Pop" 
artist-instead of placing familiar 
commercial images and techniques 
into an art context as my "Pop Art" 
predecessors have done, I, as Justine, 
president of Colette is Dead, Co., 
have placed products inspired by my 
personal image into a commercial 
arena. 
For me, art is magic and the making of 
art alchemy. Therefore, the media I use 
is not as important as the fact that I 
turn it into art. 

Redd Ekks 

Nourish the axis. Metaphors are tired; 
let them rest till the next time around. 
The pulse will continue. 
The process for arriving at images in 
my work starts from a first impression/ 
response to a physical shape/space 
situation which in turn functions as a 
holder or container for a further addi-
tion and synthesis. This container/seed 
is potential. 
"Nothing is anything but itself 
measured so," wrote Charles Olson. 
"That which exists through itself is 
what is called meaning," or " ... from 
rhythm to image, and image is know-
ing, Confucius says, brings one to 
the goal .. . ," also by Olson. 
The potential of an idea to exist 
within an image. The potential with-
in an image/object and its being ac-
cessible to someone sensitive to its 
presence. 
This process of potential is the place 
where much used imagery starts. I 
mean what images are repeated a lot? 
The ones that all come from the 
same place. 
Each of my works has its own seed; 
within this seed is the concern for 
the form of a thing joined with a con-
cern for intellectual systems. This 
concern for form is not primarily an 
esthetic visual effect but rather the 
multifaceted thing of potential of 

force. The force/energy of form, not 
just to represent pictographically but 
symbolically. Qualities inherent in an 
image that communicates, through 
forms, a concept. A quality is what 
determines presence. A presence is 
the language of a work. 
Nourish the axis. 

Lynn Herslunan 

I think of myself, sometimes, as a 
cultural anthropologist, seeking out 
the myths of society. Relics of life in 
this culture are the materials of my 
work. Objects or places that detail 
experience are selected, snipped out 
of context, examined, and labeled. 
Occasionally ·these elements are 
slightly altered, but only to make 
them clearer, just as a radiologist 
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would insert specific dyes in veins to 
get a sharper X ray. I call this process 
reality displacement. 
Indigenous structures of situations 
are part of my work. This includes 
the architecture, sociology, and 
psychology of a place, as well as the 
time, space, sound, and light. Most of 
my work takes advantage of " found" 
environments or situations. Depart-
ment store windows, casinos, news-
papers , film. movie stars. and dreams 
become basic references from which 
to explore life today. 
Once, Art imitated life. Now it seems 
the reverse has occurred. Media 
anticipates reauty by culling descrip-
tive words and images of events 
about to happen and uses them in-
stinctively as temporary language. 
Our cultural collective dreams reside 
in film, television , newspapers , 
clothing, magazines. They are signs 
that anticipate change. Finally, I 
work as a voyeur, witnessing an im-
patient future silently avenge history. 

James Hill 

I met David McManaway in 1970 in 
Dallas. At that time he had a small 
studio inside his apartment . He was 
the first artist I got to know who 
didn't teach at a college. In 1971 I 
met and got to know Jim Love. Jim 
lived in his studio which was near 
downtown Houston. David and Jim 
were and have been very close 
friends for many years. I have always 
felt that David and Jim are fine men 
and very fine artists. It seems that 
each pursued his own way in art and 
in life . I think of David andJim often. 

Martial Westburg 

I was riding through New Jersey on a 
Greyhound bus when I wrote this. It 
seems that I'll never learn. As always 
the first thing I wrote was the best. 
That artist's statement, however, will 
not be used because this one is more 
scholarly. 
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Philadelphia, Pa. Catalog essay by 
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KGNR, Sacramento, Ca., December 15 . 
Jim Hooley, WCMF, Buffalo, N.Y., 

December 17. 
Rick Olson, KKVJ, Seattle, Wash., 

December 17. 
Hilda, WOKY, Milwaukee, Wis. , 

December 17. 
Lisa Kinerk , KIRO,. Seattle, Wash. , 

December 18. 
KKVI, Seattle, Wash., December 18. 
Levi, KJLH, Compton, Ca., 

December 19. 
Larry Snyder, KSPO, Spokane, Wash. , 

December 20. 
Linda Tracy, KSFO, San Francisco, Ca., 

December 29. 

Radio Interviews 1981 
Stu Sirocca, WXKS, Meclforcl, Mass., 

January 2. 
Keith Smith, WPTR, Albany, N.Y., 

January 3. 
Kevin Trudell , CHNS, Halifax , Nova 

Scotia, January 6. 
Denny Carr, CFQC, Saskatoon, 

Saskatchewan, January 7. · 
Ken Barrens, WJBC, Bloomington, Ind., 



January 8. 
Jack Wheeler, WRCC, Cape Coral, Fla. , 

January 9. 
Jim D'Angelo, WKKN, Rockford, Ill., 

January 9. 
Patty Becker, KXL, Portlancl, Ore., 

January 9. 
Bob Leoni , WKOX, Framingham, Mass., 

January 12. 
"Grafitti Show," WPL.J , Chicago , Ill., 

January 12. 
Teresa Durbin, KMOD, Tulsa, Okla., 

January 14. 
Tom McKay, KING, Seattle, Wash. , 

January 14. 
J.B. Miller, WGNT, Huntington, W.Va., 

January 14. 
Jim Lefivre, WRWH, Cincinnati, Ohio, 

January 14. 
WIRE, Inclianapolis, Incl. , January 15. 
Don Dresser, WDAY, Fargo, N.Dak., 

January 16. 
"Grafitti Show," WPLJ, Chicago, Ill., 

January 19. 
Craig Davis, KFH, Wichita, Kans., 

January 19. 
Bruce ancl Tony, KIQQ, Los Angeles, 

Ca., January 19. 
Gary Tocld, WIBC, Indianapolis, Ind. , 

January 20. 
Jim Chase, KGVO, Missoula, Mont., 

January 25. 
Dave Reynolds, CHFM , Calgary, Alberta, 

January 26. 
Ed Hartley, WIS , Columbia, S.C., 

February 2. 
Bruce Edwards, WNOG, Naples, Fla., 

February 2. 
" Steve King Show," WIND, Chicago, Ill. , 

February 3. 
Tom McKay, KKNX, Los Angeles, Ca., 

February 4. 
WBSM, New Bedford, Mass., February 5. 
Jay Scott, WOHO, Toledo, Ohio, 

February 5. 
Brent Hudson, WJMS, Ironwood, ·Mich., 

February 5. 
WKEW, Greensboro , N.C. , February 8. 
Larry Erans, KKOB, Albuquerque, 

N.Mex., February 11. 
CKGF, Grand Forks, Canada, 

February 13. 
Rick Herman, KTRH, Houston, Tex., 

February 13. 
Andy Monday, KREM, Spokane, Wash., 

February 16. 
John Michael, CJRN, Niagara Falls, 

Ontario, February 18. 
Pat Murray, CKEY, Toronto, Ontario , 

February 20. 
Rick Merrick, WIKZ, Chambersburg, 

Penn., February 23. 
Bill Moffet, KAU , Houston, Tex. , 

February 24 . 
Bruce Jones, KCMO, Columbia, Mo., 

February 24. 
John Michael, CJRN, Niagara Falls, 

Ontario, February 25. 
Benn Goff, KAYO, Seattle, Wash., 

February 26. 
Cris Peterson, WWWQ, Panama City , 

Fla. 
Dave Clark, KVIL, Highland Park, Tex. , 

March 2. 
Mark Mosley, WJDQ, Meridian, Miss. , 

March 2. 
WPSA, Brattleboro, Vt., March 7. 
Kevin Lean, KXEL, Waterloo , Iowa, 

March 9. 
Roy Green, "M L Magazine," CHML, 

Hamilton, Ontario, March 26. 
Stan Roberts, WWGR, Buffalo , N.Y., 

March 26. 
Mike Uhas, WUSB Radio Free Long 

Island, Stony Brook, N.Y. , March 27. 
Jack Cult, WMAJ, Collegetown, Penn., 

March 30. 
Bill Miller, WTWM, Grand Rapids, Mich. , 

March 31. 
Ron McKay, WKIX, Raleigh , N.C. , 

Apri l 2. 
Irene Aguletta, KMEL, San Francisco, Ca., 

April 6. 
Ken Akerman, KCBS , San Francisco , Ca., 

April 6. 
Adam Lee Smasher, WIKS , Indianapolis, 

Incl. , April 6. 
Duane Gay , WLPX, Milwaukee, Wisc., 

April 6. 
Bill Haines, WSMS, Memphis, Tenn. , 

April 7. 
Jim Tate, KTRH , Houston, Tex., April 7. 
Mike Collins, WXYZ-ABC, Detroit, 

Mich., April 9. 
Bryan Thomas, CHIN, Toronto, Ontario, 

April 9. 
Allen Prell, WRNG-CBS, Atlanta, Ga., 

April 9. 
Mary Anne, CKWX, Vancouver, British 

Columbia, April 10. 
John Dedeaux, WWEE, Memphis , Tenn., 

April 11. 
Marie Hux, CIRK, Edmonton, Alberta, 

April 13. 
Beth Sinclair, "Radio Canada, " CFAX, 

Victoria, British Columbia, April 13. 
Harry Smith, KHOW, Denver, Colo. , 

April 13. 
Michael, WAVA, Washington, D.C. , 

April 13. 
Bob Thurgolan, WKHQ, Charlevoix , 

Mich. , April 15. 
Jeff Bundy, KEZY, Anaheim, Ca., 

April 16. 
Fanny Keefer, C.JOR, Vancouver, British 

Columbia, April 20. 
Bob Thurgolan, WKHQ, Charlevoix, 

Mich. , April 22. 
Peter Robey, CILA, Leth bridge, Alberta, 

April 27. 
Cory Dietz, WOHO, Toledo, Ohio, 

April 30. 
Hans Walter, CKSL, London, Ontario , 

April 30. 
Don Jackson, CJFM, Montreal, Quebec, 

May6. 
George Wright, WEMJ, Laconia , N.H ., 

May 21. 
Ed Medina and Mike Casan, WBAU, 

Garden City , N.Y. , May 30. 
Gayle Bierman, WGST, Atlanta, Ga., 

June 22. 
Larry Josephson , " Bourgeois Libera-

tion," WBAI, New York, N.Y., June 28. 
Ted Sax, KIOE, Honolulu, Hawaii , 

July 11. 
Dennis Scanlan , Radio 3DB, Melbourne, 
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Australia, July 13. 
David Jones, Radio WINDY 89, 

Wellington, New Zealand, July 14. 
Bazz and Pilko , Radio SAD, Adelaide, 

Australia , July 15 . 
Linda Sutter, WMCA, New York , N.Y., 

July 18. 
Bert Newton, Radio '\U2, Melbourne, 

Australia, July 21. 
j enny Dixon, "Artists in the City ," 

WNYC, New York, N.Y.,July 2). 

Articles and Reviews 
Akerman, Piers. "You Are Going to Make 

Me Very, Very Happy When I Kill 
You," Tbe [Sidney} Australia11, July 
11-1 2, 1981. "Weekend Magazine," 
p. 8. 

Allen, Henry. "The Strange Career of 
Mr. Aµoiogy," T/Je Wasbington Post, 
December I , 1980, pp DI , 4. Inter-
nationally syndicated by The Washing-
ton Post News Service, including " Mr. 
Apology," {London}, International 
Herald Tribune, December 2'\ , I980. 

Behrens, David. "I'm Sorry, " {L o11g 
Island] Newsduy, March 19, 1981, 
Section ll , pp. I , 4 -5 . 

Blustein, Paul. '·A Chante to Enter the 
Art Scene as Well as Purge Your 
Conscience," Wall Street journa l, 
November 24, 1980, p. 33. 

Cardin , Gwen. "Call Mr. Apology-You 
Won't Be Sorry," WeekZJ' World Neil's, 
vol. 2, issue 14, January 13, 1981, p. 2. 

Director, Roger. "I Confess," {Nell' York} 
Daily News, March 4, 1981, pp. Ml-3. 

Hammarstrom, Gunne. !Va (Nau• Maga-
zine) [Oslo, Norway]. Forthcoming. 

McColm, R. Bruce. "Mind: Lonely 
Voices," Omni, vol. 3, no. 9, June 
1981, pp. 26, 129. 

- ----."New Confessional," 
National Catbolic Register, December 
24, 1980. 

McGowan, John. Salinas Sail, April 23, 
1981. [syndicated in Gannet news-
papers] 

New Yorker, May 25, 1981 , p. 111 . 

Parker, Jeff. " Mr. Apology-Hearing the 
Ills of the Nation," {Costa Mesa, Ca.} 
Daizv Pilot, March 30, 1981. p. B 1. 

Langley, William. "America [column]: 
Sorry Caller," {Lo11do11J.DaiZv Mail, 
July 2, 198 1, p. 4. 

"Playboy After Hours: Mea Culpa, Inc.," 
Playboy, vol. 28 , no. 5, May 198 1, 
p. 22. 

Peterson, Craig. " Hot Line for Crooks 
with a Conscience," Tbe Globe 
[Rouse's Point, N.Y.] , vol. 28, no. 18, 
May 5, 198 1, p . 29. 

Saban, Steven. "Who 's Sorry Now?" 
Sobo News, November 12, 1981, p. 19. 

Schribman, David. " The Need to Say 
Tm Sorry'," Tbe Wasbingto11 Star, 
May 14, I98 1, pp. Bl-2. 

Smith, Howard. "Scenes," Village 
Voice, November 5-11 , 1980. p. 22. 

Stein, Tony. " Dial 'A ' for Apology," 
The {Nmfolkj Virginia Ledger Stm; 
December 10, 1980, p. BI, BI 0. 

Colin Campbell 
Born in Reston, Manitoba, Canada, 1942 . 
Studied at University of Manitoba, 
Winnipeg (B.F.A., 1966) and Claremont 
Graduate School, Claremont, California 
(M.F.A., 1969). 
Lives in Toronto, Canada. 

Solo Exhibitions 
1972 The Mezzanine Gallery, Nova 

Scotia College of Art and Design, 
Halifax, Nova Scotia. 

1973 A Space, Toronto, Ontario. 
1974 A Space, Toronto, Ontario. 

Memorial Art Gallery, University 
of Rochester, Rochester, N .Y. 

1975 Art Metropole, Toronto , O ntario. 
1976 Artspace, Peterborough, Ontario. 

SAW, Ottawa, Ontario. 
1977 Thomaslewallen Gallery , 

Los Angeles, Ca. 
1978 Art Metropole, Toronto, Ontario. 

Museum of Modern Art, 
New York. 

1979 Art Metropole, Toronto, Ontario. 
Catalog co-published w ith 
Foundation for Art Resources 
[FAR] , Los Angeles, Ca. 
Arthur Street Gallery, Winnipeg, 
Manitoba. 
Cabana Room , Spadina Hotel, 
Toronto, Ontario. 
Canada House, London, England. 
Foundation for Art Resources 
(FAR), Los Angeles, Ca. 
University Art Museum , The 
University of California , 
Berkeley , Ca. 

1980 Cabana Room , Spadina Hotel, 
Toronto, Ontario. 
Le Plan K, Brussels, Belgium. 
Libra Gallery, Los Angeles, Ca. 
Projects Video XXXIl, Museum of 
Modern Art , New York. 
Pumps, Vancouver, British 
Columbia. 
The Western Front, Vancouver, 
British Columbia. 

Group Exhibitions 
197) Toronto Video Artists, Everson 

Museum of Art , Syracuse, N.Y. 
Video Circuits, Univers ity of 
Guelph, Guelph, Ontario. Catalog 
essavs by Ira Schneider and 
Beryl Koror. 

1974 Arlll'if:teo umfrontation 74, 
Festival d'Automne, Musee d 'art 
Moderne de la Ville de Paris, 
Paris, France. Organized in part 
by the Centre National pour 
I' Animation Audiovisuelle; catalog 
essay by Suzanne Page . 
Prese11t Compa11y, Art Gallery of 
Ontario , Toro nto, Ontario, 
Catalog. 
Projekt '74: Kunst /Jlei/Jt K1111sl, 
Wallraf-Richartz Museum, 
Cologne, West Germany. 

1974- Videoscape, Art Gallery of 
1975 Ontario , Toronto, Ontario. 

Catalog essay by Peggy Gale. 
1975 Video Art, Institute ofContem-



porary Art, University of Pennsyl-
vanb , Philadelphia, Penn . Catalog 
essays by Ira Schneider and 
Beryl Korot; subsequent tour. 

1976 Video 111/ernational, Aarhus 
Museum of Art , Aarhus, Denmark. 

1977 Another Dimension, National 
Gallery of Canada, Ottawa, 
Ontario. Catalog. 
XIV Bie11al Internacional de Sim 
Paolo, Museu cle Arte Contem-
poranea, Sao Paolo, Brazil. 
Southland Video AntbolO,({)', Long 
Beach Art Museum, Long Beach, 
Ca. Catalog essay by Davie! Ross. 

1978 Bonnefantenmuseum, Amster-
dam, The Netherlands. 
In Video, Dalhousie Art Gallery, 
Halifax, Nova Scotia. Catalog 
essay by Peggy Gale. Traveled to 
the Art Gallery of Ontario, 
Toronto, Ontario; Winnipeg Art 
Gallery, Winnipeg, Mb.; 
Vancouve.r Art Gallery. 
Vancouver, B.C. 
Kanadiscbe Kiinstler, Kunsthalle, 
Basel, Switzerland. Catalog essay 
by Jean-Christophe Ammann. 
University Art Museum, Univer-
sity of California , Berkeley, Ca. 

1979 Art Gallery of Hamilton , 
Hamilton, Ontario. 
Dieci Anni di Videotape, Rome, 
Italy. Organized by Alessandro 
Silj. Catalog essays by Silj, et al. ; 
publisher: Kane Editore, Rome. 
Los Angeles Institute of Contem-
porary Art , Los Angeles, Ca. 
Ontario College of Art, Toronto, 
Ontario. 
University of Ottawa, Ottawa, 
Ontario. 
Videotl'Ocben, Museum Folkwang, 
Essen, West Germany. Catalog. 
York University, Toronto, 
Ontario. 

1980 Venice Biennale, Venice, Italy. 
[For publication, see Ferguson 
entry in bibliography.] 

Cabana Hoom , Spadina Hotel , 
Toronto, Ontario. 
Canadian Video, The Institute 
for Art and Urban Resources at 
P·.s. 1, New York. 
Canadian Video Open, Ciniplex, 
Toronto, Ontario. Organized by 
Arton's. Catalog essay by Clive 
Robertson, Kerri Kwinter, et al. 
Traveled to The Western Front, 
Vancouver, B.C.; Centre for Art 
Tapes, Halifx, N.S. 
Ins tall at ions I Pe 1j orm an ces I 
Video/Artists JJublications, Ware-
house 222, A Space, Harbour-
front, all of Toronto, Ontario. 
Catalog essay by Tom Sherman. 
Musee Nacio nal de Arte 
Contemporanea, Lisbon, Portugal. 
Parachute Pe1jormance Festil'Ctl, 
Montreal, Quebec. Organized by 
Parachute magazine. 
Penpberal Blur, Adelaide Court 
Theater , Toronto , Ontario. 
Produced by Factory Theater Lab . 
[performance] 
Prospekl 80/Z, Museum van 
Heclenclaagse Kunst, Ghent, 
Belgium. Catalog essay by 
Jan Hoet. 

Articles and Reviews 
Bronson, A.A. " Tnith and Beauty," File 

[Toronto], vol. 3, no. 1, Fall 1975, p.44. 
Cameron , Eric. "Videotape and the Uni-

versity Art Programme, " Studio Inter-
national, vol. 187, no. 967, June 1974, 
pp. 289-91. 

- ---- ."Colin Campbell: the Story 
of Art Star," Vie des Arts [Montreal], 
vol. XX, no. 78, Spring 1978, pp. 46-7. 

Durrand, Doug and Fleming, Martha. 
" Video and Performance Art," Body 
Politic [Toronto] , June-July 1980, 
cover and p. 5. 

Fleisher, P. " Videoscape in Toronto: An 
Interview with Ian Bernie," A rt 
Magazine [Toronto ], vol. 6, Fall 1974, 
p. 37. 

Fleming, Martha. "Reviews: Toronto, 
Ontario," Artform, vol. 19, no. 5, 
pp. 78-79. 

Gale, Peggy, "Video Art in Canada: 
Four Worlds," Studio International, 
vol. 191, no. 981, May/June 1976, 
pp. 224-29. 

- ----. "Video Has Captured Our 
Imagination,'' Paracbute [Montreal], 
vol. 7, Summer 1977, pp. 16-18. 

Guest, T. "Modern Love," Cente1jold 
[Toronto]. vol. 3, no. 4, May 1979, 
pp. 196-97. 

Kwinter, Kerri. "Modern Love," Fuse 
[Toronto], vol. 4, no. 2, January 1980, 
pp. 8-9. 

Lamoureaux, Johanne. "On coverage: 
Performance, Seduction, Flatness, " 
Artscanada, issue 240124 I, March-
April 1981, pp. 25-27. 

"Voice Choices; Video: Modern Love," 
Village Voice, vol. XXV, March 3, 
1980, p. 55. 

Books 
Ferguson, Bruce. Canada Video. Ottawa: 

The National Gallery of Canada, 1980. 
Published in conjunction with the 
Biennale cle Venezia. 

Gale, Peggy, ed. Video by Artists. 
Toronto: Art Metropole, 1976. 

Gale, Peggy , and Bronson, A.A., eels. 
Pe1jormance By A rtists. Toronto: Art 
Metropole, 1979. 

Herzogenrath, Wulf. Videotapes. Cologne: 
Kolnischer Kunstverein , 1974 . 

Schneider, Ira and Korot, Beryl, eels. 
Video Art. New York: Harcourt Brace 
Jovanovitch , 1976. 

Artist's Publications 
File [Toronto] , vol. 4, no. 2, Fall 1979, 

pp. 52-3. 
Tbe Woman from Malibu. Toronto: Art 

Metropole, 1976. 
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Bruce Charlesworth 
Born in Davenport, Iowa, 1950. 
Studied at University of Northern Iowa, 
Cedar Falls, Iowa (B.A., 1972), University 
of Iowa, Iowa City, Iowa (M.A., 1974, 
M.F.A., 1975). 
Lives in Minneapolis, Minnesota. 

Solo Exhibitions 
1975 Doris Day in Flames, Clapp 

Hall, University of Iowa, Iowa 
City, Iowa 

1978 Tourist, South Hennepin Avenue at 
31st Street, Minneapolis, Minn. 
[outdoor slide installation] 

1979 Glenn Hanson Gallery, 
Minneapolis, Minn. 

1980 Eddie Glove, Walker Art Center, 
Minneapolis, Minn. 

1981 Special Communiques, Film in the 
Cities, St. Paul, Minn. [included 
video] 

Group Exhibitions 
1976 Iowa Artists, Des Moines Art 

Center, Des Moines, Iowa 
University of Iowa Museum of Art, 
Iowa City, Iowa [film] 
Minneapolis Artists' Alliance, 
Minneapolis, Minn. [film] 

1977 Minneapolis Institute of Arts , 
Minneapolis, Minn. [film] 

1979 Recent Acquisitions, Minneapolis 
Institute of Arts, Minneapolis, Minn. 
Made in Minnesota, Rochester Art 
Center, Rochester, Minn. 
Jncb Art Invitational, Rochester 
Art Center, Rochester, Minn. 
American Vision, Washington 
Square East Galleries, New York. 
SX- 70, Center for Exploratory and 
Perceptual Arts (CEPA), Buffalo, 
N.Y. Catalog. 

1980 Painting/Drawing, Kiehle Gallery, 
St. Cloud State University, St. 
Cloud, Minn. Organized and 
sponsored by Minneapolis Institute 
of Arts, Minneapolis, Minn. 
Jnstantanes, Musee National d'Art 

Moclerne, Centre Georges 
Pompiclou, Paris, France. Catalog; 
traveled to: Mus~e de Grenoble, 
Grenoble; Centre d'art plastiques 
contemporains, Bordeaux; Muse'e 
de Sr. Etienne, St. Etienne; Maison 
de la Culture, Renn es; M usee de la 
Charite sur Loire, La Charite; 
Maison de la Culture, Nevers; 
Musee de Strasbourg, Strasbourg 
(all in France). 
Like~)' Stories, Castelli Graphics, 
New York. 
Midwest Photo, The Midwest 
Museum of Art, Elkhart, Ind. 

1981 Minneapolis College of Art and 
Design, Minneapolis, Minn. 

Articles and Reviews 
Ferrer, Esther. "Polaroid Art, et Arte de 

lo Instantantaneo, " ERE, July 23, 
1980, p. 53. 

Glendenning, Margherita. "Artist's Self-
Portrait Photos Get Beneath the 
Facade," St. Paul Dispatcb, August 23, 
1979, p. 22. 

Grundberg, Andy. "Fairy Tales," Sabo 
News, July 23, 1980, p . 34. 

Hegeman, William. "Looking at Art," 
Minneapolis Tribune, September 2, 
1979, p. G 10. 

-----. "Charlesworth Photos Odd 
but Compelling," Minneapolis 
Tribune, July 27, 1980. p. G3. 

King, Shannon. "Artist Develops Tale 
with Photos," Tbe Minneapolis Star, 
August 1, 1980, p. C6. 

Lifson, Ben. "Summer Stock," Village 
Voice, vol XXV, no. 29, July 16-22, 
1980, p. 72. 

McDarrah, Freel. "Likely Stories," 
Village Voice, vol XXV, no. 30, July 
23-29, 1980, p. 53. 

Skarjune, David. "Remote Control 
Vision," Minnesota Daily, February 
19, 1981, p. AE12. 

Thornton, Gene. "Photography View: 
Narrative Works," Tbe New York 
Times, August 31, 1980, Section 2, p.19. 

Colette 
Born in Tunisia, 1947. 
Lives in New York City. 

Solo Exhibitions 
1970 Sonraed Gallery, New York. 
1971 Sonraed Gallery, New York. 

[included Streetwork] 
1972 Homage to Delacroix [window 

installation at unspecified site] 
1973 Tbe Tra11sjormatio11 of' tbe 

Sleeping Gypsy \Vitbout tbe Uon, 
Stefanotty Gallery, New York. 

1975 The Clocktower, The Institute 
for Art and Urban Resources, 
New York. 

1977 Eugenia Cucalon Gallery, 
New York. 
Gillespie de Laage Gallery, Paris , 
France. 

1978 Banco Gallery, Brescia, Italy. 
Justine and tbe Victorian Punks, 
F10rucci, Inc., New York. 
[window installation] 
Ripping tvzyself' ()fl at Victoria 
Falls, New York. [window 
installation] 

1979 Colette is Dead/Tbe Dead~y 
Feminine Line, Fiorucci, Inc., and 
the Mudd Club, New York. 
[window installation; line of 
clothing] 

1980 Conceptual Albums and.feu•elrv, 
Elizabeth Weiner Gallery, 
New York. 
Record City, New York. [window 
installation] 
Beautiful Dreamer, Danceteria 
Night Club, New York. 
[installation] 

1981 Colette: Ten Yeai-s of Work, 
Westfalischer Kunstverein, 
Munster, West Germany. Catalog 
by Giancarlo Politi Editore. 

Group Exhibitions 
1974- lmagist Realism, Norton Gallery 
1975 ancl School of Art, West Palm 

Beach, Fla. Catalog essay by 



Richard Martin . Traveled to 
Merriewalcl West Gallery, Far 
Hills, NJ. 

1976 Collecled Ideas al /be Idea 
Ware/Jouse, The Institute for Art 
and Urban Resources, New York, 
Catalog. 
Liues: Arlisls u•ho deal 11'itb 
people's li1 •es (including lbeir 
Oil'/'/) as /be s1.1/Jjecl and/or 
medium of their u•ork, Fine Arts 
Building, New York. Catalog essay 
by Jeffrey Deitch. 
New York: Dml'nlo11'n 
Manbatlan /Soho, Berliner 
Festwochen, Akademie der Kunst, 
Berlin , West Germany. Catalog by 
Ulrich Eckhardt and Werner 
Duttman, essays by Lucy R. 
Lippard, Lawrence Alloway , el al. 
Rooms, Penthouse Gallery, 
Museum of Modern Art, New 
York. Organized by Art Lending 
Service. 
Rooms: PS. I , The Institute for 
Art and Urban Resources at P.S. I, 
Long Island City, New York. 
Catalog by Alanna Heiss; artist's 
statements. 

1977 f()e Paris Biennale: 
Manifestations lnternalionale des 
jeunes Ar/isles, Palais de Tokyo, 
Musee d'art moderne, Paris , 
France. Catalog by Georges 
Boudaille, essay by Michael 
Compton. 
American Arljiwn tbe 1rP Paris 
Biennale, Hudson River Museum, 
Yonkers , New York. Brochure 
statement by Catherine Conn. 
/11/ernationaler Kuns/mark/ Koln 
1977, Cologne, West Germany. 
Catalog by I-1.L. Alexander von 
Berswordt-Wallrabe. 
Projecls for the Seuen lies-Neu• 
York Auanl-Garde, The Inst itute 
for Art and Urban Resources at 
P.S.1, Long Island City, New York. 

1978 01.11 of !he House, Downtown 

Branch, Whitney Museum of 
American Art , New York. 
Brochure essay by Helena 
Rubinstein Fellows. 
0/Js/acle: Ma11bat1a11 Minialure 
Go((, The Institute for Art and 
Urban Resources at P.S.1 , Long 
Island City, New York. 

1979 Kuns! im Scba1.1fe11sler, Kastner 
und Ohler Department Store, 
Graz, Austria. Catalog essay by 
Peter Weibel. Organized by Peter 
Pakesch and Peter Weibel. 

1979 Trigon 79: Masculin Feminin, 
Kunstlerhaus , Neue Galerie , Graz, 
Austria. Catalog essays by Wilfried 
Skreiner and Klaus Honnef, el al. 
Fiue Artists/First Precinct, 
Downtown Branch, Whitney 
Museum of American 'Art, New 
York 

1979- Weich und Plastiscb/Soft Art, 
1980 Kunsthaus, Ziirich, Switzerland. 

Catalog essays by Willy Rotzler, 
Andre Thomkins, el al. 

1980 Hier et Aprk (Yesterday and 
Afle1), Musee des Beaux Arts, 
Montreal , Quebec. Catalog essay 
by Normand Theriault and Diana 
Nemiroff; artist's statements. 
Tbe Age of Arcbiteclure-1980; 
Between Buildings <1nd Bodies, 
Rizzoli International Book Store 
and Gallery, New York. 
!CA Street Sights, Institute of 
Contemporary Art, University ot 
Pennsylvania, Philadelphia, Penn. 
Catalog essay by Paula Marincola. 
[window installation, 
Wanamaker's department store] 
Ga llery Yves Arman , New York. 
[opening party " Happening"] 
Une !dee en / 'Air, 315 Church 
Street, New York. Catalog 
essays by Alain Macaire, 
Michel Tourliere, el al. Organized 
by Canal: Philippe Caza!, et al. 
[included performance] 

1981 Cinema off e Videoarle a Nell' 

York, Teatro del Falcone, Genova, 
Italy. Catalog essay by Ester de 
Miro; publisher: Bonini Editore. 
Alternatives in Retrospecl: An 
Historical Oueruiew 1969-1975, 
The New Museum, New York. 
Catalog by Jackie Apple; essay by 
Mary Delahoyd. 
Olber Realilies: lnslallationsfor 
Pe1formance, Contemporary Arts 
Museum , Houston, Tex. Catalog 
essay by Marti Mayo. 

Articles and Reviews 
Brown, Gordon. "Gallery Reviews," 

Aris Magazine, vol. 45, no. 6 , Apri l 
1971 ,p.95. 

"Colette, New York, "Flash Art [Milan], 
vol. 60, no. I, December 75-
February 76, p. 5 

Ellenzweig, Allen. "Exhibi tion Reviews," 
Aris Magazine, vol. 50, no. 4, April 
1976, pp. 26-8. 

Frank, Peter. "Auto-Art: Self-Indulgent? 
And How!" Ari News, vol. 75, no. 7, 
September 1976, pp. 43-8. 

--- - - . "New York Reviews: Colette 
at Cucalon Gallery, " Ari Neu•s, vol. 
76, no . 8, October, 1977, p. 139. 

Goldstein, Richard. "Art Brat, " Village 
Voice, vol. XXIV, December 24, 1979, 
p. 38. 

Gollin, Jane. "Reviews and Previews: 
Colette at Westbeth," Art Nem~, vo l. 
72 , no. 2 , February 1973, pp. 91-2. 

Grand Ville, Leone de Ia. "Exposition de 
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1977 Art Park 1977, Lewiston, N.Y. 
Catalog. 
.fames Hill and Nancy Maass 
Mosen, Galerie Simonne Stern, 
New Orleans, La. 
Tbe Texas Tbirty, The Nave 
Museum, Victoria, Tex. 
Wbitney Biennial, Whitney 
Museum of American Art, New 
York. Catalog essay by Barbara 
Haskell, Marcia Tucker, and 
Paterson Sims. 

1978 Aestbetics of Graffiti, San 
Francisco Museum of Modern Art, 
San Francisco, Ca. Catalog essay 
by Rolando Castellon. 
Art of Texas, The Renaissance 
Society at the University of 
Chicago, Chicago, Ill. Traveled to 
John Michael Kohlar Arts Center, 



Sheboygen, Wisc. 
Four Houston Artists, The 
University Fine Arts Gallery , 
Florida State University, 
Tallahassee, Fla. Catalog. 
Outside Neu• York, The New 
Museum, New York. Catalog. 

1979 Fire Sbou', Contemporary Arts 
Museum, Houston, Tex. Catalog 
essay hy James Surls. 
Midu•ay Relll'een Comec~v and 
Art, Department of Art at Midway 
Studios, University of Chicago, 
Chicago, Ill. Catalog. 
Weicb und Plastiscb!Soft Art, 
Kunsthaus ZUrich, ZUricn , 
Switzerland. Catalog. 

1980 Dialogues, Just Above Midtown 
Gallery, New York. 
Tbe Mask as Metaphor, Craft and 
Folk Art Museum, Los Angeles, 
Ca. 
Self Portrait Sbou', D .W. Gallery, 
Dallas, Tex. 

1981 Mapped Art: Cbarts, Routes, 
Regions, University of Colorado 
Art Galleries, Boulder, Col. 
Catalog essay by Peter Frank . 
Organized by Independent 
Curators, Inc., New York. 
Currently traveling. 

Articles and Reviews 
Frank , Peter. "Outside, Inside, All 

Around the Town," Village Voice, 
vol. XX!Il , November 13, 1978, p. 11 2. 

Glade, Luba. "Art ," {Neu• Orleans} 
States-Hem June 2, 1976, n.p. 

Jordan , George E. "Galerie Stern Show-
ing Whiteman, Hill Exhibits," {Neu · 
Orleans} Times-Picayune, June 3, 
1976, p. l. 

Lippard, Lucy R. " Report from Houston: 
Texas Reel Hots," Art in America, vol. 
67, no. 4, July-August 1979, pp. 30-31. 

Perreault, John. "Alternative Currents," 
Sobo Neu•s, October 15, 1980, p. 77. 

Rifkin, Ned . "Fire or Flood," Artu•eek, 
vol. JO , no. JO , March JO , 1979, 

pp . l , 16. 
Smith, Roberta. " The 1970s at The 

Whitney," Art i11 America, vol. 65, 
no. 3, May-June 1977, pp. 91 -9:'>. 

Zimmer, William. "Two-Fisted," Soho 
WeeR~V Nell's, vol. 6, no.:'> , October 
19, 1978, p. 42. 

Martial Westburg 
Born in Des Moines, Iowa, 19:'>9. 
Studied at San Francisco State College, 
San Francisco, Ca. (B.A. , 1962) and the 
University of California, Davis, Ca. (M.A., 
196:'>). 
Lives in New York. 

Solo Exhibitions 
1964 Richmond Art Center, Richmond, 

Ca. 
1975 South Street Seaport Museum, 

New York. 
1976 "Ray Rodrique: Tbe Mother and 

Fatber of lnl'ention, Cabrillo 
Gallery of Cahrillo State College, 
Santa Cruz, Ca. 

1977 Ray Rodrique: Tbe " fnteresti11g " 
Artist, Student Union Gallery of 
the University of Massachusetts, 
Amherst, Mass. 

1979 Ray Rodrique Goes Too Far 
Again, Neikrug Gallery, New 
York. 

Group Exhibitions 
196:'> New Mission Gallery, San 

Francisco, Ca. 
Artists of tbe Unil'e1:~ity of 
California, the Frederick S. 
Wright Art Gallery of the 
l Jniversity of California, Los 
Angeles, Ca. 

1970 Tbe Cup S/.1011', Muse11m of 
Contemporary Crafts, New York. 

1971 Art and Tecbnology, Los Angeles 
County Museum of Art, Los 
Angeles, Ca. Catalog essay by 
Maurice Tuchman , artist 
statements. 

1975 "Pie/oral HislOIJ' of tbe \f1or/d, 
Kansas City Art Institute, Kansas 
City , Mo. 
Prints on Prince Street Gallery, 
New York. 

1976 United Federation of Teachers Art 
Committee, Metropolitan Museum 
of Art , New York. 

1977 Paper. M.C. Rockefeller Arts 
Center Gallery of the State 
University of New York , Fredonia, 
N.Y. 

1980 Images, William Cooper Proctor 
Art Center of Bard College, 
Anandale-on-Hudson, N.Y. 

Articles and Reviews 
Grossman, Robert. " If It's Funny Can It 

be Art?" Tbe Nortb A111erica11 Mentor 
[Fennimore, Wisc.) , vol. XIII, no. 3, 
Fall 1975, p.2 

Pollock, Dale. "Ray Rodrique Brings 
'Silly Art' to the Masses," Tbe Sa11ta 
Cruz {Ca.} Sentinel, October 15 , 1976, 
p. Bl. 

Rosenthal , Tom, "An Artist's Tale of 
Donuts and Beards," Chelsea Cli11to11 
{Neu • York} Neu•s, vol. XL, no. 32, 
September 11, 1975, p. 8. 

Smith, Howard and Cox, Cathy. 
"Scenes," Village Voice, vol. XXIV, 
no. 13, March 26, 1979, p. 34. 

Smith, Howard and Van Der Horst, 
Brian. "Everybody 's a Critic ," Village 
Voice, vol. XXI, December 20, 1976, 
p. 26. 

"They Always get their Mannerist ," 
Vi1•a, vol. JV , no. 7, April 1977, p. 28. 

Hartman , David. Television Interview, 
" Good Morning America," WABC, 
New York, December 4, 197'i . 
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