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Peggy Jarrell Kaplan: Portraits of BAM Artists (1982—
2015)

Mikhail Baryshnikov holding a portrait of Peggy Jarrell Kaplan. Photo: Peggy Jarrell Kaplan, 2000

by Susan Yung
Photographer Peggy Jarrell Kaplan has photographed approximately 135 artists who have
performed or collaborated with BAM. In 1984, she had photographed enough BAM artists that
Humanities Director Roger Oliver suggested she shoot the complete round of season artists to
illustrate the Next Wave Journal. Kaplan also photographed the artists for the 1985 journal. She
had two solo shows in conjunction with BAM: Portraits Celebrating BAM's Next Wave Festival:
1983—89 (Ronald Feldman Fine Arts, 1992) and Staged: BAM Artist Portraits (Harvey Theater,
2004).

Peggy Jarrell Kaplan, Sasha Waltz, 1995

The many gifted performers who grace BAM's stages are simply the most visible members of a
vast network of creative, technical, and administrative talents that combine to get shows on
stage, in addition to documenting them for posterity. By photographing the artists off of the
stage, in formal portraits, Kaplan occupies a unique niche. She states: "Why take photographs?
To prolong the performance." These glimpses of our generation's artists enrich and round out
our familiarity with them.
Kaplan's black & white portraits, mainly of choreographers and dancers, have been shown
widely, often in conjunction with performance festivals, in cities around the world, in addition
to New York exhibitions at the Feldman Gallery and CPR, among others. Her photographs have
been reproduced in countless publications, including a monograph of her work, and are in
collections including the Met Museum and MoMA in New York and the Dansmuseet in
Stockholm.
Fourty-four of Kaplan's portraits are on display in the cases on the third floor of BAM's Peter Jay
Sharp building, on view through the 2015 Next Wave Festival. The 10 large ones are of artists
featured in the current festival; some were taken years ago, proof of the deep ties BAM (and
Kaplan) shares with many artists. A selection of 34 smaller photos show the scope of BAM's
programming, as well as the durability of Kaplan's ongoing project and her tenacity in pursuing
subjects.

Note: the monograph of Kaplan's work, Portraits of Choreographers (1988, Ronald Feldman
Fine Arts, NY and Editions Bouge, Paris), will be available at Greenlight Bookstore. It includes 30
duotone reproductions.
Photos courtesy Ronald Feldman Fine Arts.
Posted by Susan at 11:15 AM
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Ephemeralist
by Susan Yung
Saturday, December 7, 2013

Glorious Notorious, A Chronicle of Dance Artists

Cristina Moura (2007)

Peggy Jarrell Kaplan's exhibition at Ronald Feldman Gallery in Soho, Glorious
Notorious (through Dec 21) chronicles the choreographers and performers who have
defined our near-past and current cultural lives. Rather than focus on the body in motion,
instead the 50 photographic portraits peer into the artists' psychological states as seen
through their piercing gazes, or playfully posed with a prop or in a gesture or movement. A
densely packed corner installation features artists shot in South Africa earlier this year.
Several videos play, including of Trajal Harrell and Daniel Linehan, bright stars in the
current dance galaxy.

Jodi Melnick (2011)

Kaplan is known for her portraits of icons such as Pina Bausch, Merce Cunningham, Mark
Morris, and Trisha Brown. She has also photographed many visual artists. She works in
richly toned black & white, and almost always in a formal studio setting, lending the photos
a timelessness. She has compiled, and continues to archive, an unmatched catalogue of
dance artists for the ages.
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An interview with photographer Peggy Jarrell Kaplan
Ephemeral dance immortalized by photography on an Istanbul festival
The iDANS festival celebrating its 6th edition this year also hosts an exhibition of photography on dance, besides the
performances and events taking place within its framework.

“Portraits of Choreographers: Body into Face (1985-2012)” is a photography exhibition on dance by the renowned
photographer Peggy Jarrell Kaplan who is also the resident photographer at iDANS 06.
For more than four decades Kaplan has been photographing world-famous visual and performing artists and her works
have been exhibited in many places around the world. Her recent exhibition on display at Haliç Congress Center between
October 4-9th and at garajistanbul between October 13-18th “takes the viewers on an analogue journey in contemporary
dance through the ‘faces’ of its creators.” We interviewed her on her work.
You are only making portraits of choreographers: what is it about dance
and the idea of portraits that engages you so much.
I’ve an early history in the eighties of making portraits of visual performance
artists, composers, and theater directors, as well as choreographers, who were
exploring new forms of artistic expression in rebellion against the past, but quickly
found special fulfillment in photographing choreographers. This group of artists,
who investigated the potential of the body and intellectualized dance movement,
seemed to chart a new art in special ways.
I became interested in the qualities of these artists that inspired and informed
their work, the sources of their creativity; and a portrait seemed the best way to
get closer to what could not be seen. I also liked that the relationship of the dance
artist to his/her creations is the most immediate and direct. In the words of the
choreographerSidi Larbi Cherkaoui: the dancer is both the draughtsman and the
pencil.
There are other reasons as well: It is important that making photographs is about
having experiences and meeting people. I like the intimacy of the portrait session,
where realities evolve and are not reconstructed or reproduced. Yet my subjects
will always remain mysterious to me, stage presences larger than life and heroic.
Going to performances to “know” the
choreographers before I meet them and sharing my exhibitions with dance
audiences is all part of the process as well.
The Title of the exhibition comes from the choreographer Ea Solo, who asked
how much the camera was capturing. When told that I was photographing only
above her shoulders, she said: “Then I’ll have to put my body into my face.”

Self‐portrait #2 © Peggy Jarrell Kaplan, 1970.
Courtesy Ronald Feldman Fine Arts, New York.

What, in your opinion, are the major differences and similarities between dance and photography?
Well, I would say that dance is the most ephemeral of the arts and photography immortalizes; that dance and
photography, like all aesthetic pursuits, can emotionally touch audiences and viewers, and that is what I would like to
accomplish.

From your experience working with choreographers, could you
compare the work of a choreographer with her/his dancers and your
work with your subjects for the portraits?
One of the most unexpected comments from a subject was that I was
choreographing the choreographers. So your question is apt. The portrait
studio becomes a small stage, and portrait making has performative
elements that skirt artifice. I carry out my concepts by using subjects
whose inherent qualities determine the impact of the picture – similar to
the relationship of the choreographer to his/her dancer. The relationship
is also collaborative as the success of my ideas, some premeditated,
some intuitive, are based on mining resonances. I select the subject and
the image to present the final “product.” The photographer Irving Penn
has said that for him every portrait session is a competition, but I’m on the
opposite end of that spectrum.
Ea Solo © Peggy Jarrell Kaplan, 1999. Courtesy Ronald
Feldman Fine Arts, New York.

How much time do you spend together with a choreographer,
getting to know her/him personally before you photograph her/him?
The session is about an hour at my apartment, and we meet as
strangers, sharing pleasantries for a short time. The “knowing” takes
place through the camera and there is an ebb and flow of the
improvisations that lead to a natural ending. I become an overcaffeinated person -checking the equipment, tripping over wires, watering
Plexiglas panels, hanging fabric from the ceiling, looking about for
objects, creating makeshift tables – while the subject usually remains
calm. It has occurred to me that Pina Bausch’s slightly bemused
expression in my portrait of her is her reaction to observing me.

Ayse Orhon © Peggy Jarrell Kaplan, 2012. Courtesy Ronald
Feldman Fine Arts, New York.

Have you ever photographed a Turkish choreographer or artist?
I photographed the choreographer Mehmet Sander in Scotland where I
was soaking up the British dance scene and he was also performing in
1993. I photographed Ayşe Orhon, Filiz Sızanlı, and Mustafa
Kaplan (whom I had always wanted to meet since we share a surname
but are not related)
in New York City
during a festival
celebrating Turkey.

Mustafa Kaplan and Filiz Sizanli, © Peggy Jarrell Kaplan, 2012.
Courtesy Ronald Feldman Fine Arts, New York.

Have you been to Istanbul before? If yes, what are your
impressions on the city of Istanbul? If no, what are your
expectations of it?
I spent a year in Turkey in 1967/68 teaching English at the Lycee of the
American College for Girls and in fact purchased my first camera
© Peggy Jarrell Kaplan, 2011.
For the trip “as a tourist.” I volunteered to teach the photography club
and learned my darkroom skills one lesson ahead of the students. It was wrenching to leave because the city’s beauty
and its closeness to nature had become a part of me and now that was gone. My return in 2003 to see Pina Bausch’s
“Nefes” was intense: I had changed more than the city, less a student of life and more a practitioner, but it was still painful
to leave.
Now, 9 years later, I am aware of the sophistication of contemporary design and architecture that coexists with Istanbul’s
unique character. Perhaps this new internationalism will make my departure easier to bear this time since the contrast
between Istanbul and New York City is not so piercing.
More of Peggy Jarrell Kaplan’s work can be viewed at www.feldmangallery.com
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Peggy Jarrell Kaplan in conversation with Juliette Mapp
Choreographer Juliette Mapp talks with Peggy Jarrell Kaplan, a photographer who has been making portraits of
choreographers in New York and Europe for over thirty years. Her recent series of New York women
choreographers is currently on display at the Center for Performance Research, with a reception taking place
on January 8 from 6-10pm.
Interview date: September 27, 2010
Peggy Jarrell Kaplan: Knowing that you were going to ask me questions, I started thinking of how much I love going to dance in New York. I love the
community. I love seeing the same faces even though I’m apart from everything that’s going on.
Juliette Mapp: That goes straight to something I was curious about: You say that you’re “apart.” You’re on the outside, but you document in a way that is
important to the community. I’m wondering if you can speak more to that.
Peggy: I’ve never studied dance. I feel it’s both a strength and a weakness that I don’t really get inside what’s happening.
By the way, in general I don’t photograph anyone else other than choreographers. I started
photographing performance visual artists whom I came to know in the 70’s, like Chris Burden, Vito
Acconci, Hannah Wilke, Charlotte Moorman. Judson Church had been floating around in my mind. I
wanted to track them down, and I wanted to track down the people who had performed Einstein On The
Beach. [That piece] didn’t change my life, it changed my mind. … [Then my work] very clearly became
[focused on] choreographers.
Juliette: There’s a sense of the outside eye [in your work]. How did you cultivate that role as opposed to
seeing yourself inside the community?
Peggy: This whole process, in my mind, is the process of being able to see someone’s work and then to
[photograph them].

Steve Paxton, 1984 © Peggy Jarrell
Kaplan

It’s wonderful when the choreographer is also the dancer. It makes me think, “How would I make a
portrait? What is it about this work? What would I do?” It’s very important to me that I can see the work
first.

You know, Sidi Larbi [Cherkaoui] said that the dancer or choreographer, as compared to the visual artist,
is both the draftsman and the pencil. This is what I’ve felt. It’s an immediate way of creativity, somehow
related more to what that person is than painting with a canvas.
Juliette: That’s an incredible quote. I have to say I’ve been looking for something like that myself.
Peggy: I’ve always seen [live performance] as something that’s on the way to disappear. Nothing lasts after the dance. This made me think of all sorts of
metaphorical, existential things. [My work is] an homage, really. I don’t understand people who can devote their life to the body in that way and where
their intelligence comes from. It’s a group that’s really outside of the norm in a way.
Juliette: There is that sense of honoring people in the way you care for them in the images. There’s such a specific tenderness with each photograph. I
don’t know how you make that happen between the performer and you, the photographer. I’m interested in that process and that intimacy in the studio.
Is it always at your home?
Peggy: Yeah. Except for… [Pina Bausch] didn’t come to my home. [both laugh]
Juliette: I was looking at your archives and there’s that one of [Anne Teresa de Keersmaeker] standing against a brick wall. I love that photograph so
much. And that’s one where I can really say, “Well, that wasn’t at her house.” I’m really really curious about that.
Peggy: Well, I’m afraid of that a little bit, because I don’t want to think of it as an homage and I don’t want to think of it as sentimental. I don’t want to
think of making myths. The real tool of photography is to see. It’s not to make something. But what I do is… make something. There’s a problem for me.

But, I guess in some sense the choreographer is a form, a still life. And this sounds so wrong in terms of no deconstruction… I don’t even really think I’m
going to say it.
Juliette: [laughs] You can shoot from the hip. It’s fine.
Peggy: It’s the sense that the choreographers are pretty tough, and they don’t seem to be invested in how they look. There’s a certain freedom in that.
You were photographed! Do you remember what that felt like?
Juliette: Absolutely. I absolutely did. I remember John Jasperse had his photo taken previous to me and he said “I’m not sure she got what she wanted.”
He had this anxiety about how the shoot went. And I remember going and feeling instantly really comfortable. Like, “Oh well, I’m just here in her house.” I
met your husband and your son and there was a conversation about Madison as I Imagine It. Then, when we went into your studio, it just felt like a
continuation of what had happened outside. It didn’t feel like there was an agenda that you were presenting me with, and that, I think, is what I’m so
curious about. What is your intention in [your studio] environment? What are you communicating with the performers or choreographers?
Peggy: There have been shifts in my interests, but the process has been the same, because it feels slightly improvised… well, very much improvised.
The first portraits were very much focusing on expression and concentrating on the face and the position of
the head. It also seemed like the first people I was photographing, the Judson Church group, had
something inside that was very intense and thoughtful.
Then I started to introduce things like… I’d start making a table. People could lean on it, It seemed like it
was easier somehow to establish something different. I started using some objects from around my home,
and once I exhausted ideas related to the object, I could get rid of it.
I guess at a certain period I must have been fascinated with hands on the face, and I must say they were
really awful. [laughs]
But for my latest photographs, I decided to have more of a plan. I’d been photographing so many people
from Europe, and there was a predominance of men… I decided, wouldn’t it be great to photograph eleven
New York-based women? So then it was like, well, I’ll see who’s performing in the summer and that’s what
[this next series of photographs] will be. Summer seemed a time to loosen up, to try new things, so I asked
Lucinda Childs, 1984 © Peggy Jarrell
Kaplan

each subject to bring a costume or something that
related to the work.

Juliette: What attracts you to a particular performer? What is it that you feel sparks your
imagination?
Peggy: I don’t have a critical judgment. I like people that are far out there.
I have to mention something that Olivier Dubois said: “Maybe you photograph choreographers
because you’re trying to steal something.” He said it with a French accent. It was such an
original thought, a great beautiful thought. What does “stealing” mean? What is it influencing?
Juliette: I’ve seen your photographs since I was a young dancer, ones of Bill T. Jones or Mark
Morris or the Judson group. There was the possibility, as a young dancer, to project a lot onto
those portraits. They invited my creative imagination into who these choreographers were. As
I’ve gotten older, and I know a lot of the choreographers you’ve taken pictures of, there does
seem to be to me, an actual resonance in the photographs and their work.
Maria Hasabi, 2003 © Peggy Jarrell Kaplan
Peggy: Well, I have always felt that with a portrait, meaning an image of a face, there is always a
resonance. When I first started, there weren’t a lot of portraits of this group of people. So in that
sense, it seemed interesting to do that. I feel that it’s frustrating to capture movement. How can you? How can you in a photograph? It’s so difficult.
Juliette: That’s what’s so interesting [about] what you do. There’s something that stays with you, brings you back to who that individual is as an artist, not
just as an object of a portrait.
Peggy: I made a timeline of all the New York dance [that I’ve photographed].
Juliette: I want to read some of these names. I’ll just read 1987: Trisha Brown, Martha Clarke, Steven Petronio, John Kelly, Lance Gries. That’s 1987—
just one year, you know?
Peggy: [My work] seemed to go in waves too, when exciting things were happening. All of a sudden, there would be this group of people that I was
photographing. I was taking the temperature of what’s going on.

Juliette: I’m so glad you mentioned that, because you’ve seen such a spectrum of dance over many decades. This is something I’m curious about in my
own work: how generations are connected. What do you think is a defining characteristic of this moment?
Peggy: Of this moment over the summer? Well, it was interesting that there were so many women
performing in the summer.
Juliette: But [the focus on women] was an idea of yours beforehand?
Peggy: Yes, so I was thinking it’s in the air. I find—now [the artists I photographed] may disagree
about this—but everything felt lighter and less tortured to me. There are two people making the
portrait: me and the person.
Juliette: You’re seeing a bunch of work that corresponds to the individual.
Peggy: Yes, but I can’t speak about the work, because I don’t really respond critically. It’s a very
emotional response. So much [about being] in the audience depends on your mood or what you
feel like. Sometimes you just have to give yourself over to it.

John Kelly, 1987 © Peggy Jarrell Kaplan

That feeling of Paige Martin’s piece [Panorama]. That was such an extraordinary experience for
me. I don’t know, I just loved it. The hot weather and the dark, dusk, and going out to the beautiful
park that I hadn’t been to, waiting in line, seeing the faces of so many I had photographed, and
then not knowing what was going to happen. Then, I was just hysterical after thinking, “Why is this
line going so slow?” and discovering that you squeeze through [the entry doorway] as a quote
[from] MoMA’s show [Marina Abramovic’s The Artist is Present]. And then you enter this brightly lit
room and they give you champagne and there are these crazy things lying around and you don’t
know what’s going on and you talk. It was just special. I could go on and on.
Juliette: I’m really happy to hear you describe your individual experiences, because I really
appreciate that you bring yourself to each moment uniquely, as opposed to looking for some sort
of zeitgeist at the moment that you’re trying to capture.
Peggy: Well, sometimes I can be a little harsh and not going along with it. This summer was very
special. Robbinschilds did an improvisation event that was very smart. But again, you had to give
it time. They’re subject #11 [for the CPR installation]. The audience was encouraged to submit a
request. I usually don’t participate, but I had such a strong feeling to ask them to “do” a portrait.
Well, I’ll tell you, their portrait was devastating and very funny. It was the most posed and artificial
possible, so much the danger of what portraits are. Then one of them said, “Okay, make a
tableau.” They went on to make a larger tableau. Then one of them said, “Now animate it.” So
they all were still touching each other and still moving like some kind of creaking large toy. I got

Paige Martin, 2010 © Peggy Jarrell Kaplan

away from something.
Juliette: This is helping me understand.
Peggy: This is one thing, and I don’t think this fits at all. I always feel whenever I talk about it…
And now I’m going to disappoint you…
Juliette: [laughs] You could never disappoint me.
Peggy: My sister led a troubled life, and we were estranged. She came to San Francisco the same
time I came to New York in the 60’s. In a sense, we were both product of our times, because I had
my eye on New York and she had her eye on San Francisco for a freer life. She was very much
taken with the love generation. She was very artistic and now there would probably be terms for
her condition, but not back then. I guess she suffered from depression. She died from
undiagnosed diabetes when she was 53 in 2003, and it turned out she kept journals since her late
adolescence. Starting in the 70’s, she began to make a drawing each day that illustrated herself.

Layla Childs & Sonya Robbins, 2010 #2 ©
Peggy Jarrell Kaplan

Juliette: Everyday?

Peggy: Everyday. They were to show her moods and what she was feeling that day. I was
thinking—I have a collection, and she had a collection. Hers were self-portraits for herself, and I’m
making portraits of others as my own obsession. So I’ve had some plans to somehow exhibit both, but the whole thing is very risky. What does “portrait”
mean to my sister and me?
Once I went to a photography gallery and showed my portraits, and was told, “Well we don’t show portraits at all.” What is a portrait? It doesn’t seem like
a photograph. It seems like something else. I don’t even think of myself as a photographer because I’m not really that technical and I’m not
experimenting. With a portrait, since it is a face, there is always something that works. If half the shots don’t come out it doesn’t matter.

Juliette: One of my questions was where and how you picked the set pieces that are in more recent portraits you’ve been doing. I’ve been wondering for
a while, “Where did that pole come from?” or “Where’s that little bird from?” Now to know that they’re actually things that you have a relationship to and
in some sort of unconscious way choose to plant and manipulate… it’s very interesting because it shows that there’s this other level of connection to the
moment, to the subject.
Peggy: I was grasping for a way to not only have a face.
Juliette: So you were trying to change the way in which you were working?
Peggy: I was, unconsciously or not. That’s why I was interested in double portraits. It’s interesting why I wanted to photograph you because at that time,
you weren’t a choreographer.
I actually have photographed dancers who I really like. I followed the Pina Bausch dancers and Rosas dancers and Sasha Waltz’s dancers and [William
Forsythe’s] dancers and John Jasperse’ dancers… I photographed you.
I was so struck by your face. I had the feeling that your face would be on a Roman coin. That’s
why the photograph always meant a lot to me. I had a concept first and felt that I had achieved it,
and that was a nice moment.
Juliette: It was a great experience for me as well. Did you feel in the moment when you were
taking the photograph that you achieved it?
Peggy: It’s funny that you mentioned [John Jasperse] thinking after the session that [he wasn't
sure if I got what I wanted]. I also feel like [that]. When I’m talking to someone after we have
closed down shop… I notice new expressions, and I think “Maybe the portrait should be every
time I don’t click the shot.”
Juliette: [laughs] That would really be a performance. So while you’re taking it, you never have an
idea like, “This is what I want. This is working.”
Peggy: I do have that feeling sometimes, but it’s not necessarily accurate.
Juliette Mapp, 1999 © Peggy Jarrell Kaplan

Juliette: I see. Just like a performance. [both laugh]
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Still Lives
Two exhibits peek into the world of dancers and choreographers when they're not in motion
November 23, 2003|By Lucia Mauro, Special to the Tribune.

Dance is one of the most visible manifestations of the mind-body connection. Combine it with another medium -- visual art
-- and the layers of creative inspiration gain intriguing new dimensions. Two separate art exhibitions explore the dancer's
and choreographer's craft from unique perspectives. Through Dec. 6, the Dance Center of Columbia College features Peggy
Jarrell Kaplan's black-and-white photo portraits of modern dancer-choreographers in a show titled "Still Shots at Moving
Targets." The Thomas Masters Gallery in Old Town displays Peter Hurley's oil paintings and drawings of "Chicago Dancers"
in class through Dec. 31.
Kaplan opted for exploring the dance artist's mind via portraiture; Hurley chose to focus on dance's rigorous demands on
the body.
Because Kaplan's subjects are experimental choreographers, their abstract nature is reflected in the photographs. Yin Mei,
known for her contemplative choreography, is photographed with her eyes closed, yet the petal of an African violet "opens"
over one eye. The theatrical Ralph Lemon, whose face and hands are dusted with white powder, seems to gaze directly at
the viewer while looking toward infinity. Hurley, meanwhile, goes beyond pristine illustrations of dancers at the ballet barre
to blur faces and bathe them, at times, in garish blues or greens.
For New York-based photographer Kaplan, who has shot more than 500 avant-garde artists around the world since 1975,
the paradox of showing dancers in stillness offers unexpected insight.
"I thought there was something perverse in not wanting to capture them in motion," says Kaplan, from New York's Ronald
Feldman Fine Arts Gallery. "It's like taking a windup toy and turning it off."
All of the 19 portraits on display feature groundbreaking dance artists who have appeared at the Dance Center during its
30-year history. Dance Center founder Shirley Mordine is Kaplan's most recent subject, and her serene yet definitive photo
joins this vast gallery of post-modern choreographers at their most private and personal.
"I went to New York to be photographed," says Mordine, who also heads Mordine & Co. Dance Theatre. "I walked in the
door of Peggy's apartment and saw photos of John Cage, Pina Bausch and Merce Cunningham. And I thought, whoa, this is
nice company!"
Mordine was impressed with the "directness" and "lack of pretense" exhibited in Kaplan's portraits. As one who has spent
her life in motion, Mordine learned the beauty of stillness while being photographed: "I discovered how much is revealed
by doing nothing."
Kaplan -- a student of the late Robert Mapplethorpe -- found one of the best parts of her job was tracking down the artists
to photograph. Not a dancer herself, she fell in love with the art form after seeing performances by the famed New York City
Judson Church choreographers, such as David Gordon and Yvonne Rainer, who favored dance that mirrored everyday
movement and gesture.
The Dance Center's executive director Phil Reynolds says Kaplan's photographs invite viewers to observe dancerchoreographers in rare "private moments."

While Kaplan prompts those personal glimpses through portraiture, Chicago artist Hurley offers a peek into the dance
studio. His half-abstract/half-figurative oil paintings show local dancers -- mainly from Hubbard Street Dance Chicago,
Ballet Chicago Studio Company and the Ruth Page Foundation School of Ballet -- rigorously stretching their bodies.
Although Hurley cites French Impressionist painter Edgar Degas as an influence, his works do not imply pretty greetingcard images. Like Degas, the artist is interested in the behind-the-scenes training versus idealized depictions of dancers in
performance.
"As a figurative artist," Hurley says, "it is ultimately thrilling and challenging to capture, in the two-dimensional medium of
painting, the dancer's struggle to make the human body do things it wasn't designed to do."
Among the 40 paintings and drawings on display at the Thomas Masters Gallery, most show dancers in the severely
geometric world of the studio -- with its barres, mirrors, rectangular floors and high ceilings. One places a female dancer in
warm-up clothes on the floor in a back stretch in front of a distant piano. Another painting features a group of dancers -together with snapshots of a leg or hip -- executing a pirouette combination in an ominous light that resembles a
photographic negative.
Hurley, a self-taught artist, began his artistic exploration of dancers in the 1970s -- inspired by his sister, a ballet dancer.
His most recent paintings are featured in Robert Altman's film "The Company" (opening Dec. 25), which follows the dancers
of the Joffrey Ballet of Chicago. In the movie, they hang in the office of Malcolm McDowell's character, who portrays real
life Joffrey co-founder/artistic director Gerald Arpino.
"He has captured the inner movement of the figure," Arpino says. "You respond to his paintings the way you respond to live
dance."
---------"Still Shots at Moving Targets" through Dec. 6 at the Dance Center of Columbia College, 1306 S. Michigan Ave.; 312-3448300. "Chicago Dancers" through Dec. 31 at Thomas Masters Gallery, 245 W. North Ave.; 312-440-2322. Both exhibitions
are free and open to the public.

