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About 
the artist

With a pronounced taste for staging, Jeffrey Silverthorne’s 
photographs uncompromisingly display bodies in their most 
disturbing and universal aspects. Drawing overtly on the energy 
of Rembrandt, Velázquez and Goya, Silverthorne constructs his 
scenes like paintings, giving the portrait genre – his personal 
specialty – an existential, even mythological depth. From the 
prostitutes of Nuevo Laredo (from the 
Tex-Mex series) to the corpses of Rhode Island (Morgue Work), 
the vision he builds up prevails over documentary objectivity 
and reveals its subjects in all their ambivalence. The erotic 
quality of weary or inert flesh is treated with detachment. 
Here and there in the course of the different series, we find 
unusual props, or collages of shots and negatives that add to 
the strangeness of the images. Often playing the role of the 
vanitas, they slip in the themes of physical degeneration and 
death, accompanied by oneiric elements. Underscored by a flash 
or a naked bulb, these dreamlike or nightmarish visions cast 
a raw light on the most intimate desires. Thus, recent series 
such as Suzanna and the Elders and Growing Older dramatize, 
in the form of self-portraits, the artist’s relationship to 
his model as well as the mechanisms of desire that drive him. 
Sexuality and death vaunt their timelessness, fuelling a 



4

creation parable. But each time the unlikely and the comical 
are there to distance the inherent cruelty of these images; and 
scenes of mythological or biblical inspiration turn to farce 
when the miracle of an Annunciation takes place in the shambles 
of a kitchen.

– Antoine Camenen for L’ahah, 2019.
(English translation : John Tittensor)

Born in Hawaii in 1946, Jeffrey Silverthorne lives and works 
in Providence, Rhode Island. Recent solo exhibitions of his 
prestigious international career as a photographer include 
retrospectives at the Deichtorhallen in Hamburg in 2016, the 
FoMu in Antwerp in 2015, the Nicéphore Niepce Museum in Chalon-
sur-Saône in 2014 and the VU’ Gallery at the Rencontres de 
la photographie d’Arles in 2008. Jeffrey Silverthorne has 
participated in numerous group exhibitions, notably in France 
at the Suzanne Tarasieve Gallery in 2015 and in 2008 at the 
Bibliothèque nationale and the Maison d’art Bernard Anthonioz 
in Nogent-sur-Marne. Jeffrey Silverthorne is a member artist of 
L’ahah since 2017.
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Artworks and 
exhibition 
views
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My Mother, Nantois, 
2019

© Jeffrey 
Silverthorne



7

Path to the Sea, 
Nantois, 2019

© Jeffrey 
Silverthorne
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Still Life, 
Brittany, 2019

© Jeffrey 
Silverthorne
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Glass of Water, 
France, 2019

© Jeffrey 
Silverthorne
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Aerialist, France, 
2018

© Jeffrey 
Silverthorne
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Box, Paris, 2018

© Jeffrey 
Silverthorne
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My Leg, 2017

© Jeffrey 
Silverthorne
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Man Bathing, 2017

© Jeffrey 
Silverthorne
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Secret Service 
Watching 
Demonstrators, 
Providence, R.I, 
2017

© Jeffrey 
Silverthorne
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After Charlie Hebdo 
Murders, Paris, 
2015

© Jeffrey 
Silverthorne
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Preparation to 
Dream #2 from 
the serie Monte 
Castello, 2015

inkjet print
22,5 x 34,5 cm, 
edition 12

© Jeffrey 
Silverthorne
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Interior, Italy, 
2014

© Jeffrey 
Silverthorne



18

Circus Juggler, 
Spain, 2014

© Jeffrey 
Silverthorne
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The Fall #3
from the serie 
Caucasian 
Staircase, 2007

silver print
23 x 16 cm, edition 
12

© Jeffrey 
Silverthorne
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Staircase from 
the serie Growing 
Older, 2006

inkjet print, 
34 x 24,5 cm

© Jeffrey 
Silverthorne
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Rachel Undressing 
from the serie 
Growing Older, 2006

inkjet print, 
34 x 24,5 cm

© Jeffrey 
Silverthorne
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Annonciation, 2006 
from the serie 
Kitchen Work

© Jeffrey 
Silverthorne
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After the Bath #2
from the serie 
Susanna and The 
Elders, 2004

inkjet print
27 x 34,5 cm,
edition 12

© Jeffrey 
Silverthorne
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Still life with 
Figure, The 
Invention of Cubism  
from the serie
The Caucasian 
Basement, 2006

inkjet print
27 x 34,5 cm,
edition 12

© Jeffrey 
Silverthorne
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Couple de la série 
Detroit Negatives, 
1992

tirage gélatino-
argentique, 
23,7 x 16,2 cm

© Jeffrey 
Silverthorne
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Boy rising, Kansas, 
2012

black and white 
print on silver 
gelatine, 20 x 25  
cm, édition 3 / 12 
+1 EA

© Jeffrey 
Silverthorne
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Chicago from the 
serie Missing, 1990

© Jeffrey 
Silverthorne
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The Rape of 
Euridice in the 
Attorney’s Office 
from the serie 
Silent Fires, 
1982- 1984

© Jeffrey 
Silverthorne



29

Eurydice from the 
serie Silent Fires, 
1982-1984

© Jeffrey 
Silverthorne 
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Paula from the 
serie Female 
Impersonators, 
1972-74

gelatine-silver 
print mounted on 
cardboard,
46,6 x 36,6 cm

© Jeffrey 
Silverthorne
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Joey and Dougie 
from the 
serie Female 
Impersonators, 
1972-74

© Jeffrey 
Silverthorne
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I kissed the 
Virgin, 1988 from 
the serie Letters 
from the Dead 
House, 1986-1991

cibachrome print, 
17,1 x 11,5 cm 

© Jeffrey 
Silverthorne
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Elvis and Jesus 
from the serie 
Letters from the 
Dead House, 1986-
1991

cibachrome print

© Jeffrey 
Silverthorne
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My First Dream from 
the serie Letters 
from the Dead 
House, 1986-1991

© Jeffrey 
Silverthorne
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Man on bus from the 
serie Tel Aviv, 
1988

© Jeffrey 
Silverthorne
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Check Point, 1988

© Jeffrey 
Silverthorne
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Woman with 
Postcard, 1987 from 
the serie Tex-Mex 
1986-2007

c-print

© Jeffrey 
Silverthorne
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Rosa from the serie 
Tex-Mex 1986-2007

c-print, 
39,4 x 58,5 cm

© Jeffrey 
Silverthorne
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Couple, Detroit 
Motel, 1992 from 
the serie The 
Detroit Negatives 
1991-1994

collage on 
negative, 
12 x 9,65 cm

© Jeffrey 
Silverthorne
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Lovers, accidental 
Carbon Monoxide 
Poisoning
from the serie The 
Morgue work, 1973

silver print,
50,8 x 40,64 cm

© Jeffrey 
Silverthorne
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Beating Victim 
from the serie The 
Morgue Work, 1972

silver print
50,8 x 40,64 cm

© Jeffrey 
Silverthorne
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Text Michel Poivert, «Perpetual studies, desire never 
dies» in Jeffrey Silverthorne – Studio work, 
Paris, edition Pascaline Mulliez, extracts, 
2016. (English translation : Beatrix de Koster)
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For over forty years, Jeffrey Silverthorne has situated the 
essential part of his work in a conversation between artist and 
model, whether in an interior, at the studio or in a room, in 
an abstract space or in a public place. Different photographic 
practices lead to this in camera dialogue. The photographer 
may stage his model or work with actors, make montages with 
vernacular photos, or treat more documentary subjects by 
choosing settings that evoke classic poses of art history. 
In his photography, the image is posed, composed, played: 
performed. The eroticised nude dominates his work, and also the 
self-portrait which is present in many pictures of his latest 
work. His art can be both detached and formidably direct. 

His famous series Morgue Work (1972-1991) is a concentration 
of this aesthetic where daily life and the universal come 
together. By treating the bodies like funerary sculptures, 
indicating the cause of death, the artist transforms the 
victims of ordinary events into modern recumbent effigies. 
In the series Letters from the Dead House (1986-1991), where 
Silverthorne inserts photographs into those of the corpses, he 
approaches the idea of the funerary rite.

Going as far as the dead or aging body, the dark side of desire 
and sometimes even the grotesque, Jeffrey Silverthorne seems 
to be constantly seeking the power of the creative gesture. His 
images do not show classic or documentary «subjects», they are 
studies. This is where the meaning of this very homogeneous 

«Perpetual studies, desire never dies»
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œuvre is hidden : Jeffrey Silverthorne shows how the artist 
works, his mechanisms and his motivations. What matters here is 
not essentializing the photographer’s work, but understanding 
how – through a photographic approach that resembles the 
tableau vivant – he is able to engage the history of art and 
photography in a conversation around the theme of desire.

A double model: the body and the history of art

Ever since the series Silent fires (1982-1984), Jeffrey 
Silverthorne has focused on the iconography of the artist and 
his model. The space of the studio is shown with drapery, 
stools and pedestals on which the model offers various poses 
and evokes mythological scenes. The black and the white, 
the raw materials, and occasional blurring make the images 
seem somewhat archaic, as if these photographs came from the 
archives of a deceased artist. Hieratic, focusing on the 
camera’s lens, Jeffrey Silverthorne is playing the role of the 
artist, although it is impossible to establish to which period 
he belongs (his face reminds one of George Bernard Shaw). 

This seminal work is developed further in Tex-Mex (1986-2007), 
where the pictorial reference is particularly evident in the 
scenes where the models are sometimes prostitutes. This is not 
only a sign of documentary work, but also makes reference to a 
long European tradition where the figure of the prostitute is 
an integral part of the vie de bohême as lived by artists in 
the 19th and early 20th centuries.

Then, in Detroit Negatives (1991-1994), actors play the role of 
clients and prostitutes in clearly sexual encounters. Showing 
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the photographer at work is a prominent part of Silverthorne’s 
oeuvre, as can be seen in a photo where he is reflected in 
a bathroom mirror, taking the picture. This element becomes 
decisive in the development of the artist’s career as he aims 
to make the creative process into both the means and the end. 

As of 2000, all these elements converge towards work that is 
more pared down, more theatrical, and where the themes of the 
model, the artist and sexuality reach their culmination : 
the space now is a domestic interior or of an almost abstract 
studio. The couple of the artist and his model have become 
the sole characters now, and the reference to art history is 
associated with the ostentation of physical desire and ageing.
Here the body of the model is not the actor in a scene of 
creation; that is to say, the model is not playing its role 
(doing its job). The woman is not «posing», her value is 
elsewhere, she is the double symbol of beauty and time. Because 
she is idealised and young, everything that surrounds her 
and, most of all, the man, are judged according to age and 
its effects on the ageing body. The function of the model is 
thus also that of a measuring instrument, which explains why 
her character so often seems impassive. An instrument but 
not a thing (body-object) the model, who is named (Rachel 
or Suzy), functions like a figure in mythology : she is both 
timeless and the actress in a moral tale. Certain objects used 
in Silverthorne’s stagings also have this role, for example 
the pine tree which may appear in its entirety, half pruned 
or totally lopped. Firmly set within the range of the shot, 
the tree is there to chant the scene like the motif of a 
vanitas: the loss of its branches evokes the ageing body being 
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transformed little by little into a skeleton. This is a sort of 
double of the masculine figure in the picture, himself playing 
the artist at work.

There is no need for much erudition to rapidly see that 
Silverthorne is playing with references. He clearly evokes 
the masters of classical painting, which one finds in the 
iconography of descents from the Cross, for example. But 
there is more. Sometimes it is a «bride made naked», where 
the artist is posing with a young woman whose white dress 
lies by her feet, giving a wink to Marcel Duchamp and his 
famous Mariée mise à nu par ses célibataires, même, better 
known as Le Grand Verre (1915-23). Or sometimes Silverthorne 
plays a more complex game, where the artist himself takes on 
the appearance of another artist. In one of the most striking 
images of the series Susanna and the Elders (2004-2007), the 
artist is looking straight at us. Before him the model is lying 
on her side, naked, taking the pose of an odalisque and holding 
a piece of paper whose text she is no longer interested in 
reading; one also notices the famous pine tree, whose branches 
have been partially cut off, symbolising withering vigour; 
and the look of the artist, whose hand is about to press the 
shutter release button, remind us without fail of Alfred 
Stieglitz. 

Duchamp and Stieglitz – it is no coincidence that the two 
appear together here as the American photographer was first to 
reproduce Duchamp’s famous ready-made La fontaine or l’Urinoir 
(1913), which is considered to be one of the most radical 
gestures of the avant-garde. But what does this somewhat 
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ironic tribute to Stieglitz really mean, this tribute to the 
inventor of straight photography, breaking with pictorialism?  
Stieglitz, the incarnate figure of the master of modernist 
photography, is presented here as a classical artist, as would 
be a painter. Is Silverthorne playing with the repression of 
painting, which is at the heart of the history of photography 
? I believe so, and this would help to understand what 
Silverthorne has put into play during his entire oeuvre : 
linking the history of painting with photography. This is 
the strength of Silverthorne – all along he has never played 
photography against the tradition of art history ; rather, 
he has found classical subjects in the trivial (the morgue, 
brothels), and in a way has secularised art history. So, from 
then on, in any case over the last few years, he has re-centred 
his work on the imaginary of the studio.  This time the artist 
performs alone, facing himself and his model, playing all the 
allegorical figures. For he knows that in the laboratory of 
the studio, staging a scene is of the same nature as a mental 
image.

Set up for desiring / Stagings for desire

The iconography of the artist and his model is not only a genre 
in the history of art, it is the primitive conceptual exercise, 
giving the creative act itself a value. Yet there is mystery. 
When Silverthorne is in the picture, he is very good at hiding 
the shutter release button, but a close look will often reveal, 
in the position of his hand, his thumb turned inward, that 
he is about to press it. That is what gives all these images 
their character of performance, of performing ; of being acted 
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and at the same time of acting. Everything is both perfectly 
controlled and seized in an instant. There is here a form of 
internal contradiction in the image, giving it all its power. 
But let us get back to the question of iconography and to what 
this is all about from the very outset : desire. Sexual desire, 
like death, is the space where what is staged and what is 
natural can meet without repelling each other. 

Artifice and urge become two elements of the same rhythm. Art 
is where the image of sexuality can survive as a construction 
while science has the tendency to naturalise it as an instinct 
– what Michel Foucault called ars erotica as opposed to 
scientia sexualis. This is also true of photography: it has 
always been defined as being a recorded image, that is to 
say, a natural operation (optical-chemical), while we know 
that it is a technical-cultural construction, that photography 
is conducted as one might conduct an orchestra. A. D. 
Coleman’s famous article of 1976 set down the principles of 
a «directorial mode», of a photography whose values are not 
based on the idealism of recorded truth but on the imaginary 
of visual construction. What Silverthorne is proposing, it 
seems to me, is that photography as artifice alone can succeed 
in expressing desire as a construction. That is the reason why 
he uses a register that is often difficult in photography - 
exaggeration, farce, excess and improbability, «the grotesque» 
as Coleman said in 1977 – in order to explicitly divert all 
belief in the truth of representation. 

Over the last several years Jeffrey Silverthorne’s work 
has been concerned with the artist, that is to say with the 
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nature of his desire. As a photographer, he has displaced the 
classical point of view on this question by placing the figure 
of the artist within the history of photography. His approach 
is subtle, for what one might take to be remakes of paintings 
at first are in fact set-ups for desiring. These are real traps 
where the artist and his model are telling us the story of 
how photography desires to become art, is mimicking the codes 
of art: this is an erotic tale of the relationship between 
painting and photography, much like the love relationship 
between a master and his servant.

By staging his photographs in the form of tableaux vivants, 
Jeffrey Silverthorne is part of a great tradition that the 
history of modernist photography has not understood. This 
tradition starts with the beginnings of photography but does 
not limit itself to the imitation of painting by photography: 
in fact, it does quite the opposite when photography became 
a tool for the painter, and in particular when it offered 
the artist a new rapport with his model. Painters like Pierre 
Bonnard, for example, discovered that photographing the model 
offers a space of fundamental experience that allowed them to 
speak in an exemplary way of their own artistic process. As 
the painters made photography of the model autonomous and into 
a new genre, they introduced it into the heart of the studio, 
making the pose, the model and the creative space into a place 
of aesthetic experimentation.

Contrary to common belief, photography of the model did 
not serve a mere utilitarian purpose, that is, producing 
documentary images with the view of using them for making a 
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painting. This is more about a genre that evolved directly from 
the tradition of tableaux vivants. But what was a festive art 
until the late 19th century - which consisted of reproducing 
famous paintings and sculptures, sort of mimed remakes -  had 
now entered the artist’s studio. From then on, working with the 
model became a space of performance determined by photography.  
From Pierre Bonnard to Balthus, from Thomas Eakins to José 
Maria Sert, from Edward Munch to Josef Albers, great painters 
have produced photographic works based on their relationship 

with the model. 

While these practices take up again the iconographic tradition 
of the painter and his model, they add a new dimension to the 
mythology of the artist by putting a completely new emphasis 
on the model’s body : by its realism, the photographed 
nude displaces the trajectory of desire. While in painting 
the spectator observes how the painter sees his model, in 
photography the spectator’s attention is drawn directly to the 
model. From this point on, the figure of the artist becomes a 
sort of competitor for the desire aroused by the photographed 
body. This game of triangulation of desire, which the 
philosopher René Girard has called «mimetic desire», is present 
in the photographs of painters and their models. This is what 
Jeffrey Silverthorne is constructing by playing explicitly 
with the history of photography and its relationship to art 
in a series of different stagings. Whose desire is Jeffrey 
Silverthorne imitating ? In following the thinking of René 
Girard, one can make the hypothesis that Jeffrey Silverthorne 
is imitating the desire of painters. This is not to say that he 
is denying his status of photographer, but his way of desiring 



his model. It is the image of the artist’s desire that Jeffrey 
Silverthorne is giving us, this scene which is both classical 
and modern, where the work of the artist itself becomes the 
object of the oeuvre. Jeffrey Silverthorne is fabricating an 
image of the mechanism of desire : he shows us a model and 
sometimes he shows himself with the model ; in any case, this 
female model is there so that we are compelled to look at her, 
she is playing to be seen. Jeffrey Silverthorne places us in 
the position of desiring what he desires as an artist.

Last studies, uninhibited desire

The anti-naturalistic character of Silverthorne’s stagings 
evokes a very natural phenomenon, however: the question of 
ageing. In the series Susanna and the Elders, for example, 
he takes up the great mythological subject of the desire of 
the old man. Silverthorne gives this theme new impetus in the 
series Growing older, where advancing age is seen as raising 
yet another, more distinct question : what is an ageing 
artist ? What can be the perspective of creation as the artist 
gets older ? This is one of the most beautiful subjects in the 
history of art for it highlights the contradiction between 
the timeless character of the creative act and the evident 
compromised character of its carnal fate. To create is to bring 
into existence, that is, to stave off the end, and so the work 
of the ageing artist quite naturally demonstrates the very 
gesture of creation as his life nears the end. He shows us this 
act of creation in the game that the model plays in the space 
of the studio. He shows us the belly of creation, and begets 
using the very means of begetting. He puts en abyme the

51



creative act. This is what gives an uninhibited character to 
all of Jeffrey Silverthorne’s work. 

Growing older also raises the important question of 
uninhibition. In the history of photography, the game 
between the artist and the model can be likened to a form of 
transgressive eroticism. The most famous example, and to which 
some of Jeffrey Silverthorne’s images pay tribute, is that of 
Hans Bellmer, creator of Die Puppe (the doll). Until the end 
of his life he worked with his companion, the artist and poet 
Unica Zurn, who «replaced» the model and took part in the most 
incredible pornographic stagings and compositions featuring 
her tied-up body. In a less aggressive but just as suggestive 
manner, Alfred Stieglitz - to whom Jeffrey Silverthorne makes 
reference as we saw earlier – worked with his companion the 
painter Georgia O’Keefe, who herself produced an oeuvre that 
was greatly inspired by sexuality, and in particular by the 
vaginal-vegetal motif.  What is at play in this aesthetic, and 
different from many other erotic works, is the constitution 
of a common space of sexuality as a place of aesthetic 
experience and the staging of sexual desire as a set up: what 
is objectified here is not the body of the model as a sexual 
object but the symbolic and aesthetic exchange between two 
personae.

The intellectualisation of this desiring relationship and 
its aesthetisation can have a philosophical dimension as in 
the work of the French artist Pierre Klossowski. The writer 
and artist, specialist of Sade and close to Georges Bataille, 
invented «Roberte», a feminine figure who is and plays the
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role of his wife and whom he transforms into a means of erotic 
exchange. This is another manifestation of the principle of 
«mimetic» desire since it is the desire of others for Roberte 
that brings the character of the author pleasure. In 1970, 
Klossowski produced a book illustrated with photographs by 
Pierre Zucca entitled La Monnaie vivante, where stagings 
visually construct this mechanism of desire. What makes this 
perversion of the mechanics of desire so original is not only 
that Klossowski plays the role of the author as well as that 
of the character in the staging, but also that Roberte is not 
a young model but an ageing wife, thus showing that thought 
of desire and its performance become a philosophical matter 
with advancing age. In 1986, Helmut Newton photographed Pierre 
Klossowski with his wife playing the role of Roberte, who 
he lends to his friends by «hospitality» so that he can take 
pleasure in the desire that the others express for his wife. 
Newton perfectly captures this triangulation of desire, showing 
the desiring look of the others.

Nothing is more difficult to classify than the work of an 
artist and his model who, little by little, like in the myth of 
Pygmalion and Galatea, becomes his living creation, that is to 
say, willing. Consent is an essential notion, for it introduces 
the game and even the institution of the relationship of 
power into desire. The principle of consent is the starting 
point for any creative work on the theme of desire; it is 
also the condition for making uninhibition into an aesthetic 
experience. But consent is also at the heart of the work of 
every photographer. It is the first thing that the operator has 
to obtain from his model: that he or she accepts to be 
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photographed. To be looked at. To be desired by the other. 
Consent is also what distinguishes the aesthetics of the 
staged and played image from that of the «stolen» image and 
the snapshot :  Jeffrey Silverthorne has been working on the 
question of consent to the point of making it into a double 
value : photographic and erotic.

Uninhibition and consent are like the two figures of the ageing 
artist and his model. No one seeing their games can decide if 
they are a caprice or a provocation. The interesting oxymoron 
of the title of Silverthorne’s series Growing older, this 
way of thinking of ageing as also growing, resounds like the 
promise of wisdom.  Yet Jeffrey Silverthorne’s stagings have 
never been more delirious and wilder.

Desire never dies.

— Michel Poivert, 2O16. 
Historian of photography and curator, Michel Poivert teaching at 
the university Paris 1 Panthéon-Sorbonne.

(English translation : Beatrix de Koster)
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SOLO-SHOW

2021
• Pleasures, Sadness,Sometimes, 
solo-show, L’ahah, Paris, (F)

2019
• LOOKING, Photographs Do Not 
Bend Gallery, Dallas, Texas (USA)

2016
• Ken Schles, Jeffrey 
Silverthorne, Miron Zownir, 
Deichtorhallen, Hamburg (G) 
• Studio Work, Galerie 
Pascaline Mulliez, Paris (F)

2015 
• New Works and Darlings, 
Kehrer Galerie, Berlin (G)
• The Precision of Silence, 

Curriculum vitae

Jeffrey Silverthorne

Born in 1946.
Lives and works in Providence, 
Rhode Island, USA

FoMu, Anvers (B)

2014
• Portraits : 1968-2012, 
Galerie VU’, Paris (F) 
• The Precision of Silence 
Musée Nicéphore Niepce, Chalon-
sur-Saône (F)

2013 
• Portraits and Figures, Galleri 
Tom Christoffersen, Copenhaguen (D)

2011
• Fotografie Noorderlicht, 
Groningen (P-B)
• Galleri Tom Christoffersen, 
Copenhaguen (D)
• Travel Plans, Galerie VU, Paris (F) 

2010 
• Photon Gallery, Ljubljana (S)
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2008
• Galerie VU, Rencontres 
d’Arles (F)
• Jeffrey Silverthorne, 
Photographs Do Not Bend 
Gallery, Dallas, Texas (USA)

2007
• Fotografisk Gallery, 
Copenhaguen (D)

2005
• Ahorn-Grieneisen Gallery, 
Berlin (G)

2004 
• Book Beat Gallery, Oak Park, 
Michigan (USA)
• Loomis Chaffee Art Gallery, 
Windsor Connecticut (USA)

2002
• C Pop Gallery, Detroit, 
Michigan (USA)
• Book Beat Gallery, Oak Park, 
Michigan (USA)

2000 
• Book Beat Gallery, Oak Park, 
Michigan (USA)

1999
• Artists’ Alliance, Lafayette, 
Lousiane (USA)
• Photographs Do Not Bend 
Gallery, Dallas, Texas (USA)

1998
• University of Toledo, Ohio 
(USA)
• Book Beat Gallery, Oak Park, 
Michigan (USA)

1997
• The Deep Gallery, Tokyo (J)
• Galerie A, Stuttgart (G)

1995
• Galerie 4, Cheb (RT)
• Galerie A, Stuttgart (A)

1994 
• Galerie Stelling, Leiden (H)
• Museum for Photography, 
Anvers (B)
• Book Beat Gallery, Oak Park, 
Michigan (USA)

1993
• Galerie A, Stuttgart (G)
• Book Beat Gallery, Oak Park, 
Michigan (USA)

1992 
• The Print Club, Philadelphia, 
Pennsilvanie (USA)

1991
• Northlight Gallery, Arizona 
State University, Tempe, 
Arizona (USA)
• Hampshire College, Amherst, 
Texas (USA)

1990
• Book Beat Gallery, Oak Park, 
Michigan (USA)

1987
• Columbia College, Chicago, 
Illinois (USA)

1985 
• Houston Center for Photography, 
Houston, Texas (USA)

1984
• Visual Studies Workshop, 
Rochester, New York (USA)

1982 
• Ufficio Dell ‘Arte, Paris (F)
• Robert Samuel Gallery, New 
York (USA)
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1977
• Wesleyan University, 
Middletown, Connecticut (USA)

1974
• Rhode Island School of 
Design, Providence,      
Rhode Island (USA)

1973
• Witkin Gallery, New York (USA)

1972
• San Francisco Art Institute, 
San Francisco, Californie (USA)

1968 
• Rhode Island School of 
Design, Providence,      
Rhode Island (USA)

GROUP-SHOW

2016 
• Photographs Do Not Bend 
Gallery, Dallas, Texas (USA)
• Photon Gallery, Ljubljana (S)

2015
• Paris Photo, Galerie Suzanne 
Tarasieve, Paris (F)

• Welcome Collection, Londres (RU)
• Galerie VU’, Paris (F)
2014
• Photographs Do Not Bend 
Gallery, Dallas, Texas (USA)
• Galerie VU’, Paris (F)

2013 
• Galerie VU’, Paris (F)

2012 
• Photographs Do Not Bend 
Gallery, Dallas, Texas (USA)
• Galerie VU’, Paris (F)

2011
• Quinzaine Photographique 
Nantaise, Nantes (F)
• Daniel Blau, London (RU)

2010
• Fondation Frances, Senlis (F)
• Paris Photo, Leica Gallery, 
Paris (F)
• Galleria Dora Bassi, 
Gorizia (I)
• Photographs Do Not Bend, 
Dallas, TX, USA
• Photon Gallery, Ljubljana (S)
• Le Capital, Galerie VU’, 
Rencontres d’Arles (F)

2009

• Le Capital, Galerie VU’, 
Rencontres d’Arles (F)
• Galerie Kunstagenten, Berlin (G)
• Rhode Island School of Design 
Museum, Providence, Rhode 
Island (USA)
• Photographs Do Not Bend, 
Dallas, Texas (USA)

2008 
• Bibliothèque Nationale, Paris (F)
• La Maison d’art Bernard 
Anthonioz, Nogent-sur-Marne (F)

2007 
• Paris Photo, Gallerie VU’, 
Paris (F)
• Gallery Z, Providence, Rhode 
Island (USA)
• Photographs Do Not Bend, 
Dallas, Texas (USA)

2006
• Rogue Artists Studios, 
Manchester (RU)
• Impression 2006, Grafisch 
Centrum HogeDrukgebied, 
Rotterdam (H)

2005
• Scottsdale Museum of 
Contemporary Art, Scottsdale 
Arizona (USA)
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• Photographs Do Not Bend, 
Dallas, Texas (USA) 

2004
• L A. Museum of Contemporary 
Art, Los Angeles (USA)

2002 
• Roger Williams University, 
Bristol, Rhode Island (USA)
• Here is New York, New York (USA)
• Photographs Do Not Bend, 
Dallas, Texas (USA) 
• Museum of Fine Arts, Boston, 
Massachusetts (USA) 
• Visual Studies Workshop, 
Rochester, New York (USA)

2001
• Rhode Island School of Design 
Museum, Providence, Rhode 
Island (USA)

2000
• Musée de l’Elysée Lausanne, 
Lausanne (S)
     
1999
• Culturgest, Lisbone (P)
• Houston Center for Photography, 
Houston, Texas (USA)
• Friends of Photography, San 

Francisco, Californie (USA)
• Visual Studies Workshop, 
Rochester, New York (USA)

1998
• Photographic Center, 
Skopelos (G)

1997
• Flying over water, Foundation 
Joan Miro, Barcelona (E) 
curator : Peter Greenaway
• Frankfurt Book Fair, 
Francfort (G)
• Galerie A, Stuttgart (A)

1995
• Biennale de Venise, Venise (I)
• Museum of Contemporary Art, 
Chicago, Illinois (USA)
• The French-American Center, 
Paris (F)

1994 
• Corcoran Gallery of Art, 
Washington (USA)

1993
• The Drawing Center, 
New York (USA)

1991

• The New Museum of Contemporary 
Art, New York (USA)     

1989
• Fogg Museum, Harvard, 
Cambridge, Massachusetts USA
• Tartt Gallery, 
Washington (USA)
• Santa Barbara Museum of Art, 
Santa Barbara, Californie (USA)

1988
• Catherine Edelman Gallery, 
Chicago, Illinois (USA)

1984
• Boston Museum School, Boston, 
Massachusetts (USA)

1982
• Bronx Museum of Art, Bronx, 
New York (USA)
• Galerie Texbraun, Paris (F)

1979 
• Santa Barbara Museum of Art, 
Santa Barbara, Californie (USA)

1977
• Museum of Fine Arts, Boston, 
Massachusetts (USA)
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1976
• International Center of 
Photography, New York (USA)
• Museum of Fine Arts, Boston, 
Massachusetts (USA)

1974
• Museum of Fine Arts, Boston, 
Massachusetts (USA)

1969
• Hallmark Gallery, 
New York (USA)
• Underground Gallery, 
New York (USA)

DISTINCTIONS

2007 
• Nominated for the bourse 
MacCall-Johnson, Providence, 
Rhode Island (USA)

1996 
•Firts price, University of 
Louisiane, Baton Rouge (USA)

1993 
• Lauréat de la 18ème biennale 
du South Bend Regional Museum 
of Art (USA)

1992 
• Laureate, Art Matters Inc, 
New York (USA) 

1986 
• Laureate, National Endowment 
for the Arts, Washington (USA)

1979 
• Lauréat, Massachusetts 
Artists Foundation, Boston, 
Massachusetts (USA)

CONFERENCES

2001
•Guest, University of 
Massachusetts, Dartmouth (USA)

2000 
• Conference, Rhode Island 
School of Design, Providence,      
Rhode Island (USA)

ACQUISITIONS

Bibliothèque nationale de 
France, Paris (F)
Museum of Modern Art, New York, (USA)
Los Angeles County Museum of 
Art (USA)
Yale University Art Gallery, 
New Haven (USA)
Fondation Frances, Senlis (F)
Museum of Fine Arts Boston (USA)
International Museum of 
Photography at George Eastman 
House, Rochester (USA)
Santa Barbara Museum of Art (USA)
New Orleans Museum of Art, New 
Orleans (USA)
Kunsthalle Basel (S)
Rhode Island School of Design 
Museum, Providence (USA)
Polaroid Corporation, Cambridge (USA)
Madison Art Center (USA)
Musée de la photographie, 
Anvers (B)
Galerie Nationale, Cheb (RC)
Museum of Fine Arts, Houston (USA)
Musée de l’Elysée, Lausanne (S)
Isabelle Darrigrand, Paris (F)
Lars Schwander, Copenhague (D) 
Christian Caujolle, Paris (F)
Marin Karmitz, Paris (F)

RESIDENCY

 1999 
• Ucross Foundation, Ucross, 
Wyoming (USA)
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2021
• Guillaume Lasserre, «Jeffrey 
Silverthorne, au-delà de 
l’image», Médiapart, 03.21
• Gilles Renault, «Jeffrey 
Silverthorne, à la vie à la 
morgue», Libération
• Guillaume Benoit, «Jeffrey 
Silverthorne, L’ahah, Paris», 
Slash-paris.com
• Frédérique Chapuis, «Pleasures, 
Sadness, Sometimes Jeffrey 
Silverthorne», Télérama
• «Pleasures, Sadness,Sometimes 
Jeffrey Silverthorne», Fisheye 
Magazine
• «Jeffrey Silverthorne Le 
désir de la mort», Photo 
Magazine

Publications and
press reviews

2018
• «De dood voor de lens van 
Jeffrey Silverthorne», De 
Standaard, 8.03
• «Morticians and hearse (1972) by 
Jeffrey Silverthorne», Viewfinder, 
Daily Telegraph, 10.02

2017
• Morgue, Jeffrey Silverthorne, 
Stanley / Barker, London (UK)
2014
• Working, Jeffrey 
Silverthorne, Kehrer Verlag, 
Heidelberg (G) / Les éditions de 
l’Oeil, Montreuil (F)

2013
• Jeffrey Silverthorne, 
Portraits & Figures, 
Galleri Tom Christoffersen, 
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Copenhaguen (D) / Les éditions 
de l’Oeil, Montreuil (F)

2012
• EYEMAZING, #04 Amsterdam (H) 

2011
• Travel Plans, Noorderlicht, 
(P-B) / Les éditions de l’Oeil, 
Montreuil (F)

• EYEMAZING, #04 Amsterdam (H)
• Foam Magazine, Amsterdam (H)

2010
• TRAVERSES, Actes Sud, Arles, (F)

2009
• Anne Biroleau-Lemagny, Jon 
Hendricks, Boystown, The 
Perfume of Desire, Galerie 
Wolfsen, Alborg (D)
• «Anne Biroleau présente 
Jeffrey Silverthorne», Images 
magazine, Paris (F) November
• «Mental Geography», Private 
mag., #46, Saint-Brisson (F)
• «Emergence», VU MAG, #4, 
Galerie VU’, Paris (F)
• Art in America, March
• SHOTS, #105, Minneapolis (USA)

2008
• The British Journal of 
Photography, London (UK)
• Maskinfabrik #36, Copenhaguen (D)
• Photos Nouvelles, 
Paris-Biarritz (F)
• 70’ La Photographie 
Americaine, Bibliothèque 
nationale de France, Paris (F)    
• «Filiations», VU MAG, #1, 
Galerie VU’, Paris (F)

2007
• Directions For Leaving, 
Jeffrey Silverthorne, 
Photographs, Fotografisk 
Center, Copenhaguen (D)
• Die Nue Sichtbarkeit Des 
Todes, Wilhelm Fink Publisher, 
Berlin (G)

2006
• Bizarre Magazine, London (UK)

2005
• V&A Magazine, London (UK)

2004
• Apfelboeck or About Killing, 
Munich (G)
• Odalisques, Marval Publishers (F)

2002
• Here is New York, Rizzoli 
Press, New York (USA)
• «21 original photographs by 
J. Silverthorne», Goth, Subrosa 
Press, Detroit (USA) 

1999
• Innovation / Imagination: 50 
Years of Polaroid   Photography, 
Abrams, Californie (USA)

1998
• Dialogue Magazine, Columbus, 
OH (USA) nov / déc.
• Body Icons, Photographic 
Center of Stopples (G)
• Sleep: Bedtime Reading, 
Universe Publishing

1997
• Peter Greenaway, Flying over 
water / Volant damunt l’aigua, 
Merrell Holberton Publishers, 
London (UK)

1994
• Endzeitstimmung, (Apocalyptic 
Mood) series, Dumont 
Tashchenbucher, Dumont Buchver 
lag, Cologne (G)
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1993
• Jeffrey Silverthorne 
Photographs, Galerie A and Book 
Beat Gallery, Stuttgart (G)
• Photonews, Hamburg (G) nov.
• Picturing Ritual, Center for 
Photography, Woodstock (USA)
• Creative Camera, Londres 
(R-U) June / July

1992
• Granta, Granta Publications 
Ltd., New York (USA)

1991
• The Interrupted Life, The New 
Museum of Contemporary Art, New 
York (USA)
• The Surgeon’s Ontic: 
Silverthorne’s Eschatology 
Monograph Series, Arizona State 
University, Tempe (USA)

1989
• NewArt Examiner, Chicago 
(USA) nov.

1985
• New Nude Two (J)

1984
• Selections 2, 

Verlag Photographie (G)

1983
• Private Viewing, New Leaf 
Publishers, London (UK)

1982
• Creatis, #18, Paris (F)

RADIO AND MOVIE

2017 
Close your Eyes, 80 mn, 
movie about Jeffrey 
Silverthorne by Vincent Soulié

2005 
Letters From The Dead House, 
Camera, Jeffrey Silverthorne
$Sound and Editing, Carey Loren
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L’AHAH

ahah : French masculine noun. 
An opening in a plain wooden fence permitting or extending a 
view.

L’ahah offers visual artists personalised, long-term 
assistance in the form of tools – exhibitions, publications, 
collaborations, encounters with the public, transdisciplinary 
events – specifically adapted to their respective approaches 
and practices. The goal is to enhance their outreach and thus 
help support contemporary art. L’ahah currently has thirteen 
artist-members working in a variety of media.

L’ahah has two exhibition spaces in Paris’s 11th 
arrondissement and an experimental venue in Ris-Orangis, in 
the city’s southern suburbs. 

ARTIST-MEMBERS

Claire Chesnier (1986, France), Jean-françois Leroy (1982, 
France), Enrico Bertelli (1959, Italy), Anne-Charlotte 
Yver (1987, France),Vincent Hawkins (1959, UK), Jeffrey 
Silverthorne (1946, USA), Katrin Koskaru (1977, Estonia), 
Lena Amuat & Zoë Meyer (1977 & 1975, Switzerland), Charlie 
Boisson (1980, France), Bernard Gaube (1952, Belgium), 
Vincent Dulom (1965, France), Ran Zhang (1981, China)

01 71 27 72 47
info@lahah.fr
www.lahah.fr

L'ahah #Moret
24-26 rue Moret 
75011 Paris

L'ahah #Griset
4 cité Griset
75011 Paris


