
Detail • Albrecht Dürer • Robert Gober • Rembrandt • Piranesi • Käthe Kollwitz • Jacques Bellange • Andrew Raftery   
William Hogarth • Giorgio Morandi • Ten Bamboo Studio • Joseph Kidd • William H. Johnson • James Kelly and more... 

The Global Journal of Prints and Ideas 
January – February 2016

Volume 5, Number 5

US $25







Art in Print    January – February 20162

On Detail
By Susan Tallman

Love is rarely about composition. We    
 may admire the way a diverse set 
of parts comes together into something 
cogent and meaningful—poem, movie, 
print—but love tends to settle on smaller 
things: a turn of a phrase, a melancholy 
tracking shot, a chorus of swelling lines 
that suddenly swerve into a helical twist 
of hair. 

The hair I am thinking of belongs 
to the figure of Phaëton—that ancient 
object lesson on the dangers of giving 
the kids the keys to the car—in Hendrick 
Goltzius’s engraving. The print is widely 
reproduced; its clever structure and tour-
de-force of anatomical perspective are 
familiar to anyone with knowledge of art 
history. Until I was face to face with one 
spectacular impression, however, I had 
never noticed that curl of hair—the way 
it catches and holds the eye, stretching 
time, stopping the inevitable fall onto the 
burning cities below; the way, in fact, it 
changes everything.

This is a serious problem for how 
we discuss and document art: we can 
reproduce ten-foot-high paintings on 
ten-inch-high pages, but the encounters 
that brought us here, to this world where 
images and things collide, are often 
locked in the territory of the tiny.

So this issue of Art in Print is about 
details. We asked 20 artists, curators, 
scholars, collectors and conservators to 
write about a favorite square inch or so of 
an artwork. The selections stretch across 
490 years and three continents; worlds 
tumble outward, wormholes invite us in.

The quest begin with Dürer: examin-
ing the monogram on certain impres-
sions of The Large Cannon (1518), Maik 
Bindewald has identified a new state of 
this well-known work; meanwhile Anton 
Würth, setting out to engrave a copy of 
Dürer’s St. Anthony, finds not forensics 
but philosophy in the saint’s casually 
arranged toes.

The indolent thread traversing the lap 
of Jacques Bellange’s Virgin with Distaff 
(1612–1616) is unwound by Kate McCrick-
ard, while Joseph Goldyne zeroes in on 
the unbothered child that Rembrandt 
placed at the feet of the preaching Christ.

Brian Shure strips down the spare elo-
quence of a 1644 color woodcut from the 

Ten Bamboo Studio in Nanjing, through 
its 1952 recreation. Simon Turner locates 
the genius of Wallerant Vaillant in the 
glint of Johann Philipp von Schönborn’s 
left eye.

Evelyn Lincoln peers into the shadows 
beneath the Ponte Fabrizio in Piranesi’s 
1756 rendering, while David Bindman 
shines a light on William Hogarth’s “line 
of beauty,” embodied by the fluid trajec-
tory of a prostitute’s spittle. 

Christian Rümelin charts the bewil-
dering assiduousness of Johann Gotthard 
Müller’s 1804 engraving after Raphael, 
and Andrew Raftery observes the eerie 
hyper-focus of Agostino Lauro’s 1845 
Engraver’s Daughter. 

Dian Kriz teases out racial anxieties  
implicit in an ambiguous white lump 
in one of Joseph Kidd’s Jamaican views 
(1838–40). Jay Clarke investigates the 
physiognomy of grief in Käthe Kollwitz’s 
Woman with Dead Child (1903). 

Paul Coldwell revisits his first, trans-
formative encounter with a Giorgio 
Morandi etching. Angela Campbell 
examines how materials become mean-
ing in William H. Johnson’s Jitterbug II 
(1941), Guy Stricklin shows how one sec-
tion of a Walter Inglis Anderson linocut 
evokes an entire ecosystem, and Charles 
Dean identifies two brilliant printing 
errors in James Kelly’s 1952 lithograph 
Deep Blue 1.

A chilling detail in Robert Gober’s 
Untitled (1991 for Parkett 27) is the subject 
of Richard Axsom’s essay, while Vincent 
Katz focuses on a mysterious incident 
in Vivien Bittencourt’s photograph of 
Roman ruins. Finally, Faye Hirsch looks 
into a corner of Andrew Raftery’s Open 
House (2004–2998) and discovers social 
history, epistemology and love. 

Roberta Waddell’s selection for the 
Prix de Print—Bill Thompson’s Edition 
(2015)—is serendipitously apt for this 
issue: a work of self-referential, Droste 
effect recursion, in which the detail con-
tains the whole as much as the other way 
round.

In other reviews, Coldwell surveys the 
print career of the British painter Ber-
nard Cohen, and Laura Einstein reveals 
the curious link between Ann Chernow 
and Albert Giacometti. In the News sec-

tion we report on recent prints and edi-
tions in New York and London, the fall 
auction season, new editions, exhibitions 
and publications, and other news of the 
print world.

As art has grown physically larger and  
monetarily more valuable, the distance 
between us and it has grown in the most 
literal of ways. The hangar-like spaces in 
which much contemporary art is shown 
ask us to consider the entirety of even the 
vastest painting at a glance. This kind of 
distance is about drama and efficiency, 
cramming the largest area of sensa-
tion into the smallest possible time. But 
Vladimir Nabokov, the great particular-
ist, argued that literature “consists, in 
fact, not of general ideas but of particular 
revelations,”1 and urged his students to 
“caress the details.”2

The contributors to this issue encour-
age us all to do the same.  

Susan Tallman is the Editor-in-Chief of  
Art in Print. 

Notes:
1. Vladimir Nabokov, Lectures on Literature (New  
York: Harcourt, Brace, Jovanovich, 1980): 116.
2. Nabokov, quoted in Ross Wetzsteon,  
“Nabokov as Teacher,” TriQuarterly 17 (1970):  
245; reprinted in Leland de la Durantaye, Style  
is Matter: The Moral Art of Vladimir Nabokov  
(Ithaca and London: Cornell University Press,  
2007): 100–111.

Previous Page: Hendrick Goltzius, Phaëton 
(1588), engraving, image diameter 32.9 cm. 
Rijksmuseum, Amsterdam.

Right: detail from the curls.
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An Undiscovered State of 
Albrecht Dürer’s Large Cannon 
By Maik Bindewald

Albrecht Dürer’s graphic oeuvre  
 includes some 100 copperplates, 360 
woodcuts, 3 drypoints and 6 iron etch-
ings. The last of the latter is The Large 
Cannon, which is famous not only for 
Dürer’s use of the new technique of etch-
ing but for being an early example of a 
wide panoramic landscape depicted in 
a print. It is unlikely that Dürer etched 
the scene from nature, as Rembrandt 
presumably did at a later date; the print 
is probably based a drawing he made 
around 1517 of the Upper Franconian 
town of Kirchehrenbach near Forchheim 
showing the Ehrenbürg mountain ridge. 

Though suits of armor and harnesses 
had been decorated with etchings as early 
as the mid-15th century, etching on paper 
was still an experimental medium at the 
time Dürer was working. The first per-
son to print etched iron plates on paper 
appears to have been the Augsburg art-
ist Daniel Hopfer around 1500.  (Hopfer’s 
son Hieronymus created the only known 
non-reversed copy of the Large Cannon, 
probably after Dürer’s death.) Dürer’s 
etchings are all executed on iron plates 
because no acid suitable for etching cop-
per had yet been identified.

For an artist, drawing through an acid 
resistant ground with an etching needle 
is far easier than engraving with a burin 
or cutting a block of wood, but the process 
required knowledge of chemistry as well 
as experience with, and a feeling for, the 
strength and duration of the acid bath. 
Iron had advantages and disadvantages: 
its strength enabled very large print runs, 
but rust was a serious problem—even fin-
gerprints can quickly cause rust spots, 
and the surviving impressions of iron 
plates printed on paper appear blotted. 

During printing, the iron plate would 
have been repeatedly covered with damp 
paper and its corners repeatedly handled 
by moist fingers as it was turned and  
repositioned. In the case of The Large 
Cannon, rust marks set in early and be-
came especially problematic in the open 
sky at the upper left around the mono-
gram and tree (Fig.  3). Only a handful 
of good impressions without such rust 
stains exist worldwide (Fig. 1).1 

According to Meder, there are two 
states of this print: the first consisting 
of the rare prints before any rust marks 
appeared (1 a-b), and a second in which 

the rust marks are visible (Fig. 2 and 3) 
with the rust marks (2 a-g). Recently I 
noticed what at first I thought was a newly  
identified historic copy of the print 

Clockwise from top left: Fig. 1. Albrecht Dürer, detail from The Large Cannon (1518), state i/iii.  
National Gallery of Art, Washington, D.C. Fig 2. Albrecht Dürer, detail from The Large Cannon (1518), 
state ii/iii. Rijksmuseum, Amsterdam. Fig 3. Albrecht Dürer, detail from The Large Cannon (1518), state 
ii/iii. Private Collection. Fig 4. Albrecht Dürer, detail from The Large Cannon (impression from plate 
reworked in the period ca. 1600), state iii/iii. Private Collection. 
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(Fig. 4), but which the scholars associated 
with the journal Print Quarterly instead 
suggested was a later impression from 
the original but reworked plate. The size 
of the plate (220 mm x 322 mm) remains 
unchanged, but in the open sky at the 
upper left there are clear differences in 
monogram and year when compared to 
earlier impressions. 

It appears that after Dürer’s death an 
unknown craftsman reworked the iron 
plate, abrading and polishing the surface 
where it had been affected by rust. In the 
course of this work he must have dam-
aged the monogram and the tree so that 
the plate had to be redrawn and re-etched 
in these areas. To do this, the craftsman 
would have traced the image on thin 
paper that was then laid on the plate and 
overdrawn to transfer the image, which 
would then be etched anew.2 

The differences that resulted can be 
enumerated as follows: 

In the monogram in Figure  4, the  
right side of the A forms two lines. It is  
hollow on the inside and has a short 
horizontal line as a base. In the original 

(Fig. 1, 2 and 3) the right side of the A runs 
sharply to a line and has a long horizontal 
line that curves downward at the base.

In Figure 4, between the monogram 
and the lake, the bark of the tree contin-
ues along the sky with fewer indentations 
and a different surface structure. The 
large notch and the gnarled tree trunk 
above the lake are missing.

The rust marks that disfigured the sky 
around the monogram appear in Figure 4 
only as dots and a faint shadow in the 
open sky around the tree and monogram.

I have identified impressions of the 
Large Cannon in this third state at several 
auction houses and art dealers, as well 
as in the collections of the Metropolitan 
Museum of Art, New York; the Museum 
of Fine Art, Boston; the Minneapolis 
Institute of Arts; the British Museum; the 
National Gallery of Scotland and the Bib-
liothèque nationale de France. Of these, 
the Minneapolis impression carries the 
oldest provenance, having once belonged 
to the painter Sir Peter Lely (1618–1680) in 
London (Lugt: 2092). 

Late impressions of the second state 

were printed on watermarked papers 
that Meder dates to around 1600 (Meder 
144, 248 and 352). As the paper in the new 
third state shows no watermarks and the 
print has undergone no further change  
of condition, the terminus post quem  
is assessed to be around 1600 and the  
terminus ante quem of 1680.3 

It is hoped this new discovery will be  
an enriching addition to the prints of 
Albrecht Dürer.  

Maik Bindewald is a firefighter, paramedic and 
collector of old master prints, especially those of 
Albrecht Dürer.  

Notes:
1. Joseph Meder, Dürer-Katalog: ein Handbuch 
über Albrecht Dürers Stiche, Radierungen, 
Holzschnitte, deren Zustände, Ausgaben und 
Wasserzeichen (Vienna: Verlag Gildhofer & Ran-
schburg, 1932), 108.
2. Christine Vogt, Das druckgraphische Bild nach 
Vorlagen Albrecht Dürers (1471–1528). Zum 
Phänomen der graphischen Kopie (Reproduktion) 
zu Lebzeiten Dürers nördlich der Alpen (München 
& Berlin: Deutscher Kunstverlag, 2008).
3. Meder 96.

Albrecht Dürer, The Large Cannon (1518), state ii/iii, iron etching, 21.6 x 32 cm. Rijksmuseum, Amsterdam. (Showing rust marks.)
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St. Anthony’s Toes: Following Dürer’s Line
By Anton Würth

Apostcard of Dürer’s 1519 engraving  
 of St. Anthony at its original size 
has been pinned to the wall near my 
working desk for years, during which time 
I have gradually summoned the courage 
to embark on the old-fashioned exercise 
of copying the print line by line at the 
same scale. Dürer’s work commands my 
respect as an engraver much as the bar 
set for record height commands that of 
a high jumper when he stands before it. 
By closely following the lines of the origi-
nal print, I wanted to understand Dürer’s 
technique and how he used it to visualize 
his idea. That meant following his syntax 
of lines rather than telling my own story 
of his St. Anthony. In the end, of course, I 
had to tell my own story—one that inevi-
tably reflects my own sense of self as an 
artist. 

In the binary system of line engrav-
ing, the spaces between the lines are as 
important as the lines themselves. Laying 
the lines is an abstract act of structuring 
space with minimal means. Whether this 
structure remains abstract or becomes 
the representation of a toe is secondary 
to the initial act of setting the lines. Dür-
er’s line setting is as severe and carefully 
reasoned in the detail as it is vibrant in 
the whole. When a line is starkly exposed 
and no longer in the service of a narra-
tive, it becomes the subject of the artistic 
statement. The line itself becomes the 
narrative. This is a quality from which a 
contemporary artist can learn a lot.

Dürer’s singular line was the prod-
uct of a tiny, lozenge-shaped burin that 
allowed him to engrave with relatively 
little taille—the waxing and waning of 
the engraved line that results from mov-
ing the burin with more or less pressure. 
Through neat and carefully planned lines 
arranged in an elastic and unpretentious 
variety, Dürer established a structured 
vitality that contrasts sharply with the 
rigid conventions employed in French 
17th-century engraving with its extreme 
taille and artificially elaborate execu-
tion—the style William Ivins decried as 
“the tyranny of the rule.”1 Dürer’s tech-
nique is merely the means of expression. 
The intellectual character of the engrav-
ing establishes the essential quality of 

the image, one that might be described 
as conceptual, systematic, delicate and 
precise.

This line setting serves the commu-
nication of visual information. Just as 
a single letter creates a new word in the 
context of other letters, the line consti-
tutes a broader statement only in the con-
text of other lines and spaces. In a text, 
the syntax of the words is responsible 
for the readability of a sentence; in a line 
engraving, the graphic syntax—the con-
stellation and rhythm of lines—consti-
tutes a complex pattern that results in the 
visualization of an idea, whether abstract 
or mimetic in style. The syntactic rules of 
grammar in language are set by common 
agreement. The grammar of graphic syn-
tax is set individually by the artist. Once 
it has been set, however, it must be fol-
lowed. May I call it style?

Ivins observed that Dürer had “worked 
out a system of perspective that resulted 
in a systematic denial of the homogene-
ity of space. Much of the peculiar psycho-
logical quality of his work can be traced 
directly to this. His various figures and 
architectural settings frequently have 
nothing to do with one another and exist 
in different spaces.”2 I find Ivins’s state-
ment intriguing; and in the case of the 
artist’s St. Anthony at least I would con-
firm its validity. 

In the print, Dürer formulates a prop-
osition: St. Anthony sits before the city 

and reads a book. The way Dürer uses his 
means and grammar (aesthetic additional 
value, aesthetic surplus) transforms the 
proposition into a statement that reads: 
St. Anthony sits, centered in himself, at 
one with the world and realms beyond. I 
see St. Anthony’s bodily expression of 
centeredness as pars pro toto, reflected 
minutely in the relaxed position of his 
toes.  

Anton Würth is an independent artist, printmaker 
and book artist. He resides in Germany. 

Notes:
1. William M. Ivins, Prints and Visual Communica-
tion (Cambridge: MIT Press, 1969), 71 forward.
2. Ibid., 65.

Albrecht Dürer, detail from St. Anthony Reading 
(1519), engraving, 9.8 x 14.2 cm. Rijksmuseum, 
Amsterdam.
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Above: Albrecht Dürer, St. Anthony Reading (1519), engraving, 9.8 x 14.2 cm. Rijksmuseum, Amsterdam. Below: Anton Würth, DürerÜbung– 
DürerPractice (2014), engraving on wove paper, 10 x 15 cm. Edition of 24. Courtesy of the artist and C.G. Boerner. 
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Drawing in the Dirt at the Feet of Christ: 
Rembrandt
by Joseph Goldyne

Rembrandt’s etching of Christ  
 preaching (the so-called La petite 
Tombe)1 is a fairly common, though much 
celebrated, print that clearly had wide 
appeal during the artist’s lifetime. It com-
presses the qualities that the more overtly 
theatrical and legendary Hundred Guilder 
Print presents on a far larger stage. I pre-
fer its intimacy, and it has been one of my 
favorite works of art since Ruth Magurn 
and Jacob Rosenberg kindly pondered it 
with me when I was a graduate student at 
Harvard years ago. As an artist I am inter-
ested in how other artists do what they 
do—how they make tried and true, even 
tired, subjects their own and renew them 
through lively technical skill and/or con-
ceptual invention. In the case of Rem-
brandt, though, identifying the means by 
which the result is achieved typically fails 
to fully explain the visual and emotional 
impact of that result.

As a whole, La petite Tombe is valued 
most in its drypoint-rich, “black sleeve” 
impressions, but a technical insight 
to its success is revealed in the “white 
sleeve”  later pulls.2 In these impressions 
the dark, obscuring veil of ink-retaining 
burr has disappeared and the earlier, 
operatic stage set is blasted with a clear 
light that enables the viewer to see the 
unadulterated linear underpinning. This 
unadulterated drawing is the skeleton for 
what might be termed the “stage lighting” 
of the richly contrasted drypoint impres-
sions. Whether veiled in the dark recesses 
created by drypoint or clearly articulated 
in the white sleeve impressions, this capi-
tal effort by Rembrandt offers many areas 
of superlative artistry.

In the artist’s rendition of this most 
serious moment, the passage that has 
always delighted and fascinated me is 
that of the child. How singularly unlike 
the other figures is that young boy lying 
on the ground. All the others are adults, 
standing or sitting rapt in attention and 
attired in garments suggestive of exotic 
biblical lands. These figures occupy and 
compress the space around Christ, giv-
ing his central presence the appropriate 
drama and compositional gravity. But the 

young child whose form terminates the 
arc of concave shadow on the right is pre-
occupied with making or tracing a line 
with his finger in the dirt. Most probably 
the child of someone of the crowd, he has 
been left alone to doodle in the dust; to 
his side lies his little ball of string. He is 
effectively a timeless child, distinguished 
not only  by physiognomy, but by being 
depicted as in his own little world. Rem-
brandt makes his Bible stories human by 
such touches of the quotidian, even in the 
most divine of gatherings. This is a detail 
that, three centuries later, we can easily 
recognize and isolate in a depiction that 
is otherwise imagined as ancient in its 
entirety.

The print employs parallel lines that 
seem surprisingly widely separated and 
coarse  for a work that is relatively  small 
and intended to capture a range of 
intense, though subtly drawn, emotions. 
This treatment  is obvious in the child, 
whose head and right side are in shadow, 
and continues on the ground at the right 
and at the bottom of the composition. It 
is almost as if Rembrandt gave himself a 
stylistic handicap (which he then over-
came, seemingly without effort). Just as 
the boy’s form takes the viewer outward 
from the arc of shadow encircling the 

central event, his apparent obliviousness 
to Christ provides a kind of relief, a little 
chuckle perhaps, as the viewer’s attention 
is also allowed to go off point. It contrasts 
a spiritual moment in an ancient world 
we can only imagine with the ageless and 
familiar private concentration of a child. 
La petite Tombe is one of Rembrandt’s 
supreme graphic efforts in terms of tech-
nique and imagination; in deftly human-
izing his exalted subject he has heightened 
its impact by incorporating a passage that 
paradoxically offers relief from that very 
exhaltation.  

Joseph Goldyne is a painter and printmaker.  
He lives in Sonoma, CA. 

Notes:
1. The print is not simply referred to as Christ 
Preaching because the Hundred Guilder Print  
also shows Christ preaching. The name of Nico-
laes de La Tombe has been attached to the 
smaller print in one form or another since the late 
17th century and it is thought that La Tombe may 
have commissioned the print in the early 1650s. 
The descriptor, “La petite Tombe,” however, really 
owes its use to Edmé François Gersaint, who 
used it in his early catalogue raisonné of Rem-
brandt’s graphic art in 1751. 
2. The terms “black sleeve” and “white sleeve” are 
used to distinguish impressions with rich drypoint 
burr and those without. They refer to the pas-
sage of sleeve of the turban-wearing figure in the 
left foreground. There are of course many other 
areas of drypoint that are also dramatically darker 
in early pulls.

Rembrandt Harmensz. van Rijn, detail from 
Christ Preaching (La petite Tombe) (ca. 1652), 
etching, engraving, and drypoint on laid paper, 
15.5 x 20.8 cm. Image courtesy C.G. Boerner, 
New York.
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Above: Rembrandt Harmensz. van Rijn,  
Christ Preaching (La Petite Tombe) (ca. 1652), 
etching, engraving, and drypoint on laid paper, 
15.5 x 20.8 cm. Image courtesy C.G. Boerner, 
New York. Below: Rembrandt Harmensz. van 
Rijn, Christ Preaching (The Hundred Guilder 
Print) (ca. 1646–1650), etching and drypoint, 
28.1 x 39.8 cm. Rijksmuseum, Amsterdam.



Art in Print    January – February 201612

A Loose Thread and the Virgin’s Lap:  
Jacques Bellange
By Kate McCrickard

Aperfect black line creeps across the  
 image. At points, it passes over 
blank paper alone; elsewhere it can just 
be picked out as it enters into the rigorous 
crosshatching and then tapers off, wound 
around the spindle. Etched over the heart 
of an image, like a meandering crosscut, 
this detail is located in one of the most 
assured prints of Jacques de Bellange 
(ca.  1575–1616). Though he was court 
painter to the ducal court of Nancy from 
1602 until his death, few of his paint-
ings survive and many of his purported 
drawings are spurious. The best evidence 
we have of his oeuvre is found in his 48 
remarkable prints, all undated but nearly 
all signed. 1 

The beauty and technical excellence 
of this particular print belie its Manner-
ist peculiarities:2 curtains are drawn into 
the upper corners of the sheet revealing 
the seated Virgin, a burst of celestial light 
over a recessed window, an angel grasping 
a distaff, balls of wool in a basket, and the 
Christ child, bearing the impish features 
typical of Bellange. All are arranged with 
the measure of a still life. But then there 
is the Virgin’s lap. Massively sculptural, 
it exists apart from its owner, providing 
a brightly lit shelf on which the angel 
props his elbow to steady the distaff. The 
angel has no lower body. The Virgin has 
no stool. Her immense right arm hangs 
down as if heavy with its own weight. A 
slice of foot peeps out. 

Bellange’s world was the court. His 
etchings delight in feminine elegance, 
elaborate footwear, and fabulous, grav-
ity-defying hairstyles (pinned high to 
reveal the nape). Languidly sexual figures 
garbed in transparent clothing proffer 
navels, breasts and nipples (and that is 
just the men). Monumental women (usu-
ally the Virgin) are seen seated from the 
side. He demonstrates an intuitive bril-
liance for the boundaries given by the 
plate, unexpectedly cropping halos and 
plumes at the top, nudging curls of bouf-
fant hair against edges or thrusting a 
heel or a toe to delicately touch the lower 
plate mark. Drapery is constructed and 
stretched, employed like furniture, to 

support and enclose figures. The dimple 
fascinates—he places it freely on elbows, 
chins and knees. He exaggerates the 
suprasternal notch and the shadowed 
socket of the eye, transforming these 
concavities into velvety hollows, points of 
dark focus that make dramatic tonal con-
trasts and almost dappled effects when 
bounced against areas of white. 

He was revered in his lifetime, but less 
than a century after his death, the Pari-
sian print connoisseur Pierre-Jean Mari-
ette (1694–1774) described his manner as 
“licentious … completely removed from a 
proper style, deserves great distrust … one 
cannot bear to look at [his works], so bad 
is their taste.” (Mariette does begrudg-
ingly offer that The Virgin and Child 
with Distaff and an Angel is “not without 
merit.”)3 Bellange was omitted entirely 
from François Courboin’s Histoire illustrée 
de la gravure en France (1923–29), but other 
20th-century historians found his etch-
ings fertile ground for interpretation. 
Some identified a spiritual dimension 
(a standard take on Mannerism’s twist-
ing forms) while others went for more 

psychosexual dissections: Erica Tietze-
Conrat deemed Bellange “perversely 
sexual”4 and J-R. Thomé alluded to the 
artist’s “combat avec le démon.”5 Unwrit-
ten opinion openly assumed the artist’s 
homosexuality.6  

Though there is no evidence his 
images were found disturbing at the time, 
contemporary viewers remain startled by 
baffling single figures seen explicitly from 
behind such as Melchior from The Three 
Magi suite and Saint James the Lesser from 
the set known as Christ and the Apostles. 
And even given the style and taste of 
the age, his near-diabolical, intersexual 
Saint John the Evangelist surely stands 
among the most troubling depictions 
of that figure in art history. Bellange is 
often seen as the last ingenious gasp of 
Northern Mannerism; Bartholomeus 
Spranger (1546–1611) and Aegidius Sadeler 
(ca.  1560–1629) provided the platform 
from which he leapt, but his was the more 
extraordinary art.

No one can question Bellange’s tech-
nical daring. He built on Ventura Salim-
beni’s (ca. 1568–1613) combination of 
stippling and crosshatching.7 The sfumato 
roundedness of flesh, seen here clearly on 
the angel’s left arm, is built exclusively 
through stippling—gradations of etched 
dots sometimes reinforced with accents 
from the burin. Surrounding areas were 
etched with decisive layered crosshatch-
ings requiring multiple passes in the acid 
bath to build up the blacks. But how did 
he etch that uninterrupted line across 
The Virgin and Child with Distaff and an 
Angel? How does it sit on top of areas of 
deep crosshatching and glide onto bare 
paper without variation in texture? 

The Virgin guides the thread as it falls 
from distaff to spindle, taking the artist’s 
line and the pictorial wit of the image 
into the palm of her hand. Bellange is 
thinking through etching, conceiving 
through line and showing us just what it 
can do.  

Kate McCrickard is an artist and writer based 
in Paris. 

Jacques Bellange, detail from La Vierge au 
fuseau avec un ange (The Virgin and Child 
with Distaff and an Angel) (ca. 1612–16),  
etching and stipple, 25.5 x 18.6 cm. Etched 
inscription: Bellange. Fecit. Walch’s 2nd state. 
Private collection.
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Jacques Bellange, La Vierge au fuseau avec un ange (The Virgin and Child with Distaff and an 
Angel) (ca. 1612–16), etching and stipple, 25.5 x 18.6 cm. Etched inscription: Bellange. Fecit. Walch’s 
2nd state. Private collection.

Notes:
1. The chronological ordering of Bellange’s prints 
by style and technique remains inconclusive. 
However, his first foray into etching can be dated 
ca.1610/1611, meaning that his entire printed 
oeuvre was produced in the few years before his 
death in 1616. See Nicole Walch, Die Radier-
ungen des Jacques Bellange. Chronologie und 
kritischer Katalog (Munich: Antiquarin Robert 
Wolfle, 1971), 152. Walch was the first to detect 
Bellange’s hand on the tenth plate of The Entry 
of Henri II into Nancy from the set of prints known 
as the Pompe funèbre de Charles III, surmising 
that Friedrich Brentel (1580–1651), the Alsatian 
etcher in charge of the project, left an open space 
for Bellange to complete the drawing of himself 
riding with the gentlemen of la maison de son alt-
esse in the King’s entry procession.
2. Sue Welsh Reed cites Federico Barocci’s 
(1526–1612) The Annunciation, etched after his 
own painting of 1582–4, as a compositional model 
for this particular print. See Amy N. Worthern/Sue 
Welsh Reed, The Etchings of Jacques Bellange 
(New York, Boston, Des Moines: Des Moines 
Art Centre, Museum of Fine Arts, Boston, The 
Metropolitan Museum of Art, 1975). Quoted in 
Anthony Griffiths and Craig Hartley, Jacques Bel-
lange: Printmaker of Lorraine (London: The British 
Museum Press, 1997), 63.
3. Pierre-Jean Mariette, Abecedario, notes manu-
scrites, 1853, quoted in French in Jacques Thuil-
lier, Jacques de Bellange (Rennes: Musée des 
Beaux-Arts, 2001), 96. English translation in 
Griffiths and Hartley, 9.
4. Erica Tietze-Conrat, Der Franzözisische Kup-
ferstich der Renaissance (Munich: Kurt Wolff Ver-
lag, 1925).
5. J-R. Thomé, “Jacques de Bellange ou le com-
bat avec le Demon,” Le Courrier Graphique 3, 
no. 14 (1938).
6. Griffiths and Hartley, 43 and note 127.
7. Ibid., 63
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A Chinese Letter Paper from 1644 (and 1952) 
By Brian Shure 

This is a detail of a Chinese wood- 
 block print titled Burning Debts  
(焚券). It is the central portion of the first 
print in the fourth and final volume of a 
catalog, Ten Bamboo Studio Collection of 
Letter Papers, first published in 1644 by Hu 
Zhengyan at his stationery store in Nan-
jing, one of the earliest full-color, printed, 
illustrated book projects in the world.1 
To be precise, however, what is actually 
reproduced here is a digital file of a photo-
graph of a woodcut facsimile of that 1644 
publication that was printed in 1952 by 
Rongbaozhai—a 300-year-old stationery 
store in Beijing with an in-house wood-
block-printing studio. It is the facsimile I 
am looking at as I write.

This particular image is more austere 
than many in the catalog; it has none of 
the embossing or modulated color that 
has, over the centuries, brought these tiny 
prints great renown. Most of it is nega-
tive space—empty paper—yet I find the 
tangled web of lines powerful, modern 
in a minimal, almost abstract way. And 
the subject is startling: it appears these 
very catalogs are burning. Paper is tradi-
tionally considered sacred in China—it is 
one of the “four treasures” of the schol-
ar’s study—so an image of paper being 
consumed by flames is clearly transgres-
sive. The supple, off-white paper—a 
close descendent of the first paper in the 
world—is made from a pulp of bamboo 
and straw fibers mixed with the inner bark 
of the blue sandalwood tree. The unsized 
sheets are sensuously soft yet extremely 
durable. The watery ink is identical to that 
used in brush painting and little pressure 
is required to transfer it to the absorbent 
paper. As a result, these delicate lines can 
hold up for hundreds of impressions with 
no visible wear.

The sinuous orange, red and warm-
black lines representing smoke and flame 
are extremely fine, like threads thrown 
down on the paper, and gently taper at 
each end. The lines that depict the burn-
ing sheaves of papers (documents of 
indebtedness that refer to an old legend) 
are equally delicate, but have a different 
character. With a magnifying glass I can 
see they are printed from a separate block 
with a cooler, more-intense black ink. 
Unlike the threads of flame and smoke, 

these lines exhibit the characteristics of 
fine brushwork, with strokes that end 
in a broadened, chiseled cut like a serif. 
There is a section near the lower right of 
our detail where the two different kinds 
of lines overlap. The “transformer” (the 
craftsperson who translated the original 
painted model into images to be cut into 
blocks) has untangled the painted lines for 
the carver so as not to diminish or confuse 
their differing qualities. The carver would 
have pasted the thin paper containing the 
lines traced by the transformer from the 
painting—or in the case of the facsimile, 
the earlier print—face down on the block. 
The use of two black blocks was practical 
since the douban (literally, “bean [sized-] 
blocks”) system of small blocks had been 
developed by the early 17th century to 
enable the precise inking and registration 
of multiple colors, an innovation unique to 
the Chinese woodblock process.

This past summer I worked as an 
apprentice with the transformers, carvers 
and printers at Rongbaozhai and learned 
that these lines were cut into hard pear 
wood. The knife used to cut the blocks 

(also unique to the Chinese woodblock 
process) has a thin crescent-shaped cut-
ting edge and can swivel with ease as 
it cuts along a curved line. Pressure is 
exerted by the right thumb pushing at 
the top of the steel shaft, while the fin-
gers placed around the handle pull back, 
moving the blade towards the carver. 
The left thumb, placed just above and 
behind the sharpened crescent, leads the 
cutting edge through the dense fibers of 
the block. The master carver guides the 
knife along the transformer’s lines with 
the same energy and flow that a Chinese 
artist transfers from breath, to hand, to 
upright brush when painting. 

As with the other 284 known images 
from this catalog, there is a story behind 
Burning Debts, in this case the parable “A 
Crafty Rabbit Has Three Burrows,” but 
my interest as a printmaker is primarily in 
the clarity and resourcefulness with which 
that story is transmitted visually. It has 
been argued that the technical achieve-
ment of the original publication has never 
been surpassed, though the brilliant use 
of these techniques in ukiyo-e prints 

Unknown artist, detail from Burning Debts (焚券) (1952), muban shuiyin (Chinese watermark  
woodblock) on Xuan Zhi, page size 31.2 x 21.2 cm. Reproduction of the 1644 print published by  
Hu Zhengyan, Nanjing. 
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“understandably overshadowed later Chi-
nese color printing in foreign writings.”2  
Jan Tschichold considers the 1952 publica-
tion “an incomparably perfect facsimile; 
the best book of modern times anywhere,” 
a sentiment that doesn’t preclude the supe-
riority of the first editions.3  I say first edi-
tions because the surviving catalogs from 
1644–45—the National Library in Beijing 
has five sets—are not identical: different 
blocks were sometimes used for the same 
image, the placement of the calligraphy 
and image were sometimes altered. There 
is no single “definitive” version unless, per-
haps, it is this very 1952 edition. 

The scholar who has done the most 
thorough research on these letter paper 
catalogs, Suzanne E. Wright, observes that 
“being familiar with these types of books 
through the  … fine printed facsimiles 
raises your expectations to the point that 
seeing the originals can be a bit disap-
pointing! The paper is usually discolored 
to some extent, the colors have faded.”4 
Having studied both the original and 
modern editions, I concur. From my per-
spective as a painter, printmaker and mas-
ter printer, the 1952 woodblock facsimiles 
are supreme examples of the art of paper-
making, book production, carving and 
printing; they are extraordinary works of 
art in their own right. This little print of 
burning paper is a consummate expres-
sion of both brush and ink handling and of 
the printer’s art.  

My thanks to Chen Ming 陈铭, Rongbaozhai 
Woodblock Shop Leader; Suzanne E. Wright, 
who researched the fascinating history of these 
letter papers; my research assistant Laura Post 
who enabled my apprenticeship at Rongbaozhai; 
Kathan Brown and Soren Edgren, who gener-
ously opened the magical world of Chinese prints 
for me, and to the Rhode Island School of Design 
for supporting my research in China.

Brian Shure is a painter and master printer. He 
is Assistant Professor and Graduate Program 
Director in the Printmaking Department at Rhode 
Island School of Design. 

Notes:
1. Letter papers were sold as stationery for writ-
ing epistles; the letter writer would select a printed 
image that alluded in some way to the content of 
the letter or the relationship between sender and 
recipient. That said, there is currently only one 
known example of a Ten Bamboo Studio letter 
paper with a letter written on it. This fact, and the 
existence of another letter that mentions look-
ing at the catalog, have led Suzanne Wright to 
speculate that the catalogues were objects used 

to demonstrate sophistication, much like contem-
porary coffee table books. 
2. James Cahill, “Chinese Painting: Innovation 
after ‘Progress’ Ends,” in China, 5000 Years, Inno-
vation and Transformation in the Arts (New York: 
Solomon R. Guggenheim Foundation, 1998), 
186–87.
3. Jan Tschichold, Chinese Color Prints from the 

Ten Bamboo Studio (New York: McGraw Hill, 
1972), 52.
4. Quotes from Suzanne E. Wright, private com-
munication. See also: Suzanne E. Wright, “Luox-
uan biangu jianpu and Shizhuzhai Jianpu: Two 
Late-Ming Catalogues of Letter Paper Designs,” 
in Artibus Asiae 63, no. 1 (2003): 69–115 and 
117–122. 

Unknown artist, Burning Debts (焚券) (1952), muban shuiyin (Chinese watermark woodblock) on Xuan 
Zhi, page size 31.2 x 21.2 cm. Reproduction of the 1644 print published by Hu Zhengyan, Nanjing. 
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The Beauty of Line and Spit in William Hogarth
By David Bindman

Hogarth’s series of “Modern Moral  
 Subjects”—Harlot’s Progress, Rake’s 
Progress and Marriage A-la-Mode—have 
always been admired for their vivid  
storytelling. As he said himself they were 
like plays, with each painting or engrav-
ing the equivalent of an act in a theatrical 
performance. The story in each series is 
told through a mass of detail; respond-
ing to the engravings can be a pleasurable 
process of deciphering the clues to each 
character and his or her eventual fate.  
But Hogarth’s literary admirers, who 
were numerous from his own time, 
tended to miss the visual nature of so 
much of his humor.

The detail I have chosen comes from 
a scene in which the Rake, recently come 
into money, enjoys a dissolute night on 
the town, ending in a notorious brothel 
in Drury Lane. He is shown lying back 
complacently, unaware that one of  
the prostitutes is filching his wallet.  
Hogarth captures completely the rowdi-
ness of the scene, full of intimations that 
the semblance of order is about to be 
shattered. One of the many witty clues 
to this is given by a small visual moment.  
A prostitute left of center seated behind 
the table, clutching a bottle, deliberately 
spits a stream of gin in the direction of 
another prostitute further down the 
table, who is threatening her with a knife. 
The jet of spit is a single line that curves 
gently from the attacker’s mouth, widen-
ing out as it nears the target, to hit the 
latter’s face.

The peculiarly Hogarthian wit lies in 
the very elegance of the line of spit as it 
flies between the two women. On the one 
hand it is a disgusting projectile, on the 
other hand its graceful curve looks for-
ward to the artist’s idea of the “line of 
beauty,” which, he argues in his 1753 book 
The Analysis of Beauty, lies behind the 
greatest works of antiquity. Only  
Hogarth could evoke in a single line both 
a revolting human gesture and an ele-
vated aesthetic principle.  

David Bindman is Emeritus Professor of  
the History of Art, University College London  
and Fellow of the Hutchins Centre, Harvard 
University.  

William Hogarth, Plate 3 from A Rake’s Progress (1753), etching and engraving, 35 x 40.4 cm.  
British Museum, London. ©Trustees of the British Museum. Above: detail. 
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The Left Eye of Johann Philipp von Schönborn
By Simon Turner

The versatile artist Wallerant Vaillant  
 (1623–1677) was a brilliant portrait-
ist. In his 1658 etching of Johann Philipp 
von Schönborn (1605–1673), the left eye 
is made utterly convincing through the 
old trick of using a highlight in the black 
pupil to animate the sitter. Vaillant evi-
dently had complete command of the 
etching needle, and the tiny dots, flecks 
and short lines are all applied manually 
rather than with a roulette tool. 

The portrait of the Archbishop-Elector  
of Mainz, an eminent statesman in the 
service of the Holy Roman Empire, is 
both a piercing likeness and a fascinat-
ing technical study. It is overwhelmingly 
dark, apart from the face and white col-
lar, and is executed in an unconventional 
way, somewhat resembling the prints 
of the French printmaker Jean Morin 
(1605/1610–1650). The stippling tech-
nique anticipates by approximately 100 
years the stipple prints by Francesco Bar-
tolozzi and his followers and is also just 
steps away from the realization of a new 
technique that did not require lines—the 
mezzotint. The background is a mesh of 
dense, crosshatched lines, and the mod-
eling of the face comprises tiny dotted 
marks, whereas the buttoned tunic was 
modeled with the engraver’s burin. 

The cool gaze of the sitter and overall 
quality of the portrait indicate that it was 
executed from life, albeit based on a prior 
drawing. There is a related pastel in the 

Fogg Museum1 executed in 1658 in Frank-
furt when Schönborn was attending the 
ceremonies surrounding the appoint-
ment of Emperor Leopold I. Vaillant was 
also present and was kept busy drawing 
black and white pastel portraits of the 
dignitaries, all with an uncanny resem-
blance to mezzotint prints. A group of 
these are preserved in the Kupferstich-
Kabinett in Dresden. It is no coincidence 
that Prince Rupert was also in town and 

that the invention of the mezzotint 
proper was to follow shortly.  

Simon Turner is a print scholar and Hollstein 
compiler and editor. 

Notes:
1. Wallerant Vaillant, Johann Philipp von Schön-
born, Archbishop of Mainz (1658), black and 
white chalk and yellowish-white pastel on paper. 
Harvard Art Museums/Fogg Museum, Gift of Ian 
Woodner. 1986.610. http://bit.ly/1RAVvr8. 

Wallerant Vaillant, detail from Portrait of Johann 
Philipp von Schönborn, Archbishop-Elector of 
Mainz (ca.1658–1677), etching, 30.5 cm x 22 cm.  
Rijksmuseum, Amsterdam.

Wallerant Vaillant, Portrait of Johann Philipp von Schönborn, Archbishop-Elector of Mainz 
(ca.1658–1677), etching, 30.5 cm x 22 cm. Rijksmuseum, Amsterdam.

http://bit.ly/1RAVvr8
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Finding Rome in Piranesi’s Rome
By Evelyn Lincoln

Giovanni Battista Piranesi’s views of  
  Rome form a dramatic repository  
of the city’s ancient monuments. The 
crumbling palaces, ruined gardens, 
modified arches, broken aqueducts and 
patched-up bridges, with their labeled 
parts and explanatory legends below, 
have been a reference point for how 
Rome looked in the 18th century, and a 
guide to how to look for ancient Rome in 
its modern form. But looking for Rome 
in Piranesi’s etching of the Ponte Fab-
rizio1 I have chosen to ignore his obvious 
guidance and instead lose myself in the  
flotillas of lines, thick and long, that  
swim parallel to the text at the bottom of 
the image. Wormlike dashes flow together 
and drift apart as they loop around brick 
and stone. They rise up like the whorls of 
a colossal fingerprint pressed inky and 
hard at the edge of the second arch of the 
massive stone bridge, whose dignity, arti-
fice and engineering are declared through 
the even, upright hatching that shades its 
underside. In certain places, however, 
these regularly spaced lines of shadow, 
which separate and come together in 
ever-varying combinations, take on a 
different character. They become cages 
for forms that move inside them: spirals 
shape limbs and torsos, and undulating 
cylinders show us a muscled arm extend-
ing its force through a straight diagonal 
stick that pokes at a pile of barnacled 
bricks. These shape-catching lines signal 
human presence, darkening the edges in 
a curving frame that flirts with, but stays 
clear of, the popular form of the pictur-
esque vignette. 

Art historians have been uncomfort-
able calling these figures staffage, the word 
for the generic people whose presence in 
identifiable costume, or engagement in 
obvious quotidian activities, confirm a 
field as a farm, or a square as a market. 
Piranesi’s human figures are not always 
easily identifiable, nor do they reliably 
engage in expected activities. In the dark 
shadow we see a gawky hat that shades a 
jutting chin and a high cheekbone, while 
allowing a glimmer of white to highlight 
a long, straight nose. It is almost impos-
sible to read this as four white and four 
black lines, so strongly does the hat make 

us want to see a face. Two shapely legs 
jammed on top of a stack of bricks sup-
port the figure as he pokes a long stick 
at the bottom of the pile with energy 
but no discernible purpose. Because the 
cascade of verticals that partly hides the 
legs is interrupted by the top of a diago-
nal sword, we read his outfit as a military 
uniform, which helps us to identify the 
shape of the peculiar hat. 

To the right, a large eel net, grass 
bulging in its wire mesh, dangles from 
another diagonal pole, roughly paral-
lel to the soldier’s staff. It is balanced on 
the shoulder of a fisherman who lifts it 
above the marshy vegetation that signals 
the Tiber’s banks. No amount of peering, 
however, makes these fronds belong to 
a plant growing at the river’s edge; they 
must be remnants of an uprooted palm 
tree beached after one of the Tiber’s leg-
endary floods. This evidence of nature’s 
violence makes the water’s placidity 
seem more deceptive, the lines seem to 
wiggle faster. The fisherman’s wet shirt, 
wrapped tightly around his body, contin-
ues through the pole, interrupting by a 
single line along the top of his shoulder 
the highlight that should have run con-
tinuously along the shaft. Noticing it, we 
come up against evidence of the etcher’s 
inattention, or dim light, or the lack of a 

magnifier. In choosing to ignore that sin-
gle line, or in accepting it as an accident 
of making, we assert the act of purposeful 
looking, as interpreters of marks.  

So what do we see? A fisherman with 
a transparent pole and a grass net, a sol-
dier ill-dressed for scrambling on slippery 
bricks, casting his reflection on the water 
flowing along with the caption at the 
bottom of the print. The words explain 
that this is the Ponte Fabrizio, which has 
been renamed and stripped of the ancient 
ornaments that once made it grand, that 
the restorations in brick lack the ancient 
travertine, that the modern parapets 
ruined the imperial inscriptions, that 
nothing that was added later equaled its 
original beauty, and that during the most 
recent Holy Year (1750) the swelling of the 
river had carried away parts of the gigan-
tic stone pier. Piranesi catalogues these 
losses and depredations, each marked 
with a letter or a sign in the image and 
identified in the caption.

The people who populate, take care of 
and invade the city, who chip away at it or 
despoil it of fish, are fashioned from the 
same marks that make up the bricks and 
rubble that Piranesi analyzes with such 
technical curiosity in his texts. They are 
reflected as shadows on the relentlessly 
moving Tiber, the still headstrong river 

Giovanni Battista Piranesi, detail from Ponte Fabrizio, plate XVI, Tom. IV from Le Antichità Romane 
(1756), etching, 39.5 x 60 cm. Rijksmuseum, Amsterdam.
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the Dutch hydraulic engineer Cornelius 
Meyer had promised the pope, many years 
before, that he had tamed and returned 
to him with a leash around its neck.

The lone soldier noodling around 
in the bricks beneath the smooth-cut 
Roman stones, the fisherman lifting his 
intricately woven trap of humble grass, 
the parade of aristocrats, hay wagons, 
hoodlums and clerics above who use the 
bridge as it was meant to be used, carry on 
in the outskirts of Piranesi’s focal points, 
between the A and the B, around the C 
and the D. The quivering eel-rich waters, 
the ancient bridges, the endless wars and 
petty conflicts, the urge to build and to 
preserve, the need to get on with things 
in the face of time and nature—Piranesi 
includes all this in, and as, the shadows. 
The erosive force of the river (E), the igno-
rance of restorers (*), ineffective rules and 
discrimination (I), degrade the city along 
with the failure of the ancient institu-
tions that produced this bridge: religion, 
armies and government all failed to har-
ness either the Tiber or time. As we read, 

Evelyn Lincoln is Professor of the History of  
Art & Architecture and Italian Studies at Brown 
University.   

Notes:
1. Veduta del Ponte Fabrizio oggi detto Quat-
tro Capi, Plate XVI, from vol. IV of Le antichità 
romane (Rome: 1756).
2. Nouveau venu qui cherches Rome en Rome, / 
Et rien de Rome en Rome n’apperçois, / Ces 
vieux palais, ces vieux arcz que tu vois, / Et ces 
vieux murs, c’est ce que Rome on nomme / [...] 
Le Tybre seul, qui vers la mer s’enfuit, / Reste 
de Rome. O mondaine inconstance! / Ce qui est 
ferme, est par le temps destruit / Et ce qui fuit, 
au temps fait resistence. Joachim du Bellay, Les 
Antiquitez de Rome (1558), translation mine. 
French original at: http://gallica.bnf.fr/ark:/12148/
bpt6k71123k/f4.image, consulted 29 October 
2015.

our eyes moving with the river’s flow 
at the bottom of the print, we hear, and 
perhaps experience ourselves, the famous 
words of Joachim du Bellay:

Newcomer who looks for Rome in 
Rome,

And nothing of Rome in Rome  
perceives,

These old palaces, these old arches 
that you see, 

And these old walls, are what men 
call Rome.

[...] Only the Tiber, that flows to  
the sea,

Remains of Rome. O, inconstant 
world!

That which stands firm, is by time 
destroyed,

And what flows, resists time.2  

Giovanni Battista Piranesi, Ponte Fabrizio, plate XVI, Tom. IV from Le Antichità Romane (1756), etching, 39.5 x 60 cm. Rijksmuseum, Amsterdam.

http://gallica.bnf.fr/ark:/12148/bpt6k71123k/f4.image
http://gallica.bnf.fr/ark:/12148/bpt6k71123k/f4.image
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The Divinity of Detail: 
Raphael and Johann Gotthard Müller
By Christian Rümelin

During the 18th century, regular dis- 
 cussions about prints occurred 
between engravers and the people com-
missioning the work, mostly about over-
all appearance and quality of execution 
and/or the terms of payment.1 One case, 
however, stands out for what it reveals 
about the visual interpretation of one of 
the most praised artworks of the time—
Raphael’s Madonna della Seggiola (1513–
1514)—and because of the light it sheds 
on the minute observations, comparisons 
and modifications that went into ambi-
tious reproductive engraving. 

In April 1794 Johann Gotthard Mül-
ler, a renowned academic engraver from 
Stuttgart, wrote a critique of Raphael 
Morghen’s engraving after the painting, 
which had been published the previous 
year. A few years later, when Müller was 
himself commissioned to reproduce the 
Madonna della Seggiola, he corresponded 
closely with his son, Johann Friedrich 
Wilhelm—later a well-known academic 
engraver in his own right—on the cor-
recting of three trial proofs.2

Müller’s first examination of Mor-
ghen’s print took place before he came to 
know the painting itself, but he criticized 
Morghen’s manner of representing hair 
as mechanical and his treatment of the 
garments with small dots, rather than a 
variety of lines, as monotonous.3 Mor-
ghen’s image, however, set the standard 
against which Müller would compete 
when, during an 1802 sojourn in Paris, he 
was asked to reproduce the same painting 
for the Musée français. Before returning to 
Stuttgart Müller made some sketches of 
the painting to supplement the drawing 
by André Dutertre that the publishers4 
had provided. 

In December 1803 Müller sent the 
first trial proof to his son Friedrich in 
Paris. Two further proofs followed over 
the summer. Though Friedrich was 
obviously proud of this father’s work, 
he took the task of improving the print 
seriously and responded with open and 
well-observed criticisms. In a letter dated 
January 1804, Friedrich emphasized 
that the overall appearance had been 

acclaimed by the publishers and other 
engravers,5 but made some general sug-
gestions: he thought certain hatchings, 
such as those on Saint John’s left cheek, 
should be more curved while the ones 
on the Virgin’s sleeve should be engraved 
with greater elegance; one of Saint John’s 
fingers seemed wrong and the forearm of 
Jesus appeared too heavy; most impor-
tantly, the circle around the image should 
be enlarged to provide more space above 
the head of the Virgin. 

When a new trial proof was made and 
sent, Friedrich replied with a degree of 
detail that borders on the extreme.6 He 
starts by saying that examining the print 
gave him immense pleasure but that—
probably out of jealousy—the draughts-
man Dutertre remarked that the Virgin 
seemed to squint. Friedrich disagreed, 
but observed that the left inner eyelid was 
slightly too closed against the nose; this 
effect might disappear if the outline of 
the nose were rounded. Although the left 
foot of Jesus was marvelously engraved, 
the knuckle of the left index finger of 
the Virgin was far too high and should 
be lowered and the fingernail should be 
shorter. At the middle finger the finger-
nail should not reach the fingertip at all. 
The right thumb of Saint John was too 

small, as seen in profile. Concerning the 
curl over the veil, Friedrich suggested 
that the light was too close to the curl’s 
shadow, resulting in a loss of volume. 

A few days later, Friedrich, accompa-
nied by the print’s publishers, was able 
to compare the print with the original 
painting. This visit resulted in several 
pages of astonishingly minute observa-
tions that addressed details ranging from 
the angle of the hairline to the form of 
fingernails, wrinkles, lips, tip of the Vir-
gin’s nose; to the form and distribution 
of tiny shadows, eyes and eyelids; to a 
suggestion that a fine line should occa-
sionally be used between bolder ones (in 
particular for the dress on the thigh of 
the Virgin). To underline and clarify his 
points, Friedrich touched up the proof 
and returned it to his father. 

In September, when Friedrich received 
the third trial proof, he first criticized 
the printer for using too much ink and 
not stirring it enough to obtain a homog-
enous paste.7 He then took up specific 
points, referring again to the light on 
the thigh of the Virgin, the cheeks of 
Jesus and St. John, the lips, and some tiny  
shadows that appeared either too strong 
or too weak. 

This rare discussion between two pro-

Left: Johann Gotthard von Müller, detail from La Madonna della Sedia (late 18th–early 19th century), 
engraving. ©Victoria and Albert Museum, London. Right: Raphael Morghen, detail from La Madonna 
della Sedia (late 18th–early 19th century), engraving, plate 42.3 × 36.5 cm, sheet 64 × 50 cm. Harvard 
Art Museums/Fogg Museum, Gift of William Gray from the collection of Francis Calley Gray, G2760. 
Photo: Imaging Department ©President and Fellows of Harvard College.
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fessional academic engravers illuminates 
the criteria of appreciation they employed 
and the meticulousness with which they 
adjusted the image to achieve the final 
result. The competition was set when 
Morghen published his version, and 
clearly the whole discussion aimed to 
surpass him, with a more accurate, 
detailed and harmonious print. This aim, 
to judge by contemporary reactions, was 
fully met.  

Christian Rümelin is Keeper of Prints and  
Drawings at the Musée d’art et d’histoire in 
Geneva. 

Notes:
1. Many of these contracts have been published in 
the past. For a general overview see: Robert Ver-
hoogt, Art in Reproduction: Nineteenth-century 
Prints after Lawrence Alma-Tadema, Jozef Israëls 
and Ary Scheffer (Amsterdam: Amsterdam Uni-
versity Press, 2007), especially chapter 2.
2. For a more detailed discussion, the older litera-
ture and all sources see my remarks in Christian 
Rümelin, Johann Gotthard Müller (1747–1830) 
und das Stuttgarter Kupferstecherei-Institut:  

mit einem Werkverzeichnis der Druckgraphik von 
Johann Gotthard Müller (1740–1830) und Johann 
Friedrich Wilhelm Müller (1782–1816) (Stuttgart: 
Thorbecke, 2000), 64–67 and cat. 30. 
3. See the letter by Müller to the Nuremberg-
based publisher and print dealer Johann Fried-
rich Frauenholz, dated 18 April 1794 (Freies 
Deutsches Hochstift, Frankfurt, reference 3746). 
4. Pierre Laurent and Louis Nicolas Joseph Rob-
illard-Péronville.
5. See the letter by Johann Friedrich Wilhelm to 
his father, dated 2 January 1804 (State Archives, 
Stuttgart, reference J 50 Büschel 55).
6. See the letters by Friedrich to his father, 
dated 11 July 1804 and 31 July 1804 (both State 
Archives, Stuttgart, reference J 50 Büschel 55). 
Both letters are several pages long. 
7. See the letter by Friedrich to his father, dated 
22 Sept 1804 (State Archive, Stuttgart, reference 
J 50 Büschel 55).

Left: Johann Gotthard von Müller, La Madonna della Sedia (late 18th–early 19th century), engraving. ©Victoria and Albert Museum, London. Right: Raphael 
Morghen, La Madonna della Sedia (late 18th–early 19th century), engraving, plate 42.3 × 36.5 cm, sheet 64 × 50 cm. Harvard Art Museums/Fogg Museum, 
Gift of William Gray from the collection of Francis Calley Gray, G2760. Photo: Imaging Department ©President and Fellows of Harvard College.
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A Bit of Something White in Joseph Kidd’s 
Jamaican View
By K. Dian Kriz

The colored vignette is over 15 inches  
 high, centered on a page with gener-
ous borders. So why is the subject of the 
“meaty” detail in the middle of the fore-
ground so hard to identify? It is small, but 
not that small. And might this illegibility 
actually promote rather than impede the 
process of interpretation? That is what 
I am suggesting in this brief examina-
tion of a prominent but hard to decipher 
detail of Joseph Kidd’s Palm and Banana 
Trees, a plate from his lithographic series 
Illustrations of Jamaica in a Series of Views 
Comprising the Principal Towns, Public 
Buildings, Estates, and Most Picturesque 
Scenery of the Island (London, 1838–40). 

The palms and banana trees of the 
plate’s title physically dominate the 
scene, but the viewer’s eye is quickly 
drawn to the tightly composed group of 
two turkey vultures and a white animal 
on which they are feeding. The white prey 
is almost luminescent, yet it is difficult to 
determine whether it is a whole animal or 
a fragment. Although we can easily make 
out the predators’ red heads, large hooked 
beaks and feathers, it unclear whether the 
white animal is a bird or a mammal. The 
talons of the nearest vulture gripping 
the animal’s body are easily discerned, 
but neither the shape of the prey nor the 
faint marks within its body deliver use-
ful taxonomic information. This ambi-
guity stands in sharp contrast to John 
James Audubon’s widely known print of 
vultures, which likely served as a point of 
departure for Kidd’s composition. 

Birds of America had been published 
two years earlier in London, by the West 
Indian–born Audubon, and features 
images of many predatory birds and their 
prey. Kidd, who had previously worked 
with Audubon, may have hoped that his 
trans-Atlantic readership, composed of 
consumers of lavishly illustrated nature 
and travel books, would make the con-
nection between his own scene of animal 
predation and those of the period’s most 
successful New World ornithologist and 
natural history illustrator.1 Kidd’s Jamai-
can vignette pointedly echoes Audubon’s 
plate of two black vultures with the head 
of a white-tailed deer. Kidd’s composi-

tion lacks the complexity and finesse of 
Audubon’s but it recalls the earlier image 
in the boldness of the avian forms, sil-
houetted against a light background, and 
in the compressed grouping in which one 
raptor, its foot on the victim, overlaps the 
body of the other. Given these similari-
ties, the high level of detail in Audubon’s 

delineation of the deer’s head, seen in the 
whiskers, eyelashes and the individual 
hairs of the fur, makes the indecipher-
ability of the prey in Kidd’s image all the 
more striking.

In his popular Ornithological Biogra-
phy, which offered extensive discussions 
of the species represented in Birds of 
America, Audubon often described birds 
as if they were human characters—blue 
jays were thieving rogues and doves 
were devoted lovers, for example.2 Black 
vultures feeding on the body of an ox 
are described as exhibiting “a most dis-
gusting picture of famished cannibals.”3

Viewers familiar with Audubon would 
have been predisposed to anthropomor-
phize Kidd’s subjects. 

The habit of anthropomorphizing 
animals extended far beyond Audubon, 
of course, and may well have contributed 
to contemporary viewers’ interpretation 
of Kidd’s black carnivorous birds (can-
nibals?) feeding on white animal mat-
ter. In Jamaica vultures were popularly 
characterized as “John Crows,” and the 
term applied pejoratively to the lowest 
of human lowlife. Within the social and 
economy hierarchy of a colony based on 
African slavery and racially calibrated 
around whiteness and blackness, these 

Robert Havell, after John James Audubon, Black Vulture, or Carrion Crow, plate 106 from  
Birds of America; from Original Drawings by John James Audubon (1827–1838) hand-colored 
etching and aquatint, 65.4 x 94 cm. National Audubon Society.

Joseph Bartholomew Kidd, detail from Palm and 
Banana Trees, plate 26 from Illustrations of 
Jamaica in a Series of Views Comprising the 
Principal Towns, Public Buildings, Estates, 
and Most Picturesque Scenery of the Island 
(1840), color lithograph, 62 x 47 cm. Published by 
London and Kingston. Yale Center for British Art, 
Paul Mellon Collection.
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reviled black birds could call up those at 
the bottom of this hierarchy—enslaved 
black people, seen and treated for centu-
ries more as laboring animals than peo-
ple. Indeed, this racialized association is 
thematized in the popular Jamaican say-
ing “every John Crow tink him pickney 
white” (every John Crow thinks his child 
is white).4

 Kidd’s lithographic series began 
appearing just after slaves had been 
declared “full free” in 1838 on an island 
where blacks outnumbered whites by ten 
to one.5 Fears that emancipation would 
unleash black rage, causing the collapse of 
the sugar economy and the end of (white) 
civilization, were rampant among white 
Jamaicans and pro-slavery Britons around 
the Atlantic. I have argued elsewhere that 
most of Kidd’s Jamaica plates offer a view 
of the island as an exotic place that was 
peaceful, prosperous and healthy, thereby 
refuting the longstanding image of the 
island as the “white man’s grave.”6 But in 
this image Kidd seems to raise the specter 
of violence through avian surrogates for  
a black population whites had long  
abused and now feared they could no 
longer control.  

How then does the white prey’s lack 
of detail operate within an anthropo-
morphic system that seems to demand 
specificity? Within the Western history of 
art, visual ambiguity and indistinctness,  
seen in Leonardo’s blots and J.  M.  W.  
Turner’s  ephemeral  landscapes, were 
understood to help stimulate the viewer’s  
imagination.

Kidd’s glowing prey potentially offers 
a space for viewers to consider white vic-
timization, but, crucially, without mak-
ing the spectacle of black-on-white 
human violence too obvious. Making the 
white blot into a specific breed of bird or 
mammal could impede the act of creative 
interpretation, while depicting an identi-
fiable white human body part would 
grossly violate the decorum of a the pic-
turesque—even in this case where ghostly 
palm trees inhabit the shadowy back-
ground and the picturesque seems to 
have taken a gothic turn. Transposing 
human violence onto animals can also be 
a way of diffusing an imagined threat, 
calling up human violence only to dis-
avow it. Just as the white detail refuses to 
“resolve,” so the act of interpretation 
refuses closure: it can either conjure up 
human violence or banish it to the exotic, 
more distanced sphere of a shimmering 
tropical world.  

K. Dian Kriz is Professor Emerita of  
Art History in the Department of History of Art 
and Architecture at Brown University.  

Notes:
1. Audubon commissioned Kidd to translate one 
hundred of the former’s watercolors into oils, 
although Audubon, not Kidd, probably painted the 
oil version of the black vultures. For the commis-
sion see Waldemar Fries, The Double Elephant 
Folio: The Story of Audubon’s “Birds of America” 
(Chicago: American Library Association, 1973), 
360–367.
2. Amy Meyers, “Observations of an American 
Woodsman: John James Audubon as a Field Nat-
uralist,” in John James Audubon, The Watercolors 
for the “Birds of America”, ed. Annette Blaugrund 
and Theodor Stebbins (New York: New York His-
torical Society, 1993), 46–52.

3. John James Audubon, Ornithological Biogra-
phy, 5 vols. (Edinburgh: Adam and Charles Black, 
1831–1849), vol. 2, 35.
4. Rex Nettleford, Mirror, Mirror: Identity, Race 
and Protest in Jamaica, ([Kingston], Jamaica:  
William Collins and Sangster, 1970), 173.
5. Although slavery was abolished in the British 
West Indies in 1834, the British Parliament, under 
pressure from planters, passed legislation requir-
ing plantation slaves to serve a period of “appren-
ticeship” in which they remained bound to their 
estates, laboring for low wages. Apprenticeship, 
which was both brutal and unsuccessful, ended 
in 1838.
6. Kay Dian Kriz, Slavery, Sugar, and the Culture 
of Refinement: Picturing the British West Indies, 
c. 1700–1840 (New Haven and London: Yale Uni-
versity Press, 2008), 157–193. This chapter also 
contains a discussion of Kidd’s Palm and Banana 
Trees.

Joseph Bartholomew Kidd, Palm and Banana Trees, plate 26 from Illustrations of Jamaica in a 
Series of Views Comprising the Principal Towns, Public Buildings, Estates, and Most Pictur-
esque Scenery of the Island (1840), color lithograph, 62 x 47 cm. Published by London and Kingston. 
Yale Center for British Art, Paul Mellon Collection.
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Agostino Lauro and 
the Strange Engraver’s Daughter
By Andrew Raftery

It is hard to select the single factor  
 that makes The Engraver’s Daughter 
by Agostino Lauro (1806–1876) so strik-
ingly unusual in the history of engraving, 
but perhaps the rendering of the leaves 
is a good place to start. There are thou-
sands of individual leaves and leaflets in 
the densely wooded forest setting, and 
exceptional attention has been paid to 
botanical morphology. We can clearly 
understand the growth patterns, vascu-
lar systems and relative maturity of every 
segment of each of the many species 
depicted. As the layers of space recede 
into the darkness of the forest, this sharp 
focus is maintained. In this, Lauro’s print 
departs from all other graphic depictions 
of massed foliage: instead of schematic 
rendering, generalization and stylization 
he offers startling specificity.

The subject of Lauro’s engraving is a 
beautiful young woman seated on some 
rocks at the edge of a forest. She is dressed 
in high Biedermeier style with a folkloric 
twist and her costume is described with 
the same heightened detail as the foli-
age. Lauro lovingly renders the stripes of 
her gown as the fabric wraps around her 
arms and falls into graceful folds in the 
skirt. A fine diaper pattern articulates the 
apron and the silkiness of her dark fichu 
is palpable.

The engraver’s daughter holds her-
self stiffly, and her hair is pulled back 
so tightly to create her crowning braid 
that her forehead is unnaturally smooth 
and her eyes rather slanted. The eye-
lashes are blurred and we cannot follow 
her gaze, but she seems to look down at 
the extended right forefinger on her lap.  
Perhaps she is holding something.

Everything is rendered in accordance 
with the most rigorous conventions of 
19th-century reproductive engraving. 
The tree bark, rocks and mossy earth 
clearly show the etched “worm work” 
perfected in the previous century by the 
British engraver William Woolett, and 
the patterns of lines, dashes and dots that 
articulate her skin are in line with the 
prestigious engravings then being made 
in France by Henriquel-Dupont and  

Calamatta. But while most engravers of 
the period emphasized the graphic lan-
guage used to construct their images, 
Lauro’s facture is so fine as to be visible 
only on extremely close examination. He 
has employed a scale of linear render-
ing that would be appropriate to a tiny 
vignette and spread it over a large and 
extremely ambitious print.1 

The overall effect is odd, airless and 
disconcerting. Even stranger, the highly 
individualized girl seems vaguely famil-
iar—the engraver’s daughter holds the 
same pose, in reverse, as the angel in 
Albrecht Dürer’s Melencolia (1514). Lauro, 
stepping out of his regular work repro-
ducing Renaissance and Baroque paint-
ings collected by the nobility of Florence 
and Turin, made an engraving after his 
own design that is both a tribute and a 
challenge to a Meisterstich by the greatest 
engraver in the history of the medium.

Once the reference to Dürer’s angel 
is understood, other elements fall into 
place. The dog at the woman’s feet is a 

furrier version of the animal in the 1514 
engraving. Even the rock behind the 
woman starts to look like a more weath-
ered version of Dürer’s polyhedron. 
More significant is the sense of debility, 
the impossibility of action. The parallel, 
however, only goes so far. Dürer’s figure 
is paralyzed in the presence of the infi-
nite possibilities of the arts and sciences. 
Lauro’s is surrounded by a dense forest 
without any vistas, perhaps suggesting 
the closed garden that is part of the tra-
ditional iconography of virginity. Her 
lack of action is a product of her sheltered 
existence and protection from experi-
ence. The RISD Museum’s impression of 
this print is an early state, before the addi-
tion of letters, so the title attached by the 
cataloger when it came in to the museum 
in 1913, “The Engraver’s Daughter,” is per-
haps traditional. Lauro’s published title, 
“La Meditazione,” brings to mind a more 
generalized type of contemplation than 
Dürer’s arcane musing.

The most profound difference between 

Agostino Lauro, detail from Portrait of the Engraver’s Daughter (1845), etching and engraving on 
chine-collé on paper, 23.5 x 25.9 cm. Bequest of Isaac C. Bates 13.1157. Museum of Art, Rhode Island 
School of Design, Providence.
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Lauro’s visual world and that of his pre-
decessor may be that by 1845, when this 
print was published, most people work-
ing in the visual arts in Western Europe 
would have seen a photograph. It is aston-
ishing that Lauro, who spent his career 
translating the painted forms of the old 
masters into engraving, could have so 
quickly and completely assimilated pho-
tographic vision into his pictorial lan-
guage. Even the way the woman seems 
to brace herself against the stones brings 
to mind the long exposures required 
for early photography. It is possible that 
Lauro used a daguerreotype as a source 
for the figure, but even in the absence 
of a specific exemplar it may be that the 
hyper-clarity that makes daguerreotypes 
so surprising even to 21st-century eyes 
inspired the extreme focus Lauro applied 
to every object in the engraving.  

on a great historical masterpiece, exe-
cuted it in the most current language of 
his craft and visualized it in terms of the 
new technology that would eventually 
render his profession obsolete makes this 
beautiful work all the more poignant.  

Andrew Raftery is an engraver and print scholar. 

Notes:
1. The plate for this print is in the collection of the 
Museo Civico, Turin. Surprisingly it is recorded 
as being on copper, not steel, the standard mate-
rial for very fine engraving in the 1840s. Ronald 
Parkinson, “Millais and an Italian Engraving,” The 
Burlington Magazine 118, no. 884 (November 
1976): 770, 773.
2. Ibid.

Lauro’s engraving makes a cameo 
appearance in the history of art as a for-
mative source for John Everett Millais in 
1848, the year the Pre-Raphaelite Broth-
erhood was founded. In his 1892 Auto-
biographical Notes, William Bell Scott 
recalls seeing Lauro’s print hanging in 
Millais’ studio. He notes the inscription 
by Lauro, “From Nature,” and quotes Mil-
lais: “Ha! You’ve observed that, have you; 
that’s P.R.B. enough, is it not?”2 One won-
ders what might have been the result if 
Lauro had been entrusted with engraving  
Millais’ Ophelia (1851–2) or his portrait of 
John Ruskin (1853–4).

Instead we are left with a singular, 
mysterious and rare print by a reproduc-
tive engraver who used his entire techni-
cal prowess to express a personal subject 
of his own invention. The fact that he 
modeled his image of contemporary life 

Agostino Lauro, Portrait of the Engraver’s Daughter (1845), etching and engraving on chine-collé on paper, 23.5 x 25.9 cm. Bequest of Isaac C. Bates 
13.1157. Museum of Art, Rhode Island School of Design, Providence.
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Käthe Kollwitz and the Face of Grief
By Jay A. Clarke

Ihave long been drawn to the large- 
 scale intaglio print Woman with Dead 
Child (1903) by Käthe Kollwitz, a tren-
chant image of grief and loss. But the 
animal-like nature of the woman’s face, 
virtually unique in Kollwitz’s oeuvre, has 
always puzzled me. In the scholarly lit-
erature on the work this feature is often 
mentioned but left unexplored. 

The print is a technical and proce-
dural tour de force and its many states 
have been detailed by Alexandra von dem 
Knesebeck. In some impressions Kollwitz 
hand-colored elements and in others she 
combined intaglio and lithography.1 In 
addition to the main etched lines, she 
added soft-ground with a ribbed laid 
paper she described as “Ziegler’s trans-
fer paper,” and employed sandpaper to 
roughen up the surface of the plate. As 
with many of her intaglios from this 
period, this extensive reworking makes it 
a rewarding technical puzzle for the print 
geeks among us.

Art historical interpretations of the 
work have been persistently psycho- 

biographical and frequently discuss it as 
a depiction of Kollwitz and her son Peter 
thereby foreshadowing Peter’s death in 
World War I and Kollwitz’s subsequent 
bereavement. True, the boy depicted is 
Peter at the age of seven, and in her dia-
ries Kollwitz described how she captured 
the essentials of the pair in a mirror, 
though this does not mean that the work 
is “about” them or that the artist some-
how predicted her son’s death, mourn-
ing his demise eleven years in advance.2 
Compositionally and thematically the 
print relates to the lithograph Pietà (K77) 
created the same year, though the boy is 
turned in the opposite direction and the 
mother, who lays her face on his chest, is 
partially clothed, while the Woman with 
Dead Child appears to be naked. The 
resuscitation of the Pietà subject, which 
originated in 14th-century Germany, 
marks one among many religiously-
inflected motifs in her work.

None of this, however, offers any 
explanation of the mother’s peculiar 
appearance. Where her face meets the 
child’s body, her nose resembles a snout 
or a beak and her eyes angle down like 
those of a cat. The curve of her back and 
shoulders, the muscularity of her arms 
and legs, and the suggestion of body hair 
are vaguely simian, in stark contrast to 
the slender, pale body of the dead boy. 
The print was likely conceived as part of 
the artist’s series on the Great Peasants’ 
Revolt of 1522–1525. There she depicts the 
faces and actions of the workers in brutal 
but sympathetic terms as they drag plows 
behind them like cattle; scream in angry 
rebellion, wielding pick axes and scythes; 
and are finally bound as prisoners in 
defeat,. In the penultimate plate, Battle-
field (K100, 1907), a mother carrying a 
lantern stands in a darkened field strewn 
with dead bodies searching for her child; 
once again Peter served as model for the 
dead boy, his head tipped back in the 
same position it bears in Woman with 
Dead Child. A related print that was 
rejected for the series, Mother and Dead 
Son (K78, 1903), shows the mother cra-
dling her dead child in this same field. 
The boy’s arms are raised over his head; 
as in Woman with Dead Child, the mother 

presses her face against him as if attempt-
ing to breathe life back into his body. 

How can we understand the face in 
Woman with Dead Child? Rather than 
interpreting it as a negative brute sign, I 
see it as a more forceful expression of the 
face of pure grief. Like Picasso’s intaglio 
Weeping Woman (1937), who sheds spiked 
nails of tears, Kollwitz’s figure is wild 
with despair. She is brought to the level of 
an animal in the primal nature of her 
anguish, clutching desperately with her 
arms and legs, nuzzling her face into the 
boy’s neck as if these vehement gestures 
could somehow reanimate him.  

Jay A. Clarke is Manton Curator of Prints,  
Drawings, and Photographs at the Clark Art  
Institute and a lecturer in the Graduate Program 
in the History of Art at Williams College. 

Notes:
1. The state depicted here is the eighth and final 
one—the first numbered edition, printed by Otto 
Felsing and published in 1918 by Emil Richter. For 
a full explanation of her intaglio techniques and 
descriptions of each state, see: Alexandra von 
dem Knesebeck, Käthe Kollwitz: Werkverzeichnis 
der Graphik (Bern: Kornfeld, 2002), 17–19 and 
252–257. The late James Hofmaier translated 
the catalogue raisonné into English on a separate 
CD-ROM.
2. For more on the traditional emphasis on biogra-
phy to interpret Kollwitz’s art, see: Jay A. Clarke, 
“Beyond Biography: Käthe Kollwitz and the Crit-
ics,” in Käthe Kollwitz: The Art of Compassion 
(Toronto: The Art Gallery of Ontario, 2003), 43–61.

Käthe Kollwitz, detail from Woman with Dead 
Child (1903), etching, drypoint, sandpaper and 
soft-ground on paper, 40.3 × 47 cm. Sterling  
and Francine Clark Art Institute, Williamstown, 
Massachusetts. 2015.15.
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Clockwise from top: Käthe Kollwitz, Woman with Dead Child (1903), etching, drypoint, sandpaper and soft-ground on paper, 40.3 × 47 cm. Sterling and 
Francine Clark Art Institute, Williamstown, Massachusetts. 2015.15; Käthe Kollwitz, The Battlefield (Schlachtfeld) (1907, printed 1921), etching in green  
and black. Rosenwald Collection 1943.3.5234. National Gallery of Art, Washington, D.C.; Käthe Kollwitz, Pietà (1903) lithograph in brown and black on gray-
green paper, 48 x 62.9 cm. Rosenwald Collection 1943.3.5273. National Gallery of Art, Washington, D.C.
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Giorgio Morandi: Epiphany in a Bottle
By Paul Coldwell

Ifirst saw this print, Still Life with Vases,  
 Bottles etc. on a table (1929), in the 
exhibition “Giorgio Morandi—Etchings” 
at the Tate Gallery in 1991. The exhibition 
made a great impression on me—I could 
go as far as saying that it represented an 
epiphany, for whilst I had seen a num-
ber of Morandi’s works in various muse-
ums and mixed shows, this was my first 
opportunity to see so many of his prints 
together. The power these images exerted 
was in such contrast to their modest scale 
and to Morandi’s seemingly innocu-
ous subject matter: nondescript bottles, 
jugs and bowls, or the simple landscapes 
observed from the balcony of his summer 
house in Grizzana. The landscapes and 
the still lives seemed to be interchange-
able, the still life accoutrements merely 
substituted by barns, trees and houses in 
the landscapes. 

This etching measures only 14.5 x 19.9 
cm (5 3/4 x 7 3/4 inches), and the image 
is realized through Morandi’s custom-
ary method of crosshatching. It is one of 
his most subtle prints, made during the 
period between 1927–1934 when he pro-
duced some of his most experimental 
works. Take any detail in this print and 
what is revealed is the fine web of etched 
lines, each line bitten so it maintains its 
individual clarity and doesn’t break down 
or merge with other lines. Morandi would 
make test plates to ascertain exactly how 
long a plate should be etched, very much 
like a photographer testing the expo-
sure before printing. He knew that inta-
glio depended on the precise control of 
the acid and that for the majority of his 
prints, a single immersion was sufficient. 
He etched his own plates and proofed 
them on his small star-wheel press in his 
studio-cum-bedroom in the apartment 
on the via Fondazza in Bologna that he 
shared with his sisters.

The image is particularly atmospheric; 
there are no discernible outlines, so the 
shapes of the objects seem to shimmer 
nervously and vibrate. The patches of 
crosshatching act like Cezanne’s brush 
marks, marking a space against which 
another patch of tone nudges up until 

it touches. The viewer wills the image 
into focus, but can only hold it for an 
instant before it dissolves into the man-
ner of its making. While the composition 
is severely formal, like a family group 
photograph, the mark-making serves to 
disrupt and undermine this rigidity. The 
lines create movement across the surface, 
each patch of crosshatching having both 
weight and direction. When seen as a 
whole, the print tests the viewer’s capac-
ity to read the image as representing the 
vases and bottles that make up the com-
position; in detail, the abstract qualities 
take over and the underlying orchestra-
tion of lines becomes apparent. By exam-
ining the detail, one can immediately see 
the impact such a print must have had on 
an artist like Sol LeWitt—for example his 
etching series Squares with a Different Line 
Direction in Each Half Square (1971)—or on 
more recent work such as James Siena’s 
No Man’s Land (2004), in which etched 
lines, simple at first, gradually build up a 
complex image.

It is this oscillation between figura-
tion and abstraction that has made 
Morandi such a pressing influence on 
such a wide variety of contemporary  
artists, despite the fact that his output—
around 130 prints over a career spanning 

almost 40 years—is relatively modest. 
While some artists are drawn to the 
rigor of the restrictions that Morandi 
imposed on himself (his narrow range of 
subject matter, the exclusion of color, 
the technical limitations), others 
respond to the metaphysical quality that 
makes the commonplace seem charged 
with possibilities. For many, myself 
included, Morandi is an artist’s artist, 
the magician who shows you all his 
tricks and still keeps you spellbound.   

Paul Coldwell is Professor in Fine Art at the  
University of the Arts London and is the author 
of Printmaking: A Contemporary Perspective. 

Giorgio Morandi, detail from Still Life with  
Vases, Bottles etc. on a table (1929), etching, 
15 x 20.5 cm. Estorick Collection, London, UK / 
Bridgeman Images. ©2015 Artists Rights Society 
(ARS), New York / SIAE, Rome.
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Above: Giorgio Morandi, Still Life with Vases, 
Bottles etc. on a table (1929), etching, 15 x 20.5 
cm. Estorick Collection, London, UK / Bridgeman 
Images. ©2015 Artists Rights Society (ARS),  
New York / SIAE, Rome. Right: Paul Coldwell, 
Still Life with bouquet (2012), inkjet and lino cut, 
image 47 x 64 cm, sheet 59 x 84 cm. Edition of 7. 
Image courtesy of the artist.
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William Henry Johnson’s Jitterbugs II 
By Angela Campbell

During his tenure at the WPA’s  
 Harlem Community Art Center, 
William Henry Johnson (1902–1970) cre-
ated a well-known series of screenprints 
depicting gaily dressed couples energeti-
cally dancing the jitterbug. One of the 
most distinctive prints in the series is 
Jitterbugs II (ca. 1941), which shows a man 
and a woman swinging their way through 
the popular multistep dance. The printed 
colors are bright, the figures are fully in 
action, and the texture of the screened 
ink is heavy and rich. A casual viewer can, 
through this vibrant image, participate 
vicariously in the Harlem dance scene of 
the early 1940s; for a conservator, how-
ever, it is necessary to both examine the 
image as a whole as well as understand 
the materials in detail in order to pre-
serve the artist’s intent.

Johnson, who was born in South Car-
olina, attended classes at the National 
Academy of Design in New York and spent 
many years living and working in Europe, 
where he was influenced both by modern 
art and by the folk cultures of France, 
Germany and Scandinavia. In Jitterbugs 
he embraced the still relatively underused 
technique of screenprint, which allowed 
him to create prints imbued with a quick-
ness and suppleness that was uncharac-
teristic of the dominant artists’ printing 
techniques of the period, etching and 
lithography. 

Screenprinting had been introduced 
to Western Europe from China in the late 
18th century, but did not gain a foothold 
as an art medium until the 1910s and 20s. 
In the production of Jitterbugs, Johnson 
used commonplace and sometimes found 
materials—the version of Jitterbugs  II 
owned by the Smithsonian American Art 
Museum reveals the text of the news-
paper Johnson used as a support. In the 
Metropolitan Museum of Art’s impres-
sion, evidence of the wide-gauge screen-
ing Johnson used can be seen in the 
stripes of the floor, the woman’s stock-
ing and her high-heeled shoe, revealing 
Johnson’s proclivity for relatively rough 
materials. 

Close examination of the specific 
shapes of the design—the leg, the shoe—
offers insight into Johnson’s aesthetic: 

the contours of each form are hewn with 
assurance, but they are uneven and are 
clearly not meant to align neatly. The 
detail also reveals the order in which 
Johnson applied the layers: first the 
light blue of the flooring, followed by 
the brown stripes, then the flesh-tone of 
the woman’s stockinged leg, and finally 
the dark blue of the shoe. Each layer 
was thickly applied through the coarse 
screens, giving the image a grittiness that 
is certainly intentional. These materials 
and the method of their application are 
essential to the aesthetics of the composi-
tion, but they can cause complications for 
the structural longevity of the artwork. 

Lightweight commercial papers that 
readily degrade, such as newsprint, 
often do not adequately support heavy 
applications of ink or paint—the paint 
is susceptible to cracking and the paper 
is vulnerable to tears. Similarly, print-
ing thick layers of medium on top of one 
another may result in interlayer cleavage. 
One of our primary conservation con-
cerns with this piece was the stability of 

William Henry Johnson, detail from Jitterbugs II (ca. 1941), screenprint, 43.2 x 34.9 cm.  
The Metropolitan Museum of Art, Gift of Reba and Dave Williams, 1999 (1999.529.79). Image  
©The Metropolitan Museum of Art.

the printed layer—is it fully supported 
by the paper substrate? Are the layers 
well adhered to one another or have they 
begun to cleave apart? In the detail pic-
tured, the various layers of the work of 
art are stable and in good condition; the 
apparent roughness and media disrup-
tion are in fact artistic choices made by 
Johnson. 

Examining a small detail of a larger 
artwork often yields information that 
appears almost entirely unrelated to the 
work as a whole (pointillist paintings and 
drawings are a good example of this); 
studying a detail of Jitterbugs II, however, 
provides a greater awareness of Johnson’s 
consistency. From his selection of materi-
als, to the execution of the design, to the 
physical printing of the image, his danc-
ers embody urban grit, assuredness of 
form, and the supple cultural riches of 
the Harlem Renaissance.  

Angela Campbell is Assistant Paper Conservator 
at the Metropolitan Museum of Art. 
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William Henry Johnson, Jitterbugs II (ca. 1941), screenprint, 43.2 x 34.9 cm. The Metropolitan Museum of Art, Gift of Reba and Dave Williams, 1999 
(1999.529.79) Image ©The Metropolitan Museum of Art.
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The Affecting Scale of Walter Inglis Anderson
By Guy Stone Stricklin

Looking south across Beach Boule- 
  vard, past the live oaks and shipyard 
and across the whitecaps in the Mississippi 
Sound, I can see Round Island and Horn. 
The latter rests on the horizon about 
nine miles out, hardly more than a white 
line and black scratches. This landscape 
is my home: I grew up in Pascagoula, a 
small town on the Mississippi Gulf Coast.  
Heading west over the Pascagoula River, 
you come next to Gautier, then Ocean 
Springs, and crossing a small bay, to Biloxi. 
This stretch of coastline was also home to 
the artist and writer Walter Inglis Ander-
son (1903–1965). He looked south from 
some of those towns, through oaks and 
pines and across whitecaps toward that 
same Horn Island. 

Anderson’s art and life are now fun-
damental pieces of that environment, as 
present as the pelicans and speckled trout. 
Screenprint reproductions of his block-
print series An Alphabet (ca. 1934) hung in 
my home and those of many of my friends: 
N for net, S for sea, T for turtle.1 As a boy 
camping on Horn, I was enchanted by the 
story of Anderson intentionally weather-
ing a hurricane there.2 I now live a few 

hours north, but looking at a posthumous 
impression from half of one of Anderson’s 
weathered linoleum blocks takes me home 
immediately. 

The print, Thumbelina, is one of a 
number of enormous prints Anderson 
created around 1945 in the attic of his 
in-law’s home in Gautier.3 Most measure 

around six feet by 19 inches, composed 
horizontally as what he called “over-
mantels” (like this one) or vertically as 
“scrolls.”4 The left half of Thumbelina is 
dominated by the fairytale heroine rest-
ing on a leaf;5 the right half—which I 
own—reinforces the story’s theme of 
inverted scale, enlarging and celebrating 
the minutiae of the coastal ecosystem 
that Anderson loved. A butterfly stretches 
almost 22 inches from wingtip to curling 
proboscis; a quartet of fish leap in unison; 
shorebirds perch, stand and fly along the 
verges. A supporting cast fills the space 
in and around these larger figures: just 
right of the butterfly a fiddler crab waits, 
tucked among clumps of marsh grass; 
four insects hover above a passing duck; 
a morning glory in bloom twists its way 
up a reed; and at the upper left, a grass-
hopper, just one inch tall, sits hidden.  
Life abounds, its details waiting for those 
who look closely. 

Although Anderson was transfixed 
by this local world, he was a cosmo-
politan figure who had been educated 
in New York and Philadelphia, and as a 
young man travelled through Europe to 

Walter Inglis Anderson, detail from Thumbelina 
(ca. 1945), linocut, 18 1/2 x 37 inches, full design 
18 1/2 x 73 inches. Printed by Carolyn Fournier 
Anderson.

Walter Inglis Anderson, right half from Thumbelina (ca. 1945), linocut, 18 1/2 x 37 inches, full design 18 1/2 x 73 inches. Printed by Carolyn Fournier Anderson.
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visit such places as the prehistoric caves 
at Les Eyzies.6 His later journals depict 
an artist who saw Tiepolo suggested in 
clouds7 and Japanese prints in a sunrise.8
In 1949, the Brooklyn Museum exhib-
ited 30 of Anderson’s monumental lino-
cut “scrolls”9—precursors of the grand 
scale that printmaking would adopt 
in the coming decades—but Anderson 
skipped the event, choosing instead to 
go to China and see Tibetan murals.10

He always returned home, however, and 
this preference for geographical isolation 
means that his reputation has remained 
predominantly regional, despite a few 
significant exhibitions and publications 
in recent decades.11 Since his death in 
1965 his family has continued to print and 
hand-color many of his designs, initially 
using the original linoleum blocks and 
now continuing with silkscreen repro-
ductions. They are carrying on a practice 
the artist had encouraged; believing that 
people need good and affordable decora-
tion, Anderson himself priced his prints 
by the foot.12  

In Thumbelina, I am fascinated by the 
ease with which Anderson suggests and 
clarifies natural forms. The fiddler crab’s 
stalky eyes and the twining morning 
glory are at once descriptive and poetic. 
Anderson’s elegant abridgement of nature 
is encapsulated in a small square from 
the last leaping fish. The physical con-
fusion of dorsal fin, back and scales has 
been distilled into a zigzag, a curve and 
a crosshatch. These basic visual elements 
transcend time and culture; Anderson’s 
purposeful technical naiveté buttresses 
his expressive power and directness. 

In the end, the affecting scale and 
beauty of the print arises from the rever-
ence with which the artist treats nature’s 
smallest dramas. When I was a child 
there was always a copy of The Horn Island 
Logs of Walter Inglis Anderson (1981) in our 
living room. The entry for Wednesday, 20 
April 1965, was written during the last 
year of his life, on one of his solo visits to 
the island: “Yesterday for the first time I 
found a drowned humming bird on the 
beach. I think it was a young one—very 
tiny feathers clinging wet to the body—
but still indomitable.”13   

Guy Stone Stricklin is an artist and adjunct 
instructor of printmaking. He lives in Jackson, 
Mississippi.  
 
 
 
 

Notes:
1. Mary Anderson Pickard and Patricia Pinson, 
eds., Form and fantasy: The block prints of Walter 
Anderson (Jackson: University Press of Missis-
sippi, 2007), 126.
2. Christopher Maurer, “Walter Anderson’s Lin-
ocuts: A Chronology,” in Form and fantasy, 56.
3. Ibid., 50–51.
4. Patricia Pinson, “The Art of the Block,” in Form 
and fantasy, 36.
5. Form and fantasy, 99.
6. Maurer, 48.
7. The Horn Island Logs of Walter Inglis Ander-
son: revised edition, edited by Redding S. Sugg, 
Jr. (Jackson: University Press of Mississippi, 
1985), 192.
8. Sugg, 185–186.
9. Maurer, 53.
10. Ibid., 54.
11. “An American Master: Walter Anderson of Mis-
sissippi,” Memphis Brooks Museum of Art, 1988; 
exhibition organized by Carole E. Thompson. 
“Everything I see Is New and Strange,” Smithso-
nian Institution, travelled to the Dixon Galleries 
in Memphis and the Walter Anderson Museum 
of Art, Ocean Springs, Mississippi, which had 
opened in 1991.
12. Pinson, 31 and 40–41.
13. Sugg, 196–197.
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Brilliant Mistakes: James Kelly’s Deep Blue I
By Charles Dean

James Kelly’s Deep Blue I (1952) is one  
 of the most successful of the litho-
graphs created by San Francisco Bay Area 
Abstract Expressionists. In the years just 
after World War II he, along with James 
Budd Dixon, Roy de Forest, Sonia Gech-
toff and Frank Lobdell, began making 
lithographs in the primitive print stu-
dio of the California School of Fine Arts 
(CSFA), while others such as Dennis Beall 
and George Miyasaki found lithographic 
possibilities elsewhere in the Bay Area. 
Many of these artists were, like Kelly 
(1913–2003), veterans recently returned 
from the war and eager to express them-
selves artistically; almost all were inexpe-
rienced as printmakers. It was a time of 
urgency and experimentation; technical 
niceties were overlooked in the fevered 
rush to create images. As a collector 
of Abstract Expressionist prints, I was 
drawn to those where there was evidence 
of that lack of expertise—fingerprints in 
the margins, misregistrations—because 
they so clearly expressed the passion and 
immediacy of the creative moment.1 The 
two major printing errors in Deep Blue I, 
however, are more than just signs of the 
times—they contribute significantly to 
the print’s success. 

Kelly began his experiments in lithog-
raphy at the CSFA in 1951. Self-taught, 
he worked alone, usually at night. His 
few 1951 impressions were simple—tools 
for learning the lithographic process. By 
1952 his lithographs clearly are works of 
art, though some were inked so thinly 
the image loses impact. By 1953, however, 
most of Kelly’s lithographs were printed 
beautifully. His wide-ranging creativity 
and his exquisite draftsmanship resulted 
in a body of Abstract Expressionist  
lithographs that—along with the work of 
Miyasaki and Beall—is the most compel-
ling created in the Bay Area at the time.

This print’s large, central abstract 
form appears boxed in by the perimeter 
of the litho stone. Especially at the top 
of the image, the triangular shape push-
ing up and to the left seems to be con-
stricted by the stone’s outline. Printing 
to the litho stone’s edge was practically 
a defining characteristic of the Cali-
fornia School; Byron McClintock, the 

most experienced lithographer working 
at CSFA in the early 1950s, reports that 
none of the artists working there masked 
the edges of the stones because no one 
thought it important to do so—it was an 
unnecessary technicality. Certainly Kelly 
was aware that the outline would print, 
and made use of it by placing the form as 
if it were ascending to, and stopped by, 
the border.  

These qualities are entirely inten-
tional, but there are two critical areas of 
the image that can only have originated 
as mistakes. Looking closely, we notice 
that Kelly applied the blue ink unevenly, 
leaving subtle horizontal bands of light 
ink as well as several lightly inked areas 
interspersed in the intense dark inking. 
This results in a luminosity that would 
have been lost had Kelly been able to ink 
uniformly, and it keeps the form from 
becoming a heavy looming mass. Fortu-
nately the darkest area is at the top, where 
the tension is focused. 

The second and more important error 
is a band of pinpoint dots running up the 
left side of the form.  While I do not know 
what caused these, they clearly were not 
intended as Kelly drew with the tusche 
and the litho crayon on the stone. Since 
the dots appear in some of the darkest 
areas, it would seem that their origin was 
not in the inking but in the preparation 
of the stone—perhaps it was improperly 
cleaned or was pitted. Whatever its cause, 

the column of tiny dots contains the only 
crisp points of light in the image—the 
only hard edges in a soft-edged drawing. 
The contrast is critical to the success of 
the print, providing its animate sparkle, 
its breath.

Kelly once confided that it took years 
for him to appreciate this print. Initially, 
it had disappointed him, but with the 
passing of a half-century, he came to con-
sider it one of his best. The image as 
printed says everything he could have 
hoped for. It has the spiritual dimension 
that the Abstract Expressionists were fer-
vently trying to convey in their work. It is 
proof that perfection isn’t always neces-
sary; on that issue, the Abstract Expres-
sionist printmakers agreed.  

Charles Dean collected American Abstract 
Expressionist prints for more than twenty years. 
His collection was acquired by the Library of 
Congress in 2009. 

Notes:
1. In America it was not until master printers at 
ULAE  (1957) and at Tamarind (1960) began pub-
lishing lithographs for artists that technical mas-
tery would become the industry standard.

James Kelly, detail from Deep Blue I (1952), litho-
graph, image 61 x 38 cm, sheet 74 x 58 cm. Library 
of Congress, Prints and Photographs Division.
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James Kelly, Deep Blue I (1952), lithograph, image 61 x 38 cm, sheet 74 x 58 cm. Library of Congress, Prints and Photographs Division.



Art in Print    January – February 201636

What Seems To Be Isn’t: 
Robert Gober’s Untitled (1999)
By Richard H. Axsom

Robert Gober confronts us with a  
 page torn from the Metropolitan 
section of The New York Times, dated 
Thursday, Oct. 4, 1960. Untitled (1991 for 
Parkett 27),1 printed on toned newsprint, 
folded three times and stained with cof-
fee, smacks of the real McCoy—an incon-
sequential sheet of paper destined for the 
trash bin or held back for puppy training. 
It is ordinary—perfunctory layout, no 
blaring headlines, nothing juicy to strike 
the eye. 

Printed on both sides, the lithograph’s 
verso gives us the market page with stock 
reports. The recto has the weather report 
below the fold and the map shows fair 
weather throughout the country. There 
are no storms or turbulent skies on this 
sunny autumn day in America. Above the 
fold are five wedding announcements and 
photographs of three brides and one bride 
and groom. The newlyweds are all hand-
some, their whole lives ahead of them. 

Gober’s early sculptures—his domes-
tic world of cribs, beds, dollhouses, 
chairs, sinks and drains—were, as real as 
they might appear, facsimiles, often awry 
in shape. They were also, despite their 
verisimilitude as mass-market commodi-
ties, fastidiously handcrafted by the art-
ist. When newspaper imagery appeared 
in Gober’s art, first with Untitled (1991 for 
Parkett 27), the same deception applied. 
Untitled seems to be a real page out of 
the Times. But no such page exists. It 
is an imitation, its layout fabricated—
a collage patched together from found 
photographs and found and invented 
newspaper copy. In actuality, Oct.  4, 
1960, was a Tuesday, not a Thursday as 
stated in the header; the weather report 
is for Oct.  6, 1960, not two days earlier; 
two photographs are not those of the 
brides whose stories they accompany, and 
so forth. 

Untitled is as sly as one of Gober’s 
sinks. It is a smart riff on reproduction 
in a reproductive medium, an ontologi-
cal sleight of hand: a handmade, limited 
edition “recreation” of a nonexistent, 
mass-produced “original.” These mind-
catching shifts of identity play a critical 

role in the print’s ultimate meanings. The 
content that catapults this print out of 
the mundane into the realm of substan-
tive expression lies half submerged in a 
series of unexpected details.

Untitled presents the kind of page one 
would flip past without reading unless 
specifically interested in the nuptials, the 
stock market or the weather. The mar-
ket is doing okay, the weather forecast is 
great and everyone’s happy. There is no 
need to read the details. Or should we? 
If we do, we discover three short news 
items interspersed with the wedding 
announcements. One reports that police 
in California have discovered a twelve-
year-old girl whose parents had forced 
her to live in a closet filthy with the child’s 
feces and urine. To the right, a heartrend-
ing notice tell us about a teenager who 

saw his pet dog, brought into a clinic for 
a routine vaccination, accidentally eutha-
nized by a vet who mistook his dog for 
another. 

Immediately below this story and 
adjacent to the serene face of a beautiful 
bride is another sad filler headline: “Boy 
Drowns in Pool.” A mother discovered 
her six-year-old son face down in a par-
tially filled backyard pool. The woman, 
the report ends, was held for question-
ing by the police. Accidental death? Pre-
meditated? The child’s name is Robert 
Gober, and the mother’s is Leah, the art-
ist’s mother’s name. The story is dated 
1960—the year Gober turned six. The 
story is, of course, a fantasized imagining 
of the artist’s own death as a young child 
under mysterious circumstances. In fact, 
Gober’s relationship with both his par-
ents was good, his home life benign, but 
in his art Gober has always been drawn 
to vulnerability and loss. The hand-
made and altered domestic objects from 
the early 1980s speak to the darkness of 
childhood—real or imagined. 

In 1979, six-year-old Etan Patz went 
missing on his way to school in lower 
Manhattan. At the time Gober was work-
ing in the neighborhood and recognized 
the boy’s name and family. The incident, 
which sparked the missing-children’s 
movement, deeply disturbed Gober. 
Between 1979 and 1981, more than two 
dozen children, aged seven to fourteen, 
most of them boys, were found murdered 
in Atlanta; when the story first broke 
Gober produced a small pencil drawing 
on the subject titled Atlanta. Underlying 
this heightened sensitivity to the loss of 
young life was the HIV/AIDS epidemic, 
which exerted a toll on Gober and other 
gay men in New York in the 1980s. This 
devastating loss of friends and fellow 
artists profoundly affected Gober’s art, 
leading to solemn, elegiac meditations 
on death. Untitled (1991 for Parkett 27) and 
its preoccupation with the death of inno-
cence was deeply personal.

Every print in the Untitled edition 
bears a brown ring-shaped stain, hand-
colored by the artist with coffee, suggest-

Robert Gober, detail from Untitled (1991 for 
Parkett 27) (1999), lithograph on newsprint with 
handtorn edges, printed on both sides and folded 
three times, hand-colored with coffee by the art-
ist, each unique, 56.7 x 35.4 cm. Edition of 75. 
Printed by Maurice Sanchez & Joe Petruzzelli, 
Derrière L’Etoile Studio, New York. Published by 
Parkett Editions, Zurich. 
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ing the trace of a coffee mug put down 
by the reader. Gober registers a human 
presence, his own, and injects an ambigu-
ous sense of private narrative. The page 
now open has been folded three times as 
evidenced by its soft creases, suggesting 
that the page was of special importance 
to that prior reader and had been tucked 
away in a pocket or drawer for safekeep-
ing—though whether as a record of joy or 
tragedy remains unknown.

Gober has taken the optimistic prom-
ise of marriage, whose ideal issue is so 
often assumed to be children and loving 
family—and punctuated it with stories of 
enslaved, devastated or dead children. 
Within the hopeful waters of existence—
sweet vows and sunny skies—lie horror 
and tragedy. Life is brief, death inevitable. 
Like the nearly imperceptible insect 
gnawing on a moribund leaf in the darker 
register of a vibrant Dutch floral still life, 
the barely noticeable announcement of a 
young boy’s demise set within a newspa-
per page of life-affirming nuptials is a 
stark reminder of death’s randomness 
and omnipresence. In Gober’s lithograph, 
Death, not God, is in the details.  

Richard H. Axsom is curator at the Madison 
Museum of Contemporary art, print scholar and 
professor emeritus of art history at the University 
of Michigan.  

Notes:
1. The print was produced for the art journal  
Parkett as part of its ongoing series of artists’  
editions.

Robert Gober, Untitled (1991 for Parkett 27) (1999), lithograph on newsprint with handtorn edges, 
printed on both sides and folded three times, hand-colored with coffee by the artist, each unique,  
56.7 x 35.4 cm. Edition of 75. Printed by Maurice Sanchez & Joe Petruzzelli, Derrière L’Etoile Studio, 
New York. Published by Parkett Editions, Zurich. 
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In Bittencourt’s photograph one sees 
frescoes too, these ones exposed for years 
to the elements. We are presented with 
the expansive structure in its luxurious 
setting, but one particular detail always 
captures my attention. In the center of 
the large bottom arch, on the upper level 
of what must have been a large subterra-
nean chamber or perhaps a built-in attic 
bedroom, a rectangular image appears on 
the right of the frescoed decoration, with 
a small reddish shape beside it. I always 
look at this picture and imagine that the 
reddish shape is a small figure, like one of 
Edward Gorey’s Victorian boys, who is 
looking up at that picture and seeing 
there his mother, imposing in her impe-
rial robes, standing in front of a low table, 
or altar, or perhaps a bed. She seems to be 
calling him in to the picture frame, in 
much the same way as I am always called 
in to this photograph by this detail, which 
then pulls me in to the palace and all that 
surrounds it.  

Vincent Katz is a poet, translator, critic and  
curator. 

An Infinite Inch: A Reflection on 
Vivien Bittencourt’s Palatino
by Vincent Katz

There was once a world. And once,  
 this place was home to the culture 
that ruled that world. It seemed, then, 
that it was the whole world, although 
later it would be revealed that the world 
was much greater than was then imag-
ined. And here, on this hill, in this city, 
was a place. A building; in effect a group-
ing of buildings. 

And since the people who built this 
place and ruled this world wrote a lot 
about themselves, both in poetry and 
prose histories, we are able to know what 
some of those buildings were. We know 
that some were residences, while others 
were places of worship. They were on a 
hill, above the area where business and 
politics, of all kinds, at all levels of society, 
were conducted.

Now the buildings on this hill are in 
ruins, but millions of people visit them 
every year to wander about, to try to 
imagine what was, and sometimes just 
to see the beauty of how it is now, how 
ruined brick-and-mortar structures look, 
against living grass and trees.

In her photograph Palatino, Vivien 
Bittencourt captures this crux between 
ancient and living. The balance in her 
composition is classical, and the colors 
seem to have faded into the paper they 
are printed on, just as the paint on the 
pictured masonry, centuries old, has 
been incorporated into the materials that 
make up the walls on which it was applied. 
In this particular building, an upper story 
is punctuated by large alcoves, alternately 
rectangular and arched. A lower level 
presents a huge vaulted space, embed-
ding a smaller arch at ground level. The 
floor is now grass but once, presumably, 
this was a chamber for entertaining and 
delectation. The upper floor was prob-
ably the grand reception and ballroom 
of an extensive palace, as the ensemble 
of both levels does not have the format 
of a temple but rather suggests the gran-
deur of a late-Roman residence, perhaps 
of the time of Nero’s Domus Aurea. And 
yes, it turns out to be part of the vast pal-
ace complex used by Domitian, close by 
the Augustan residence and Casa Livia’s 
architectural frescoes.

Vivien Bittencourt, Palatino (2002–2003), chromogenic print, 28 1/2 x 42 inches. Image courtesy  
the artist. 

Vivien Bittencourt, detail from Palatino (2002–
2003), chromogenic print, 28 1/2 x 42 inches. 
Image courtesy the artist. 
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Art at the Threshold: An Inch in 
Andrew Raftery’s Open House
By Faye Hirsch

I have the good fortune of living with  
 Andrew Raftery’s portfolio Open 
House, a five-part engraving executed 
between 2004 and 2008. A contempo-
rary comedy of manners in the lineage 
of William Hogarth, the suite depicts 
a real-estate showing in which numer-
ous potential buyers are inspecting a 
property on offer. The house—an archi-
tectural pastiche that evokes an early 
20th-century middle-class home in a sol-
idly bourgeois neighborhood—is nicely 
maintained and carefully appointed in 
an aesthetic combining modernism (the 
furniture) and postmodernism (many of 
the decorations). In four pristine, light-
flooded rooms and a hallway, white, 
middle-class visitors with their children 
in tow wander about, snooping, chatting 
and arguing. We can glimpse one room 
from the next, and it is clear that the 
five scenes depict the same moment; the 
action is not sequential, but simultane-
ous.

As Jonathan Weinberg has pointed 
out, there are clues throughout Open 
House about the owners—their class and 
taste, but also their identity as a gay male 
couple (the two pairs of men’s shoes in 
two different sizes under the ottoman 
in the bedroom, for example).1 The pro-
spective buyers likewise seem to embody 
a variety of domestic pairings. One can-
not be certain who is with whom—Raf-
tery is discreet; but that uncertainty 
in itself is noteworthy. In the bedroom 
an older and younger man appear to be 
squabbling, and in the kitchen there are 
two (presumably) same-sex couples, each 
with a baby: two women, who have placed 
their offspring on the table as they chat, 
and two men, one carrying an infant in a 
Baby Björn, who converse through a win-
dow. Raftery—whom I once heard in a 
lecture draw a parallel between his dedi-
cation to a marginalized practice (engrav-
ing) and his gayness—has “queered” this 
house. But how interesting to read the 
print in 2015, a decade after he embarked 
on it, when the actual legalities have 
changed—and to remark on the degree 
to which queerness has slipped into  
normalcy! Open House was prescient in 

this respect. The gay and lesbian house 
hunters in Open House in 2004, or even 
2008, were maintaining their “normal” 
lives against existing laws and customs. 
These bourgeois shoppers carry on as if 
nothing is working against them. One 
might argue, however, that Open House 
likewise presents a scenario that fills 
some LGBT people with the dread of 
becoming like everyone else, of forget-
ting the heightened consciousness that 
Otherness offers. We melt into the larger 
scene like so many lines into an engrav-
ing, and forget the struggle and the thrill 
of being outlaws.

As Weinberg also noted, Raftery could 
not have known, when he embarked on 
this morality tale centering on a com-
modity that seemed within reach of so 
many, that when he finished printing it 
in 2008, the economy of the world would 
stand on the threshold of collapse2—a 
disaster wrought in part by the type of 
transaction we see playing out before 
our eyes. Open House records a period 
in which the galloping financialization 
of our economy grotesquely inflated the 
value and accessibility of real estate. The 
pre-crash middle class is here presented 
in a state of relative innocence, enjoying 
its artificially puffed-up affluence before 
the bubble burst. In light of what hap-
pened, we can now view Open House not 

only as a morality tale, but as a kind of 
early 21st-century American vanitas. Sus-
pended in time, it speaks of the fragility 
of wealth and worldly things.

Stephen Bann has located the stylis-
tic genealogy of Raftery’s prints in the 
French academic tradition, in which 
“each form is rendered as a volume by 
nothing more conceptually complex 
than a system of parallel, engraved lines, 
whose slight variations of breadth and 
direction indicated not only volume, but 
differences of texture and effect of dis-
tance from the observer’s point of view.”3

Raftery adhered to this syntax through-
out Open House, composing its many 
virtuoso effects of light and space nearly 
entirely in parallel lines. Among the 
many attendant linear adventures in the 
suite there is one small incident in scene 
two—a square-inch stretch at the far left 
of the dining room (preternaturally quiet, 
absent of nosy visitors, haloed in light, 
alive in detail)—that provides the most 
profound “threshold” in the print, liter-
ally and figuratively. 

When I began to search the prints for 
a fascinating inch or two for this essay, 
I found that the measure might encom-
pass an adorable baby head (kitchen), an 
Aldo Rossi Alessi teapot (dining room), 
a Robert Mapplethorpe orchid (living 
room). More tempting, it could com-
prise a detail of the print hanging in the 
bedroom—a self-referential passage in 
which Raftery posts a reproduction of his 
previous engraving project, Suit Shopping 
(2000–02). Tempting as that was, I set-
tled instead on a piece of the floor at the 
threshold of the living and dining rooms 
and at the edge of the impression where 
the plate mark falls off into the empty 
margin. Curiously, the very same repre-
sentation within this detail, of shadows 
cast by a standing man, occurs in the 
adjacent living room, where the man is 
actually present: my detail, which serves 
to link the two rooms, is a doubling (of 
sorts) of the living room detail, minus the 
defining subject. The man’s absence here 
permits the acute viewer to focus more 
closely on the complex economy of my 
particular chosen inch.

Andrew Raftery, detail from Scene 2, Dining 
Room from Open House: Five Engraved 
Scenes (2008), engraving, 22 x 30 inches. 
Edition of 50. Image courtesy the artist. 
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Andrew Raftery, Scene 1, Living Room from Open House: Five Engraved Scenes (2008), engraving, 22 x 30 inches. Edition of 50.  
Image courtesy the artist. 

It consists of 50 lines: 45 or so parallel 
marks of various thicknesses and depths 
crossed by five thinner, more widely 
spaced and evenly wrought diagonals 
running in the opposite direction. In this 
inch, we find the near miraculous encap-
sulation of the following elements: the 
surface of the floor; two shadows cast by 
the legs of the man standing in the adja-
cent living room (drawing him into the 
dining room and, in concert with a figure 
glimpsed through the window, popu-
lating this otherwise empty space); the 
reflection of an open, glass-paned door; 
and multiple sources of light—not only 
the light refracted through those door 
panes, but by implication, all the light 
that finds its way into that refraction: 
switched-on light fixtures as well as day-
light streaming through windows in both 
rooms. Representing a single stretch of 
floor, it gathers up numerous phenomena 
within its tiny compass.

In a 1953 article titled “Philosophy 
of the Threshold,” Philip Wheelwright 
spoke of thresholds of time and of the 

world: time, in that all existence passes 
from “what just was into what is about 
to be,” and the world, in that man “partly 
stands over against his world, confronted 
and confronting, and partly he finds him-
self immersed in it, continuous with it, 
more or less identified with it.”4 Raftery’s 
lines evoke both thresholds: firstly, that 
of time, in facilitating a narrative, which 
after all involves a chronological passage, 
as we the viewers travel from scene to 
scene. Within the detail, however, time 
is frozen, as is the action in the scenes as 
a whole. Marking a transitional passage 
between the two rooms and referring to 
both at once, this little detail with its col-
lection of lines distils the implication of 
time’s passage that lies at the heart of rep-
resentational narrative. At the same time, 
it freezes time within the representa-
tion, arresting it by collapsing into itself 
the fleeting world of light and human 
motion. It stands on the threshold of  
different registers of time—between 
that of the observer and that which she 
observes. In the exchange, the work goes 

live; a distillation of the larger linear 
work of the print, it activates the “his-
tory” being described.

We might also say that this detail 
marks the threshold between imagina-
tion and the physical world, as it samples 
the embedded fabric of the object—the 
lines, the paper—at the same time it 
articulates the disappearance of that 
material existence into the representa-
tion. In most viewings, the inch disap-
pears into the representation unnoticed. 
Yet in that very disregard lies its special 
force. We might read the detail as a meta-
phor for the overall suspension of disbe-
lief that we exercise when looking at 
Open House, or indeed at any such repre-
sentation composed of line alone. 
Immersed in the narrative, we choose to 
disregard its patent artifice. We step back 
and ignore the sheer abstraction of the 
lines, which on close view dissolve the 
image, destroy its totalizing illusion, an 
obliteration that alerts us to the work’s 
materiality and the fact of its produc-
tion—and offers a trace of the artist.  
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This is, after all, line’s sleight of hand, its 
unique persuasiveness in relation to see-
ing—a relationship that marks the 
threshold of art and perception. In this, 
the most poetic of Open House’s many 
thresholds, the square inch in the door-
way trumps them all.   

Faye Hirsch is Editor at Large at  
Art in America. 

Notes:
1. Jonathan Weinberg, “Andrew Raftery: Open 
House,” in Andrew Raftery: Open House (Burling-
ton, Vermont: Fleming Museum of Art, University 
of Vermont, 2011), 16.
2. Ibid., 9–10.
3. Stephen Bann, Introduction, Open House: Five 
Engraved Scenes (New York: Mary Ryan Gallery, 
2008), n.p.
4. Philip Wheelwright, “Philosophy of the Thresh-
old,” The Sewanee Review 61/1 (Winter 1953): 
58–59.

Andrew Raftery, Scene 2, Dining Room from Open House: Five Engraved Scenes (2008), engraving, 22 x 30 inches. Edition of 50.  
Image courtesy the artist. 
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The Prix de Print is a bimonthly, juried competition open to all  
Art in Print subscribers. Each bi-monthly issue of Art in Print features  
a full-page reproduction and brief essay about the work of one artist,  
chosen by an outside juror. Jurors include artists, curators, printers,  
publishers and dealers from around the world.
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Ann Chernow, I Suddenly Realized (2013)
Hard ground etching and aquatint, 13 1/2 
x 11 1/4 inches. Edition of 15. Printed by 
James Reed, Bridgeport, CT. Published by 
Connecticut Fine Arts, Westport, CT. 

Ann Chernow’s 2013 etching I Sud- 
  denly Realized is, among other 
things, an homage to Alberto Giacom-
etti—not to his famous sculptures but 
to the implicit drama of his works on 
paper. Chernow became fascinated with 
the artist’s drawings, etchings and litho-
graphs after visiting the collection of 
Herbert Lust in the 1980s. She noted Gia-
cometti’s competence as a draughtsman, 
his use of erasure and crosshatching to 
create texture and depth, and his occa-
sional practice of boxing a scene with text 
underneath, as in his lithograph Moving, 
Mute Objects (1931). 

Seven abbreviated still lifes—brief por-
traits of his own surrealist sculptures—
are accompanied by a prose poem that 
encourages us to interpret the objects as 
oblique references to human interaction:

Someone is speaking in a room way 
off: two or three people—of what sta-
tion? The locomotives that whistle, 
there is no station near here—one 
might throw orange peelings from the 
terrace top into the narrow and deep 
street, the night the mules bawled des-
perately, toward morning one slaugh-
tered them, she approaches her head to 
my pillow.

In her etching, Chernow borrows 
Giacometti’s vignette structure and his 
fascination with emotionally charged 
relationships, but her visual language is 
borrowed from film noir. The conversa-
tions between men and women she pic-
tures suggest erotic, ambivalent or cruel 
circumstances. The images derive from 
the film of W. Somerset Maugham’s 1944 
novel, The Razor’s Edge, which tells the 
story of a traumatized World War  I vet-
eran who leaves all behind to find himself, 
losing his socialite fiancée in the process; 

EDITION REVIEW

Ann Chernow and the Influence of  
Alberto Giacometti
By Laura G. Einstein

returning ten years later, he finds that she 
will stop at nothing to get him back. In 
four small scenes, we see an embrace, dis-
comfort, solitude, regret and resistance, 
the drama heightened by the bright white 
of the paper and the deep black of the 
aquatint. Beneath each image runs a two-
line caption, but the words have been 
abraded, their meaning obscured.

Giacometti’s objects are defined by 
swiftly-sketched outlines and the skeletal 
structures of sculptural presences; Cher-
now relies on the manipulation of tone to 

articulate surfaces as recorded on film. 
Both set a mood that is palpably somber 
and emotionally charged. Chernow’s 
term is “subversive existentialism.” It fits 
them both.  

Laura G. Einstein is Executive Director of the 
Center for Contemporary Printmaking in Norwalk, 
Connecticut. 

Ann Chernow, I Suddenly Realized (2013).
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“Bernard Cohen: About Now:  
Paintings and Prints 2000–2015”
Flowers Gallery, London
16 October – 21 November 2015

Bernard Cohen: About Now 
By Ian McKay
92 pages
Published by Flowers Gallery, New York 
and London, 2015
£30

Now in his early eighties, Bernard  
 Cohen has been a key figure in Brit-
ish Art since he came to prominence in 
the 1960s. Always difficult to label, he 
has pursued a singular path that, while 
connecting to many developments in 
abstract painting over the last 50 years, 

has resulted in a body of prints and paint-
ings that is both distinct and individual.

“About Now: Paintings and Prints 
2000–2015” at Flowers Gallery in the East 
End of London presented 13 large paint-
ings on the ground floor and four suites 
of prints upstairs. The exhibition was 
accompanied by a beautifully illustrated 
new publication, About Now, with an 
essay by Ian McKay, who has written on 
Cohen before, most notably in the mono-
graph Bernard Cohen: Works of Six Decades  
(2009). Here he interrogates the recent 
work, peeling away layers and offering 
glimpses of references, both broadly lit-
erary and deeply personal, in language 
as elegant as the art he excavates. If 
one required an exemplar of insightful 
writing about an artist and his art, this 

should be in the frame: it is thoroughly 
researched and reveals an ongoing dia-
logue with the artist predicated on years 
of mutual respect and a clearly intense 
friendship.  

There is, however, no substitute for 
being in the presence of these works. They 
are beguiling visual compendiums that 
shift between almost obsessive detail to 
large unifying gestures. The works frac-
ture and coalesce, agitate and calm, draw 
the viewer into the detail while requiring 
a distance to read them as a whole.  The 
paintings have that quality of Braque’s 
great studio paintings of the late 1930s, 
resonating with an almost symphonic 
structure. Like Braque, Cohen does not 
try to replicate his painterly approach in 
his prints; instead he fully understands 

EXHIBITION REVIEW

Bernard Cohen Now 
by Paul Coldwell

Bernard Cohen, Place Games I (2011), lithograph, 80 x 121.5 cm. ©Bernard Cohen. Courtesy of Flowers Gallery, London and New York.
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with its distinctive bright yellow, green, 
red and blue board. This allusion is sub-
liminal, but the sense of play and action 
is very much a part of the meaning. As 
a suite, the prints suggest a progression 
and a viewpoint from above, as if we were 
witnessing events around a table. This 
“aerial view”—particularly the looks of 
a city mapped or streets and buildings 
seen from the sky—is common to many 
of Cohen’s prints.

There are echoes of other artists’ 
in Cohen’s oeuvre: Patrick Caulfield’s 
hard-edged screenprints, for example 
(Caulfield’s 1968 Bathroom Mirror, with 
its spatial contradictions, is a cousin to 
Cohen’s 2009 Mirror series); the stark 
abstraction of Jeremy Moon, who like 
Caulfield taught with Cohen at Chelsea 
School of Art; the visual puzzles of Al 
Held and the complex screenprints of 
Eduardo Paolozzi, himself an artist who 
drew upon a wealth of cultural and philo-
sophical sources as ingredients for his 
work.

In his essay, McKay draws attention to 
the multitude of references that populate 
Cohen’s work including his experience 
as a child of six evacuated from London 
and separated from his parents for four 
years, as well as the cultural experience 
and sense of responsibility felt by a Jew-
ish artist after Auschwitz. But as McKay 
states, “To reduce Cohen’s work to the 
sum of its parts is not only to miss the 
point entirely, but also reduce it to some 
banal parlor game which clearly it is not.” 

Finally what one takes away from 
these works is a feeling of celebration—
of action and the life-affirming quality 

of ritual and interaction. They combine 
a profound knowledge and experience of 
what it is to make a picture while retain-
ing wonder and excitement about what is 
still to be discovered. 

This exhibition should be the prelude 
to a major international survey show of 
Bernard Cohen’s prints and drawings in 
order to bring this remarkable artist to 
even greater prominence and wider 
acclaim.  

Paul Coldwell is Professor in Fine Art at the  
University of the Arts London.  
 

that in printmaking, less can mean more 
and that a full palette can be implied 
through the economical use of color. 
About Now III (2006) is a lithograph from 
a suite of six, printed with Bud Shark in 
Colorado, in which a silver-gray pattern 
has been overlaid with a wide blue line, 
and then by areas of yellow, creating an 
intense green optical mix where they 
cross, before the whole composition is 
held down by a black line. Here, as in 
all the prints, the way translucent litho-
graphic color can draw luminosity from 
the paper below is delicately put into 
practice. Seeing the paintings with their 
numerous layers of opaque acrylic, one 
might expect that Cohen would be drawn 
to screenprint as a process, so his prefer-
ence for lithography and multiplate color 
etching—processes that require a subtle 
understanding of color and the need to 
anticipate—is revealing. 

Many of the prints suggest frag-
ments of images captured in reflections. 
In the etching suite Things Seen (2005), 
printed in London with Peter Kosowicz, 
the plates themselves have been cut and 
reassembled for printing. In Things Seen 
II, the white line dividing the image is 
the unprinted space between the plates, 
unified by the overall pattern in black. 
Tactics for getting more for less are also 
apparent in the Place Games suite, which 
uses rainbow rolls, whereby inks are 
blended on the roller to provide a subtle 
transition through a range of colors in a 
single printing. It is demanding for the 
printer, but the results here are gorgeous. 
The imagery is reminiscent of board 
games, in particular Ludo (Parcheesi) 

Left: Bernard Cohen, About Now III (2006), lithograph, 54.6 x 69.2 cm. Right: Bernard Cohen, Things Seen II (2005), etching and aquatint, 78.5 x 92.5 cm. 
Images ©Bernard Cohen and courtesy of Flowers Gallery, London and New York.
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de 
PRINT

This iteration of the Art in Print Prix  
de Print has been judged by  
Roberta Waddell. The Prix de Print is 
a bimonthly competition, open to all  
subscribers, in which a single work is 
selected by an outside juror to be the sub-
ject of a brief essay. For further informa-
tion on entering the Prix de Print, please 
go to our website: https://artinprint.org/
about-art-in-print/.

Bill Thompson, Edition (2015)
Etching with chine collé, image 12 1/2 x 14 
inches, sheet 21 1/2 x 22 1/4 inches. Edition 
of 45 with 1 bon à tirer, 5 artist’s proofs and 
5 printer’s proofs. Printed and published 
by Center Street Studio, Milton Village, 
MA. $900. 

Bill Thompson’s Edition, at first  
  glance, is an austere, balanced, mini-
malist grid, divided into eight columns 
and seven rows, printed on chine collé and 
perfectly placed on the sheet. The defining 
lines were laid out digitally, then photo-
etched on copper without a hint of the 
artist’s hand. So what is the significance 
of the numbers, mostly fractions, that 
are also crisply photoetched and printed 
within each square? Of course, I quickly 
realized, each alludes to a sequentially 
numbered print within the edition of 45, 
and Thompson didn’t forget to include the 
bon à tirer (BAT)1 and printer’s and artist’s 
proofs, filling out all 56 boxes. A hastily 
applied mark in red pencil, circling one of 
the numbers, disrupts the pristine etch-
ing. What is that about? Again, the answer 
is clear: the artist has recorded that partic-
ular impression’s place within the edition.  

Thompson’s carefully chosen, often 
cryptic titles conjure fluctuating associa-
tions, often obliquely suggesting physical 

Prix de Print N0. 15

Edition
by Bill Thompson
Juried by Roberta Waddell

objects (as in the woodcut Walk-up [1994], 
where we are prompted to read a zigzag 
line as a staircase). Edition takes the ver-
bal-visual connection a step further, label-
ing the object as both a work of art and a 
physical document of the complete print 
edition. 

Initially a painter, Thompson’s fasci-
nation with the confluence of image and 
object led him to begin working in three 
dimensions. He draws on dense polyure-
thane blocks that he cuts into organic 
shapes, carves, sands by hand and coats 
with up to 20 layers of automotive paint. 
These irregularly shaped wall sculptures 
are then buffed and polished to a gleam-
ing finish that bears no sign of the artist’s 
hand. 

For more than 20 years Thompson has 
also been making prints defined by elegant 
abstraction and superb yet understated 
craftsmanship. Most of his recent prints 
“reflect the forms that I carve as a sculptor” 
with luminous color and organic curvi- 
linear shapes. He had just completed a 
print project with master printer James 
Stroud at Center Street Studio when, he 
says, “my mind jumped track and landed 
upon an idea that completely eliminated 
the need for an image.” Edition is the result. 

Like his wall sculptures, Edition is 
anonymous in touch; the use of graphite 
ink gives the etching the look of something 
machine-made, providing an “objectness,” 
akin to that of his other work. But Edition 
is also a commentary on the concept of the 
editioned print. At Center Street Studio 
Thompson has worked with traditional 
media—etching, aquatint and woodcut—
and issued his prints in uniform, num-
bered editions (save for his monoprints). 
But that supposed uniformity is not what 
it seems: as Thompson observes, “every 
print in an edition is essentially unique 

because of both the number change and 
the slight variation in the artist’s signature 
from print to print.” By interjecting his red 
circle around the edition number of each 
impression (penciled with a nonfugitive 
earth pigment), Thompson further bends 
the rule of printed consistency: “As they 
progress through the number sequence, 
the hand-drawn circles vary slightly in 
shape, with the red adding a chromatic 
accent to the black and white grid.” 

These wry observations about print-
making protocols are all the more engag-
ing as Thompson applies them to a clean 
geometric abstraction printed in a meticu-
lously documented edition. (No matter 
what the medium, Thompson has stated 
his “one guiding principle is that I use the 
least number of elements possible to make 
a statement.”) He insists upon each print’s 
uniqueness even as he adheres strictly to 
convention at a time when many artists, 
including those submitting to the Prix de 
Print, overtly subvert, break or ignore tra-
ditional printmaking rules and defini-
tions. In the recent flurry of emails that 
followed the question “What is a print?” 
posted on the Association of Print Schol-
ars listserv, Susan Tallman sensibly identi-
fied one of the main problems “with trying 
to come up with hard and fast taxonomies 
for works of art: As soon as you do so, some 
artist will come along and make you look a 
fool.” Bill Thompson’s witty response to 
these never quite satisfactory conventions 
intrigued me and made me smile.  

Roberta Waddell is the former Curator of Prints 
at The New York Public Library.  
 

Notes:
1.The BAT (bont à tirer) is the impression 
approved for the printer to follow.
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Bill Thompson, Edition (2015).
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Phillips’ “Evening & Day Editions” sale 
      on 26 October was the first of the New 
York fall print auctions.  A good-sized live 
audience paired with substantial phone 
and online bidding led to strong numbers 
and an 85% sell-through rate by lot. 

Two portfolios by Donald Judd were 
standouts: Untitled (1978–79), a set of 15 
aquatints in black, sold for $92,500 (est. 
$25,000–35,000) and Untitled (1977–78), 
a set of 16 etchings, sold for $40,000 (est. 
$15,000–25,000), both setting world auc-
tion records for the sets. A number of 
Beuys works were offered for sale and 
all but Sled (1969) sold at the high end 
or above estimate. Leading Beuys lots 
were Felt Suit (1970), for $100,000 (est. 
$60,000–90,000), The Silence (1973) for 
$81,250 (est. $40,000–60,000) and 3 Ton 
Edition (1973–85) for $21,250 (est. $6,000 - 
9,000).  Warhol predictably did well, with 
Grapes (1979) and Shoes (1980) setting 
world auction records at $137,000 and 
$100,000 respectively. An earlier War-
hol, Tattooed Woman Holding Rose (1955), 
hurdled past its $4,000 - 6,000 estimate 
with several online and phone bids to  
finish at $27,500. 

One disappointment was Jenny Hol-
zer’s Selections from Survival: You Are So 
Complex that You Don’t Always Respond 
to Danger (2006) passed with no inter-
est (est. $60,000–90,000). This may 
have been due to the lot being sold with 
the contingency that it would not be 
resold for 10 years (the seller was the 
non-profit gallery Artists Space), and as 
the auctioneer concluded after the ham-
mer, “ten years is a long time.” Sales of 
Robert Longo works were uneven, with 
lithographs Joanna from Men in the Cit-
ies (1983) and Jules (1982–83) selling for 
$22,500 (est. $15,000–25,000) and $8,125 
(est. $4,000–6,000) respectively, but two 
more recent archival pigment prints, Ivy 
Mike (2010) and Angel’s Wing (2005), pass-
ing with little interest. Two surprise hits 
were Dan Flavin’s (for Gina and DeWain) 1  
and (for Gina and DeWain) 2 (1987) for 
$6,875 (est. $2,000–3,000) and Pierre 
Soulages’s Etching Xa (Eau-forte Xa) (1957) 
for $10,000 (est. $2,500–3,500).

Christies’ began their fall prints and  
 editions lineup with an evening 
sale of Miró and Picasso multiples on 27 
October. Even with the evening time-
slot, however, few live bidders showed 
up. Nonetheless, the majority of the lots 
sold through (82%), many to phone and 

internet bids. There were no surprises 
among the Miró lots; top sellers included 
La Somnambule (1974) for $68,750 (est. 
$40,000–60,000) and Equinoxe (1967) 
(the catalogue cover image) for $87,500 
(est. $60,000–80,000). Picasso sales were 
also steady; the famous Minotaure aveugle 

New York Auction Round-Up 
Fall 2015

Roy Lichtenstein, Sweet Dreams Baby! from 11 Pop Artists, Volume III (1965), screenprint,  
image 35 1/2 x 25 1/2 inches, sheet 37 1/2 x 27 1/2 inches. Christie’s Images Ltd. 2015.
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guidé par Marie-Thérèse au pigeon dans une 
nuit étoilée from La Suite Vollard (1934) sold 
slightly above estimate to a phone bidder 
at $137,000 (est. $70,000–$100,000).

The two day sales on the 28th day saw 
solid sales for both modern and contem-
porary works. Lichtenstein proved to be 
the star—his Sweet Dreams, Baby! from 
11 Pop Artists, Volume III (1965) incited a 
battle between multiple live and phone 
bidders before selling for $269,000, set-
ting a new auction record for the print 
and more than doubling the $70,000–
90,000 estimate. The lion’s share of Lich-
tenstein prints sold above or near the 
high estimate, with several doubling or 
tripling estimates: As I Open Fire (1966), 
three unsigned offset lithographs, for 
$6,250 (est. $1,000–1,500); Crak! (1964) for 
$67,500 (est. $20,000–30,000) and Real 
Estate (1969) for $20,000 (est. $7,000–
9,000). Motherwell and Fontana also 
fetched high bids, with Motherwell’s 
Octavio Paz, Three Poems, The Limited 
Editions Club, New York (1988) going for 
$40,000 (est. $10,000–15,000) and Fon-
tana’s Concetto Spaziale (1968) selling at 
$13,750 (est. $4,000–6,000). Matisse’s Jazz 
(1947) jumped past its $250,000–350,000 
estimate to sell for $425,000, though 
Warhol’s Mao portfolio (1972) sold below 
its bottom estimate at $593,000. 

Swann Auction Galleries held their  
    fall print sales on 3–4 November. 
Although certain lots and artists sold 
quite well, and multiple auction records 

were set, the overall sell-through rate by 
lot was only 64%. 

The sales began with a selection of 
American prints from a private collection 
(218 lots). Works by Gustave Baumann 
were in demand, with almost all selling 
within or above estimate. Exceptional 
lots included Summer Shadows (1917) for 
$42,500 (est. $7,000–10,000), an artist 
record, Grandma Battins Garden (Hoosier 
Garden) (1926) for $21,250 (est. $10,000–
15,000) and Superstition Mountain (1949) 
for $23,750 (est. $6,000–9,000). A dry-
point by Martin Lewis, Wet Night, Route 
6 (1933) also set an artist record at $72,500 
(est. $20,000–30,000), but six other 
Lewis prints sold at the low end of their 
estimate or passed through altogether. 
Works by Thomas Hart Benton sold well, 
several above estimate, with the stand-
out being The Race (1942), at $37,500 (est. 
$15,000–20,000).

In the two-part “Old Master Through 
Modern” sale the following day Dürer 
sales were mixed, with more than one-
third of lots passing through. The Bath 
House (ca. 1498, a Meder c-d impression) 
and Joachim and the Angel (1504) both per-
formed better than expected, at $9,375 
(est. $4,000–6,000) and $10,625 (est. 
$3,000–4,000) respectively. Two uncom-

mon “Knot” woodcuts, Knot with Oblong 
Shield (1505–7) and Knot with a White Disk 
(1505–7), set auction records, selling to the 
same phone bidder for $12,500 each (est. 
$5,000–8,000). Sales of Rembrandt prints 
were steadier if not spectacular, although 
Old Man in Meditation, Leaning on a Book 
(ca. 1645) more than doubled estimate 
and set an auction record at $42,000 (est. 
$15,000–20,000) and The Boat House 
(1645) sailed past estimate and also set a 
record at $42,500 (est. $15,000–20,000). 
Sales of Piranesi prints were very sound, 
with all works selling, the large majority 
at or above estimate. In the Modern sec-
tion, sales of works by favorites Picasso, 
Toulouse-Lautrec and Matisse were 
fairly strong and Matisse’s linocut Nu au 
Bracelet (1940) set a record at $20,000 (est. 
$8,000–12,000). 

Swann’s contemporary sale on 12 
November (which also included some 
drawings and paintings) enjoyed a higher 
sell-through rate (78% by lot). Twombly’s 
Roman Notes III (1970), featured on the 
cover of the catalogue, was the top seller, 
setting an auction record at $50,000 (est. 
$35,000–50,000). Works by Motherwell 
sold well and prints by Calder and Lich-
tenstein showed solid results, with the 
majority selling within or above estimate.

Joan Miro, Equinoxe (1967), etching with  
aquatint and carborundum in colors, 41 x 29 
inches. Christie’s Images Ltd. 2015.

Gustave Baumann, Summer Shadows (1917), color woodcut, 24.5 x 28.8 cm. Image courtesy of 
Swann Auction Galleries.
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Doyle’s “Prints & Multiples” sale on 
 27 October brought spirited bid-
ding from a large live audience as well as 
phone and online buyers, resulting in an 
impressive sell-through rate of 93% by lot. 

Top lots included a unique trial proof 
of Warhol’s Alexander the Great (1982) for 
$106,250 (est. $40,000–60,000), a new 
auction record; Lichtenstein’s Crying Girl 
(1963) for $53,125 (est. $20,000–30,000); 
and Benton Spruance’s Traffic Control 
(1963) for $34,375 (est. $10,000–15,000). 
All the Miró lots found buyers, and La 
Calebasse (1969) and Manoletina (1969) 
both surpassed estimate at $43,750 
(est. $20,000–30,000) and $23,750 (est. 
$12,000–18,000) respectively.

Two works by Sonia Delaunay-Terk 
more than doubled their estimates: Ses 
Peintures, Ses Objets, Ses Tissus Simultanes, 

Ses Modes (1925–26), a set of 20 pochoirs, 
sold for $5,000 (est. $1,000–1,500) and 
Composition (1960), a pair of etchings, 
sold for $3,438 (est. $1,000–1,500). Dan 
Flavin’s atypical drypoint set, Second Sails 
(to James Abbott McNeill Whistler) (1978) 
doubled its estimate at $5,313 (est. $1,500–
2,500). And once again Pierre Soulages 
etchings did remarkably well: Eau Forte 
No 11 (Rivière 11) (1957) sold for $9,375 (est. 
$3,000–5,000) and Eau Forte No 13 (Rivière 
13) (1957) for $10,625 (est. $2,500–3,500).

Bonhams held their fall sale of mod- 
  ern and contemporary prints and 
multiples on 17 November. Despite a few 
strong sales, there was a definite lack 
of enthusiasm at the sale, with a sell-
through late of less than 60% by lot.

Miró and Picasso works had steady 

Cy Twombly, Roman Notes III (1970), offset color lithograph, 34 1/8 x 27 1/2 inches. Image courtesy 
of Swann Auction Galleries.

sales at expected prices—top lots included 
Picasso’s Pichet à glace (a 1952 earthen-
ware pitcher) for $37,500 (est. $30,000–
40,000) and Miró’s La Femme Aux Bijoux 
(1968) for $20,000 (est. $15,000–20,000). 
Sales were more uneven in the contem-
porary section. The catalogue cover 
image, Warhol’s Alexander the Great (1982) 
garnered little interest and passed at 
$40,000 (est. $50,000–70,000). A few lots 
did manage to break the pattern, includ-
ing Mel Ramos’s Leta and the Swan (1969) 
for (est. $6,000–8,000) for $17,500 and 
Motherwell’s Tobacco Roth-Handle (1975) 
for $4,750 (est. $2,000–3,000).

Sotheby’s four-part sale on 23–24 
  November included more than 400 
lots and saw moderate sales (72% sell-
through) with a few notable surprises.

Works by Matisse were strong early 
sellers, with all prints achieving or sur-
passing estimate. A complete set of the 
Jazz portfolio (1947) fetched an unprec-
edented $1,120,000 (est. $300,000–
400,000). Sales of work by Munch, 
however, were disappointing: an exten-
sively hand-colored Madonna litho-
graph (1895) falling short of estimate at 
$730,000 (est. $1,000,000–1,500,000) and 
two anticipated stars, Two Women on the 
Shore (1898) (est. $400,000–500,000) and 
Vampyr II (1902) (est. $250,000–350,000) 
failed to sell at all. 

Among contemporary works, Haring 
remained popular, selling within or above 
estimate. Untitled (two lithographs from 
1987) and Pop Shop Quad I (1987) both 
bounced past their estimates at $21,250 
(est. 8,000–12,000) and $17,500 (est. 
$5,000–7,000) respectively. Hockney 
sales were also strong, with Dog Wall 
(1998) setting a new record at $137,500 
(est. $70,000–100,000).  Other significant 
lots included Johns’s Flag (Moratorium) 
(1969) for $25,000 (est. $7,000–10,000); 
Warhol’s Ingrid Berman: With Hat for 
$60,000 (est. $15,000–25,000); and Yun-
Fei Ji’s The Three Gorges Dam Migration 
(2010) for $11,875 (est. $300-500). But two 
of Warhol’s most celebrated portfolios 
failed to sell: Marilyn Monroe (1967) 
passed at $1,200,000 (est. $1,500,000–
2,000,000) and Mao (1972) passed at 
$850,000 (est. $900,000–1,200,000). 

                 —IJK

Estimates do not include buyer’s premium; 
prices achieved however include both the  
hammer price and buyer’s premium.
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News of the 
Print World 

Selected New Editions

Laura Berman, Umbra: FM1 (2015)
Relief print, 30 x 30 inches. Unique image. 
Printed and published by Amanda Verbeck,  
Pele Prints, St. Louis, MO. $2,750.

Laura Berman, Umbra: FM1 (2015).

Nick Cave, Amalgam (Brown) (2015)
Four-color lithograph, 32.31 x 21.88 inches.  
Edition of 95. Printed and published by Tamarind 
Institute, Albuquerque, NM $4,000.

Nick Cave, Amalgam (Brown)  (2015).

Enrique Chagoya, Los Disparates [Disparate  
de Toritos (Folly of Young Bulls), Bobalicon 
(Big Booby), Disparate de Bestia (Animal Folly),  
Disparate Ridiculo (Ridiculous Folly), Disparate 
Claro (Clear Folly) and Disparate Femenino  
(Feminine Folly)] (2015)
Series of six etchings with letterpress, image 8 1/4 
x 12 1/2 inches, sheet 16 x 19 1/4 inches. Edition of 
30. Printed and published by Kala Art Institute, 
Berkeley, CA. $1,200 each or $7,000 for the set.

Enrique Chagoya, Disparate de Bestia  
(Animal Folly) (2015).

Liz Chalfin, You Are Here III (2015)
Etching, 15 x 11 inches. Edition of 10. Printed and 
published by the artist, Florence, MA. Available 
from Curator Gallery, New York and Zea Mays 
Printmaking, Florence, MA. $250.

Liz Chalfin, You Are Here III (2015).

Sue Coe, You Consume Their Terror  
and Animal Farm (2015)
Photolithographs, 22 x 18 1/2 inches (You Con-
sume Their Terror) and 18 3/3 x 18 3/3 inches (Ani-
mal Farm). Edition of 50 and 30. Printed and 
published by Segura Arts Studio, South Bend, IN. 
Price on request.

Sue Coe, Animal Farm (2015).

Ann Conner, Beechwood 4-5789 (2015)
Suite of five laser engraved woodcuts, 13 x 13  
inches each. Edition of 15. Printed by Brad Ewing, 
Grenfell Press, New York. Published by the art-
ist. Available from Flatbed Press, Austin, TX.  
$600 each, $2,500 for the suite.

Ann Conner, from Beechwood 4-5789 (2015).

Matthew  Egan , Hunters and Gatherers (2015)
Lithography, 14 x 11 inches. Edition of 10. Printed 
and published by the artist, Greenville, North 
Carolina $400.

Matthew  Egan , Hunters and Gatherers 
(2015).

Amze Emmons, Street Stuff (2015)
Ink on shaped corrugated plastic pieces, 24 x 
96 inches (variable). Unique image. Printed and  
published by the artist, Philadelphia. $1,000.

Amze Emmons, Street Stuff (2015).

Beth Fein, Terese's Poem (2015)
Photopolymer etching with digital kozo chine 
collé , 12 x 12 inches. Edition of 10. Printed and 
published by the artist at Kala Art Institute,  
Berkeley, CA. $600.

Beth Fein, Terese's Poem (2015).

Spencer Finch, Back To Kansas (2015)
Color aquatint with chine collé, 43 x 60 inches. 
Edition of 35. Printed and published by Paulson 
Bott Press, Berkeley, CA. $18,000.

Spencer Finch, Back To Kansas (2015).
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Michael Krueger, Who Me? (Lump Lump,  
Who Me? River Styx, Sink Sink and Marnix) (2015)
Series of four etchings, image 13 x 9 inches, sheet 
18 x 14 inches (Lump Lump); image 9 x 13 inches, 
sheet 14 x 18 inches (Who Me? River Styx); image 
10 x 8 inches, sheet 16 x 14 inches (Sink Sink); 
image 8 x 6 inches, sheet 13 1/2 x 11 inches (Mar-
nix). Edition of 5. Printed by the artist, Lawrence, 
KS.  Published by DUSK Editions, Brooklyn, NY. 
$300 each or $1,000 for the set of four.

Michael Krueger, Sink Sink (2015).

Dominique Labauvie, The Seven Mirrors of 
the Artists Soul (2015)
Woodcut on veneer (seven images), 17 x 13 inches 
each. Edition of 7. Printed and published by Erika 
Schneider, Bleu Acier Inc., Tampa, FL. $5,800 for 
the set of seven.

Dominique Labauvie, The Seven Mirrors of  
the Artists Soul (2015).

Solveig Landa, Hinder (2015)
Monotype from cutouts of copper and plastic 
sheets., 60 cm x 50 cm . Unique image. Printed 
and published the artist, Stavanger, Norway. €535.

Solveig Landa, Hinder (2015).

Hung Liu, Scattered Seed I and II (2015)
Colored lithographs with gold leaf (I) and  
aluminum leaf (II), 22 1/4 x 44 1/4 inches each. 
Edition of 30 each. Printed and published by 
Shark’s Ink, Lyons, CO. $3,600 each.

Jay Heikes, Niet Voor Kinderen (3) (2015).

Cassandra Hooper, Play Thing (Stage 2) (2015)
Photopolymer gravure with chine-collé, 17 
1/2 x 26 1/2 inches. Edition of 10. Printed and  
published by the artist, Center for Editions,  
Purchase, NY. $1,200.

Cassandra Hooper, Play Thing (Stage 2) (2015).

KAWS, NO ONE’S HOME, STAY STEADY  
and THE THINGS THAT COMFORT (2015)
Screenprints, 36 x 29 inches (NO ONE’S HOME), 
29 1/4 x 33 1/2 inches (STAY STEADY), 36 x 30  
inches (THE THINGS THAT COMFORT). Edi-
tion of 250. Published by the artist. Released by 
Pace Editions, Inc., New York. Edition no longer  
available.

KAWS, NO ONE'S HOME, STAY STEADY and 
THE THINGS THAT COMFORT (2015).

Daryl Vocat and Ken Moffatt,  
Living in a Cave (2015)
Screenprint, 22 x 22 inches. Edition of 5. Printed 
and published by Middle Path Prints, Toronto. 
$350.

Daryl Vocat and Ken Moffatt, Living in a Cave 
(2015).

Suzanne Frazier, Archimedes Pyramid (2015)
Color aquatint with five shaped plates on marble-
ized gampi chine collé, image 5 x 4 3/4 inches, 
sheet 11 1/4 x 9 3/4 inches . Edition of 15 (mono-
type series). Printed and published by the artist, 
The Sea Ranch, CA. Available from Rear Store-
front Gallery. $400.

Suzanne Frazier, Archimedes Pyramid (2015).

Marcelle Hanselaar, The Crying Game 6 (2015)
Etching and aquatint, 20 x 25 cm. Edition of 30. 
Printed and published by the artist, London. 
Available from Julian Page Fine Art, London. 
£400.

Marcelle Hanselaar, The Crying Game 6 (2015).

Daniel Heidkamp, East Freak (2015)
Hand-applied and stenciled paper pulp, 36 1/2 
x 46 1/4 inches. Unique image. Printed by Ruth 
Lingen and Akemi Martin, New York. Published 
Pace Editions, Inc., New York. Price on request.

Daniel Heidkamp, East Freak (2015).

Jay Heikes, Niet Voor Kinderen (3)   
and Niet Voor Kinderen (5) (2015)
Screenprinted asphaltum with hand colored 
asphaltum , 64 11/16 x 29 1/2 inches each. Unique 
images. Printed and published by Highpoint  
Editions, Minneapolis, MN. $3,500 and $3,750.
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Elisabeth Stevens, The Hurricane Dance 
(2015).

Mickalene Thomas, I've Been Good To Me 
(2015)
Screenprint, monoprint, archival inkjet print, 
wood veneer, silica flocking, collage, 56 1/2 x 45 
inches. Edition of 20. Printed by Brand X Edi-
tions, New York. Published by Benefit Print 
Project, New York.  Price on request.

Mickalene Thomas, I've Been Good To Me 
(2015).

Chuck Webster, Needn’t Travel Far (2015)
Etching and aquatint, 14 x 15 inches. Edition of 
40. Printed by Peter Pettengill, Wingate Studio, 
Hinsdale, NH. Published by IPCNY, New York 
and Wingate Studio. $600.

Chuck Webster, Needn’t Travel Far (2015).

Linn Meyers, Untitled (2015)
Two-color lithograph with hand color, 22.63 x 
22.63 inches. Edition of 14. Printed and published 
by Tamarind Institute, Albuquerque, NM $1,400.

Linn Meyers, Untitled (2015).

Goedele Peeters, Living in a Virtual World IV 
(2015)
Woodcut in reduction with two woodblocks  
and stencil, 50 x 70 cm. Edition of 3. Printed and 
published by the artist, Antwerp. €600.

Goedele Peeters, Living in a Virtual World IV 
(2015).

John-Mark Schlink, Schematic 1 (2015)
Woodcut monoprint, 35 x 60 inches. Unique 
image. Printed at Constellation Studios, Lincoln, 
NE. Published by the artist, St. Paul, MN. $1,500.

John-Mark Schlink, Schematic 1 (2015).

Peri Schwartz, Bottles & Jars III (2015)
Spit bite etching and drypoint, 15 x 23 3/4 inches. 
Edition of 30. Printed and published by Burnet 
Editions, New York. $,1500.

Peri Schwartz, Bottles & Jars III (2015).

Elisabeth Stevens, The Hurricane Dance (2015)
Etching with aquatint, 11 x 15 inches. Edition of 
6. Printed and published by Goss Press, Sarasota, 
FL. Available from Stakenborg Fine Art, Sarasota, 
FL. $1,200.

Hung Liu, Scattered Seed I (2015).

Julia Lucey, Golden Raccoon in Blackberries  
and Lilies (2015)
Aquatint, etching and collage, 18 x 24 inches. 
Variable edition of 8. Printed and published 
by the artist, Fairfax, CA. Available from Wally 
Workman Gallery, Austin, TX and Kala Art  
Institute, Berkeley, CA. $950.

Julia Lucey, Golden Raccoon in Blackberries 
and Lilies (2015).

Katherine Marmaras, (Making) waves... (2015)
Waterbased woodblock print on washi paper 
collaged on to wood paper, 28 x 21.5 cm. Unique 
image. Printed and published by the artist,  
Melbourne, Victoria, Australia. $300 AUD.

Katherine Marmaras, (Making) waves... (2015).

Jacob Meders, The Raven says just ashes, dust, 
rocks and stars. (2015)
Lithograph, 30 1/4 x 22 inches. Edition of 30. 
Printed and published by Segura Arts Studio, 
South Bend, IN. Price on request.

Jacob Meders, The Raven says just ashes, 
dust, rocks and stars. (2015).
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MINNEAPOLIS
“Prints on Ice:  
The 28th Cooperative Exhibition”
4 December 2015 – 23 January 2016
Highpoint Center for Printmaking
http://highpointprintmaking.org

MONTREAL
“The Recovery of Antiquity:  
From the Renaissance to Neoclassicism”
12 January 2016 – 26 June 2016
Montreal Museum of Fine Arts
http://www.mbam.qc.ca/en/

NEW YORK
“Accompaniment”
6 November 2015 – 19 December 2015
EFA Project Space
http://www.projectspace-efanyc.org/

“Commedia: New Prints 2015/Autumn”
19 November 2015 – 16 January 2016
International Print Center New York
http://ipcny.org

“Encountering Vishnu, The Lion Avatar  
in Indian Temple Drama”
19 December 2015 – 5 June 2016
Metropolitan Museum of Art
http://www.metmuseum.org

“Jackson Pollock: A Collection Survey, 
1934–1954”
22 November 2015 – 13 March 2016
Museum of Modern Art
http://moma.org

DuBLIN
“A lonely impulse of delight”
28 November 2015 – 30 January 2016
SO Fine Art Editions
http://sofinearteditions.com

DuSSELDORF
“Jim Avignon & Roman Klonek: Rare Dogs”
28 November 2015 – 17 January 2016
Galerie Huehsam
http://www.huehsam.de

ESSEN, GERMANY
“Jim Dine: About the Love of Printing”
30 October 2015 – 31 January 2016
Museum Folkwang
http://www.museum-folkwang.de/en.html

GRAz, AuSTRIA
“Peter Kogler”
4 December 2015 – 7 February 2016
Artelier Contemporary
http://www.artelier-contemporary.at/

KANSAS CITY, MO
“Flowers to Frost: Four Seasons  
in East Asian Art”
18 July 2015 – 17 July 2016
The Nelson-Atkins Museum of Art
http://nelson-atkins.org

KARLSRuHE, GERMANY
“Editions 2015/2016”
22 December 2015 – 17 January 2016
Badischer Kunstverein
www.badischer-kunstverein.de

LEICESTER, uK
“Showcase: Two and Three-Dimensional 
Work by 12 LPW Artists”
4 November 2015 – 28 January 2016
Leicester Print Workshop
http://leicesterprintworkshop.com

LONDON
“Sam Francis: A Survey of Graphic Work”
27 November 2015 – 16 January 2016
Bernard Jacobson Gallery
http://jacobsongallery.com

“Artist & Empire: Facing  
Britain's Imperial Past”
25 NOVEMBER 2015 – 10 APRIL 2016
TATE BRITAIN
http://tate.org.uk

LOS ANGELES
“This is Not a Connection”
21 November 2015 – 30 January 2016
Cirrus Gallery
http://cirrusgallery.com

MADISON, WI
“Curious Worlds: The Art of Ellen Lanyon”
5 December 2015 – 17 April 2016
Madison Museum of Contemporary Art
http://mmoca.org

MANHATTAN, KS
“Art for Every Home:  
Associated American Artists”
15 September 2015 – 31 January 2016
Beach Museum of Art, Kansas State University
http://beach.k-state.edu

Exhibitions of Note

ALBuQuERQuE
“NEW”
1 – 31 January 2016
New Grounds Print Workshop & Gallery
http://www.newgroundsgallery.com

And:
“Distant Views  —Monotypes by  
Jacob Matteson”
5 – 27 February 2016

“Mementos”
11 September 2015 – 29 January 2016
Tamarind Institute
http://tamarind.unm.edu

AuSTIN, TX
“PrintAustin: The Contemporary Print”
9 January 2016 – 13 February 2016
Flatbed Press
http://printaustin.org

And:
“Centennial Impressions from the  
Fort Worth Modern”
7 December 2015 – 6 February 2016

BALTIMORE
“New Arrivals: Matisse Prints & Drawings”
9 December 2015 – 3 July 2016
Baltimore Museum of Art
http://artbma.org

CAMBRIDGE
“Cradled in Caricature: Visual humour  
in satirical prints and drawings”
13 October 2015 – 31 January 2016
Fitzwilliam Museum
http://www.fitzmuseum.cam.ac.uk

In Essen, Germany, through 31 January:  
“Jim Dine: About the Love of Printing.” Jim Dine, 
Wildflowers of New York I (2013), lithograph,  
99 x 130.8 cm. ©VG Bild-Kunst, Bonn 2015.

In West Yorkshire, through 28 January: “Wild 
Girl: Gertrude Hermes, Sculptures & Prints.” 
Gertrude Hermes, Adam & Eve (1933), wood 
engraving, reduced from 17 x 95 inches. Courtesy 
Ashmolean Museum, University of Oxford.  
©The Gertrude Hermes Estate.

http://www.mbam.qc.ca/en/
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STAVROuPOLI, GREECE
“Stephen Antonakos: Prints”
27 November 2015 – 27 February 2016
State Museum of Contemporary Art
http://greekstatemuseum.com

TRONDHEIM, NORWAY
“Kapitalistischer Realismus  
(Capitalist Realism): Graphic Works  
from the Sammlung René Block and  
Gras Grafikkmappe 1971”
9 November 2015 – 14 February 2016
Trondheim kunstmuseum
http://trondheimkunstmuseum.no

uNIVERSITY PARK, PA
“Small Prints, Big Artists: Renaissance  
and Baroque Masterpieces from the 
Carnegie Museum of Art”
2 February 2016 – 15 May 2016
Palmer Museum of Art, Penn State University
http://www.palmermuseum.psu.edu/exhibitions.
html

And:
“From Dada to Dali: Surrealist Works  
on Paper”
12 January 2016 – 8 May 2016
Palmer Museum of Art, Penn State University

VALKENSWAARD , THE NETHERLANDS
“Forrer Lithography”
28 October 2015 – 10 April 2016
Dutch Museum of Lithography
www.steendrukmuseum.nl/en 

VIENNA
“Vija Celmins”
20 November 2015 – 31 January 2016
Secession
http://secession.at

WASHINGTON, DC
“Recent Acquisitions”
6 November 2015 – 30 October 2016
National Portrait Gallery
http://npg.si.edu

WEST YORKSHIRE
“Wild Girl: Gertrude Hermes, Sculptures 
& Prints”
13 November 2015 – 28 January 2016
Hepworth Wakefield
http://www.hepworthwakefield.org/

Fairs

LOS ANGELES
“Los Angeles Print Fair”
22 – 24 January 2016
Bonhams Los Angeles
http://www.losangeles-fineprintfair.com

Auctions

LONDON
“Editions”
21 January 2016
Phillips
http://phillips.com

And:
“Soldier, Spectre, Shaman: The Figure and 
the Second World War”
24 October 2015 – 20 March 2016

“Donald Baechler”
3 December 2015 – 23 January 2016
Pace Prints
http://paceprints.com

“Realm of the Absolute: Prints by  
Richard Ryman & Richard Serra”
4 December 2015 – 30 January 2016
Senior & Shopmaker Gallery
http://seniorandshopmaker.com

“Frank Stella”
30 October 2015 – 7 February 2016
Whitney Museum of American Art
http://whitney.org/Exhibitions/FrankStella

NEWLANDS, SOuTH AFRICA
“2015 Editions Showcase”
8 December 2015 – 13 February 2016
David Krut Projects, Montebello Design Centre
http://davidkrut.com

NORTHAMPTON, MA
“Mothers’ Arms: Käthe Kollwitz’s  
Women and War”
29 January 2016 – 29 May 2016
Smith College Museum of Art
http://www.smith.edu/artmuseum

NORWALK, CT
“William Kentridge: The Nose Series”
10 January 2016 – 19 March 2016
Center for Contemporary Printmaking
http://contemprints.org

OSLO, NORWAY
“Impressions: Five Centuries of Woodcut”
5 November 2015 – 26 January 2016
National Museum of Art, Architecture and 
Design
http://nasjonalmuseet.no

PALM DESERT, CA
“Picasso | Calder”
27 November 2015 – 30 May 2016
Heather James Fine Art Palm Desert
http://www.heatherjames.com

PARIS
“New Prints by Etel Adnan”
26 November 2015 – 30 January 2016
Galerie Lelong
http://www.galerie-lelong.com/fr/exposition-
librairie.html

“Fantastique! Kuniyoshi”
1 October 2015 – 17 January 2016
Petit Palais, Musée des Beaux-Arts de la Ville de 
Paris
http://www.petitpalais.paris.fr/

RICHMOND, VA
“Nightfall: Prints of the Dark Hours”
17 October 2015 – 22 February 2016
Virginia Museum of Fine Arts
http://vmfa.museum

C u b a n  
Artists 
Book 

Collaborations

Red Trillium Press

IFPDA Member

Boston Print Fair
7-10 April 2016 • Boston MA

Capital Art Fair
 1-3 April 2016 • Arlington VA (D.C. area)

www.StewartStewart.com 
Printer/Publisher & Dealer of Fine Prints Since 1980 

Subscribe to 
Art in Print 
for as little as 
$38 per year.

www.artinprint.org
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Events

AuSTIN, TX
“PrintAustin 2016”
15 January 2016 – 15 February 2016
http://www.printaustin.org/

TAOS, NM
“Pressing Through Time–150 Years of 
Printmaking in Taos ”
1 September 2015 – 30 January 2016
http://pressingthroughtime.com/

New Books

Außer Kontrolle! / Out of Control!  
Color Prints and Mail Art in the GDR
Edited by Paul Kaiser, Christina May and  
Kornelia Röder
256 pages, 361 illustrations
Published by Staatliches Museum Schwerin 
and Buchhandlung Walther König, Köln, 2015
€29.80

Barbara Kasten: The Diazotypes
Edited by Ellen Alderman, Elisa Leshowitz 
Text by Alex Klein
56 pages, 24 color illustrations
Published by Graham Foundation, Chicago 
and D.A.P., New York, 2015
$60

Fred Sandback Prints 1970-2000
By Nancy Princenthal
72 pages
Published by Sims Reed Gallery,
London, 2015

Other News

Major Relaunch of  
Louise Bourgeois Website 
The Museum of Modern Art recently relaunched 
its interactive website on the prints and illus-
trated books of Louise Bourgeois. Originally 
launched in 2012, the site started with 400 works 
available for study. Research and cataloguing 
has continued since then and is uploaded as it 
is finalized. Presently, “Louise Bourgeois: The 
Complete Prints & Books” includes nearly 3,000 
works; at completion, the number will approach 
4,000. With the current relaunch, the website 
now also contains all of its architecture and func-
tionality. In particular, a new home page features 
14 interactive thematic categories, fundamental 
to an understanding of Bourgeois’s work overall. 
For more information, please visit http://www.
moma.org/explore/collection/lb/index.

Screenshot of the “Louise Bourgeois:  
The Complete Prints & Books” website.

London Original Print Fair Announces 
New Purchase Grant for Museums 
In 2016, the London Original Print Fair takes 
place at the start of May, a week later than its tra-
ditional slot in the London art calendar. The Fair 
will include 50 of the world’s leading print dealers 
and publishers at the Royal Academy of Arts from 
5–8 May 2016.
   Ahead of the 2016 Fair, the London Original 
Print Fair announced the launch of a new £8,000 
award sponsored by Ecclesiastical Insurance. 
The Ecclesiastical Original Print Award is a new 
initiative which will enable a museum or gal-
lery in the UK to acquire an original print from 
the Fair for their collection. Applications will 
be invited from museums, public galleries and 
print collections across the UK, to highlight the 
importance of prints as collectable works in their 
own right.The winner will be announced in April 
and invited to visit the Fair in May to spend up to 
£8,000 on an original print.

No-ISBN: On Self-Publishing 
Text by Sylvie Boulanger, Ulises Carrion, Gabriele 
Cram, Constant Dullaart, Kenneth Goldsmith 
and Kit Hammonds. Edited by Agnes Blaha,  
Bernhard Cella and Leo Findeisen
508 pages, 497 color illustrations
Published by Buchhandlung Walther König, 
Köln, 2015
€25

Rembrandt’s Changing Impressions
By Robert Fucci
160 pages, 88 color illustrations
Published by Wallach Art Gallery of  
Columbia University, New York and  
Buchhandlung Walther König, Köln, 2015
$35

The Edible Monument:  
The Art of Food for Festivals
Edited by Marcia Reed
192 pages, 91 color illustrations
Published by Getty Publications, Los Angeles, 
2015
$35

The Floral Ghost
By Susan Orlean and Philip Taaffe
36 pages, 33 color illustrations
Published by Planthouse, Inc., New York, 2015
$22
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IPCNY Appoints Judy Hecker as Director
Beginning in February 2016, Judy Hecker will 
become the director of the International Print 
Center New York (IPCNY). Ms. Hecker comes 
to IPCNY from The Museum of Modern Art, 
New York, where she is Assistant Curator in the 
Department of Drawings and Prints. She suc-
ceeds Anne Coffin, founder of the institution and 
director since 2000, who will remain a trustee.

Judy Hecker. Photo: Kate Hart Finnigan.

Art in Print Receives NEA Award
In its first 50 years, the National Endowment for 
the Arts (NEA) awarded more than $5 billion in 
grants to recipients in every state and U.S. juris-
diction, the only arts funder in the nation to 
do so. In early December the NEA announced 
awards totaling more than $27.6 million in its 
first funding round of fiscal year 2016, including 
an Art Works award of $15,000 to Art in Print to 
support production of the journal.

The grant provides crucial support as well as 
an important affirmation of Art in Print’s value to 
the national art conversation.

Please submit announcements of  
exhibitions, publications and  

other events to 
info@artinprint.org.

“Multiplied 2015”
16 – 18 October 2015
Alongside the London Original Print Fair of late 
spring, Multiplied looms large in the calendar of 
British printmaking. A contemporary editions 
fair held at Christie’s during Frieze week in Octo-
ber, Multiplied is the younger fair in every sense: 
2015 marked its sixth appearance and the London 
Original Print Fair’s thirtieth. Multiplied also 
shows contemporary work only: the emphasis is 
on production, and the exhibitors are publishers 
and primary dealers. Much of what is on show is 
so new that the ink has scarcely dried. 

From a historical perspective, auction houses’ 
association with modern and contemporary art 
is relatively recent. And the Christie’s prem-
ises at South Kensington, often the haunt for 
antique furniture and old master paintings, still 
seem an improbable site for material that is this 
hot off the press. So the annual transformation 
of Christie’s during Multiplied is remarkable: its 
walls, usually gray, become white-cube white, 

and suddenly there is a fair preoccupied with the 
here-and-now (spurred on by the appearance of 
an unusually good café—a serendipitous nod to 
the neighboring Victoria and Albert Museum, 
perhaps, which first made that inspired connec-
tion between culture and refreshment). 

For a while it has been modish to splice the 
contemporary with the historic, something that 
has happened in parallel with Multiplied since 
2012, when Frieze Masters first supplemented 
Frieze London. Multiplied’s exclusive focus on 
contemporary work, in a venue often devoted to 
historic objects, makes it an interesting counter-
point to that trend. And in the heady Frieze-week 
context, Multiplied’s relative affordability is also 
conspicuous—if the present art fair age is asso-
ciated with decadence and galling inequality, 
Multiplied separates itself as altogether more 
accessible: its prices start low (around £50), 
admission is free, and the event is weighted 
around the weekend. It could even be visited 
remotely this year, with the introduction of an 
online platform, Multiplied Selects. Art fairs have 
clearly made the gallery business increasingly 
peripatetic, and the Internet pulls in the same 
dislocating and dematerializing direction; in 
this respect, creating an online annex to the fair 
makes a lot of sense, especially for an auctioneer 
with such strong online presence.   

A growing number of public, nonprofit art 
institutions have turned to editions to raise 
money, and Multiplied included among its stands 
a significant number of art school and museum/
public gallery publishers (another quality slightly 
counterintuitive in a location ordinarily con-
cerned with the secondary market). This year 
there were stands from the Whitechapel Gallery, 
Nottingham Contemporary and the Liverpool 
Biennial as well as the Royal Academy, the Royal 
College of Art and Made in Arts London, a Uni-
versity of the Arts vehicle for work by students 
and recent graduates. Given that all the exhibi-
tors, even the most commercial, support new  
editioned projects, they are much more 
embroiled in the making side of art than those at 
other fairs. Perhaps as a result, Multiplied has a 
certain joyous camaraderie—of all art fairs I find 
it one of the friendliest. 

Scene from the Multiplied Fair, London (2015). Courtesy of Christie’s Multiplied.

As might be expected when this many works 
appear together, the editions were too hetero-
geneous to allow a meaningful analysis of the 
state of the discipline today. Suffice it to say 
that editioning is in good health and remains 
an expansive territory that accommodates both 
the most conceptual and aesthetic peninsulas of 
contemporary art. The London-based publisher 
Used Paper made a noticeably strong debut with 
artists including Susan Collis and Oliver Tirré, 
and—acknowledging national partiality—I was 
pleased to see an excellent stand from Art Seen, 
a gallery from Cyprus that showed some particu-
larly elegant work by Jost Münster and Alison 
Turnbull. With heavy footfall, signs of decent 
sales, and the inclusion of a program of artist and 
curator talks at this year’s fair, Multiplied was 
clearly in its stride. Gaps are sometimes more eas-
ily identified after having been filled; in Multiplied 
Murray Macaulay, the fair’s director, has created 
a celebration of editions that now seems a very 
necessary element of London’s Frieze week.  
           —Alexander Massouras

mailto:info%40artinprint.org?subject=Link%20from%20News


FAIR REVIEW

New York Print Week 2015

IFPDA Print Fair
Park Avenue Armory
4 – 8 November 2015

E/AB—Editions / Artists’ Books Fair 2015
The Tunnel
5 – 8 November 2015 

New York Print Week was boister- 
      ously back this year, with unprece- 
dented numbers of visitors to the IFPDA 
Fair uptown, the revitalized E/AB Fair 
downtown, symposia, lectures and doz-
ens of exhibitions in galleries public and 
private, stretching from the Lower East 
Side to Morningside Heights and beyond 
to the outer boroughs. 

Serious, educational, smart and some-
times thrilling, the 23rd iteration of the 
IFPDA fair filled the grand space of the 
Park Avenue Armory for four warm (if 
damp) days, with 89 exhibitors, 10,000 
visitors and tens of thousands of works 
of art, from Old Master engravings to 
works fresh off the press (with the occa-
sional drawing and sculpture for good 
measure). Brisk sales were reported as of 
the opening night, which was also dis-
tinguished by Mike Bidlo’s recreation of 
Piero Manzoni’s 1961 performance Carte 
d’autenticità—willing attendees were 
signed, declared living works of art (of 
various duration), and given (appropri-
ated) certificates to that effect.

Newcomers to the fair included Lon-
don’s Pauper’s Press, who showed sub-
versively seductive work by Stephen 
Chambers, Mat Collishaw and Mai Thu 
Perret. Meanwhile, Old Master dealers 
such as C.G. Boerner and David Tunick 
were replete with rare states by Dürer 
and Rembrandt. Redfern Gallery’s dis-
play of rarely seen work from the 1930s 
by Anthony Gross was among a number 
of rewarding, mini-historical exhibitions 
on view.

Livre d’artiste publisher Arion Press 
showed their new book, The Lulu Plays by 
Frank Wedekind, with new linocuts by 
William Kentridge, while Graphicstudio 
brought Ed Ruscha’s terrific book-por-
trait lithographs from 1970 along with a 
notably eccentric giant toy multiple by 

From top and left to right: grand entrance to the Park Avenue Armory; detail from Edgar Degas’s etching, 
Mary Cassatt at the Louvre: The Etruscan Gallery (1879–80) at C.G. Boerner; detail from Beatriz Milhaz-
es’s woodblock/screenprint, Dália Purpura (Purple Dahlia) (2015–2016) at Durham Press; detail from John 
Baldessari’s Mixografía® print, Concrete Couples (2015) at Mixografia; opening night, photo ©Steven Smith.



Trenton Doyle Hancock. Dolan Maxwell 
supplemented their specialty in the work 
of Stanley William Hayter with prints 
from Philadelphia artist Amze Emmons. 

Spencer Finch’s large aquatint grid—a 
meditation on the chromatic universe of 
the Wizard of Oz—was a vivid presence 
in the Paulson Bott booth, while Dur-
ham press presented a weighty portfolio 
by Hurvin Anderson. Carolina Nitsch 
debuted Almanach 67, a dramatic suite of 
woodcuts by Tal R as well as a set of mys-
terious monoprints by Alexis Rockman 
filled with translucent dinosaurs, mam-
mals, crustacean, insects and diatoms. 
New Baldessari editions could be seen at 
both Gemini and Mixografia.

The E/AB Fair lived up to its repu- 
 tation as the funkier counterpart 
to the IFPDA’s more formal demeanor, 
gathering more than 50 exhibitors in the 
old 1980s nightspot The Tunnel, now 
refurbished and sparkling. Coordinated 
by the Lower East Side Print Shop, this 
year’s fair was curated by Jeff Bergman, 
the Director of Pace Prints, and included 
book publishers and ephemera dealers, as 
well as eminent printshops such as ULAE 
and Harlan and Weaver. 

There were rare multiples, books and 
prints of all sizes and ambitions by art-
ists such as Kiki Smith, Ryan McGinness, 
Mickalene Thomas and 2015 MacArthur 
Fellow Nicole Eisenman. Participating 
printer/publishers included Aspinwall 
Editions, Bleu Acier, Center Street Studio, 
Oehme Graphics, Wingate Studio, Jen-
nifer Melby and Baron/Boisanté & Om 
from India, among many others. (Look 
for reviews of editions from these and 
many other printshops in the March issue 
of Art in Print.) Kayrock Screenprinting 
and Booklyn helped keep things lively.

Greg Burnet showed an intriguing 
new Glen Ligon etching; the Graphic 
Matter/Ludion (Antwerp) booth included 
Luc Tuymans, a gripping new wood-
cut by Kerry James Marshall along-
side beguiling wrapping papers by 
Barbara Bloom; while at Highpoint 
Editions (Minneapolis), Mungo Thom-
son’s enormously enlarged Time/Life 
Books covers garnered a lot of atten-
tion. Dutch publisher Johan Deumens  
returned to the fair with erudite editions 
from Annesas Appel, among others.

Together the two events continued to 
offer a place for established and emerging 
artists, print shops and dealers to connect 
with their expanding audience.       

     

Clockwise from top: E/AB banner at The Tunnel  
entrance; opening night celebration; Center 
Street Studio’s booth with new monotypes by 
Markus Linnenbrink; recent books from Antwerp-
based Ludion Publications; Hew Locke’s The 
Prize (2007) on display from the Brodsky Center 
at Rutgers University; Stan Shellabarger’s work 
at Western Exhibitions. Images courtesy E/AB 
Fair. Interior photos: Gulshan Kirat.
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Crown Point Press 
20 HawtHorne Street San FranciSco, ca 94105 (415) 974-6273 crownpoint.com / magical-SecretS.com

2016 Summer etcHing & pHotogravure workSHopS 

week one: etching, June 20-24 

week two: etching & photogravure, June 27-July 1

week three: advanced etching, July 11-15

Taught by Crown Point Press printers, our workshops offer you the chance to work at your 
own pace in our studio, learn new skills, or hone old ones. We teach all intaglio methods, one-
on-one, and also the technique of  chine collé. Etching and photogravure are separate work-

shops; if  you are interested in both please sign up for two weeks.
The workshops are filled based on a first come, first served basis. 

Please visit our website to learn more and to sign up using our informal application.
We'd love to see you in San Francisco this summer!

A S P E N / S N O W M A S S  V I L L A G E ,  C O L O R A D O
 andersonranch.org |  (970) 923-3181

50 years OF ART MAKING & IDEAS IN ART
SUMMER WORKSHOPS

RENOWNED FACULTY 

STATE-OF-THE-ART FACILITIES

 DESTINATION WORKSHOPS 

INTERNSHIPS 

SCHOLARSHIPS 
register now andersonranch.org 

AndersonRanch arts center
                                  create|change
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HUNG LIU
NEW LITHOGRAPHS
Detail of “Scattered Seed I” (2015) 
22¼ x 44½ inches, edition of 30

SHARK’S INK.  
www.sharksink.com
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ENRIQUE CHAGOYA 
6  N E W  E TC H I N G S  B A S E D  O N  F R A N C I S CO  G OYA’S  LO S  D I S PA R AT E S  S E R I E S

Disparate de Bestia (Animal Folly) and Bobalicon (Big Booby), 2015, Etching, Paper size 16 x 19.25 in, Edition of 30

2990 San Pablo Avenue, Berkeley CA 94702    www.kala.org     510-841-7000     andrea@kala.org

K A L A  A R T  I N S T I T U T E
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THE 2015
IFPDA BOOK AWARD

Clifford S. Ackley
Ruth and Carl J. Shapiro Curator of Prints and Drawings, 
Museum of Fine Arts, Boston

Honorable Mention
Dr. Rudolf Rieger 
Adam von Bartsch (1757 – 1821)

The Annual IFPDA Book Award 
honors a book, catalogue or 
article published during the prior 
year that exemplifies excellence 
in scholarship, research and the 
discussion of new ideas in the 
field of fine prints.

For an application and 
submission guidelines, please 
visit www.ifpda.org.

International Fine Print Dealers Association
250 West 26th Street, Suite 405, New York, NY 10001-6737
212.674.6095   www.ifpda.org #IFPDA #IFPDAFAIR #COLLECTPRINTS

Matika Wilbur

Dr. Mary (Project 562)

2015 photogravure   ed. of 40,    21 1/2 x 28 1/2
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Contributors to this Issue

Richard H. Axsom is curator at the Madison Museum of  
Contemporary Art, print scholar and professor emeritus of art 
history at the University of Michigan. 

Maik Bindewald is a firefighter, paramedic and collector of 
old master prints, especially those of Albrecht Dürer. His Lugt  
number is 3662. 

David Bindman is Emeritus Professor of the History of Art, 
University College London and Fellow of the Hutchins Centre, 
Harvard University. He is the author of works on William Blake 
and William Hogarth, and presently the editor (with Henry 
Louis Gates, Jr.) of the series The Image of the Black in Western Art.

Angela Campbell is Assistant Paper Conservator at the Metro-
politan Museum of Art.

Jay A. Clarke is Manton Curator of Prints, Drawings, and  
Photographs at the Clark Art Institute and a lecturer in the 
Graduate Program in the History of Art at Williams College. 
She is author of Becoming Edvard Munch: Influence, Anxiety, and 
Myth (2009) and has published articles on Käthe Kollwitz, Max 
Beckmann, Edvard Munch, the art dealer and critic Julius Meier-
Graefe and the British linocut movement. 

Paul Coldwell is Professor in Fine Art at the University of the 
Arts London. In 2006 he curated “Morandi’s Legacy: Influences 
on British Art” at the Estorick Collection of Modern Italian Art, 
London. His writing on Morandi also includes “The Anima-
tion of Silence” in Giorgio Morandi: The Collectors Eye (London: 
Estorick Collection, 2001), which was translated into Italian and 
published in Da Boccioni a Morandi (Genoa: Palazzo Ducale, 
2003). 

Charles Dean collected American Abstract Expressionist  
prints for more than twenty years. His collection was acquired by 
the Library of Congress in 2009.

Laura G. Einstein is Executive Director of the Center for  
Contemporary Printmaking in Norwalk, Connecticut. With a 
30+-year career in curating and museum work, she has written 
for Journal of the Print World, among other publications.

Joseph Goldyne came to prominence with his first solo exhi-
bition of monoprints in 1973. Initially educated as a physician, he 
went on to earn a graduate degree in art history. A retrospective 
of his work was held at the Corcoran Gallery of Art in 2001, and a 
catalogue raisonné of his artist’s books has just been published by 
Stanford University Library to accompany an exhibition there.

Faye Hirsch is Editor at Large at Art in America and teaches in 
the MFA program at SUNY Purchase.

Vincent Katz is a poet, translator, critic and curator. He was the 
editor of Black Mountain College: Experiment in Art (MIT Press, 
2002, 2013) and curator of an exhibition on Black Mountain Col-
lege for the Reina Sofia Museum, Madrid in 2002. He has written 
extensively on contemporary artists including Ghada Amer and 
Reza Farkondeh, Jennifer Bartlett, Rudy Burckhardt, Francesco 
Clemente, Red Grooms and Kiki Smith.

K. Dian Kriz is Professor Emerita of Art History in the Depart-
ment of History of Art and Architecture at Brown University. 
She is the author of The Idea of the English Landscape Painter: 
Genius as Alibi in the Early Nineteenth Century (Yale, 1997) and 
co-editor (with Geoff Quilley) of An Economy of Colour: Visual 
Culture and the Atlantic World, 1660–1830 (Manchester, 2003). 
In 2008 she published Slavery, Sugar and the Culture of Refine-
ment: Picturing the British West Indies, 1700–1840 (Yale University 
Press), which was awarded the prize for best book on art after 
1800 by the Historians of British Art.

Evelyn Lincoln is Professor of the History of Art & Architec-
ture and Italian Studies at Brown University. She writes about 
the history of printmaking and the book in the early modern 
period and is the author of Brilliant Discourse: Pictures and 
Readers in Early Modern Rome (Yale University Press, 2014) and 
The Invention of the Italian Renaissance Printmaker (Yale Uni-
versity Press, 2000).

Alexander Massouras is an artist and cultural historian 
based at the Ruskin School of Art in Oxford, where he is a 
Leverhulme Early Career Fellow. His work is in collections 
including the British Museum, the Victoria and Albert 
Museum and the Rhode Island School of Design Museum. 

Kate McCrickard is an artist and writer based in Paris. 
Her publications include a 2012  monograph on the work of 
William Kentridge for Tate Publishing and  contributions to 
Print Quarterly and Art South Africa quarterly. 

Andrew Raftery is an engraver and print scholar. His cur-
rent project, “The Autobiography of a Garden on Twelve 
Engraved Plates,” explores new approaches to transfer printing 
on ceramics. He is Professor of Printmaking at Rhode Island 
School of Design. 

Christian Rümelin is Keeper of Prints and Drawings at the 
Musées d’art et d’histoire in Geneva, which houses one of the 
most outstanding collections of prints produced after World 
War II. He has published extensively on various aspects of 
printmaking, both Old Masters and contemporary.

Brian Shure is painter and master printer. He is Assistant 
Professor and Graduate Program Director in the Printmaking 
Department at Rhode Island School of Design. 

Guy Stone Stricklin is an artist and adjunct instructor of 
printmaking living in Jackson, Mississippi. Recently, his work 
has been selected for the exhibition “Monolithic” at Manifest 
Gallery in Cincinnati, Ohio, and the 2015 Irene Rosenzweig 
Biennial Exhibition at The Arts and Science Center for South-
east Arkansas. 

Simon Turner is presently compiling, together with Jaco 
Rutgers, a comprehensive catalogue of prints after Peter Paul 
Rubens for the New Hollstein series of Dutch and Flemish 
prints before 1700. He will be editing the forthcoming New 
Hollstein volumes compiled by Ad Stijnman on the color prints 
of Johannes Teyler. He regularly publishes in Print Quarterly 
and Master Drawings. 

Roberta Waddell was Curator of Prints at The New York 
Public Library, after serving as Curator of Graphic Arts at 
The Toledo Museum of Art and Curator of Prints and Draw-
ings at the Worcester Art Museum. For all these institutions 
she organized exhibitions on Old Master prints, modern and 
contemporary prints, photographs and illustrated books. She 
continues to jury numerous print exhibitions and to advise 
local artists.

Anton Würth is an independent artist, printmaker and book 
artist. His work is in the collections of the Albertina in Vienna, 
the British Museum, Kupferstich-Kabinett in Berlin, the 
Museum of Modern Art, the New York Public Library and the 
Victoria and Albert Museum, among many others. He resides 
in Germany.

Susan Tallman is the Editor-in-Chief of Art in Print. She has 
written extensively about prints, issues of multiplicity and 
authenticity, and other aspects of contemporary art.
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WILLIAM KENTRIDGE: 
The Nose Series 
J a n u a r y  1 0  -  M a r c h  1 9 ,  2 0 1 6 1 6

Mathews Park  | 299 West Avenue |  Norwalk, CT  |  203.899.7999  |  contemprints.org

THE NOSE EVENTS AT CCP:
~ Sunday, January 10, 2pm-5pm, Opening Reception
~ Thursday, February 11, 6pm-8pm Mezzo-Soprano Wendy Gerbier 
   performs operatic selections.
~ Sunday, March 6, 4pm-6pm, Play With Your Food 
   Political Meets Theatrical: Staged Readings from the Edge. 

William Kentridge, The Nose Opera  (Suite of 30 Prints), 
2007-2009, Sugarlift, aquatint, drypoint, etching and engraving, 
Edition of 50, Published by David Krut Workshop

Courtesy of 
David Krut Projects

With support from: HTG Investment Advisors


