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Scholars last year, Parshall opened up 
debate about the status of prints as a 
specialized domain. To what extent 
do medium-specific organizations—
museum departments, scholarly bodies 
or periodicals such as this one—offer 
productive opportunities for discovery 
and to what extent do they enforce iso-
lation? The impassioned response—pro 
and con—that greeted Parshall’s observa-
tions was an indication of how vital these 
questions remain. 

A slightly revised version of Par-
shall’s APS lecture anchors this issue of 
Art in Print, where it appears alongside 
responses from other scholars and related 
reviews of exhibitions and books. In one 
essay, Patricia Emison champions the 
physical particularity of prints as well 
as their conceptual connectivity, asking 
us to consider the print room not “as the 
castle keep but as the engine room of our 
culture.” Ad Stijnman argues for a dis-
tinct approach to material understanding 
in the field, proposing that art historians 
be trained not simply in the observation 
of physical appearances but in the tech-
niques used to produce them. 

Parshall and Emison both take note of 
the dizzying variety of object types, mate-
rials, social uses and aesthetic aspirations 
that are lumped together under the head-
ing “prints.” Kenneth Alfred, selected by 
Kate McCrickard as the winner of the 
current Prix de Print, is the very defini-
tion of a peintre-graveur, but how should 
we categorize the genre-bending, print-
based animations showcased at IPCNY 
(reviewed by Elleree Erdos)? Or the 19th-
century mass-market woodcut of the 
Hindu goddess Kali that is the subject 
of Faye Hirsch’s article? The unique,  
miracle-working icon that is the sub-
ject of Lisa Pon’s recent book (reviewed 
by Evelyn Lincoln) and Camille Hen-
rot’s new, esoteric UV print on rubber 
(reviewed by Laurie Hurwitz) are both 
somehow prints despite sharing neither 
methodology nor substrate. The wood-
cuts in Antony Gormley’s recent exhibi-
tion (reviewed by Ina Cole) were produced 
with somewhat the same means as the 
icon, but their ambitions as art would 
likely be incomprehensible to the earlier 
work’s maker. 

For art historians, the wrinkle with 
prints was always whether they were 
things to read through for the informa-
tion they provided, or to be cherished 
for the objects they were. Bartsch’s giant 
mouse sat down firmly in the latter 
camp, but the great contribution of the 
20th century was a more encompassing 
embrace. “The Power of Prints” (reviewed 
by Catherine Bindman) celebrated the 
centenary of the Metropolitan Museum 
of Art’s great print department as well as 
the genius of its first two guiding lights, 
William Ivins and A. Hyatt Mayor. “I’m 
happy to say that I was never specialized,” 
Mayor observed. “One can’t be in prints. 
Because they leak out into everything, 
into city planning, into the law, into 
dynastic history, into all the technolo-
gies.”2 

Ivins and Mayor were prescient: by the 
1960s the tension between that-which-is 
and that-which-points-elsewhere was the 
dominant subject of contemporary art, as 
it remains today. It is there in Paul Cold-
well’s prints and sculptures (reviewed by 
Christian Rümelin); in Bruce Connor’s 
monumental “Life of Christ” tapestries, 
derived from the artist’s delicate col-
lages of 19th-century Bible illustrations 
(reviewed by Charles Schultz); and it 
underlies the astonishing arc of Frank 
Stella’s printmaking career, documented 
in Richard Axsom’s expanded catalogue 
raisonné (reviewed by Roni Feinstein).

Finally, in his Art in Art in Print proj-
ect, Alex Massouras has etched small, 
Polaroid-sized portraits of plaster casts—
three outmoded technologies of repro-
duction encased in a contemporary one: 
the digitally printed pages of this journal. 
File under C for Classicism, P for Plaster, 
or M for Miscellaneous. 

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

Notes:
1. Barbara Pym, Less Than Angels (London:  
Jonathan Cape, 1955, 1978), 109.
2. Interview with Paul Cummings in 1968, 
Archives of American Art Journal 18, no. 4 (1978): 
2–19. Reprinted in A. Hyatt Mayor: Selected Writ-
ings and A Bibliography (New York: Metropolitan 
Museum of Art, 1983), 171.

On Taxonomy
By Susan Tallman

Sitting in a café, Catherine Oliphant,  
 the central character in Barbara 
Pym’s 1955 novel Less Than Angels, hears 
two office workers discussing a predeces-
sor:

“Just you guess what she’s filed it 
under,” said one in a tone of trium-
phant anticipation.

“I really can’t think,” said the other, 
pandering to her friend.

“M. M for miscellaneous, I suppose! 
Did you ever hear of anything so silly?”

“I always believe in plenty of cross 
references. When I leave there won’t 
be the slightest difficulty in finding 
things.”

Ah, but there will, Catherine thought. 
Understanding somebody else’s filing sys-
tem is just about as easy as really getting 
to know another human being. Just when 
you think you know everything about 
them, there’s the impossible happening, 
the M for Miscellaneous when you natu-
rally assumed it would be under some-
thing else.1

Pym’s observation applies to any 
attempt at precisely parsing informa-
tion, whether in the form of carbon cop-
ies, PDFs or paintings on canvas. The 
greater the abundance of items and the 
more numerous the conceptual grappling 
hooks they throw out, the more heroic 
the challenge. Not surprisingly, prints, 
with their inexhaustible profusion, have 
both lured and repelled those of a tidy 
frame of mind. Among other heroic 
efforts, prints gave rise to Adam Bartsch’s 
20-volume Peintre Gravure (1803–1821), a 
work described by Peter Parshall as “one 
of the most astonishing accomplish-
ments in the history of cataloguing works 
of art,” and also as “the giant mouse that 
would eventually consume the field of 
print studies.”

In Parshall’s view, Bartsch’s focus on 
minutiae and rarity effectively discon-
nected this most connected of art forms 
from its essential raison d’être as “a 
unique kind of binding matrix in the his-
tory of art.” In a 2013 essay for the Print 
Council of America newsletter, and in 
his lecture to the Association of Print  
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Why Prints Now?
An Introduction 
By Britany Salsbury and Christina Weyl

We are very pleased that the dia- 
 logue initiated in Peter Parshall’s 
Inaugural Lecture for the Association of 
Print Scholars, “Why Study Prints Now?,” 
continues in this issue of Art in Print. In 
his talk, Parshall addressed issues that 
were central to the founding of our orga-
nization. With insights commensurate 
with his decades of scholarly concentra-
tion on prints, Parshall simultaneously 
crafted an informative historiography of 
print studies, and suggested a possible 
path forward for print scholarship in the 
21st century. 

The Association of Print Scholars 
(APS) was founded to encourage col-
laboration between the different forms 
of expertise in the extended print com-
munity. We hoped APS would help forge 
a prominent place for prints within art 
historical scholarship as a whole, and 
encourage innovative studies about the 
history of prints and printmaking across 
boundaries of media. 

APS began in 2014 based on our obser-
vation that the diverse community of 
those who are fascinated by prints lacked 
a central resource for exchange and dis-
cussion. Although university professors, 
graduate students, curators, dealers, con-
servators, collectors and makers were all 
extremely collegial, few opportunities 
existed for them to share critical ideas 
in ways that would allow for new direc-
tions in scholarship. APS’s initial goals 
were twofold: first, to provide a central 
online resource where members could 
share recent scholarship, projects and 
areas of interest and post news of upcom-
ing events and opportunities; and second, 
to facilitate in-person events where mem-
bers can debate issues related to print-
making and its connection to the history 
of art.

We could not have been happier with 
the topic Parshall proposed for his lec-
ture, which tackled the basic foundations 
of the field. As with his earlier essay for 
the Print Council of America’s annual 
newsletter, the talk provoked impor-
tant conversations about the future of 
professional positions for print special-

ists and the perceived insularity of print 
scholarship.1 We also received numerous 
requests from members and nonmembers 
across the globe for the lecture transcript 
and video recording.2 

This initial success confirmed the 
importance of such lectures, and APS 
plans to invite a senior scholar every year 
to present on a broad topic connected to 
her or his current research. In keeping 
with our expansive view of the print com-
munity, we will rotate among different 
areas of expertise—collectors, printmak-
ers and conservators in addition to art 
historians. We are pleased to announce 
that in the spring of 2017 Harriet Stra-
tis, senior research conservator in the 
Department of Prints and Drawings at 
the Art Institute of Chicago, will present 
the second APS lecture.

We encourage readers to visit our web-
site (www.printscholars.org), attend events 
and share ideas for the organization.  
In less than two short years, we have 
grown into a diverse and international 
nonprofit with more than 400 members. 

We appreciate the support that we have 
received thus far and look forward to 
developing new ways of engaging the 
print community. 

Britany Salsbury is the Andrew W. Mellon  
Curatorial Fellow in the Department of Prints, 
Drawings and Photographs at the RISD Museum. 

Christina Weyl is an independent scholar  
based in New York. Her research focuses on 
20th-century women printmakers, particularly 
those who worked at Atelier 17.

Notes:
1. Peter Parshall, “Curators on Paper: What Are 
We Good For?,” Print Council of America News-
letter (no. 35, Spring 2013): 3–7. 
2. The video recording of Parshall’s talk is avail-
able at https://www.youtube.com/channel/UC8a-
SoqwQc5w-gah-w0lNWow. 

Peter Parshall presenting at the Association of Print Scholars, September 2015. Courtesy of the  
Association of Print Scholars. 

http://www.printscholars.org
https://www.youtube.com/channel/UC8aSoqwQc5w-gah-w0lNWow
https://www.youtube.com/channel/UC8aSoqwQc5w-gah-w0lNWow


Art in Print    September – October 2016 5

Why Study Prints Now? 
Or, The World According to Bartsch1

By Peter Parshall 

Over the last half-millennium prints  
 have found their way into every cor-
ner of the pictorial and plastic arts and in 
many ways can be understood as a bind-
ing medium in the history of Western art 
from the early modern period to the pres-
ent. Thus, it is striking that especially in 
the museum world the study of prints has 
become a relatively esoteric corner of art 
history. Many years ago I was sitting in 
an audience composed mainly of cura-
tors when an esteemed colleague took 
the podium and addressed us as “those 
who love prints and other works on 
paper.” I recall being a little disconcerted 
at the time, even though in some respect 
I have an affection for prints and even a 
love for certain of them. But is it fair to 
presume a collectively held emotion such 
as love, even allowing for its debasement 
in informal conversation? Most remark-
able, this often declared passion for the 
print has been around for centuries.2
What accounts for such extraordinary 
allegiance to a medium among those who 
study and acquire its products, and is it 
after all a good thing? 

Consider the implications of structur-
ing a history of art according to the vari-
ous mediums in which works of art have 
been realized. There is no necessary or 
inherent reason why curatorial assign-
ments should adopt this arrangement as 
their primary model, knowledge of mate-
rials and techniques notwithstanding. 
It is a scheme that descends ultimately 
from the early preferences of collectors 
to favor one medium over others, a topic 
in the history of taste but not a principle 
for organizing artistic cultures. As stu-
dents of art history we are trained first in 
a period and a geographical area, not in 
a medium; we acquire certain languages 
and not others as a result of this; and we 
are expected to understand the history 
of a time and place in a spectrum of ways 
and with considerable thoroughness, 
whether it be southern Europe, 19th-cen-
tury England or Edo Japan. In short, we 
have been taught to be cultural histori-
ans with a specialized interest in objects, 
not the other way around. There is every 

reason to respect the collector’s devo-
tion to a particular medium, be it glass, 
prints, shoes or whatever, most of them 
represented by museums in one place or 
another. But our task as art historians, 
whether writing about objects or taking 
charge of them as custodians, is to return 
them to the larger context of their his-
tory. The practice of art history should 
ultimately be one of re-integration, not 
parceling out.

This matter has become more urgent 
in recent years as pressure is applied 
to traditional curatorial responsibili-
ties and staffs have been contracting 
due to administrative reorganization or 
financial constraint. Among the issues 
involved here is the necessity of main-
taining specialists assigned to care for an 
individual artistic medium rather than, 
say, an historical period. I shall return to 
this later on, but it is best to make clear 
from the outset that my remarks are 
meant as a caution about what it means 
at this stage to defend that policy above 
all others. There are indeed a great many 
reasons to be studying prints now, but 
needless to say some of them are more 
consequential than others.

It would be reasonable to dismiss the 
question of doing art history by medium 
as merely academic or sentimental were it 
not for the fact that prints inspire such a 
curiously intense brand of loyalty. From 
our perspective, however, we need to take 
into account that any current consider-
ation of the status of printmaking, not 
to say printing, must bear the weight of 
what has occurred in digital communica-
tion over the last generation. The much-
acclaimed introduction of printmaking 
by European craftsmen, now 600 years 
behind us, is in the process of giving way 
to a digital world that portends the immi-
nent displacement of the printed text and, 
by extension, the printed image as well. 
Whether or not we consider either even-
tuality to constitute a revolution, that is 
the rhetoric being employed. Historians 
such as ourselves—whether revolution-
ists or evolutionists—have something at 
stake in this discussion. Thus it is useful 

to consider how our thinking about the 
history of printing and printmaking has 
evolved. 

Revolutionary Road—Pro and Con 
 

The impact of printing on Europe 
and the Americas has been recognized as 
having both positive and negative conse-
quences. It has been a force for liberation 
and free expression and an aid to populist 
movements. It has provoked censorship, 
but then contrived the means to circum-
vent it. Its impact on the dissemination of 
knowledge is self-evident. On the nega-
tive side we find, among much else, the 
encouragement to anonymous public 
slander, the invention of new forms of 
state propaganda, and the sensationalist 
press. This litany of positives and nega-
tives is now being mirrored in very simi-
lar terms in discussions of the Internet: 
the distraction and consequent anesthe-
tization of the population, the creation of 
a means for spreading vicious ideologies, 
and the development of a so-called global 
community being orchestrated by often 
invisible powers that have yet to deliver 
the bill. These dangers have been worried 
about before although not on the same 
scale as they appear to be now.

The European Renaissance, in one 
of its famously self-congratulatory 
moments, proclaimed the printing press 
to be among the three greatest achieve-
ments of modern civilization. In this 
pantheon of “discoveries,” printing sat 
alongside gunpowder and the magnetic 
compass. No one in Europe yet fully 
understood that all three had been devel-
oped in China many centuries earlier, or 
saw that in European hands each would 
become an instrument for the extraordi-
nary exercise of state power. Given what 
followed as a result of the voyages of dis-
covery, the claim made for their impor-
tance was hardly an idle boast. 

How did it all get started? No single 
catalyst explains the development of 
printing in Europe.3 Paper had been 
introduced to Spain by the Arabs at least 
by the 10th century, but paper manufac-
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turing seems only to have come to Ger-
many at the close of the 14th century 
shortly before the earliest known wood-
cuts appeared.4 Whether paper came to 
Germany because prints were already 
being made, or whether prints began to be 
made because of locally available paper, 
we do not know. Literacy seems to have 
risen gradually throughout this time, but 
did not spike at any one point. Likewise 
the demand for books increased, yet there 
was no sudden effort to develop a means 
of mechanical reproduction. Building 
a simple printing press once its purpose 
was clear required no more than avail-
able skills and materials, and the mak-
ers of the earliest woodcuts did not need 
presses. A sufficiently refined means of 
casting metal type was a considerable 
achievement, but there too the basic tech-
niques were familiar. Whatever it was 
that finally provoked the development of 
an efficient means of printing images and 
texts remains a classic chicken-and-egg 
problem. 

What was a “print” in 15th-century 
Europe, really? Consider the anony-
mous German woodcut of Saint Veronica. 
Smaller than an average business card, it 
seems hardly prepossessing as an object. 
On the other hand, neither is it just a 
knock-off postage stamp of a saint to 
pin on your hat. Veronica’s veil with the 
imprint of Christ’s face invoked one of 
the many stories surrounding the Passion 
and sponsored several much-venerated 
miracle-working icons. I will not go into 
detail here, but suffice it to say that the 
dark silhouette of the holy face calls up 
a particular tradition among the many 
medieval images of the face of Christ, 
probably a specific relic, something that 
might or might not have been recog-
nized by this woodcut’s first recipient. 
The highly charged subject may explain 
the abrasions on the surface, which prob-
ably indicate repeated touching, perhaps 
also kissing. The simple woodblock is 
not printed on paper, but on the more 
costly medium of parchment, and was 
then embellished with paint as well as 
gold and silver leaf. It reveals rather little 
if anything of its initial making; it is a 
very special, quite obviously individuated 
object. Whoever it was that first acquired 
it probably pasted the leaf onto the inside 
cover of a prayer book to give it a safe, 
accessible and also venerable place. Its 
auratic power we can only imagine. 

To what extent does calling this object 
a print and attempting to understand it 

in relation to its mechanical production 
tell us anything at all about its status as 
a religious artifact of personal signifi-
cance? The fact of its multiplicity must 
have had little or nothing to do with how 
it was regarded by whoever first possessed 
it. Neither uniqueness nor multiplicity 
had much bearing on its subjective value. 
From another perspective we can suppose 

that owning something of which there 
are many examples allows one to imag-
ine being part of a community of sorts 
whose members, probably unknown to 
one another, are nonetheless able to con-
ceive a kind of fellowship. Hence, the fact 
of being multiple affects the value of the 
thing by choice, not by ontology. In the 
beginning prints were likely never con-
sidered as multiples in the way we think 
of them now.

The Chroniclers—John Evelyn,  
Jean Michel Papillon, Karl Heinrich 
von Heinecken

The historiography of printmaking 
acquired its first significant landmark in 
1662 with John Evelyn’s remarkable and 
insufficiently studied treatise on engrav-
ing, Sculptura, or the history of the art of 
chalcography.5 Best known as a diarist 
reporting on the mundane activities of 
his class, Evelyn was in fact a polymath 
(an “amateur”) and a founding member 
of the Royal Society in London—he wrote 
about air pollution, forest trees, numis-

matics, horticulture and much else. 
Sculptura, however, is a landmark, for it 
is the first concerted attempt in the West 
to provide a comprehensive history of a 
single artistic medium.6 And I do mean 
comprehensive: from antediluvian times 
to the present, from Egyptian inscrip-
tions to the finger of God inscribing the 
tables of the law, and onward to New 
World hieroglyphs. Evelyn rooted around 
furiously in lexica and thesauri, through 
classical, rabbinical and early Christian 
texts, inferring dubious etymologies and 
improbable terminology wherever neces-
sary to explain the origins of a tool or a 
technique. 

Although Sculptura is in many ways 
an encyclopedic concoction of erudite 
pedantries, it is surprising to find, for 
example, discussions of Chinese and 
Indian printing practices and Mesoamer-
ican reliefs. Evelyn also had a substantial 
collection of several thousand prints of 
his own, and held strong opinions about 
artists and techniques—the Carracci are 
great, but Rembrandt too gloomy and 
depressing. Furthermore, Evelyn wrote 
about the larger cultural and societal 
ramifications of the print: its effective-
ness in educating the young; its service 
to antiquarians and the new science; its 
capacity for transmitting visual records. 
He did not, however, regard the invention 
of printing as a revolution, either in tech-
nology or in thought. On the contrary, 
it was by his lights the result of a glacial 
development traceable to the very fog-
bank of pre-history.

Evelyn was interested only in inta-
glio—what he collectively termed 
engraving—the technique he judged to 
be the most prestigious. Even though 
the earliest works he knew about were 
woodcuts, they receive almost no atten-
tion. It would be over a century before 
something comparable was done for 
that medium.7 The lineaments of mod-
ern print scholarship, freed from the 
mythologies of Evelyn’s text, began to 
emerge in a pronounced way only later 
on. The ground rules for what consti-
tuted rigorous historical study were 
debated throughout the Enlightenment 
and, accordingly, by the 1770s, Edward 
Gibbon completed his masterpiece, The 
Decline and Fall of Rome; Denis Diderot’s 
richly illustrated Encyclopédie moved to 
its unstable completion amid opposi-
tion for its progressive views; and, less 
notably, Karl Heinrich von Heinecken 
published his summary but scrupulous 

German, St. Veronica with the Sudarium  
(ca. 1450–75), colored woodcut on parchment,  
7 x 4.2 cm. Germanisches Nationalmuseum, 
Nuremberg, H 5.
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The World According to Bartsch  
  

Despite the local spats and love of self-
mythologizing, the 18th-century investi-
gation of the origins of printmaking was 
in many respects a model of historical 
method. It made refined use of stylistic, 
philological and codicological evidence, 
entailed library and archival research, 
and employed all of it to good effect. The 
study of early printing became a well-
contextualized account of a new tech-
nology—to some degree an exemplary 
history of scientific innovation. Then, in 
the midst of it all, there appeared Adam 
Bartsch (1757–1821) and his Le Peintre  
Gravure, the giant mouse that would 
eventually consume the field of print 

history of early printmaking.8 A stu-
dent of literature and law, Heinecken 
became librarian to a powerful figure in 
the Prussian court and was charged with 
compiling a collection of art and natu-
ral history along with a substantial print 
collection—his special expertise. For 
these efforts, in 1746 he was appointed 
head of the Dresden Kupferstich- 
kabinett, a separately founded civic 
institution dedicated exclusively to 
prints, and to this day one of the finest 
collections of European graphic art. 

Like Evelyn, Heinecken was essen-
tially an antiquarian preoccupied with 
discovering the origins of printmaking. 
His ambitions were modest and involved 
practical matters, chiefly when and how 
printmaking got going and who was the 
first to print books and book illustrations. 
It was generally agreed that rag paper 
was the key to the origin of printing, but 
there was little information available on 
the subject. It was assumed, however, 
that the earliest prints were woodcut 
playing cards, and thus that a demand 
for frivolous attractions lay behind the 
whole world-changing enterprise. As 
to concrete evidence, it was Heinecken 
who published the famous woodcut St.  
Christopher discovered in the Buxheim 
monastery near Lake Constance, and 
identified it as the earliest European print 
to bear a credible date: 1422.9 This dis-
covery met with great acclaim, especially 
in Germany, quick to secure its reputa-
tion as the inventor of printing. Two gen-
erations later, Heinecken’s claim for the 
priority of this woodcut was vigorously 
challenged, and it is now agreed to have 
been created some 30 years later, well into 
the documented history of the medium.10

Needless to say, thorough research does 
not always prevail over wishful think-
ing. Despite more than 200 years of evi-
dence to the contrary, the Buxheim Saint 
Christopher is still touted on the Web 
and in basic textbooks as the first dated 
print—a good example of the tenacity of 
misinformation once printed. 

The invention of moveable type—the 
uncontested blockbuster in the his-
tory of the press—was likewise subject 
to rival claims: Gutenberg of Germany, 
Laurens Coster of the Netherlands, and 
even William Caxton in England have 
all been promoted as the first to solve the 
problem. This dispute had gone on for 
centuries as a matter of local pride when 
in 1775 Gottfried von Murr, the edi-
tor of the first true art history journal, 

confidently declared that Heinecken’s 
researches had “served excellently to 
gag the mouth of those defenders of the 
mythical Lorenz Koster.”11 

And so it went. When assessing the 
significance of printing in general it is 
important to keep in mind that the sub-
ject itself has an obvious advantage as 
an object of historical study. Due to its 
very nature, printing is by far the best- 
documented medium in the early modern 
period, and accordingly its importance 
is guaranteed. But that self-fulfilling 
prophecy—one that now applies to the 
Internet—does not make the impact of 
printing on the course of human history 
proportionate to all that we happen to 
know about it. 

German, Buxheim Saint Christopher (ca. 1450), woodcut copy of the original. Reproduced from 
Journal zur Kunstgeschichte, part ii (Nürnberg: Johann Eberhard Zeh, 1776), 104.
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studies. Bartsch’s 20 volumes (issued over 
fewer than 20 years) constitute one of the 
most astonishing accomplishments in 
the history of cataloguing works of art.12

Bartsch described what he regarded to be, 
with notorious inconsistency, “original” 
prints—namely those made by painters, 
thereby “proper” artists, from the 15th 
through the 17th century. An accomplish-
ment yet to be fully surpassed in print 
studies, Le Peintre Gravure remains the 
most inclusive compilation in the history 
of any artistic medium—all of it done by 
hand without the help of photography, 
not to say a computer. 

Following in the wake of the dealer 
and collector Pierre-Jean Mariette (1694–
1774), and greatly dependent upon his 
efforts, Bartsch organized the basic map 
of European print production, complet-
ing the corpus in 1821, at which point he 
retired from the planet. Pan-European in 
scope, Le Peintre Graveur determined how 
prints would henceforth be classified and 
shelved in most public collections, and for 
this herculean accomplishment Bartsch 
is rightly regarded as a hero to our profes-
sion. In practice, however, his catalogue 
is a well-scaffolded finder’s aid and in due 
course it would help flatten the landscape 
of print studies for more than a century, 
rendering it largely fallow as a medium 
for social and cultural investigation. 

The market and its clientele—private 
collectors along with museums—also 
came to be driven largely by the pursuit 
of masterpieces, especially of rarities, in 
a field defined primarily by its capacity to 
multiply images with maximum unifor-
mity. The quest for particular states (ide-
ally undescribed), the preference for wide 
margins, proof impressions and other 
largely anachronistic traces of artistic 
production came to drive the collec-
tor’s market for intaglio prints. Bartsch, 
who is typically vilified for his murky 
distinction between original and repro-
ductive prints, might better be critiqued 
for helping to encourage rarity itself as a 
defining aesthetic category. Of course, in 
many respects all this was a good thing. 
It salvaged oddities and helped recon-
struct micro-histories that would other-
wise have gone unattended. And indeed 
Bartsch was only recording what the 
market—with the urging of Mariette—
had already begun to seek out on its own. 
As a dealer in drawings Mariette certainly 
understood the value of rarity, and by the 
late 18th-century publishers were issuing 
impressions “avant la lettre” (occasionally 

faked), with little treats appended in the 
form of remarques in the margins as a way 
to boost profits. 

Taken as a model, Le Peintre Graveur 
expounds a narrower art history, cleav-
ing to the satisfactions of current taste 
and curiosity more than to mainstream 
cultural history, that arena in which 
print studies has often been a pioneer 
and at times a powerhouse. Although 
we can all think of exceptions, a cursory 
survey of collecting and writing about 
prints from the 1850s to the 1950s would 
tend to confirm the following profile: a 
marked restructuring of print collections 
previously ordered by topic into collec-
tions of masterpieces ordered by artist 
and national school; a bibliography of 
exhibitions, books, articles and disserta-
tions especially inclined to the study of 
individual techniques; and a plethora of 
monographic surveys dedicated to spe-
cific artists and regions. Add to this an 
intense concentration on the more lim-
ited aspects of print connoisseurship: 
discovering new states, chronicling plate 
and block deterioration, and debating the 
aesthetics of the ideal impression. These 
are problems of a largely centripetal 
nature so far as the historical study of the 
medium is concerned. At worst, Bartsch’s 
catalogue pointed us in the direction of 
turning print curators into taxonomi-
cal filing clerks. The more contextually 
driven investigations of the woodcut 
with its populist allure took a somewhat 
different course and in the early 20th cen-
tury became a field of social and cultural 
studies. But overall, the study and exhi-
bition of prints—the most widely diverse 
and broadly interconnected of the many 
pictorial arts—became ever more con-
certedly self-interested. 

Living Memory
 
Of course it is neither easy nor com-

fortable to recognize ourselves in this 
picture, and there are a good many rea-
sons for that. I would like now to look 
quickly at three cases that bear on the 
more recent historiography of print stud-
ies where it regained its greater dimen-
sion. Let us begin in the auspicious year 
of 1936, when the philosopher and liter-
ary critic Walter Benjamin, then living 
in exile in Paris, published a preliminary 
version of the essay that would eventually 
make him a household name among print 
scholars. I mean, of course, “The Work of 
Art in the Age of Mechanical Reproduc-

tion,” which first appeared in Paris in 
the Zeitschrift für Sozialforschung under 
the editorship of Max Horkheimer at the 
Institute for Social Research, later known 
as the Frankfurt School.13 Relatively dif-
ficult to find in the United States, Benja-
min’s essay did not enter the discussion 
of prints until 1969 when it first appeared 
in translation.14 The date is worth not-
ing, as it is no accident that Benjamin’s 
writings emerged in translation in the 
immediate wake of the uprisings of 1968 
and coincident with a marked turn to the 
left in the humanities and social sciences.

Nonetheless, Benjamin’s essay has 
interest for us as a crucial moment in 
the historiography of the printed image. 
There is no space here to discuss the 
substance of his complex thesis but only 
to make two points about it. The first 
is to recognize that Benjamin saw pro-
found social and political implications 
in the mechanically reproduced image 
as a medium he identified as an anti-elite 
form of communication and thus a chal-
lenge to the established cultic, literary 
and artistic canon. Still more important, 
at the moment he was writing he saw 
mechanical reproduction as subject to 
co-option by the disenfranchised, and 
more specifically as a potential means 
of subversion within the fascist state. 
Far from understanding the replicated 
medium as constituting an independent 
category of creative expression with its 
own internal imperatives, he perceived 
its historical significance as thoroughly 
embedded in society and politics. And 
in his own tortured moment it seemed 
a possible means of creating a sense of 
common purpose and common identity 
among the powerless. It bore the poten-
tial for revolution. The second point I 
want to make regarding Benjamin’s the-
sis is merely a clarification. Contrary to 
the way in which his essay is usually read 
by historians of prints, one must not for-
get that Benjamin’s primary example of 
replicated imagery is film, not the con-
ventional printed image. He was invoking 
the notion of art for the masses (Massen-
kunst), which had become something of 
a buzzword since the 1920s in Germany. 
The “mass media” promoted and feared 
by cultural commentators on the left and 
the right became a force to reckon with, 
principally as a result of the perceived 
effect of printed propaganda during 
World War I.15

Not quite simultaneously, but strik-
ingly apposite, in 1939 the Partisan Review 
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published Clement Greenberg’s now clas-
sic essay “Avant-Garde and Kitsch.” As his 
career progressed, like many other leftist 
intellectuals confronting the reality of 
Stalinism, Greenberg would eventually 
modify his socialist convictions in line 
with Trotsky and later the emerging neo-
conservative views that would gradually 
come to dominate the Partisan Review 
in the 1950s.16 In any event, Greenberg’s 
first major piece of published criticism 
appeared more or less at the center of 
that arc. It was during the brief and polit-
ically charged years of 1939 and 1940 that 
his essential ideas began to take shape. 
In those years Greenberg’s political feet 
remained firmly on the left and, like Ben-
jamin, he was a fervent and outspoken 
anti-capitalist.17 

Greenberg’s major contribution to 
modernist art theory for our present pur-
pose can be summarized in the briefest 
possible terms as follows: the defense of 
an elite culture against the corruption of 
popular taste, and assertion of the formal-
ist axiom that an artistic medium should 
be pursued and evaluated according to 
the dictates of its own structural impera-
tives. It is the latter proposition that, for a 
time, modern painters famously adopted 
in their acknowledgement of the flatness 
of the surface and the restrictions of the 
frame.18 These two premises—the need 
to maintain the free practice of high art 
and the pursuit of integrity to medium—
served perfectly as justifications for 
abstraction, Greenberg’s main cause as 
a critic and defender of American mod-
ernism. Both principles also served as an 
argument for a disinterested aesthetics 
that divorced art from politics, which is 
to say a segregation from all explicit con-
tent external to itself. 

This suddenly presents us with an 
odd picture, as if Kant were to walk into 
the room wearing Marx’s greatcoat and 
sporting a long white beard to announce 
that the eventual triumph of socialism 
was at hand, but, for the sake of its own 
survival, the fine arts should be care-
ful not to get involved. The story of the 
de-politicization of postwar American 
modernism has been debated often and 
cannot be rehearsed here. Suffice it to say 
that a choice was on offer regarding how 
art should be approached and interpreted 
in both scholarly and public settings. 
It is certainly the case that Greenberg, 
like Benjamin, thought about art in its 
sociopolitical context even as they came 
to radically different conclusions. In the 

end Greenberg seemed to be a kind of 
isolationist who saw the fragility of high 
culture and sought to protect it rather 
than enlist its influence in a subversive 
cause. He encouraged a retreat into self-
containment, and in so doing he also 
provided a theoretical undergirding for 
the separation of curatorial responsi-
bilities. The museum preference for the 
administration of objects by medium is 
certainly not Greenberg’s doing, and I 
doubt anyone turned to his criticism as 
a justification for something that was 
more or less set by the time he was writ-
ing. Nonetheless, one can legitimately 
claim Greenberg’s formalism as theoreti-
cal support for this division of art history 
even though, as far as I am aware, he 
never wrote a word about a print.

Greenberg’s proposition about integ-
rity to medium did not exist in a vacuum. 
There were a number of other theoreti-
cally acute arguments for the discrete 
consideration of works of art according 
to formal criteria, not least the practice 
of New Criticism, which likewise extolled 
self-referentiality as the objective of 
modern art, indeed art in general.19 The 
impact of these analytical strategies was 
profound in American higher education 
from the 1950s well into the 1970s, and I 
think it fair to assume that pedagogy in 
the humanities is still deeply immersed 
in the close reading of individual texts or 
works of art. It is an unsurpassed means 
of providing students with a vocabulary 
for looking, and it was certainly a con-
stant in my own teaching. But in princi-

Adam Bartsch, Self-Portrait (1785), etching, 16.8 x 12.6 cm. The British Museum, London. 
1851,0308.947. ©Trustees of the British Museum.
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ple, close reading is meant to establish an 
acquaintance with a work of art prelimi-
nary to talking about it in some larger 
sphere. This seems to be the part that too 
often gets lost.

Considered retrospectively, studies of 
“the media” around the middle of the last 
century bore a lot of intellectual weight. 
From Benjamin to André Malraux, Wil-
liam Ivins, Vance Packard, and Marshall 
McLuhan, contextual analyses of the 
media took on the popular press, politi-
cal caricature, photography, advertise-
ment, technical illustration and other 
ephemera, making a good case for hav-
ing laid the ground for what—along with 
its European counterpart Bildwissen-
schaft—we now refer to cumulatively as 
“visual culture.” And print studies were 
once again actively stirring up the his-
torical landscape. Instrumental to this 
development in America was, of course, 
William Ivins, the first curator of the 
print department at the Metropolitan 
Museum of Art in the days when it was 
still called a print department. However 
much we might disagree with various of 
Ivins’s often provocative observations, 
there is no doubt he was among the writ-
ers who made the subject of printmaking 
intellectually gripping, at least for those 
of us who have worked seriously on prints 
in recent decades. He is in many ways 
our local champion. Ivins’s best-known 
proposition arose out of his interest in 
scientific and technological progress, by 
any measure an overwhelming factor in 
America’s self-image between and after 
the two world wars. Ivins made acces-
sible the argument that having the same 
image of the same object simultaneously 
in the hands of many people in differ-
ent places was essential to technological 
advance. That simple proposition (ulti-
mately descending from John Evelyn), 
together with Ivins’s concept of pictorial 
syntax, anticipated by a decade Marshall 
McLuhan’s famous dictum “the medium 
is the message.” Ivins’s book Prints and 
Visual Communication also encouraged 
the emergence of information theory, 
something of a vogue both before and 
after the advent of personal comput-
ers.20 Ivins was interested in replication 
as a form of knowledge.

 
So Where Are We Now?   
  

Let me now venture into more 
troubled waters by returning to my 
query about specialization according to 

medium. What I often told my interns 
was that they should think of themselves 
not as committed to works of art made 
in a particular medium but rather as 
art historians with a special interest in 
these things. Although one can say the 
distinction is purely rhetorical, there is 
nevertheless an attitude underlying the 
emphasis on medium, one that I believe 
tends to be limiting rather than expan-
sive. Another thing I have noticed is an 
inclination not only among students but 
also among curators in other fields to 
believe that there is something inherently 
mysterious about dealing with prints, an 
intimation that they have not been let 
in on the secret handshake. I have been 
approached on a few occasions by recent 
graduates seeking a museum career who 
felt that they “didn’t understand prints” 
and wanted to learn more about a field 
that they openly regarded as somewhat 
obscure. I think as “print people” we bear 
some responsibility for encouraging this 
perception, or at least for not actively dis-
couraging it. 

When I entered the field of art history 
as a graduate student, works on paper 
were something that one took an inter-
est in mainly in order to find out some-
thing else: what Raphael used for source 
material, how designs got transmitted 
across the Alps, how popular a particu-
lar saint’s cult was, why Degas cropped 
his compositions the way he did. Almost 
nobody wrote dissertations on prints, not 
least because so much of what had been 
written about them was restricted to cat-
alogues raisonnés and sections of mono-
graphs otherwise focusing on “more 
important” subjects. Now the situation 
is very different. There are dissertations 
aplenty as well as exhibitions exploring 
all manner of historical, social, cultural, 
economic and political topics through 
works on paper, along with monographic 
and thematic installations of the more 
familiar sort. And the insertion of works 
on paper into displays of other kinds of 
objects has become common practice in 
museums despite the conservational dif-
ficulties and additional labor involved. 
The difference is that in a variety of ways 
works on paper have been steadily inte-
grated into the larger history of art. 

This is crucially important for how 
curators and art historians understand 
their role in museums and the academy. 
As I am sure everyone would agree, defin-
ing art history as though it were a run-
ning track with the lanes divided off by 

medium is not a good way to approach 
the history of artistic production or 
museum pedagogy. Speaking to the 
Association of Print Scholars last year, 
I questioned why no such organization 
exists for painting or sculpture, although 
comparable groups do exist for the his-
tory of the book and the history of film, 
domains that have no long tradition of 
academies to support them. Should we 
be concerned that the various mediums 
of replication—those with a history of 
collusion with the “popular” arts, those 
that have come last to the hierarchy of 
artistic practices, those with the taint of 
secondariness about them, indeed those 
with a subtle inferiority complex, or per-
haps a superiority complex hiding as its 
opposite—now find a need to organize a 
union? Is this a progressive or a reaction-
ary move? This is my question, and of 
course the answer is that it depends on 
how one goes about it. 

To be sure there is a marked satis-
faction in being among those who love 
prints rather than those who would 
rather look at the things everybody 
else looks at. The appeal is genuine and 
infectious. I have experienced it many 
times myself and, in fact, have deployed 
the argument that institutions should 
not hold print exhibitions to the same 
expectations for viewership that more 
mainstream productions are expected 
to attain. I too have argued that prints 
are typically small things requiring close 
attention, that they may be ignored alto-
gether and that they should be mounted 
with the anticipation of a more exclusive 
audience, a more patient audience, even 
a more informed audience and therefore 
an audience that can also be expected 
to gain more from the experience. But a 
limited number of viewers is not a reason 
to construct a limited menu of exhibition 
topics. Any significant print collection 
already has, in-house, a much greater 
range of historical and thematic possibil-
ity than is likely to be found in the collec-
tions of painting or sculpture. It is simply 
a matter of numbers. Therefore, if print 
exhibitions are too often dull, it is not 
the fault of the medium itself but rather 
how the medium is interpreted and pre-
sented. 

We are now at a crossroads in the 
museum profession, or should I say at yet 
another crossroads, one that involves con-
stant battling for resources while resisting 
attempts to lower the bar on scholarship 
and, by extension, on what we are able to 
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require of the public. To a greater extent 
than the academy, museums are under 
pressure to offer more entertainment, 
although it would be a mistake to say that 
the professoriate is not experiencing sim-
ilar pressures. Yet, intentionally or not, 
the pressure to become generalists is also 
a pretext to extend our range of thinking, 
to cross boundaries and to be expansive 
without risk of professional irrespon-
sibility. Breaking down the curatorial 
boxes is only one tactic for doing this, 
although in many situations it may be the 
most important. Special knowledge of a 
medium is essentially a post hoc rationale 
for a scheme that was already in place by 
the 17th century, long before curatorial 
staffs became necessary components of 
museums, and art history departments 
necessary components of universities. 
Medium as a basis for curatorial align-
ments has little foundation in the reali-
ties of artistic production. Descending 
primarily from the preferences of collec-
tors it is an emotional rather than a his-
torical criterion—a matter of love. 

Recent developments in professional 
art history tend to support not just an 
integrated approach to the study of 
objects, but an exploding field of mate-
rials and kinds of things, including the 
culture we now loosely refer to as “the 
media.” One could reasonably argue that 
in such a universe a primary concern of 
our field should be the defense of its tra-
ditional boundaries: What constitutes 
a work of art? Where should the limits 
of a public collection begin and where 
should they end? What sorts of things 
are legitimate topics of study? We must 
acknowledge that these boundaries have, 
for evident cultural reasons, become 
much harder to discern, and the old argu-
ments for doing art history by medium 
are therefore less persuasive. Either way 
a detailed knowledge of the replicated 
image and its intricate and widely impli-
cated history is a rich basis for centrifugal 
thinking.

It is not my intention to diminish 
the importance of expertise and the 
considerable education and experience 
required to gain it. Professionals have 
rightly insisted that the knowledge of 
prints is a complex and ever-challenging 
territory, and that print collections by 
their very nature require curators who 
understand the full extent of their hold-
ings, and above all that print curators, in 
particular, are at risk in the competition 
for funding. Although these arguments 

can be applied to every field, they bear 
especially on prints, which after all are 
mainly sequestered in their boxes. But 
the prints in those boxes did not emerge 
in isolation. The history of prints is 
part of a much larger field of study and 
if exclusiveness is used to make a case 
for standing alone, the battle may well 
be lost. Among the great strengths of 
doing art history in a museum is that 
the nature of a museum is to encourage 
catholicity.

When I began writing this essay I was 
bent on composing a sermon on the perils 
of dividing up the history of art according 
to medium. I still maintain that concern, 
but as I went along I found myself talking 
more and more about the ways in which 
prints, for credible reasons and almost 
since the beginning of the art form, have 
long been granted special status. None-
theless, we are in an age of cross- 
disciplinary thinking, and in discussions 
of “the media,” the replicated visual  
utterance sits right at the center. This 
comports with a longstanding inclina-
tion of printed matter to be the most sen-
sitive among the arts to respond broadly 
to its environment, and accordingly to be 
the most resistant to Kantian appeals for 
disinterestedness. The history of the rep-

licated image is one of engagement, not 
exclusivity. That may sound grandiose, 
but what I mean by it is modestly prag-
matic. Most art historians in the acad-
emy, at least those concerned with the 
post-medieval era, now recognize an obli-
gation to acknowledge the replicated 
image as a forceful dimension of their 
field. This is the case not just for Euro-
pean art, but also for that of South and 
East Asia, and Latin America as well. 
Meanwhile in museums up and down the 
block, in institutions small and large, 
public and private, much is being said 
about the decreasing authority and effec-
tiveness of curatorial staffs, the redistri-
bution of their traditional responsibilities 
and the diminishment of their ranks. 
One way to respond to these contractions 
where they occur is to cross the boundar-
ies of medium and find common cause 
with one’s fellow art historians—both 
curators and academics alike—and retain 
the museum as a place for doing serious 
art history. 

Peter Parshall is the former Curator of  
Old Master Prints at the National Gallery of Art. 
He is currently serving as the Janson-La Palme 
Lecturer at Princeton University.
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vol. 4, 85–93.
19. A most influential contributor to this arena was 
Erich Auerbach, a close friend and correspondent 
of Benjamin’s, who emigrated to the U.S. imme-
diately after the war. The New Critics (Cleanth 
Brooks, T.S. Eliot, William Wimsatt) were a brand 
of formalists who set themselves in opposition to 
Romantic (subjective) modes of appreciation on 
the one hand, and traditional European philol-
ogy on the other. Moreover, the theory of genre 
proposed to great acclaim by the literary critic 
Northrop Frye in The Anatomy of Criticism (Princ-
eton: Princeton University Press, 1957) provided 
a compelling parallel argument for medium-based 
criticism.
20. Estelle Jussim, Visual Communication and the 
Graphic Arts: Photographic Technologies in the 
Nineteenth Century (New York: R. R. Bowker Co., 
1974), esp. chap. 1; and Gordon Fyfe, “Art and 
its Objects: William Ivins and the Reproduction 
of Photographic Art,” in Picturing Power: Visual 
Depiction and Social Relations, ed. G. Fyfe and 
John Law (London and New York: Routledge, 
1988), 65–98. Jussim’s study is essentially a com-
mentary on Ivins from the perspective of “informa-
tion theory,” which she regards as initiated by 
Ivins. Lewis Mumford’s ideas about technology 
and civilization offer some precedent, as do Mar-
shall McLuhan’s studies of the popular media, 
although they address sociological and semantic 
problems not central to Ivins’s purpose.
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Why Study Prints Now, Redux
By Patricia Emison

In 1987, during the fall semester of my  
 first year in a settled teaching job, I 
went to Lawrence, Kansas, for a confer-
ence in honor of the “Little Masters” 
exhibition curated by Stephen Goddard, 
and there I was introduced to Peter Par-
shall. As an academic working on Renais-
sance prints, I remember feeling slightly 
bothered as all my research interests 
were in limbo while the world waited for 
Parshall’s promised book to solidify the 
foundations of the field (The Renaissance 
Print 1470–1550, co-authored with David 
Landau, was still seven interminable, 
Biblical years off). My ample compensa-
tion was meeting an art historian who 
was deft, kindly, challenging and widely 
knowledgeable as an interlocutor, a per-
son who found the world amusing and 
distressing by turn and who avoided the 
egomania that can run in our profes-
sion. I suppose I am not alone in having 
thought, if only this person had been my 
dissertation advisor! I have treasured 
the opportunities to learn from Peter 
and to share bemusements and delights 
ever since. Much of what follows may be 
considered the fruit of our conversations 
over what is now, astonishingly, close to 
30 years. Tempus fugit.

Let me begin by confessing that, 
despite Peter’s warning against Bal-
kanization, I am one of those people 
who “loves prints” categorically. Prints 
are Kansas to oil painting’s Oz, and it 
is possible to prefer Kansas. I love black 
and white; my brain may simply be wired 
that way. I would rather not know what 
shade of lipstick Greta Garbo was wear-
ing; I deplore the need to paint the grass 
green, as Antonioni did in Blow-Up, to get 
the right hue. I would prefer to concen-
trate on the interrelationships of tone, on 
the degree of focus, on the simplicity of 
a perfectly drawn line. Black and white 
can offer us a world of heightened clarity; 
alternatively, aquatint makes vagueness 
palpable. A world of grays is not necessar-
ily an unrealistic world: sometimes the 
world is gray. 

I also love the paper. What could 
be more redolent of the achievements 
across centuries than a substantial piece 
of paper, blank and ready for any kind 

of visual adventure, so in need of special 
handling and yet so quotidian? Those 
who only experience prints as objects 
framed and under glass miss some of 
this delight—the feeling of good-quality 
laid paper between the fingers, the ridges 
of ink, the deposits of oil from that ink  
visible on the verso. 

The viewer has a different relationship 
to a work of art that is picked up and bal-
anced between the hands, particularly if 
it is unmatted. To put it a bit dramatically, 
the viewer hovers in a position of power 
over the delicate work of art, the reverse of 
the old relationship of prayerful observer 
kneeling before an altarpiece. Whoever 
holds Giulio Campagnola’s engraving of 
a baby with a cat, or the Master of the 
Hausbuch’s drypoints of cavorting peas-
ants, is likely to experience the opposite 
of aura, i.e., amusement. Amusing mar-
ginalia had adorned manuscripts, but as 
ornamental adjuncts, distractions rather 
than the main event. Prints, by contrast, 
were often made merely to delight. Often 
made “on spec” rather than on commis-
sion long before that was true of paint-
ings or sculpture, prints shifted initiative 
to the workers in a small but significant 
sector of production. They gave artists 
the chance to generate a new public and 
a new market for art by exploring new 
byways of visual experience. Being less 
important, monetarily speaking, made 
them more open to subtleties and even 
oddities in the history of composing and 
recording thought.

I will stand with Vasari when teams 
are drawn up and advocate on behalf of 
disegno, that which uses minimal means 
to achieve the most profound effects. It’s 
a kind of Ockham’s razor for aesthetics. 
Even intricate work can be understood 
as an aggregate of very simple marks: 
no single line in Dürer’s Meisterstiche 
was vastly difficult to execute—it was 
envisioning the cumulative cosmos cre-
ated that required brilliance. Whether 
such a cosmos is created in relation to 
myriad other lines or by a nonchalant 
single stroke, I hail the result as belong-
ing to the art of disegno. I can certainly 
expand my range to the friable red of a 
Watteau drawing, or even his triumvi-

rate of red, black and white chalk, but my 
natural inclinations start to fail me when 
faced with a full-color lithograph. Then I  
need to start thinking in terms of Art 
Historical Importance rather than sheer 
pleasure.

Quite apart from issues of personal 
preference (the Achilles heel of curat-
ing), the art historical questions we can 
ask of prints are perennially fascinating. 
As Peter points out, they do not sit neatly 
within a narrow set of media. Art history 
is an inherently interdisciplinary subject, 
and prints constitute a particularly inter-
disciplinary subset thereof. Relief or inta-
glio, the instrument pushed or pulled: 
these are differences of significance, even 
before we get to lithography and beyond. 
Multifarious of reference, wide-ranging 
in size and manner of display, imagina-
tive, documentary and diagrammatic 
by turn, artistic and not, prints are not 
easily comprehended. They have in com-
mon not even the paper on which they 
are printed, for that is highly variable and 
can be exchanged for cloth or parchment 
or porcelain. In concentrating on states, 
copies and issues of authorship, Bartsch, 
for all his admirable ability to categorize, 
discounted the complexity of the history 
of prints, and the task of correcting for 
that bias remains. The market still condi-
tions us to think in terms of rarity, even 
with regard to a medium whose chief 
glory is its multiplicity, its making pal-
pable the idea of a commonality, a demos. 

The time has come to rethink the his-
tory of prints, and with that, the whole 
history of art. The larger significance of 
prints, historically, lay in the realization 
that art was not about autograph work, 
but instead about sharing ideas. Auto-
graph work might enhance those ideas, 
but prints made clear that it could be as 
inessential to the making of a work of art 
as it was to architecture. 

Why do we think of the history of 
art in terms of unique items at all? Not 
only ancient coins, but also ancient 
statues (terra cotta, bronze and marble) 
were all reproduced routinely. Medieval 
cathedrals replicated many of the same 
features over and over. Those myriad 
Madonna and Childs were valued in part 
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for their similarity and derivation from 
St. Luke; Pope Pius  II built himself a 
palace that nearly replicated that of the 
Rucellai bankers in Florence. Resem-
blance, if not outright replication, was at 
the heart of the art that challenged and 
eventually replaced the cultural signifi-
cance of relics. Even relics, which might 

seem the very definition of uniqueness, 
had a disconcerting way of multiplying, 
if only because of the scattering of bones. 

Uniqueness wasn’t prized until pri-
vate collecting became competitive, and 
private collecting didn’t become com-
petitive until the history of art developed 
sufficiently to make portable works of art 

prestigious—a process in which prints 
played a part because they could adver-
tise ownership and cultivate the celebrity 
of an object. The bragging by collectors 
Peter refers to—“I have an art object you 
don’t have”—did not much predate the 
history of prints. They grew up together, 
along with collecting antiquities, and 
represent a refinement, arguably an over-
refinement, in the reception of art rather 
than a defining condition.

The whole idea of imitation—the 
dominant component of art theory 
until Romanticism’s concept of artistic 
genius—emphasized continuity of tra-
dition rather than the drive to original-
ity. Aristotle justified imitation as the 
way humans learn, and art as a kind of 
meta-learning: we imitate naturally and 
thereby learn; artists imitate nature and 
we learn from art. Neither Aristotle nor 
after him the Roman poet and theorist 
Horace, who held the Greeks in high 
esteem, was particularly susceptible to 
the magnetism of uniqueness.1 

Rarity (if not necessarily uniqueness) 
is implicit in the idea of visual art as 
priceless, which goes back to Pliny, and 
in the idea of art as treasure, which can 
arguably be traced to Abbot Suger.2 Nei-
ther invokes the idea of art as quarry to 
be hunted, as in the case of the avid print 
collector who seeks the rarest impres-
sion possible or the missing element of a 
set. Pliny and Suger speak as those who 
already possess what they praise and 
simply want to orchestrate the response. 
The idea of pursuit, the hunt for own-
ership, goes back to the owners of stu-
dioli in the Renaissance,3 whose trophies 
were displayed privately. Pliny and Suger 
referred mostly to collective holdings. 
Prints represent an intersection of these 
two modalities: they are collectively pos-
sessed in some virtual realm,4 and yet 
also privately held.5 

The invention of the private art space 
was one of the Renaissance’s great con-
tributions to the history of culture. The 
studiolo, a confined place where one was 
surrounded by art, displaced the cha-
pel as the place where art was experi-
enced (think of Urbino’s Palazzo, with 
its ornate chapel and its mini-gallery 
studiolo).6 People met in small groups, 
perhaps with books and portfolios, to 
think and test ideas, rather than to pray. 
A print could bring people together 
around a particular subject, much as 
film does today. Before there were col-
lectors who needed a certain unique 

The Master of the Hausbuch, Coat of Arms with a Peasant Standing on his Head (1485 –1490), 
drypoint, 13.8 × 8.5 cm. Rijksmuseum, Amsterdam.
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impression to feel themselves complete, 
there were cultural commentators who 
valued prints as shared and fairly stable 
cultural reference points.

The emphasis on singular works of 
great rarity is a holdover from the age 
of art as treasure, whether religious or 
princely. It has exhausted its usefulness 
for the history of art, and for the history 
of prints in particular, since their great 
resource is their replicability. Nor is the 
history of prints the prime place to study 
the history of formal innovation. For that 
we rightly turn to the highly competi-
tive world of painting and sculpture. The 
innovations we find in prints tend to have 
more to do with ideas, and often with 
slightly divergent or eccentric pictorial 
inventions, than with the grand march 
of stylistic progress. Historically, prints 
have been more important for their role 
in preserving cultural memories than in 
initiating them,7 and their status suf-
fered accordingly in an era during which 
art history emphasized little other than 
innovation, understanding art as the sis-
ter activity to science. 

Prints are both present to us and 
absent (because present elsewhere). With 
hindsight we may claim that they pre-
pared us for the virtual worlds of the 
computer age, which we likewise share 
widely, possess privately and credit vari-
ously. Inherently semantic entities, prints 
point us to replicas of themselves and at 
the same time direct us to the ideas from 
which they have sprung. Engravings and 
woodcuts cannot mirror the world with 
the illusionism of painting; instead they 
translate it into lines and clouds of ink, 
signifying rather than deceiving. They 
are like cartoons rather than movies; we 
cannot mistake them for reality, and yet 
we may experience reality through them. 

As Peter has argued, the question 
“why study prints” is indissoluble from 
the question of “how to study prints,” 
and he notes that the answer to this 
latter question may be affected by how 
much faith we possess in the robustness 
of “high culture.” Perhaps the direction 
the art world has taken since the time 
of Clement Greenberg—in part due to 
changes wrought by digital technol-
ogy—may induce us to mothball the term 
“high culture” along with that of “original 
print”; indeed it may be that the more we 
look for high culture the less we are able 
to identify it. 

The interdisciplinarity and inter-
mediality that provide the richest pos-

sible context for asking art historical 
questions—the Warburg library state of 
mind—is an analogue to the larger world 
in which art is both made and viewed. 
So not only should we conceptualize 
the walls between departments within a 
museum as intellectually porous, but the 
walls of the museum itself as well.

As art historians, we need to trust the 
general public to understand, or at least 
to want to encounter, the challenges of 
the “mass media” of fine prints, and I 
include in this the occasional obscure or 
recondite example. We ought to think of 
the print room not as the castle keep but 
as the engine room of our culture; if we 
cannot all be engineers, we can all learn 
something from the sight of intricate 
machinery. We need also to preserve the 
opportunity for quiet study, including 
scholarly study, of the physical objects in 
all their stimulating and sometimes 
befuddling complexity. Digitization is the 
great boon of our era, yet nothing can 
completely replace the precious experi-
ence of proximity to a particular impres-
sion for eager viewers gathered in some 
descendant of the studiolo. There we may 
strive to harness the connoisseurship of 
Bartsch and the unbounded intellectual 
curiosity of Warburg, without obscuring 
the innocent (albeit 21st-century) eye. 

Patricia Emison is a Professor at the University 
of New Hampshire and the author of several 
books on the Italian Renaissance.

Notes:
1. Horace’s guidelines for understanding art cen-
tered on three precepts: ut pictor poësis, delectare 
et docere, and notum si callida verbum reddiderit 
iunctura novum (a poem is like a picture; to delight 
and to teach; a skillful placement renders a famil-
iar locution new).
2. The two ideas, pricelessness and treasure, are 
not completely congruent by any means: the for-
mer places the object beyond price and the latter 
means only that it is worth a huge sum.
3. For example: Isabella d’Este, who collected 
samples from reputable artists, as did her father, 
Leonello, and later Cardinal Scipione Borghese, 
who arranged the first notorious art theft, that of 
Raphael’s Entombment from its altar in Perugia. 
See further, Dora Thornton, The Scholar in His 
Study: Ownership and Experience in Renais-
sance Italy (New Haven: Yale University Press, 
1998 .
4. With the exception of monoprints and special 
impressions, e.g., printed with gold ink. On the 
latter, see David Landau and Peter Parshall, The 
Renaissance Print, 1470–1550 (New Haven: Yale 
University Press, 1994), 184–90.
5. Museum and library collections are the excep-
tion here, though even there the prints are usually 

not on public display. 
6. Cf. Peter Parshall, “Art and the Theater of 
Knowledge: The Origins of Print Collecting in 
Northern Europe,” Harvard University Art Muse-
ums Bulletin II (1994): 7–36.
7. Ivins and his “ERPS” (exactly repeatable picto-
rial statements) spring to mind when dealing with 
the epoch-defining nature of the print as carrier 
of information; see Peter Parshall, “The Education 
of a Curator: William Mills Ivins, Jr. at the Met,” in 
Freya Spira, The Power of Prints: The Legacy of 
William M. Ivins and A. Hyatt Mayor (New York: 
Metropolitan Museum of Art, 2016), 13–25. 
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It’s All about Matter: Thoughts on Art History 
from the Perspective of the Maker1

By Ad Stijnman

Toward the end of his 2015 lecture to  
 the Association of Print Scholars, 
Peter Parshall discussed the ordering of 
art objects according to the “material fac-
tor [that] has long been a standard basis 
for curatorial alignments.” Indeed, the 
legitimacy of this basis is one of the chief 
subjects of his text. He noted that art his-
torians “are trained first in a period and 
a geographical area, not in a medium . . . 
our task as art historians, whether writ-
ing about objects or taking charge of 
them as custodians, is to return them to 
the larger context of their history.”

Parshall speaks here as the scrupu-
lous scholar he is, carefully observing and 
studying the artwork within its historical 
and cultural context. He stands in a long 
line of distinguished scholars and cura-
tors of early modern (15th–18th century) 
art who have ordered artworks according 
to their materiality: prints go with prints, 
paintings with paintings, sculpture with 
sculpture.

And yet, despite this attention, 
there are fundamental aspects of these 
objects—primarily to do with the ways 
in which they were made and what hap-
pened to them after leaving the studio—
that remain little known. Without an 
understanding of the artists’ processes, 
the findings of art historians will inevita-
bly be compromised. Consider, for exam-
ple, a 15th-century woodblock printed 
with a printing ink based on black iron 
gall ink on white paper.2 The iron gall ink 
will inevitably turn brown in the course 
of time due to its chemical degradation, 
while the paper may achieve a pale brown 
shade due to exposure to light and gath-
ering dust. The appearance of the impres-
sion will therefore change dramatically 
over time from a high contrast image to 
a composition of browns. Anyone consid-
ering the visual experience of the brown-
ish print should be aware that it does not 
reflect its maker’s intent. However, the 
modern researcher often only reflects on 
the present appearance of the work.

It is common for art historians to 
study style, deriving from concept and 
disegno, and also to involve themselves 

with an artwork’s iconographical, social, 
economical, religious or other func-
tions. The object’s “matter” has tra-
ditionally been used for classification 
(prints go with prints), but has not often 
been the subject of more serious art his-
torical discussion. Nowadays, material 
questions are largely left to conservation 
scientists, who analyze the object’s con-

stituent parts in light of conservation 
conditions. Around 1995, art historian 
David Bomford of the National Gallery 
in London coined the term “technical 
art history” for the combined study of 
art history and conservation science.3 

But even this specialized discipline 
does not inquire deeply into the produc-
tion processes of the objects,4 or place 

François Bonvin, Le graveur (effet de lampe) (ca. 1871), etching, 21.8 × 16.2 cm. Private collection. 
Photo: Yuriko Miyoshi. 
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them within the larger historical con-
text of ways of producing art objects. 
Neither art historians nor conserva-
tion scientists receive much theoretical 
background or practical training in art 
technology and its history during their 
education.

Studying reproductions is necessary 
for art historians, as it enables a gen-
eralized view of an otherwise impossi-
bly broad range of objects, and the field 
has certainly profited from the current 
proliferation of digitized reproductions 
online. At some point in the study and 
research of an artwork, however, it is 
important to see the original in order to 
distinguish its characteristics from those 
of the reproduction, to recognize all the 
discrepancies in format and color caused 
by reproduction processes—the lighting 
circumstances and angle of photogra-
phy, screen calibration and pixilation, the 
printing process and materials. There is a 
profound difference between looking at a 
flat image on paper or screen and experi-
encing the dimensionality and material-
ity of a tangible object. The artwork as a 
material object is in a way hidden in plain 
sight, i.e., the facts of the artwork’s mate-
riality are available to all viewers, but can 
only be “read” for content by researchers 
who have the skills and instruments to 
do so.

Every art object is a materialized con-
cept. Sparked by an initial idea that may 
be further conceptualized in a sketch, the 
maker takes decisions about how to pro-
duce the work and thereby also decides its 
style and outward appearance. Different 
materials and modes of production create 
art objects of manifestly different appear-
ances. For example, a subject drawn in 
crayon looks different from the same sub-
ject produced as an etching and gives a 
different sensation to its audience, which 
after all is the intention of its maker.

What do we need to do if we want to 
understand the object’s materiality? We 
need to embrace it as intrinsic to us. How 
is this to be achieved? By focusing on the 
process of its production and, thinking 
from the perspective of its maker, place 
matter at the center of our attention—
relate matter to concept and disegno, on 
the one hand, and to style and function, on 
the other. Even if the work was commis-
sioned, the printmaker made autonomous 
decisions during production according to 
his or her characteristic manner of work-
ing. Given the same design, a copper plate 
could be worked with a rocker to make a 

mezzotint, or with a burin to make an 
engraving. Articulating the design with 
either soft tones or rigid hatching systems 
has an impact on the style of the print and 
its reception.

Finally, there is little poetry in getting 
your hands dirty, damaging your eyes 
and filling your lungs with acrid vapors, 
but that is how many prints are created. 
It is easy for the modern researcher to 
overlook the hazards of art production 
processes.5 Their detrimental impact on 
artists’ health and vision, physically or 
mentally, is a subject hardly studied in art 
history, though they may well affect the 
aesthetic appearance of the final artwork 
negatively and thereby his or her career. 
More broadly, few art history students are 
aware of how artworks are created from 
matter because it is not a regular part of 
their education.

The aim of approaching a print or 
other artwork as a material object may be 
characterized as follows:

1. To understand better the technologi-
cal practices of production (technological 
aspect)
2. To relate the concept and disegno of 
the artwork, on the one hand, and its 
style and function, on the other, to its 
matter (art-making aspect)
3. To relate its present appearance and 
aesthetic impact to the production pro-
cess (aesthetic aspect)
4. To locate and date the work’s produc-
tion (historic aspect)
5. To understand the chemical and physi-
cal processes used in making and pre-
serving the art object (scientific aspect)
6. To relate the present condition of the 
art object to its original condition (con-
servation aspect).

Identifying printmaking techniques 
should be a primary concern of print his-
torians. Studying original prints in com-
bination with basic hands-on training in 
graphic processes gives a tactile experi-
ence that cannot be acquired by reading 
books. Expanding this to the study of the 
visual arts in all media, I propose the fol-
lowing:

1. To conceive a new, freshly defined para-
digm in art history, thinking from the 
perspective of the maker of the art object
2. To integrate the study of art technol-
ogy—its history and practical training—
and the basics of technical examination 
into the education of art historians gen-
erally and offer further specialization (in 
print history, for example)

3. To define this new paradigm with care
4. To give it a proper name.

In my vision, studying prints in the 
field of art history should first mean rec-
ognizing the necessity to make judgments 
on the basis of materiality, accounting for 
choices of acids, supports, tools, machines 
and particular printing processes, before 
continuing with the study of any further 
aspects—because everything before and 
after is related to the object’s produc-
tion process. I believe a similar case can 
be made for all other media in the visual 
arts. I therefore strongly encourage uni-
versity departments of art history to 
include in their curricula from the very 
beginning of the courses intense study of 
the materials and techniques used to pro-
duce artworks in all their variety, in order 
“to return them to the larger context of 
their history.”

I gratefully acknowledge discussions 
with Norma B. Goethe, Sophia McCabe, 
Susan Tallman, Christina Weyl, members 
of the Association of Print Scholars and 
members of the International Council of 
Museums Committee for Conservation 
(ICOM-CC) Working Group Art Techno-
logical Source Research. 

Ad Stijnman is an independent scholar and 
author of many publications on historical  
printmaking processes. 

Notes:
1. I much appreciate Art in Print offering a forum to 
share the following considerations.
2. Ad Stijnman, “The Colours of Black: Print-
ing Inks for Blockbooks,” in “Blockbücher des 
15. Jahrhunderts, eine Experimentierphase im 
frühen Buchdruck: Beiträge der Fachtagung in 
der Bayerischen Staatsbibliothek München am 
16. und 17. Februar 2012,” ed. Bettina Wagner, 
special issue, Bibliothek und Wissenschaft 46 
(2013): 59–80. 
3. “Technical” here refers to the “technical exami-
nation” of the artwork, which Bomford proposed 
to combine with art historical research. The term 
sounds a bit awkward and the concept was not 
defined or thoroughly discussed at its start. Nev-
ertheless, his idea was taken up by art conser-
vators and art historians in some countries and 
has become occasionally an independent subject 
of study. Problematically, however, courses in 
technical art history are offered to students in art 
history who have no technical background and 
to students in the sciences who have no art his-
torical background. Detailed information about the 
history of art technology is also often missing is 
such courses.
4. It usually concerns research into early modern 
paintings.
5. It was not uncommon for engravers to lose their 
sight.
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Alexander Massouras: 
The Real and the Imaginary (2016)

In an 1891 publication the Metropoli- 
 tan Museum of Art explained the 
importance of a “complete collection” of 
plaster casts, which furnished:

the best means for studying the his-
tory of art. In it the archaeologist finds 
indispensible material for his studies; 
the artist, the most perfect produc-
tions of all styles and schools; and the 
general public, a sure means of form-
ing taste and cultivating an enjoyment 
of the beautiful.1 

Cast collections enabled museums to 
emulate the encyclopedic rigor of librar-
ies. They allowed them to present a com-
plete cultural canon rather than simply 
a quixotic sprinkling of historic objects 
that happened to have been available for 
purchase. Art students were expected to 
know these exemplars well enough to 
draw them from memory. 

Of the London-based firm of Domen-
ico Brucciani, The Graphic reported: 
“You find their copies in every museum, 
in every school of art and studio, in stu-
dents’ rooms, in private houses. The 
showroom and the stockrooms are full of 
treasure. Here you may see in long rows 
and so many shelves, statues, statuettes, 
busts, masks, copies of every famous and 
beautiful thing in modern and ancient 
sculpture. You can find a lovely little 
Venus de Milo three feet high, or a full-
sized Demeter, the most majestic and 
beautiful thing in London.”2

But with the fin de siècle, artists—the 
coalmine canaries of visual culture—
began to turn their back on casts, con-
vinced, as Thomas Eakins put it, that 
“imitations of imitations cannot have so 
much life as an imitation of nature itself.”3 
In modernist thinking, lived experience 
trumped received wisdom, and “original-

ity” elbowed every other idea of merit out 
of the way. Cast collections came to be 
seen as an embarrassment—evidence of a 
fundamental misassessment of what art 
was—and were consigned to deep storage 
or the rubbish heap. 

Alexander Massouras sees, in the 
rise and fall of cast collections, a reflec-
tion of the anxieties about reproduction, 
authenticity and high-cultural gate-
keeping that haunt our own time. As a 
painter and printmaker, Massouras often 
plays with the distortions and accidental 
elaborations imposed by reproduction—
a series of paintings from 2012–13, for 
example, focused on lens flare and photo-
graphic color shifts—and is committed to 
teasing out the complexity embedded in 
the cyclical use and reuse of information. 

For this Art in Art in Print project, 
Massouras has composed a brief visual 
essay—four etchings arrayed over four 

Above: Video still of the artist at work from “‘The perfect line’: How Rembrandt made some of his greatest works” (2016). Courtesy of Christie’s and Bronwen 
Parker-Rhodes. Right: Alexander Massouras, Polaroid Etching (Brucciani & Co) I (2016), etching, 3.5 x 4.25 inches. 
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pages that together encapsulate millen-
nia of making and remaking, copying 
and recopying, formal repetitions and 
technological departures. Three of these 
prints adopt the peculiar, recognizable 
format of Polaroid 600 film—the small, 
square image within the white rectangle 
with its oddly oversized bottom margin 
for chemicals. (The format cites photog-
raphy but not multiplicity, since Pola-
roids, like Daguerreotypes, are unique.) 
The two etchings that form the essay’s 

quietly assert Eakins’ “nature”—the 
world of real things. But this “real” world 
is, of course, every bit as fictive as the rest 
of the scene. No one sits in the chairs.

The only observer, facing off from 
the opposite page and confined within 
a different etching, is a solitary, seated 
Hermes. This elegant, musing figure 
was etched from a photograph of a plas-
ter cast made in imitation of the famous 
bronze figure unearthed at Hercula-
neum in 1758, itself a copy of a lost Greek 

first century, the paradox is of an age with 
the subjects of Brucciani’s plaster casts (if 
not of those subjects’ subjects), and 
reminds us that while these questions 
may feel more pressing in an age of 3D 
printing and viral video, they are essen-
tially philosophical quandaries about 
how we parse the world with words. 

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

intro and outro depict a page from a Bruc-
ciani & Co. catalogue: 23 tiny silhouettes 
so iconic that anyone with a smattering 
of art historical knowledge will be able  
to pick out the Dying Gaul, the Apollo 
Belvedere, the Farnese Hercules. 

The larger etching that anchors the 
group pictures a kind of holding pen for 
antiquity’s greatest hits—the Apollo, Her-
cules and recumbent Gaul again, rubbing 
shoulders with the Discobolus of Myron, 
the thrashing Laocoön, and assorted 
Venuses (Capitoline, Crouching, de Milo). 
Like fish in a giant aquarium, the statues’ 
organic forms are pressed into a precisely 
defined cubic space. Outside, the neatly 
rendered, hand-colored table and chairs 

original. A similar lineage stretches out 
behind all these figures—each has been 
similarly processed through changes of 
material, scale, dimensionality, texture, 
production process, color and surface 
detail. They share no material property, 
no time period, no spiritual goal, no tech-
nology with the things whose names we 
give them.

The famous Ship of Theseus paradox  
posits a situation in which a historic 
ship is preserved, but rotting boards are 
replaced, one at a time, until no origi-
nal boards remain. At what point does 
the ship cease to be Theseus’s ship and 
become a representation of it? 

Recorded by Plutarch at the turn of the 

Notes:
1. Committee of the Metropolitan Museum of Art,  
New York, “Why the Metropolitan Museum New 
York Should Contain a Full Collection of Casts.” 
The New York Times, reprinted in Franklin Web-
ster Smith, National Galleries of History and Art: 
The Aggrandizement of Washington (Washington: 
Government Printing Office, 1900): 175.
2. “The Duplication Of Genius: Where the copies  
of famous statues are made,” The Graphic 19 
(November 1910).
3. W.C. Brownell. “The Art Schools of Philadel-
phia.” Scribner’s Monthly Illustrated Magazine,  
17 (1879): 738. Cited in James K. McNutt.  
“Plaster Casts after Antique Sculpture: Their Role 
in the Elevation of Public Taste and in American 
Art Instruction.” Studies in Art Education 31, no. 3 
(Spring 1990): 165.

Above: View of the artist in his studio. Photo: Jessica Berenbeim. Left: Alexander Massouras, Polaroid Etching (Brucciani & Co) II (2016), etching,  
3.5 x 4.25 inches. Previous Spread Left Page: Alexander Massouras, The Cast Room (2016), etching and graphite, image 6 x 8 inches, sheet 11 x 15 
inches. Previous Spread Right Page: Alexander Massouras, Polaroid Etching (Hermes at Rest) (2016), etching, 3.5 x 4.25 inches.
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A Rare Kali Woodcut from the Era
of the Battala Printers
By Faye Hirsch

On the subcontinent, Indian litho- 
 graphs of the gods are displayed 
everywhere, from temples to taxicabs, 
and revered by millions as a means to 
darshan, or communion with the gods. 
Unschooled Westerners have long 
regarded these bright, colorful images 
with their vivid stories as borderline 
kitsch, but increasingly, over the last 
decade or so, they have been collected 
and shown in the U.S., largely through 
the efforts of New York–based print pub-
lishers Mark Baron and Elise Boisanté.

The first of these lithographs—still 
immensely popular in offset or digital 
iterations—dates back to the third quar-
ter of the 19th century, when the first 
Western-style workshops were set up in 
Kolkata (Calcutta). Today old lithos in 
fine condition are rare, given their hard 
use and an unpropitious environment 
that inflicts heavy humidity and paper-
destroying insects. Linking indigenous 
traditions of worship with Western-style 
production, and mixing Hindu scriptural 
content with Western representational 
and narrative modes, the lithographs 
testify to complex relationships both eco-
nomic and cultural. 

Before the lithographs, however, there 
were woodcuts. From around 1830, there 
existed in Kolkata a prodigious industry 
of woodcut printing. Artisans operated in 
the northern part of the city, where local 
publishing had taken hold, with most of 
their activity centering on book illus-
tration. By the 1850s, large, single-leaf 
woodcuts—today called “Battala” wood-
cuts for the neighborhood where they 
arose—were being produced as cheaper 
versions of the (already inexpensive) 
watercolor paintings, called patas,1 which 
had been made from the early 19th cen-
tury onward. At first created by rural art-
ists influenced, many times removed, by 
late Mughal manuscripts, the patas were 
sold by their painters, the patuas, from 
stalls in the southern part of the city, in 
the area around the renowned Kalighat 
Kali Temple, which was (and is) an impor-
tant pilgrimage site. It houses a much-
venerated effigy of the powerful goddess 

Kali—the “black one,” embodiment of 
time, creation and destruction, among 
other forces—as well as a relic (the toes, 
in the form of a stone) of another deity, 

Sati. Produced quickly with a few swipes 
of the brush, the patas were purchased by 
worshipers as reminders of their pilgrim-
age, as well as sacred images in their own 

Nritya Lal Datta, Kali (ca. 1860–1870), woodblock print, 16 1/2 x 10 7/8 inches, Calcutta.  
Collection of Mark Baron and Elise Boisanté.
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right. By the 1860s, woodcuts were being 
offered there for a fraction of the cost of 
the patas, whose imagery they often bor-
rowed.2

Unfortunately, very few of the wood-
cuts have survived—one source, from 
1983, counted a scant 100 known exam-
ples.3 The thin, poor quality paper made 
them even more vulnerable to damage 
than the lithographs.4 The heyday of 
these woodcuts was brief. By the early 
1880s, production of both woodcuts and 
patas nearly ceased because of compe-
tition from the booming lithographic 
industry. More descriptive, colorful and 
detailed; cheaper, more easily dissemi-
nated, and printed in greater numbers, 
the lithographs were instantly more 
popular.5 Having arisen from demands 
not dissimilar to those for devotional 
woodcuts in Western Europe from the 
15th century onward, the relatively crude 
Battala woodcuts died out much more 
quickly; their efflorescence lasted just a 
few decades.6

Baron and Boisanté had been smit-
ten with Indian “god prints” on their first 
trip to the country in 2000; six years later 
they opened Om from India, to promote 
interest in these works, and also began 
amassing a private collection notable 
for its historical breadth and the unusu-
ally fine condition of its impressions.7
Although their primary focus has been 
on lithographs, in 2010 they saw for the 
first time a remarkable woodcut of Kali at 
the Museum of Indology in Jaipur. It was 
a composition they had seen in later lith-
ographs but never in woodcut and they 
began searching for an impression. In 
2014 they purchased their first woodcut, 
a hieratic image of Shiva, five-headed and 
four-armed, seated on a throne. One year 
later, they heard from a dealer in India 
who had managed to locate the Kali. 

At 41.9 x 27.7 cm and in near-perfect 
condition (it is adhered to a backing 
sheet as is typical), the Kali is an impres-
sive image. Though Battala woodcuts of 
historical and social subjects are known, 
most are religious. Of these, there are two 
types: those with narratives, and “more 
iconic representations of Puranic divini-
ties,” intended for mystical devotion, 
which constitute the largest number of 
prints.8 The Kali falls into the second cat-
egory. It is ultimately based on the effigy 
in the Kalighat temple, a stylized sculp-
ture of the goddess with black skin, three 
lurid red eyes, and a long tongue made 
of gold. She wears a crown and is often 

garlanded with flowers. Pilgrims circum-
ambulate the figure in their devotions, 
making offerings. The stylized woodcut 
image shows Kali in a frontal, hieratic 
pose with four arms, as stipulated in 
sacred writings. She wears a crown, like 
the effigy, and radiates a dark light in the 
form of black spikes. Around her neck 
hangs a long necklace beaded with 16 sev-
ered heads. One tantric mantra (a writ-
ten guide providing a vivid description 
for those who wish to commune with the 
goddess) formulates Kali as follows:

She is the terrible one with a dreadful 
face. She should be meditated upon 
as having disheveled hair and a gar-
land of freshly cut human heads. She 
has four arms. In her upper left hand 

she holds a sword that has just been 
bloodied by the severed head that she 
holds in her lower left hand. Her upper 
right hand makes the gesture of assur-
ance and the lower right hand, the sign 
of granting favors. She has a bluish 
complexion and is lustrous like a dark 
cloud.9 

According to another tantric source, 
“She is lustrous like a dark cloud and 
wears dark clothes. Her tongue lolls, her 
face is dreadful to behold, her eyes are 
sunken, and she smiles.”10 The tantric 
sources go on in great detail about the 
appearance and actions of the goddess, 
who is similarly fleshed out in the litho-
graphic, narrative representations. In 
god prints, she can be seen treading on 

Kali (ca. 1880), lithograph with additions by hand, 7 7/8 x 6 inches. Published by P.C. Biswas, Calcutta. 
Collection of Mark Baron and Elise Boisanté.
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the supine figure of Shiva, her consort, 
who has fainted in terror, as if dead. 
Behind are vignettes of battlefields or 
cremation grounds. Kali’s mouth is open 
and her tongue always lolling to indicate 
her overweening appetites for violence 
and sex. Kali is a complex goddess, one 
of the most powerful in the Indian pan-
theon in her many manifestations, and 

she represents the forces of chaos and 
destruction. Raging, she terrifies those 
whom she wishes to defeat or seduce.

In the woodcut she is generalized and 
less terrible than in the narrative repre-
sentations. Basic elements of scriptural 
descriptions are present, but certain 
details make no sense—as in the teeth 
that lie behind the tongue. Her large eyes 

are hypnotic, as if returning the gaze of 
the person worshipping her. A few swipes 
of red watercolor, hand-applied, concisely 
convey her bloody nature, as does her 
tongue (though it is gold in the effigy). 
As with all such frontal, hieratic repre-
sentations—Eastern Orthodox icons, 
for example—this Kali is not subject to 
the vagaries of time, as she might be in 
a narrative, but instead stands still and 
measureless in her role as a prompt to 
meditate on the divine.

This print is one of just seven impres-
sions that Baron has been able to locate 
in the world.11 It is the only one in the 
U.S. and this is the first time it has been 
published. Though printed from different 
blocks, the seven known Kali woodcuts 
differ only in small decorative details, 
suggesting a shared prototype to which 
the artists remained faithful, much like 
painters of Byzantine icons. The proto-
type might well have been a pat, for a 
very similar hieratic Kali related to the 
Kalighat effigy is found in a number of 
delightful watercolor examples. The 
carving of multiple, similar blocks attests 
the importance of fidelity to the inspiring 
image, trumping fanciful flights of origi-
nality; it also implies the popularity of 
the image, which might have demanded 
large printings that wore out the blocks. 
(No blocks of any single-sheet Battala 
woodcuts are known to survive.)

This Kali is signed in the block in  
Bengali, “created by Shri Nrityalal Datta.” 
(The name is sometimes transliterated as 
“Dutta.”) Datta’s signature is found in two 
other Kali prints—one at the Museum of 
Folk and Tribal Art in Durgaon, outside 
Delhi, and the other at the Delhi Art 
Gallery, a commercial gallery.12 A sec-
ond artist, Benimadhab Bhattacharya, 
signed Kali prints located in the Victo-
ria Memorial Museum, Kolkata, and the 
Ashmolean Museum in Oxford.13 Datta 
was one of the few woodcut artists who 
had his own printing establishment, pro-
ducing books as well as single-leaf wood-
block prints. He was the most prolific of 
the known artists, “the greatest perhaps 
of the woodcut artists of the time, with 
his extraordinary skill in filling empty 
spaces, the density and harmony of his 
compositions, and the grace of his forms,” 
as Purnendu Pattrea observes, adding 
that Datta was the only one of the Battala 
engravers to have a lasting effect on later 
artists.14 The sole in-depth book on the 
Battala prints, Ashit Paul’s 1983 Woodcut 
Prints of Nineteenth-Century Calcutta, in 

Kalighat painting on brown paper (ca. 19th-century), 18 x 11 inches. Calcutta. Courtesy of Penn 
Museum, image # 29-225-5. Bequest of Maxwell Sommerville.
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which Pattrea writes, reproduces some 
14 of Datta’s prints. They vary in content 
and somewhat in style depending on the 
kind of scene they are representing—
i.e., narrative or iconic, secular or reli-
gious. Among his subjects, for example, 
are a circus image, decorative birds and 
a scene gently lampooning a babu, or 
Indian functionary of a class that rose to 
prominence in the urbane international 
milieu of 19th-century British-ruled Kol-
kata. Imma Ramos has analyzed some of 
the printed imagery of colonial India as 
subtly encoding messages of resistance; 
among these were the severed heads 
around the necks of lithographic Kalis, 
resembling too closely for comfort the 
faces and coiffures of the overlord Brit-
ish. This fact “seems to have precipitated 
the drafting of the 1910 Press Act, which 
would rigorously control picture produc-
tion and circulation in the first half of the 
twentieth century.”15 Kali, it seems, was 
always incendiary.

Like most avid collectors, Baron and 
Boisanté delight in the dramatic near-
misses and coincidences that occur in the 
hunt for prints. The very fact that they 
became so enamored of the Kali woodcut 
after seeing it just once and then man-

aged to obtain so rare an object, is, to 
Baron, a matter of great satisfaction. 
However, a truly odd coincidence con-
cerns a relationship between the only two 
woodcuts they own—the Kali and the 
Shiva. It is known that sometimes the 
Battala woodcut artists printed more 
than one image on a sheet—two, or four, 
carved into a single block—which were 
then cut down to be sold separately. At 
the far right of their Shiva is a detail that 
only the most devoted aficionado of Bat-
tala woodcuts would be able to recognize. 
It is the tiniest shard of a hand, colored 
red, with a few spikes behind it—evidence 
that the Shiva once shared its sheet with a 
Kali just like the one in Baron and Bois-
anté’s collection. It happens that the 
Museum of Indian Folk & Tribal Art in 
Gurgaon, outside Delhi, also owns the 
same woodcuts of Shiva and Kali (the lat-
ter, as mentioned, signed by Nrityalal 
Datta). Looking closely at the reproduc-
tions in the museum’s publication Mas-
terpieces of Indian Folk & Tribal Art, Baron 
noted symmetrical water damage in the 
museum’s two prints and ascertained 
that they were once united and later cut 
apart.16 In other words, although Baron 
and Boisanté’s two woodcuts were not 

impressed on the same sheet, they were 
printed from the same block within an 
edition of double-image prints in which 
Shiva and Kali appeared side by side. At 
some point, they may well have resided in 
a stack of identical double-image wood-
cuts, in an edition that would have been 
cut into two parts, allowing for double 
the profit for Nrityalal Datta. He would 
sell them as souvenirs to pilgrims who 
had traveled to the Kalighat Temple to 
worship a fearsome goddess. 

Faye Hirsch is Editor at Large at  
Art in America.

Notes:
1. See, for example, B.N. Mukherjee, Kalighat 
Patas: Paintings and Drawings of the Kalighat 
Style, 2nd edition (Calcutta: Indian Museum, 
1998).
2. “The Battala engravers had challenged the 
Kalighat patuas [pat painters] to a competition 
in which the former could score on the latter by 
virtue of faster production and cheaper prices. 
While the Kalighat paintings cost an anna each, 
a Battala print could cost ‘a penny plain and two-
pence coloured.’ ”  Nikhil Sarkar, “Calcutta Wood-
cuts: Aspects of a Popular Art,” in Ashit Paul, ed., 
Woodcut Prints of Nineteenth Century Calcutta 
(Calcutta: Seagull Books, 1983), 32. 

Left: Kali (1883), lithograph with hand-coloring, 15 3/4 x 12 1/2 inches. Published by Calcutta Art Studio. Collection of Mark Baron and Elise Boisanté.  
Right: Kali (ca. 1890), lithograph, 16 5/8 x 12 7/8 inches. Published by Calcutta Art Studio. Collection of Mark Baron and Elise Boisanté.
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3. Ibid., 34.
4. Mark Baron wrote to me in an email (July 4, 
2016): “All Kalighat paintings, woodblock prints, 
and Indian Hindu god and goddess prints [the lith-
ographs] were printed on a very acidic wood-pulp 
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special is that they were not only printed on a very 
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acidic paper, so the ones that weren’t mounted 
have crumbled.” Add to this the probability that, 
as Purnendu Pattrea writes, “[they] were priced so 
low that their patrons may have considered them 
not worth treasuring and preserving,” and you 
have a recipe for extinction. Purnendu Pattrea, 
“The Continuity of the Battala Tradition,” in Paul, 
Woodcut Prints.
5. For an account regarding this change of taste, 
see Partha Mitter, “Mechanical Reproduction and 
the World of the Colonial Artist,” Contributions to 
Indian Sociology 36, nos. 1 & 2 (New Delhi: Thou-
sand Oaks & London, 2002), 1–32.
6. Sarkar writes that there is just one firmly dated 
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written sources.
7. See Baron’s account of the collection’s origins in 
Richard Davis et al., Gods in Print: Masterpieces 
of India’s Mythological Art, A Century of Sacred 
Art (1870–1970) (San Rafael, CA: Mandala Pub-
lishing, 2012), ix. This is the first comprehensive 
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prints (though not exclusively so) from the Col-
lection of Mark Baron and Elise Boisanté. For 
an earlier account of the collection’s beginnings, 
see Faye Hirsch, “Seeing God in Prints: Indian 
Lithographs at the IPCNY,” Art in America, Mar. 
11, 2009, artinamerica.com/news/seeing-god-in-
print-ipcny-1/ (accessed July 4, 2016). Baron and 
Boisanté’s website is omfromindia.com.
8. Pranabranjan Ray, “Printmaking by Woodblock 
up to 1901: A Social and Technological History,” in 
Paul, Woodcut Prints, 93.
9. From the Dhyana mantra of Daksina-Kali 
from the Kali-tantra, quoted in David Kinsley, 
Tantric Visions of the Divine Feminine: The Ten 
Mahavidyas (Berkeley, Los Angeles, London: Uni-
versity of California Press, 1997), 67.
10. Dhyana mantra of Guhya-Kali, ibid.
11. Besides the Baron/Boisanté Kali, the others 
are located as follows: the Indian Museum, Kol-
kata; the Victoria Memorial Museum, Kolkata; the 
Museum of Indology, Jaipur; the Delhi Art Gallery 
(a commercial gallery); the Museum of Folk and 
Tribal Art in Gurgaon, outside Delhi (otherwise 
known as K.C. Aryan’s Home of Folk Art); and the 
Ashmolean Museum, Oxford.
12. The Nrityalal Datta print, much damaged, at the 
Delhi Art Gallery, is very close to Baron and Boisan-
té’s Kali. One difference is in the details of the bau-
bles hanging from Kali’s upper arms, which dangle 
before the lower arms in front of her long black 
hair. In Baron and Boisanté’s Kali, the baubles are 
missing, as is the black hair behind the two lower 
arms, where the space is blank. Either the baubles 
and hair were carved away within the same block 
in a later printing, or this print was made from an 

entirely different block. I have not seen an image 
for the third Datta print, but according to Baron it 
is reproduced in the museum’s publication Mas-
terpieces of Indian Folk & Tribal Art, by Suhashini 
Aryan (Gurgaon, India: K.C. Aryan’s Home of Folk 
Art, Museum of Folk, Tribal & Neglected Art, 2005); 
in an e-mail to me dated July 3, Baron writes that it 
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13. Baron and Boisanté have never been able to 
see the Kali at the Indian Museum in Kolkata, so 
cannot testify to authorship. And they have not in 
years seen the one they were initially enamored of 
at the Museum of Indology, so they cannot ascer-
tain authorship there, either. When they returned 
to the museum it had been taken off display, and 

Nritya Lal Datta, Shiva (ca. 1860–1870), woodblock print, 17 3/4 x 11 3/4 inches, Calcutta. 
Collection of Mark Baron and Elise Boisanté. 

they have been unsuccessful in their attempts to 
make an appointment to see it again.
14. Pattrea, “The Continuity of the Battala Tradi-
tion,” 77.
15. Imma Ramos, “The Fragmentation of Sati: 
Constructing Hindu Identity Through Pilgrimage 
Souvenirs,” DAPA (The Journal of Decorative and 
Propaganda Arts) 27 (September 2015): 26.
16. See above, n. 10.
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“The Power of Prints: The Legacy of  
William M. Ivins and A. Hyatt Mayor”
The Metropolitan Museum of Art,  
New York
26 January– 22 May 2016

The Power of Prints: The Legacy of 
William M. Ivins and A. Hyatt Mayor
By Freyda Spira with Peter Parshall
182 pages, fully illustrated
Published by The Metropolitan Museum 
of Art, New York, 2016
$35

One hundred years ago William 
 Ivins abandoned his legal career 
to become the first curator of the newly 
established Department of Prints at the 
Metropolitan Museum of Art. He swiftly 
dispensed with the trustees’ brief for 
a traditional collection of works of an 
“artistic” nature, choosing instead to 
spread “the butter thin on as much bread 
as possible.”1 The collection that Ivins 
shaped over the next three decades—

after 1932 in collaboration with his  
brilliant protégé and successor, Alpheus 
Hyatt Mayor—reflected his understand-
ing of the primary role prints had played 
in the dissemination of Western culture: 
“Prints,” he argued, “throw open to their 
students with the most complete aban-
don the whole gamut of human life and 
endeavor, from the most ephemeral of 
courtesies to the loftiest pictorial pre-
sentation of man’s spiritual aspirations.”2 
Thus a museum’s print collection “can-
not be formed solely upon Yes and No 
answers to the question: Is it a work of 
art? Rather it must be, like the library of 
a professor of literature, composed of a 
corpus of prints in themselves distinctly 
works of art, filled out and illustrated by 
many prints which have only a technical 
importance.”3 Mayor, another highly cul-
tured amateur, similarly embraced prints 
as “part and parcel of human history,” 
seeing “recent prints as the outcome of 
old traditions, and old prints as though 
their ink still smelled.”4 His popular book 

Prints & People: A Social History of Printed 
Pictures (1971) addressed objects as diverse 
as early woodcuts, maps, books of hours, 
pleasure gardens, designs for textiles 
and ceramics, bank notes, theater prints,  
popular images documenting American 
life, and photographs—all drawn from 
the collection he and Ivins had built. 

The Metropolitan’s recent exhibi-
tion “The Power of Prints” was organized 
to mark this centenary and to celebrate 
Ivins’ and Mayor’s singular achievement. 
Together with its attendant catalogue, 
which features exceptional essays by Peter 
Parshall and exhibition curator Freyda 
Spira, it offered an important acknowl-
edgment of the extraordinary intellectual 
legacy of the department’s founders. As a 
viewing experience, it provided both a spec-
tacular compendium of the department’s 
riches and an occasionally frustrating 
example of exhibition organization at odds 
with its own purpose. While the extensive 
wall texts emphasized Ivins’ and Mayor’s 
broad understanding of prints as social 

EXHIBITION REVIEW

Nothing Less Than History Itself:  
Ivins and Mayor at the Met
By Catherine Bindman

Subway poster for Ed Pinaud’s Eau de Quinine (ca. 1920), lithograph, 25.5 × 50.5 cm. The Metropolitan Museum of Art.
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artifacts and conveyors of information, the 
works themselves were strictly segregated 
by medium, a schema that undercut both 
the story of how the collection grew over 
time and the sense of prints as social enti-
ties, an aspect of fundamental concern to 
both curators.

The first room was given over exclu-
sively to etchings, establishing the early 
parameters on which the collection was 
built and within which some of its most 
stellar works were acquired. The depart-
ment’s 1916 founding gift of more than 
3,500 prints from Harris Brisbane Dick 
comprised mainly recent French, British 
and American etchings by such fashion-
able artists as Whistler, Haden, Buhot 
and Meryon. This acquisition was what 
prompted the museum to hire a print 
curator in the first place, but Ivins never 
really had a taste for this kind of mate-
rial. Whistler—represented here by an 
exquisite impression of Nocturne: Pal-
aces (1879–80), among other works—was 
prized by American collectors as the 
greatest etcher since Rembrandt, but 
for Ivins, his surface manipulations and 
refined lines were merely evidence of a 
“dandiacal aloofness from life.”5 Among 
the early gifts from Ivins’ close circle on 
exhibit were two impressions of Mary 
Cassatt’s The Letter (1890–91) from the 
cache of 17 Cassatt prints donated in 
1916 by Ivins’ old Harvard friends Arthur 

and Paul Sachs. Three years later, Ivins 
acquired Cassatt’s Portrait of George 
Moore (ca. 1881) as well as Degas’ Mary 
Cassatt at the Louvre: The Etruscan Gallery 
(1879–80). Indeed, he considered Degas’ 
work “the pictorial culmination of the 
mechanistic realism which conditioned 
most European thought and activity dur-
ing the late 19th century.”6 

This section also demonstrated Ivins’ 
establishment of the collection’s canoni-
cal core, as he almost immediately began 
amassing Rembrandt etchings (the 
museum now has near-complete holdings 
of the artist’s prints). Jan Lutma (1656) was 
given by George Coe Graves in 1919 and 
The Three Trees (1643) came from Louisine 
Havemeyer in 1929. The museum’s exem-
plary impressions of Rembrandt’s Three 
Crosses in three different states are always 
remarkable, though their presence in this 
room muddied the developmental nar-
rative as they were not acquired from the 
Warburg family until 1941. Meanwhile, 
other important early acquisitions were 
sequestered by medium in later rooms, 
including examples from the almost-
complete group of Dürer woodcuts and 
engravings acquired from the collection of 
Junius Spencer Morgan in 1919 and Man-
tegna’s Risen Christ between Saint Andrew 
and Saint Longinus (ca. 1472), purchased 
in 1921, which Ivins considered the most 
significant acquisition of his career. A 

Rembrandt van Rijn, The Three Trees (1643), etching with drypoint and engraving, image  
21.3 x 27.8 cm, sheet 21.3 x 28.3 cm. The Metropolitan Museum of Art, H. O. Havemeyer Collection,  
Bequest of Mrs. H. O. Havemeyer, 1929. 

chronological scheme based on periods 
of acquisition would have given a clearer 
picture of the development of Ivins’ and 
Mayor’s bold, passionate, and sometimes 
eccentric program over the years.

Importantly, however, this first section 
also established Ivins’ role as a tastemaker 
in both contemporary and historical art. 
Edward Hopper’s Night Shadows (1921) 
and Evening Wind (1921) were two of 15 
etchings by the artist acquired in 1925. 
The following year he added more than 
160 etchings by John Sloan through a gift 
from Gertrude Vanderbilt Whitney. Ivins 
and Mayor were also dedicated to reha-
bilitating the reputation of Goya—long 
disregarded in America for what was seen 
as technical crudeness and grisly subject 
matter. Between 1918 and 1965 the Met 
mounted six shows of Goya’s work and 
made numerous acquisitions, including 
a unique working proof of The Garrotted 
Man (ca. 1778–80), part of a group acquired 
in 1920, and in 1932 the complete Disasters 
of War (1810). 

Ivins applied this same assiduousness 
to Lucas Cranach, an artist mysteriously 
absent from this exhibition. In his first 
ten years on the job he acquired some 50 
woodcuts by Cranach, recognizing that 
the art-historical status of his gnarly 
northern Gothicism had been under-
mined by the fact that, unlike Dürer’s 
work, it appealed primarily to “those sec-
tions of the population which were most 

Francisco de Goya y Lucientes, The Garroted 
Man (El agarrotado) (ca. 1778–80), etching 
printed in blue ink; working proof, image 32.7 x 
21.4 cm, sheet 43.3 x 31.2 cm. The Metropolitan 
Museum of Art, Rogers Fund, 1920.
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Printed pages with woodcut illustrations, from Johannes de Sacrobosco (John Holybush), George  
von Peuerbach and Johann Regiomontanus, Sphaera Mundi (Venice: Erhard Ratdolt, 1485).  
The Metropolitan Museum of Art, Gift of Paul J. Sachs, 1917.

highly insulated against art and all its 
doings.”7 It is not likely that the show’s 
organizers share Ivins’ cheerfully brutal 
estimation of Cranach as the “titular art-
ist of the Philistine,” so the lack of even 
one example seems peculiar.8

Ivins and Mayor believed that great 
print collections, such as those of the 
Bibliothèque Nationale and the Brit-
ish Museum, were repositories of visual 
information more properly linked to 
libraries than to paintings and other 
works of fine art, and this link between 
books and prints was clearly reflected 
in the collecting policy of the Met. An 
extraordinary selection of 15th- and early 
16th-century books with woodcut illus-
trations in a vitrine in the exhibition’s 
second room reflected Ivins’ understand-
ing of them not just as exquisite objects 
but as powerful vehicles of knowledge and 
experience—“living things with charac-
ter and a mysterious force which not 
only transmits thought and emotion of 
every kind but which actually forces men 
to action.”9 The volumes here included 
Roberto Valturio’s military treatise De Re 
Militari of 1472, described by Mayor as the 
“first how-to-do-it prints”;10 the German 
botanical Gart der Gesundheit of 1485, 
containing some of the first woodcuts 
made after direct observation of nature (a 
work that Ivins addressed at some length 
in Prints and Visual Communication);11and 
the remarkable astronomical treatise 
Sphaera Mundi of 1485, whose images of 
lunar and solar eclipses Ivins believed 
to be “the earliest recorded example of 
European color printing.”12 

In addition to such luxury objects for 
educated humanist readers, Ivins cham-
pioned rough early woodcuts, largely 
anonymous and entirely unfashionable, 
as unparalleled conveyors of informa-
tion—easily reproduced, transportable, 
relatively inexpensive and accessible even 
to the illiterate. These ideas are addressed 
in the exhibition texts and in the cata-
logue, rather than through actual exam-
ples—a few devotional woodcuts made 
to be tacked to walls in the humblest of 
homes, or a popular broadside or two 
would have been instructive inclusions. 

Arriving 16 years into Ivins’ tenure, 
Mayor brought his own grand, humane 
vision to the project of creating a col-
lection of “a variety so endlessly weav-
ing, waving, flowing and evolving that it 
is nothing less than history itself made 
visible through things created by all our 
possible ancestors.”13 Between 1949 and 

1962, he purchased several important col-
lections of reproductive engravings (from 
the Albertina and Franz Joseph II, Prince 
of Liechtenstein, among others), includ-
ing prints by Marcantonio Raimondi and 
his followers after Raphael, Michelan-
gelo, Giuilio Romano and other Renais-
sance artists—“all the unsaleable things,” 
as he called them.14 (Since Mayor’s time, 
prints by Raimondi—admired, even in 
the artist’s own day—as well as by his fol-
lowers have become highly sought-after 
rarities on the market and anything but 
“unsaleable.”) Mayor saw these prints not 
merely as derivative and documentary, 
but as interpretive and often highly aes-
thetic; several were shown in the section 
otherwise dedicated to grander Renais-
sance engravings. 

In the early 1940s Mayor began to 
push the boundaries further, moving 
decisively into territory that had been 
the traditional preserve of decorative 
arts museums. Building on the collec-
tion of prints and books of ornament and 
design that Ivins had begun, Mayor began 
amassing all kinds of popular prints and 
ephemera, examples of which were pre-
sented in the exhibition’s final section on 
lithography. Artistic lithographs—long 
an interest of the department—were 
abundantly represented in illustrations 
and posters by Daumier, Manet, Bonnard 
and Toulouse-Lautrec, but the real sur-
prises were to be found in the American 

popular prints acquired by Mayor: a color 
lithograph of the Novelty Iron Works in 
New York published by George Endicott 
(1841–44) from the Edward W. C. Arnold 
Collection of New York Prints, Maps, and 
Pictures, bequeathed in 1954, and a truly 
wonderful 1920s New York subway poster 
advertising Ed. Pinaud’s Eau de Quinine 
that features the slogan “It saved my 
hair, all right!”; this was transferred from 
the museum’s library in 1957 at Mayor’s 
behest. 

Anyone who visited this exhibition or 
reads its catalogue can see that Ivins and 
Mayor provided a brilliant theoretical 
basis for the formation of the most com-
prehensive print collection in America. As 
a framework for an exhibition, however, 
it may be that their ideals are impossibly 
ambitious, abstract and diffuse. They were 
drawn to prints because they were drawn 
to ideas of connectedness—replication, 
distribution, influence, adaptation—ideas 
at odds with the emphasis on master-
pieces and individual genius dominant 
in the art world of their—and our—time. 
For despite all postmodern attempts to 
debunk the cult of the original, the fact 
remains that people go to museums to see 
objects they think they can see nowhere 
else, objects they perceive as special, and 
this inevitably puts pressure on curators 
to give as much wall space as possible 
to spectacular, singular works of art—
Ivins’ “loftiest pictorial presentations of 



man’s spiritual aspiration.” And while its 
wall texts gave voice to his and Mayor’s 
impassioned defense of the plain and the 
ephemeral, in its hanging “The Power of 
Prints” consistently privileged the most 
celebrated works of art, rather in the man-
ner of the private collections of the Gilded 
Age tycoons whose taste Ivins so derided. 

Segregated in this final section, too, 
were examples from Jefferson R. Burdick’s 
1947 donation, negotiated by Mayor, of 
some 303,000 popular posters, trade 
cards and other ephemera. The Burdick 
baseball cards have, for decades, been the 
most frequently requested examples of 
the printed image in the department’s 
Print Study Room. A representative selec-
tion from Burdick’s gift was displayed 
here in two large box vitrines. It is hard to 
say how many baseball cards are too 
many. Personally, I would have sacrificed 
a few—and some of the “Sports Cars” and 
“How to Do It” bakery cards—in favor of 
items representing the more curious 
graphic fields investigated by the depart-
ment’s illustrious founders: the rare sin-
gle sheet of American woodblock wall- 
paper from ca. 1800 showing a portrait  
of George Washington, for example; a 
valentine card with a string attached 
allowing the recipient to pull out a cut-
paper cage; Dr. Jaeger’s trade catalogue of  
“sanitary clothing”; or a tissue-paper  
fruit wrapper with colorful printed  

decoration. For as Mayor suggested,  
“The commonest print always becomes 
the scarcest. Anybody can buy a Whistler 
etching, but try to find a Victorian  
matchbox.”15 

Catherine Bindman is a New York-based editor 
and art critic who has written extensively on both 
old master and contemporary prints.
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John Penniman, Novelty Iron works, Foot of 12th St. E.R. New York. Stillman, Allen & Co., Iron 
Founders, Steam Engine and General Machinery Manufacturers (1841–44), lithograph printed in 
colors with hand coloring, image 48.1 x 79.4 cm, sheet 64.5 x 93.8 cm. Published by George Endicott, 
Canton, MA. The Metropolitan Museum of Art, The Edward W. C. Arnold Collection of New York Prints,  
Maps and Pictures, Bequest of Edward W. C. Arnold, 1954.
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“Bruce Conner”
Paula Cooper Gallery, New York
3 May– 15 July 2016

In 2002, five years before his death,  
 Bruce Conner began working with 
Magnolia Editions on several projects, 
one of which was a series of large tapes-
tries recreating the compositions of col-
lages he had made in the late 1980s and 
early ‘90s. Known as the Life of Christ 
Series, they reconfigure illustrations from 
Julius Schnorr von Carolsfeld’s Picture 
Bible (1857–60) with pictorial fragments 
of machine parts, detached eyeballs and 
geometric shapes. Paula Cooper Gallery 
recently exhibited all five tapestries along 
with twelve unrelated collages, while the 
Museum of Modern Art’s Conner retro-
spective “It’s All True” (3 July – 2 October 
2016) included four of the five collages on 
which the tapestries were based, as well 
as a broad selection of the artist’s mixed-
media constructions, photograms, dense 
reiterative ink drawings and films. The 
convergence provided a welcome oppor-
tunity to consider Conner’s methods and 
in particular his genius for precise, stra-
tegic, even sublime, recycling.

The earliest collages at Paula Cooper 
dated from the mid-1980s and were made 
from intricately cut and sutured 19th-
century steel and wood engravings. They 
are impressive in their meticulousness, 
though in some ways not as interesting 
as those he made with a photocopier, 
where he was able to duplicate and rede-
ploy his own work. The base layer of 
PORTRAIT (A), JUNE 	 19, 1990 and POR-
TRAIT (FRAGILE), JUNE 	 21, 1990 (both 
1990), for example, was a reduced photo-
copy of Conner’s own collage—on view 
at MoMA—THE ARTIST, March 	 21, 1990 
(1990), a head-and-shoulders portrait 
with a face comprised of organic forms 
that might be roots, icicles or wispy fur. 
In the two later portraits, this monstrous 
visage is masked with tidy if nonsensical 
polygons, objects and ornaments, a strat-
egy extended in the Life of Christ. The 
images closest in aesthetic to the tapes-
tries were four untitled works created 
between 2001 and 2005: high in contrast 

and very flat, their compositions are uni-
fied by photocopying, the seams reduced 
to mere lines on an unbroken surface. 

This process of fusion through repro-
duction was dramatically extended in the 
tapestries, which were woven on Jacquard 
looms in Belgium from digital scans of 
the collages. Beginning with Schnorr’s 
didactic Bible story illustrations, Con-
ner reordered the compositions through 
excision and addition—cam bearings and 
bell jars replace heads, a lady’s buttoned 
boot appears in the house of Mary and 
Martha, animals are replaced by skulls—
but all the elements share the same old-
fashioned, textbook, linear mode of 
depiction. Because the narrative exege-
sis of Schnorr’s scenes depends on body 
language and props, the removals do as 
much to unhinge the logic of the picture 
as the additions do. In AT THE HEAD OF 

THE STAIRS (1987/2003), for example, 
a bearded fellow with a walking stick 
gazes off into a kind of bubbly cosmos; 
originally he was looking up at a woman 
who pointed him toward the house of 
St. Peter. The meaning of the man’s gaze 
changes from external purpose to unfo-
cused musing. 

Conner’s retooled biblical scenes 
juxtapose two types of vision—some-
thing that is directed inward and per-
haps (metaphysically?) inclined, and 
something extended out into the mate-
rial world. In MARY ANOINTING JESUS 
WITH THE PRECIOUS OIL OF SPIKE-
NARD (2003), Judas’s head is replaced 
with metal cylinders—without eyes he 
no longer sees or thinks with compas-
sion or humanity. The figure appears 
animated by an inhuman, mechanis-
tic logic; he becomes doubly blind,  

EXHIBITION REVIEW

Bruce Conner’s Lives of Christ
By Charles Schultz

Bruce Conner, CHRIST CASTING OUT THE LEGION OF DEVILS (2003), cotton, fire-retardant  
polyester, and wool Jacquard tapestry, 104 1/2 x 115 inches. ©2016 Conner Family Trust, San Francisco 
/ Artists Rights Society (ARS). Courtesy Paula Cooper Gallery, New York.
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incapable of self-reflection or of seeing 
others. Conner not only gives us eye-
less bodies, he gives us bodiless eyes. In 
CHRIST CASTING OUT THE LEGION 
OF DEVILS (2003), disembodied eyes 
hover over the devils, who are recast as 
prismatic constructions. These eyes, 
which appear frequently in his collages, 

are reminiscent of the Eye of Providence 
that adorns the Great Seal of the United 
States, floating above an unfinished pyr-
amid. In this sense, the motif suggests a 
divine omniscient vision, unbounded by 
either reality or the self. 

In remaking the Life of Christ col-
lages in the peculiar form of tapestries, 
Conner changed their character in fun-
damental ways. The works on paper 
are delicate and almost pocket-sized; 
they demand nearness to appreciate the 
details. It is impossible for two people to 
look closely at the same work at the same 
time, so the intimacy of the object is not 
a mere suggestion. The tapestries, on the 
other hand, are monumental, the figures 
larger than life and exquisitely ren-
dered. Woven, the lines of the engrav-
ings become subtly pixelated (Jacquard 
looms, invented at the turn of the 19th 
century, are frequently cited as a precur-
sor to modern computers for their use of 
interchangeable punch cards to control 
a sequence of mechanical operations). 
The cinematic scale, the luminous 
black-and-whiteness, and the similar-
ity of the hung fabric to wall-mounted 
movie screens all conspire to draw a line 
between Conner’s films and his collages. 
They seem meant to be viewed en masse. 
They exemplify his penchant for micro-
scopic precision and also his under-

standing of how to engage a crowd.
Conner had a lot of material to choose 

from, so it is fair to ask why he chose this 
specific subject for such grandiose treat-
ment. It may be tempting to answer this 
question through biographical detail (the 
“turning to religion at end of life” idea), 
but Conner’s art was never autobiograph-
ical and certainly never nakedly transpar-
ent. Born and raised in the Bible belt, 
Conner had addressed organized religion 
intermittently—and a diffuse spiritual-
ity more persistently—throughout his 
career. The best way to seek an under-
standing of Conner is, however, simply 
through giving oneself over to the experi-
ence of his work in all its erratic, eclectic 
and perfectly poised irrationality.  

Charles M. Schultz is a New York-based  
art critic.

Left: Bruce Conner, AT THE HEAD OF THE STAIRS (2003), cotton, fire-retardant polyester, and wool Jacquard tapestry, 92 x 82 inches. ©2016 Conner Fam-
ily Trust, San Francisco / Artists Rights Society (ARS). Courtesy Paula Cooper Gallery, New York. Right: Bruce Conner, MARY ANOINTING JESUS WITH 
THE PRECIOUS OIL OF SPIKENARD (2003), cotton, fire-retardant polyester, and wool Jacquard tapestry, 105 1/2 x 115 inches. ©2016 Conner Family Trust, 
San Francisco / Artists Rights Society (ARS). Courtesy Paula Cooper Gallery, New York.

Bruce Conner, PORTRAIT (FRAGILE), JUNE 21, 
1990 (1990), engraving and graphite photocopy 
collage on archival paper, image 6 x 4 1/2 inches,  
frame 18 3/4 x 14 3/4 inches. ©2016 Conner 
Family Trust, San Francisco / Artists Rights  
Society (ARS). Courtesy Paula Cooper Gallery, 
New York. Photo: Steven Probert.
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“Suspended Animation: Moving Images 
in Print” 
International Print Center New York, 
New York
7 April– 12 June 2016

Hosting its first exhibition dedicated  
 to time-based media this past 
spring, IPCNY joined the bevy of gal-
leries now taking on the moving image. 
“Suspended Animation: Moving Images 
in Print,” organized by Lotte Allen, pre-
sented short animations by nine artists 
alongside related prints—in many cases 
those from which the animations were 
built. 

Kakyoung Lee’s Dance, Dance, Dance 
(2011) was made from 342 successive states 
of a single Plexiglas template, each state 
corresponding to a cel in her animation 
(24 prints from the series were on view at 
IPCNY). Each is a self-portrait of the art-
ist dancing, rendered through staggered 
wavy lines, like filaments in an Edison 
bulb. The sound track, by Natacha Diels, 
sounds something like the amplified inte-
rior of a cave—droplets of water falling in 

rapid succession, along with hisses, whirs 
and echoes that ricochet with mount-
ing intensity. The accumulation of lines 
and scratches over time creates pulsating 
motion, while the figure’s outline dark-
ens as the tangle of thin lines—traces of 
prior movements—builds as she sways 
and bounces to the soundtrack.

In Kiki Smith’s Being (2016), created 
from color trial proofs of a lithograph, pig-
ment is the only variable. A woman rests 
her head gently on her hand, and breathes 
out a cloud of colored hatch marks. In the 
animation, the graceful lines of the head 
and hand remain nearly static, while the 
image flickers an undulating chromatic 
aura—yellow, pink, green and blue. The 
rhythmic changes breathe quiet life into 
the two-dimensional image. 

For Smith and Lee, the presence of a 
selection (though not all) of the prints 
next to their moving counterparts 
allowed the viewer to mentally press 
“pause” and dissect the construction of 
the on-screen images. (Had space been 
available, the presence of further exam-
ples of Smith’s color proofs would have 

helped elucidate the degree of variation 
in the source prints. Space consider-
ations also compromised the potential 
cinematic experience of many works that 
were, pragmatically, shown on iPads. The 
small scale made for a tighter correlation 
between the printed artifacts and the 
animations, but the one-time showing 
arranged by IPCNY at the SVA Theater 
with a large screen and high-definition 
sound made the jump from illustration-
in-motion to immersive environment.)  

In The Babel Cycle (2013), Nicola López 
used printed elements as the building 
blocks of large-scale collages, which were 
photographed and sequenced to make 
the animation. López and students at 
Middlebury College screenprinted ele-
ments that she collaged onto a white 
wall along with strips of blue tape, cre-
ating complex architectural geometries. 
The elements on the wall were removed, 
rearranged and photographed for each 
frame of the animation, in which build-
ing blocks accumulate precariously until 
the entire system topples and a new illu-
sory, towering metropolis is erected. This 

EXHIBITION REVIEW

Moving Parts: Animated Prints at IPCNY
By Elleree Erdos

Jennifer Nuss, still from Goat Island (2016), woodcut and laser-cut collage on inkjet print, 38 x 60 inches. Printed and published by the artist.  
Courtesy of the artist. Image ©2016 Jennifer Nuss.
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cycle of rhythmic building and collapse 
is repeated three times, but despite its 
underlying current of futility, The Babel 
Cycle seems to celebrate the ceaseless evo-
lution of the metropolis with moments 
of tension and unexpected beauty as 
López’s improbable landscapes teeter 
on the edge of possibility. Tim Young’s 
soundtrack matches the cadence of 
structural accumulation and provides a 
foreboding buildup to the inevitable fall. 
The static, buzzing and electronic tones 
are reminiscent of dial-up modems and 
fax machines—another contemporary 
“Babel.” 

Like López, Meghan Allyn Johnson 
manipulated printed parts to make her 
stop-motion animation, Broadcast (2016), 
a process that leaves behind no fixed 
printed object for exhibition.  Instead 
both artists provided post-fact collages 
recreating scenes or cels. 

Collage appeared throughout the 
exhibition: prints were layered, cut 
out into figures and repeated as back-
grounds. In Chopperlady (2005), Laleh 
Khorramian pieced together monotypes 
to produce abstracted landscapes inhab-
ited by malleable figures, while Jennifer 
Nuss arranged relief-printed animals 
with brad-jointed limbs in an ominous 
landscape of fog and silhouetted trees. 
In Thine (2011), Steven Subotnick made 
two monoprints from a collagraph plate, 
which he scanned, cut up and animated. 

Jerstin Crosby’s Silkscreen Tests (2012) 

reversed the procedure of most of the 
works in the exhibition, beginning with 
frames from original and appropri-
ated films that he then screenprinted, 
scanned, and re-sequenced to create new, 
disjointed stop-motion shorts in other-
worldly halftones—completing a cycle 
from moving, to still, and back to moving 
image.

The most cinematic presentation was 
William Kentridge’s Ubu Tells the Truth 
(1997), which was projected on the wall 
of the gallery’s darkened side room. Both 
the film and the related etching series 
from 1996–1997 use the figure of Père 
Ubu, the corrupt despot from Alfred 
Jarry’s 1896 absurdist play, Ubu Roi, as a 
metaphor for apartheid. In the prints, 
the grotesque figure of Ubu and his 
invented world are created with chalklike 
lines—his blob-like form surrounds and 
torments a naked, vulnerable man mod-
eled in softground and drypoint. The 
prints were not used to create the film, 
but rather inspired a theatrical produc-
tion that used the film (made from white 
chalk drawings, not prints) as a backdrop; 
the act and scene numbers marked on the 
prints do not correspond directly to seg-
ments of the production, they merely sug-
gest the sequential nature of the imagery. 

As Allen writes in her curatorial essay: 
“Each static print acts as a shadow, skele-
ton, or catalyst for the moving images, 
acting as a palimpsest of stop-motion 
movement.” At IPCNY, the intimate scale 

of the presentation and its pairing of still 
and moving images encouraged viewers 
to look closely and to consider the rela-
tionships between before and after, part 
and whole, still and moving. As such, it 
offered a valuable counterpoint to recent 
monumental, immersive video presenta-
tions. Lizzie Fitch and Ryan Trecartin’s 
“sculptural theaters” at Andrea Rosen 
Gallery and the digital uncanny in Ed 
Atkins’s disconcerting CGI characters at 
the cavernous new Harlem haunt of 
Gavin Brown’s Enterprise are representa-
tive of this trend: placing the passive 
viewer within a multi-sensory environ-
ment that overwhelms, engrosses, capti-
vates, they make you feel something. By 
contrast, the works at IPCNY invited, 
rather than forced viewers into their 
worlds, while exposing the kinship 
between animation and the serial struc-
ture of printmaking, reminding us that 
we do not always need to be disoriented 
to experience something new. 

Elleree Erdos is a freelance writer and curator 
based in New York. 

Left: Nicola López, The Babel Cycle Still #5 (2014) screenprint, monotype and blue  
tape collage on mylar, 56 1/2 x 42 1/4 inches. Screenprint printed at Middlebury College,  
Middlebury, VT. Courtesy of the artist. Image ©2016 Nicola López. Above: Steven Subotnick, 
Thine (2011), still from animation with audio, 2 minutes. Courtesy of the artist. Image ©2016 
Steven Subotnick.
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“Antony Gormley: CAST”
Alan Cristea Gallery, London
13 May– 2 July 2016

In his first project with Alan Cristea  
 Gallery in London, sculptor Antony 
Gormley created four groups of prints: 
seven enormous woodblocks; a series of 
unique body prints; a group of ten aqua-
tints, collectively titled Matrix I–X; and 

eleven small line etchings. Gormley is 
one of Britain’s most celebrated artists, 
known for sculptures, installations and 
public artworks that explore the body “as 
a place of becoming  .  .  . a possible space 
where something that we might call 
identity or meaning can arise.”1 Brought 
together under the title “CAST”—as the 
final exhibition at Cristea’s two Cork 
Street locations before the gallery relo-

cates to Pall Mall in the autumn—the 
prints exerted a powerful confronta-
tional presence, reinforced by their often 
dramatic scale. 

The woodblock prints relate to body 
poses and the largest reaches almost three 
meters in height. Each was produced 
through repeated printings of lightly 
inked, roughly sawn rectangles of ply-
wood. At the edges the grain of individual 

EXHIBITION REVIEW

Antony Gormley’s Body of Prints
By Ina Cole

Left: Antony Gormley, Gut I (2016), woodcut, 237.1 x 134 cm. Right: Antony Gormley, Hold (2016), woodcut, 237.1 x 134 cm. Images courtesy of  
Alan Cristea Gallery, London.
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sheets of wood remains visible, while the 
darkness intensifies in the center where 
the templates overlapped. This progres-
sive darkening prompts a haunting sense 
of claustrophobia and impending final-
ity. Monolithic yet fractured, the wood-
blocks relate to Gormley’s Expansion Field 
(2014)—a group of 60 welded Corten steel 
structures, each derived from postures of 
the human body, reinterpreted through 
compiled blocks.  

For the body prints, the template was 
the artist’s own body and the medium 
a mix of crude oil and petroleum jelly. 
The bleed of the oil into the paper fibers 
endowed each figure with an ethereal 
glow. Gormley frequently uses his body 
to express ideas relating to the human 
condition, particularly in relation to the 
friction that exists between the mind’s 
dependency on the body and the body’s 
dependency on the planet: 

I’m interested in the mind and body 
problem. In other words, that the body 
is finite, organic, and only capable of 
being in one place at one time, while 
the mind is capable of seemingly infi-
nite extension into realms of imagina-
tion, which are not strictly speaking 
anything to do with the body. Yet the 
body is the place that we live; it’s the 
material we have to deal with.2

This idea is strengthened by the titles 
of the individual prints, such as Feel and 
Breathe—prerequisites that apply to the 
continuum of human existence. In the 
exhibition the body prints were hung 
alongside the woodblocks, emphasiz-
ing the inevitable journey of atrophied 
organic form to interment.

The aquatint compositions, Matrix I–X, 
depict overprinted architectural blocks,  
and the resulting forms evoke a shifting 
labyrinth in compressed perspective. The 
images appear to float within the picture 
space, a sensation that is caused, in part, 
by the way they move from nuanced grays 
at their outer edges to a magnetic black 
void toward the center. This impenetra-
bility, also apparent in the woodblocks, 
is reminiscent of Gormley’s architectonic 
brutalist sculptures such as Space Station  
(2007)—a 27-ton steel structure con-
structed of tilted rectangular forms that 
explores the relationship of the human 
body to the space it inhabits. 

The smallest works in the exhibition 
were the eleven etchings, which all frame 
a standing figure through a web of lines. 
In Coordinate, the lines punctuate key 

body junctures, offering extraordinary 
visual potency through the simplest of 
means, whereas Track I–III conjures a 
complex force field radiating from the 
body itself. These images take their cue 
from the installation Domain Field (2003), 
where a collection of 200 wraithlike 
standing figures, built from open frame-
works of welded rods, seem to dissolve 
within their assigned space, becoming “a 
mist of trajectories.”3 In contrast to the 
containment of the woodblocks and 
aquatints, the etchings suggest a state of 
release, evoking bodies that have escaped 
their corporeal boundaries to become 
transformed into pure energy. 

Ina Cole is a writer based in the UK.

Notes:
1. Antony Gormley: Some of the Facts (St. Ives: 
Tate St Ives, 2001), 140.
2. Antony Gormley in Ina Cole, “The Relationship 
Between Thought and Matter: A Conversation 
with Antony Gormley,” Sculpture 22, no.3 (April 
2003): 47.
3. Ibid.,45.

Antony Gormley, Show (2016), crude oil, linseed 
oil and petroleum jelly on paper, 237.1 x 134 cm. 
Image courtesy of Alan Cristea Gallery, London.

Antony Gormley, Matrix IX (2016), aquatint, 35 x 35 cm. Image courtesy of Alan Cristea Gallery, London.
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A Printed Icon in Early Modern Italy: 
Forlì’s Madonna of the Fire
By Lisa Pon
310 pages, 99 black-and-white and  
4 color illustrations, 1 map
Published by Cambridge University 
Press, 2015
$99

The Afterlife of a Modest Miracle  
by Evelyn Lincoln  

Lisa Pon’s new book tells the densely  
 woven story of a very early, anon-
ymously made, hand-colored, large 
woodcut of the Madonna and Child sur-
rounded by saints and narrative images 
of the life of the Virgin and Christ, which 
seems to survive in only one tattered but 
much revered example. As a contribution 
to the history of Renaissance prints, Pon’s 
unique microhistory of the Madonna del 
Fuoco situates the printed image in the 
rich context of miracle-working images 
in various media, modes of enshrinement 
and the culture of relics, civic pride and 
political rivalries, monuments, chroni-
cles and festivals, and even the practices 
of Renaissance fire brigades.  

The woodcut had been pinned to 
the wall of a humble schoolhouse in 
Forlì when a fire broke out in 1428. 
To the amazement of the local people 
as well as the bishop who was called 
from Rome to witness the miracle, the 
print was unharmed by the flames and 
remained intact in the smoldering build-
ing for three more days. This marked the  

beginning of the creation of a civic icon. 
The print was removed from the wreck-
age and taken to the cathedral where, 
over the years, it was draped in silver, 
covered in veils and enclosed in a series of 
tabernacles crafted from precious stones 
and metals, these tabernacles themselves 
enclosed in increasingly more magnifi-
cent chapels. As the Madonna and Child 
at the center of the image came to rep-
resent the favored status of the city, as 
the image’s cult grew in importance and 
spread beyond Forlì, and as the number of 
publications and festivities around it mul-
tiplied, the entire city became focused 
on the simple icon in its magnificent 
series of enclosures inside the cathedral. 
Multiplied over the centuries through 
diverging legends, ritual veneration and 
substitute images in many media, the 
early 15th-century woodcut became the 
focus of attention of architects, sculptors, 
painters, chroniclers, archbishops, popes, 
cardinals, confraternities, urban plan-
ners and other printmakers who took on 
the housing, celebration and veneration 
of the miraculous print. While its origin 
may be unknown, the woodcut’s desti-
nation and replication has provided Pon 
with a diachronic narrative of the power 
of a single image, almost invisible now 
in its multiple encasements, but know-
able through its substitutes and the his-
torical attention that she and those who 
have approached the topic before her have 
given this unlikely protagonist.

In 2008 Pon published a version of this 
story as a shorter article in the journal 
Art History, with an exposition so crystal-
line that I have used it as a model when 
teaching Brown University freshmen 
interested in writing for diverse academic 
fields. The book sacrifices some of that 
urgency and clarity to enlarge on the arti-
cle in two notable ways: first, it presents a 
more expanded explanation of the modes 
of veneration to which a miracle-working 
object is subject between the moment 
when its power is first recognized and 
its iconic status in the present day. Sec-
ond, Pon situates her own research self-
consciously within a carefully structured 
bibliography of art history and theory 
about how images work both visually and 
in terms of their attainment of an aura 
that leads viewers to attribute supernatu-
ral powers to them.

Chapter 1 is an iconographic and sty-
listic treatment of the woodcut, com-
paring it to other images of its type in 
painting and relief sculpture, noting 

BOOK REVIEW how art historians have been puzzled by 
the mix of virtuosity and “archaism” in 
the image. Pon convincingly shows that 
the central picture of the Madonna and 
Child was a quotation from a revered tra-
ditional image, which was then framed by 
more contemporary figures that could be 
executed with more freedom.

In Chapter 2 the material print is 
compared with miraculous images 
and other “physical matter” central to 
Christian belief. Pon has found that 
canonical approaches to the reception of 
15th-century woodcuts serve us poorly in 
understanding these  anonymous, and 
in some cases interchangeable, prints. 
Instead, she argues, these should be 
thought of as prints made “by contact 
with a charged matrix in another frame-
work.”1 In this way, even a print that, by 
modern aesthetic standards, is crude is 
consistent with contact relics and achei-
ropoieta (miraculous objects not made 
by human hands). Perhaps anticipating 
an art historical response averse to mak-
ing so much of an anonymous woodcut, 
Pon asks viewers of Renaissance images 
to think about them in the context of 
other practices of imprinting: as an act 
of authority in seals, as a miracle in the 
Shroud of Turin or Veronica veil, or when 
the Virgin’s womb as the ur matrix was 
routinely discussed as the locus of the 
formation of the baby Christ.2 

Pon begins the second part of her 
book by discussing the transformative 
properties of fire. It might have made 
sense to  mention alchemy here as well, 
since it is the art of transforming mate-
rials through subjecting them to fire. 
The print’s survival in the smoldering 
building would have resonated with the 
bestiary legend that salamanders are 
impervious to flames; the salamander 
does appear later in the book in the form 
of an animated float at a festival in honor 
of the image, squirting water from jets in 
its head to quell flames for those who are 
actually vulnerable to fire. Pon does look, 
however, at fire as an arbiter of right- 
eousness in trials. She also considers the 
meaning of relocating the print from 
the site of its original miracle, the ruin 
of the schoolhouse where a little church 
was eventually set up, to the city cathe-
dral. A discussion of sacred spaces leads 
Pon to what she aptly terms “the thick 
materiality of enshrinement.” Eventually 
the “beautiful whole” in which the print 
played a central part obscured the print 
itself: 
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the micro-architectural structures 
built around it, the veils and curtains 
that covered or revealed it, the votive 
offerings that were left for it, and 
the precious lamps and candelabra 
that illuminated it richly enveloped a 
miraculous image and its pious viewer 
alike to produce a space for proper 
veneration.3 

In 1636 the print was removed from 
the provisional chapel in which it had 
been exhibited, carried in a procession 
through temporary triumphal arches and 
accompanied by splendid pageantry. Fla-
gellants in their colored robes carried 
painted banners by artists such as Fran-
cesco Albani and Andrea Sacchi, making 
the woodcut the humble center of a 
machine of textiles, paintings and the 
sounds of chants, singing and bells that 
filled the center of Forlì. It made the 
whole city into a moving, breathing, liv-
ing chapel of veneration. The description 
of those festivities, and the modern day 
rituals that descended from them, infuse 
the book with a sense of this unique 
woodcut as something very much still 
alive—a carrier of miraculous power 
from 1428 to the present. 

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

Notes:
1. Lisa Pon, A Printed Icon in Early Modern Italy: 
Forlì’s Madonna of the Fire (Cambridge: Cam-
bridge University Press, 2015), 57.
2. Ibid., 79.
3. Ibid., 134. Madonna of the Fire (Madonna del Fuoco) (ca. early 15th-century), woodcut, 49 x 40 cm.
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Frank Stella Prints: A Catalogue Raisonné
By Richard H. Axsom with Leah Kolb  
432 pages, 405 illustrations
Published by Jordan Schnitzer Family  
Foundation in association with the 
Madison Museum of Contemporary Art, 
Madison, WI, 2016  
$75 

Constant Motion:  
The Print Career of Frank Stella 
By Roni Feinstein

Frank Stella, one of the most brilliant  
 printmakers of our time, stopped 
making prints in 2001. It was in that year 
that Kenneth Tyler, the master printer 
with whom Stella made his first print 
series at Gemini G.E.L. in Los Angeles in 
1967, closed Tyler Graphics Ltd., the tech-
nically inventive print workshop he estab-
lished in New York state in 1974. Together 
they had created almost 300 graphic edi-
tions, from the cerebral lithographs of the 
Black Series (1967) to the prints of the visu-
ally and physically rollicking Imaginary 
Places Series (1994–1999), which variously 
combined lithography, etching, aquatint, 
relief, engraving, screenprint, woodcut, 
mezzotint, embossing and more on hand-
made paper, and made extensive use of 
computer-aided design. Although Stella 
also produced important prints working 
with Petersburg Press (London and New 
York) and Waddington Graphics (Lon-
don), it was primarily those made in col-
laboration with Tyler during the last 20 
years of the 20th century that carried the 
processes of printmaking to the thresh-
old of 21st-century printmaking’s digital 
age. The full scope of Stella’s achieve-
ment—and his no-less-than-thrilling 

journey from reluctant and conventional 
to passionate and groundbreaking print-
maker—is presented in Frank Stella Prints: 
A Catalogue Raisonné, prepared by Rich-
ard H. Axsom of the Madison Museum of 
Contemporary Art.  

This book is an updated and much 
revised version of Axsom’s The Prints of 
Frank Stella: A Catalogue Raisonné, 1967–
1982 and is yet another major contribu-
tion to the chronicling of contemporary 
graphic work published by the Jordan 
Schnitzer Family Foundation of Portland, 
Oregon. The new volume is appropriately 
regal, with expansive, cleanly designed 
pages, a clear, sensible format and plenti-
ful color reproductions. Axsom’s intro-
ductory essay, “Perpetual Invention,” 
highlights the myriad transitions that 
occurred over the course of Stella’s print-
making career. In the catalogue raisonné 
section of the volume, each series (Stella 
habitually works in series) is introduced 
with a full-page detail of one work, fol-
lowed by a brief, informative commentary 
that calls attention to, and sometimes 
illustrates, related paintings, reliefs or 
sculptures. Thumbnails of all the prints 
in the series are then presented (a useful 
addition), followed by a large image of 
each work accompanied by its technical 
information.1 This tome will obviously be 
invaluable to those with a serious inter-
est in Stella and his artistic output, but it 
should also be recognized as indispensible 
to anyone seeking to understand contem-
porary art, abstraction, printmaking in 
the 20th and 21st centuries and the nature 
of creative genius. 

Unlike Robert Rauschenberg, Jasper 
Johns and other artists of his generation 
who spearheaded the American print 
renaissance in the early 1960s, Stella 
was initially a relatively uninspired 
printmaker. While his idea of producing 
small-scale graphic works that would be 
gathered together into albums was soon 
abandoned, from his first portfolio print 
of 1964 (Untitled [Rabat]), to prints made 
after the Brazilian Series reliefs and Pro-
tractor Series paintings extending into 
the early 1980s, his prints reiterated the 
structures of his paintings. Through the 
course of the 1970s, his graphic works 
grew in scale and became more adventur-
ous, combining lithography and screen-
printing, and exploiting textural effects 
through printing as well as through 
hand-painting and collage. However, it 
was not until he saw Axsom’s early-’80s 
print catalogue raisonné and the accom-

BOOK REVIEW panying travelling retrospective looming 
on the horizon that Stella fully channeled 
his energies into the medium and, as Tyler 
has said, “blasted a hole in traditional 
tools and aesthetics of printmaking.”2

   The three print series Stella created 
at that time were Circuits (1982–84) and 
Swan Engravings (1982–85), made with 
Tyler Graphics Ltd., and Shards (1982), 
his last project with Petersburg Press. 
Although related to the concurrent Cir-
cuit Series metal reliefs in materials and 
imagery, they were independent entities, 
each series embracing its own stylistic 
issues, spatial dynamics and art his-
torical referents. It was in the distinctly 
cubist Swan Engravings that Stella began 
to employ a process he was to use and 
expand upon in subsequent work, which 
was to assemble studio detritus—laser-
cut etched metal fragments left over from 
the production of his reliefs—on a single 
board to create a printing matrix. The 
collaged plate would then be inked and 
wiped selectively to produce variations in 
tone or color and printed both for inta-
glio and relief. The substrate for these 
and the majority of Stella’s subsequent 
prints were thick, heavily textured hand-
made papers produced in Tyler’s in-house 
papermaking facility.  

In his printmaking over the course of 
what was to be almost the next 20 years, 
Stella was continually, as Axsom wrote, 
“upping the ante,” as he kept “adding to 
his arsenal of techniques.”3 In moving 
from one series to the next, Stella did not 
expand merely his range of print media 
and techniques, but also his repertoire of 
stylistic motifs and illusionistic devices 
as well as his frames of reference with 
regard to content. Making their appear-
ance in Stella’s Illustrations after El Lis-
sitzky’s Had Gadya (1984), produced with 
Waddington Graphics, for example, were 
images of cones and pillars, striated so 
as to be perceived as fully dimensional 
volumetric shapes, which were designed 
with the aid of a computer. In some of 
the prints of the series, these illusionis-
tic shapes, as well as that of a wave-like 
form that also had its source in a com-
puter program, extended beyond the 
edges of the support and seemingly into 
the viewer’s space. It was also in the Had 
Gadya prints that what Axsom referred to 
as “narrative abstraction” began to play a 
significant role in Stella’s art. The series 
was inspired by Russian Constructivist El 
Lissitzsky’s early figurative illustrations 
for a song sung at the Jewish Passover 
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Frank Stella, Schwarze Weisheit #1 (2000), 
aquatint and lithograph on white TGL handmade 
paper, 37 1/4 x 28 inches. Edition of 19. Pub-
lished by Tyler Graphics, Ltd., Mount Kisco, NY.

Seder that refers repeatedly to a goat, cat, 
dog, water, fire, the Angel of Death and 
more. While the extent to which Stella’s 
shapes can be tied to objects is open to 
debate, he was not giving representa-
tion to things of the world, but alluding 
to them and their actions through the 
dynamic interaction of abstract forms in 
deep space. (In the four series of prints 
related to Herman Melville’s Moby Dick 
made with Tyler that followed, the forms 
of waves, whales, other undersea crea-
tures and parts of ships are more overtly 
evoked, while certain techniques, like the 
marbling seen in The Waves Series [1989], 
suggest watery worlds.)

In his reliefs and freestanding sculp-
tures, Stella wrestled with the physical 
and spatial dynamics of the picture plane 
in actual space. In his prints, he exploited 
a host of illusionistic devices and imagery 
that conveyed multitudinous and often 
conflicting perceptions of materiality and 
depth to excavate and violate the surfaces 
of his paper supports. His use of aggres-
sive colors and boldly patterned forms 
contributed to the sense of increasing 
frenzy. As Axsom wrote of the Imaginary 
Places Series (1994–1999), “The collision of 
dynamic and brilliantly colored forms . . . 
nearly chokes the sheet in a profusion of 
shapes in constant motion  .  .  . The eye 
cannot begin to register at once all of the 
spatial actions and ambiguous assertions 
of form.”4 Juam (1997), the most techni-
cally ambitious and largest work from this 

series (it measured 79 1/2 x 61 1/2 inches), 
was printed on two vertically disposed, 
overlapping sheets of handmade,  hand-
colored  paper. The edition was printed 
from 40 aluminum plates and 9 screens 
as well as from 102 assembled irregularly 
shaped elements of aluminum, copper, 
magnesium, brass and poured bronze 
that were pressed into a woodblock base 
plate. As had been the case with Stella’s 
prints for some years, its composition had 
been derived from a multilayered paper 
collage that consisted, among a host of 
other elements, of rejected and partially 
printed proofs from earlier print series 
(studio detritus) as well as of multiple 
CAD (computer-assisted design) images. 
Among the latter were an enlarged Ben-
Day dot pattern that tended to assert 
the flatness of the picture plane, and 
assertively three-dimensional render-
ings (derived from photographs) of the 
forms and paths of smoke rings Stella 
blew while smoking a cigar. Further com-
pounding the spatial play and his “tortur-
ing” of print surfaces was the fact that the 
print matrices embossed, debossed and 
often literally molded the paper, so that 
the prints themselves were, Axsom notes, 
“startlingly tactile and dimensional.”5 

While vibrant in color and form, 
the catalogue reproductions are uni-
formly flat and slick and do nothing to 
convey the prints’ material and physi-
cal presence, so it is unfortunate that 
the accompanying exhibition will have 

such a meager travel schedule. Stella’s 
first print retrospective went to 15 ven-
ues, most of them major institutions; the 
current show opened in February 2016 at 
the Madison Museum of Contemporary 
Art in Wisconsin and, after a year’s hia-
tus, will travel to the Addison Gallery of 
Art in Andover, Massachusetts, and the 
Montgomery Museum of Fine Arts, Ala-
bama.6 This lack of support is no doubt 
due to the print show’s being upstaged 
by the major traveling exhibition, “Frank 
Stella: A Retrospective,” that opened at 
the Whitney Museum of American Art in 
October 2015.7

Axsom wrote in the new catalogue 
that Stella’s prints “are forever entangled 
with the pictorial ideas and materiality 
of the paintings, metal reliefs and sculp-
tures” and that to isolate the prints “from 
his work in other media shortchanges the 
fullness of his practice and identity as an 
artist.”8 Although to this end the Whit-
ney retrospective included seven prints, 
among them the monumentally scaled 
(91 x 275  3/4 inch) mixed-media work, 
The Fountain (1992), the fact remains that 
while Stella continues to produce reliefs 
and sculptures, his preoccupation with 
printmaking came to an end when Tyler 
closed up shop.  

The shuttering of Tyler Graphics coin-
cided with the increasing prevalence of 
digital tools within all types of print pro-
cesses—software for generating, manip-
ulating and cleaning up images; printers 
for proofing and generating elements, 

Frank Stella, Getty Tomb (1967) from Black Series I, as displayed in album, with three other binders 
from the album project, lithograph, 15 x 22 inches. Edition of 100. Printed by Kenneth Tyler. Published  
by Gemini G.E.L., Los Angeles. 
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if not whole images.9 While computer-
generated images played an important 
role in Stella’s art from the mid-80s and 
while the artist used computer printouts 
in various architecturally scaled projects, 
such as his interior design project for the 
Princess of Wales Theatre in Toronto in 
1993, Stella’s mixed media prints, for all 
their technical extravagance, remained 
rooted in traditional print technologies. 
With their heavily textured, multidi-
mensional surfaces, they are profoundly 
physical entities produced through costly, 
time-and labor-intensive processes with 
the involvement of master printers. 

Stella’s final collaboration with Tyler 
was the Schwarze Weisheit Series (2000), 
titled after one of the artist’s favorite 
cigars. It translates from the German as 
“Black Wisdom,” a nod to the Black Paint-
ings (1959–60) and Black Series prints 
(1967) that initiated his career in paint-
ing and printmaking respectively. The 
Schwarze Weisheit prints look back to those 
early works in use of black and white, sim-
ple processes (lithography or lithography 
and aquatint) and focus on a single image, 
in this case a smoke ring. As the forms 
in Stella’s farewell to printmaking twist 
and curl in space, they seem to conjure a 
human face, a self-portrait.10 The artist 
leaves us in a breath of smoke.  

The one criticism that can be directed 
at this new catalogue raisonné is that, like 
Stella’s prints, it leaves the reader wanting 
more. Axsom performed a herculean feat 
in compiling the contained information, 
but a companion volume is needed to 
explore the art historical references—
Western and non-Western—of this most 
knowledgeable of artists and to consider 
his complex iconographies and literary 
references. Stella may have concluded his 
involvement with printmaking (whether 
for good or for now), but for the rest of us, 
the work has barely begun. It will be 
decades before the extent of his achieve-
ment in printmaking is fully understood. 

Roni Feinstein is an independent scholar. She 
has resided in and reported on the art scenes of 
New York, South Florida, Toronto, Sydney and, 
currently, Southern California.

Notes:
1. Axsom’s 2016 print catalogue raisonné is to 
have an online component, not available at the 
time of this writing, hosted by the Jordan Schnitzer 
Family Foundation, that will chronicle and offer 
even more detailed descriptions of the technical 
complexities and printing sequences of the prints, 

particularly those executed since the early 1980s.  
2. Richard H.  Axsom, The Prints of Frank Stella 
1967–1982: A Catalogue Raisonné (New York: 
Hudson Hills Press, 1983), 35. For my analysis of 
this milestone, see Roni Feinstein, “Frank Stella 
Prints, 1967–1982, Arts 57, no. 7 (March 1983): 
112–115, http://www. ronifeinstein. com/book/
frank-stella-prints-whitney/.
3. Richard H. Axsom, Frank Stella Prints: A  
Catalogue Raisonné (Portland: Jordan Schnitzer 
Family Foundation, 2016),  29. 
4. Ibid.,  31. 
5. Ibid., 366. 
6. The exhibition will be at the Addison Gallery of 
Stella’s alma mater, Phillips Academy Andover, 22 
April 22 – 30 July 2017, and at Montgomery 19 
August – 31 October 2017. 
7. Exhibition organized by Michael Auping, chief 
curator of the Modern Art Museum of Fort Worth 

in association with Adam D. Weinberg, director of 
the Whitney Museum of American Art.
8. Axsom, Frank Stella Prints,  36. 
9.This transition can be seen in Christophe 
Cherix, Kim Conaty and Sarah Suzuki, Print/Out: 
20 Years in Print (New York: Museum of Modern 
Art, 2012).  
10. The configuration suggests an abstracted 
representation of a human head, the target to the 
left and loop beside it serving as an eye and ear, 
the oval shape below as a mouth. The image calls 
to mind El Lissitzky’s photomontage Self-Portrait 
(The Constructor) of 1924, while looking ahead 
to Thomas Ruff’s Photogram Series of 2012, 
produced using 3-D software. The Schwarze 
Weisheit Series would therefore seem to acknowl-
edge Stella’s artistic heritage while pointing 
toward his artistic legacy.  

Frank Stella, Juam (1997), relief, etching, aquatint, lithograph, screenprint, woodcut and engraving on 
white TGL handmade, hand-colored paper, two sheets (irregularly shaped and overlapping), 79 1/2 x 61 
1/2 inches overall, top sheet 43 1/2 x 61 inches, lower sheet 49 x 61 1/2 inches. Edition of 40. Published 
by Tyler Graphics Ltd., Mount Kisco, NY.

http://www. ronifeinstein. com/book/frank-stella-prints-whitney/
http://www. ronifeinstein. com/book/frank-stella-prints-whitney/
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Paul Coldwell: Material Things:  
Sculpture & Prints
Introduction by Amy Charlesworth; 
essays by Paul Coldwell and Anna 
Moszynska
88 pages, fully illustrated
Published by University of Bradford, 2015
£10

“Paul Coldwell Material Things:  
Sculptures and Prints”
Gallery II, University of Bradford, 
Bradford, United Kingdom
13 March– 7 May 2015

Paul Coldwell’s Print and Matter 
By Christian Rümelin

Best known to readers of this journal  
 as a printmaker, Paul Coldwell is 
also active as a sculptor, though he has 
rarely shown these two bodies of work 
together. His 2015 retrospective at the 
University of Bradford therefore offered 
a singular opportunity to pull his metal 
and cast-resin sculptures (many cast 
from accessories of daily life), artist’s 
books and prints together in a single 
conversation. 

Most of the work on view in the exhi-
bition and its catalogue was originally 
made for earlier projects at particular, 
meaningful venues, such as the Freud 
Museum in London and the Scott Polar 
Research Institute in Cambridge, or in 
response to specific prompts such as 
Martin Bell’s haunting 1996 radio broad-
cast from Sarajevo, or the artist’s first 
hearing of Steve Reich’s composition 
Different Trains. Coldwell’s primary con-
cern is with the marks we leave behind, 

and Amy Charlesworth’s catalogue 
introduction stresses his attentiveness 
to the relationships between objects and 
human presence. 

The questions raised by the works 
in the show are linked to the places for 
which they were originally designed, 
but also extend beyond them. Here they 
were reorganized and re-contextualized, 
offering a new perspective on Coldwell’s 
intertwined working process and exhibi-
tion history.

In the main catalogue essay, Anna 
Moszynska groups these objects under 
thematic headings, explaining the back-
stories and intellectual contexts of each. 
Under the label “Spectres of War” she 
places the 19 small, hollow sculptures 
of Abandoned Landscape (1998) and the 
book With the Melting of the Snow (1998), 
in which photographs of those sculptures 
offer mute responses to Bell’s broadcast. 
In this context, the otherwise banal 
images that frequent Coldwell’s prints—
alarm clock, bent coat hanger, Alpine 
peak—acquire an anxious urgency. The 
section “Sites of Memory or Imagina-
tion” includes works in which experi-
ence and thought are folded back on 
one another, while the art found under 
“Quotidian Small-Scale Objects and the 
Domestic” draws out Coldwell’s fond-
ness for Giorgio Morandi and intimate 
scale. “Snow”—the most aphoristic of her 
groupings—encompasses Coldwell’s ele-
giac project about Scott’s doomed South 

BOOK REVIEW Pole expedition, and more broadly the 
quality of loss and nostalgia that runs 
through his work. Each of these sections 
includes both sculptures and prints, and 
all enact notions of space and spatial rela-
tionships.

This organizational structure pro-
vides insight into Coldwell’s meandering 
thought and recurrent interests: memory 
(often linked to war and other man-made 
disasters); borders (both geopolitical 
demarcations and physical constraints); 
the strictures imposed on the self by 
anxiety. His work offers layers of read-
ing or understanding, often far beyond 
the visible surface. In the inkjet/relief 
series Conversation (2014) and the etching 
series Passing Thoughts (2014), outmoded 
personal accessories—a cameo, a pipe, 
a valise—are reconfigured in the space 
of print: disembodied by dot screens, 
clipped, layered and reconstituted. 

In printmaking such overlaying is 
common practice, but Coldwell employs 
it in sculpture where it is not. Enlarged 
scans of his fingerprints, for example, are 
imposed on the ground beside the tracks 
in Upon Hearing Different Trains (2012), 
Coldwell’s response to the 1988 composi-
tion in which Steve Reich, an American 
Jewish composer, considers the vagaries 
of history, identity and survival. Cold-
well’s simple fingerprint can be read as 
an indirect allusion to the Holocaust, 
and more personally to etchings he made 
in the 1990s, in which the friction ridges 

Paul Coldwell, Shoes from Passing Thoughts (2014), etching, 30 x 40 cm. Edition of 5.  
Courtesy of the artist.
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of fingers were woven into drawings of 
familiar things.  

In his prints, Coldwell habitually 
combines line drawings with halftone 
screen patterns based on photographs. 
Sometimes the source image is legible, 
as in Sites of Memories—Suitcase (2006), 
but in other works it may be reduced to 
a virtually abstract pattern, as in Sites of 
Memories—Envelope. Similarly, in some 
sculptures a framework of lines is used to 
articulate an object, while in others the 
line becomes an entity in its own right. 
The bronze Thoughts at Night (2010) 
places an abstract constellation of spheres 
and rods on a miniature bed frame. The 
basic idea echoes the concatenation of 
line-drawing and photomechanical arti-
facts found in the prints, but the three-
dimensional result is unexpected. 

Coldwell has used almost every kind 
of print technique—etching, lithography, 
collotype, screenprint and relief are all 
represented here in various combinations 
and permutations—but the images are 
developed digitally, using the computer to 
draw, to manipulate photographic source 
material, to introduce patterns and grids, 
to layer and define. In the digital realm, 
every step and every element can be revis-
ited, reversed, recombined, enlarged or 
removed without leaving a visible trace 
of changes of heart. This is very different 
from the act of working on paper or on a 
printing template, where drawing is slow 
and individualized, and where alterations 
leave pentimenti. A digital line consists 
simply of the final instruction; any sense 

of history or of movement in time—
speed, hesitation or emotion—is usually 
absent. An artist who wishes to insert a 
sense of personal presence in a digital file 
must do so strategically through subject 
matter, or the explanation of historical 
background, or the use of particular for-
mal elements. In Coldwell’s prints these 
interventions are particularly subtle: his 
dot patterns are not the off-the-shelf 
standard variety—each dot is individu-
ally modified, much as engravers in cen-
turies past set their lines one at a time, 
with intention. They thus separate from 
the photograph that set them in motion 

and acquire their own, abstract quali-
ties—objective information, free from 
gesture or self-conscious personality. 

My only quibble with this fine cata-
logue is that, as in many books, its repro-
ductions neglect the fragile visual balance 
between the real sizes of real things. 
Coldwell’s prints are usually a fairly typi-
cal size (rarely exceeding 30 inches in the 
longest dimension), and readers would 
probably be able to gauge accurately 
their visual presence. The sculptures, 
however, are unexpectedly small—often 
they nearly match the size of the objects 
pictured in the prints. When the two are 
shown together, this tight coupling of 
scale emphasizes their status as varia-
tions on solutions to the same problems. 
This meaningful interaction is unfortu-
nately lost in the book. 

In all his work, Coldwell places him-
self off the beaten path. His prints are 
representational, but not in any familiar 
genre; they reuse images but they are not 
about appropriation. Working within the 
tradition of Western printmaking he has 
developed his own, rather isolated and 
very personal position. His sculpture is 
even less conventional: small in scale and 
comprehensible only as part of an inter-
connected world of objects. As demon-
strated by this exhibition and catalogue, 
these two related bodies of work offer 
quiet and tender soliloquys on funda-
mental questions of mankind. 

Christian Rümelin is Keeper of Prints and Draw-
ings at the Musées d’art et d’histoire in Geneva.

Paul Coldwell, Thoughts at Night (2010), unique bronze, 33 x 25 x 34 cm. Courtesy of the artist.

Paul Coldwell, Upon hearing different trains (2012), bronze, 40 x 25 x 10 cm. Courtesy of the artist. 
Photo: ©Peter Abrahams.
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Camille Henrot, Extinction on the Table 
(2015)
Recto-verso UV print on a sheet of white 
nitrile rubber, 22 x 30 x 1/8 inches, ca. 5lb 
(55 x 75 x 0.35 cm, ca. 2.5kg). Edition of 35. 
Printed by Laumont Studio, New York. 
Published by Parkett, Zurich. €2,500.

Camille Henrot is probably best  
 known for her video Grosse Fatigue 
(Dead Tired, 2013), a mindboggling, 
13-minute history of the universe for 
which she was awarded the prize for 
best promising young artist at the Ven-
ice Biennial. Set to a soundtrack blend-
ing hip-hop poetry and the spoken word, 
the video presents a computer desktop on 
which windows pop up with discordant 
images (soap bubbles, taxidermy birds, an 
orange, bubbly water, snakes, the cosmos, 
batteries) and then collapse in frantic 
succession, mimicking the way we scroll 
through information on the Internet. 
Grosse Fatigue effectively embodies the 
anxiety brought on by the dizzying prolif-
eration of knowledge accessible online; it 
represents, however, only one tangent of 
the artist’s intimidatingly versatile work.

Henrot, a French artist based in New 
York, slips seamlessly from video to 
sculpture, drawing, printmaking, film, 
photography and installation art. In 
2007 she overlapped three existing film 
versions of King Kong, creating her own 
fascinating, oneiric hybrid. In 2009 she 
assembled sculptures from car parts in 
which twisted exhaust pipes and rods 
evoke the stylized antelopes and gazelles 
of Malian headdresses. In 2012 she trans-
lated the contents of an entire library into 
plant sculptures inspired by ikebana, the 
Japanese art of flower arranging. A series 
of large-scale watercolors made last year, 
in shades of salmon pink, canary yellow 
and mint green, depict scenes ranging 
from the writhing bodies in a Nicki Minaj 
video to a pelican devouring its offspring. 

Henrot’s Extinction on the Table (2015), 
made for Parkett editions, has a similar 
hybrid ambiguity: it is both a print and 
a piece of sculpture. A flexible, two-sided 
work, produced by a state-of-the-art UV 
printer on white rubber, it can be hung 

flat, rolled or loosely folded, and shown 
on a wall, table or floor. 

The innovative notion of making a 
double-sided print on rubber arose during 

a visit by Dieter von Graffenried, Parkett’s 
co-founder and publisher, to Henrot’s 
New York studio. Over the past few years,  
Henrot had been experimenting with 

EDITION REVIEW

Rubber Made with Camille Henrot
By Laurie Hurwitz

Camille Henrot, Extinction on the Table (2015). Image courtesy of Parkett Editions, Zurich.
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Laumont Photographics in New York, 
primarily making multilayered ultra- 
violet prints1 in which abstract, Miró-like 
blobs and squiggles are printed on both 
sides of Plexiglas sheets, then collaged 
together. She had also begun trials on 
aluminum, and on rubber, whose tactile 
quality appealed to her, but she hadn’t yet 
figured out exactly what she wanted to do 
with them. But as she showed von Graffen-
ried around the studio, something clicked: 
while handling the rubber, she turned and 
folded it, and the idea for the recto-verso 
images was born. Her UV print—Parkett’s 
first venture into the world of rubber 
(they have since published an extremely 
slim, skin-like print on rubber with Ed 
Atkins)—is made on a thick (1/8 inch) 
sheet of white nitrile, a highly resistant, 
FDA-approved support often used in the 
food industry.

The strange, dreamlike imagery of 
Extinction on the Table is beautifully com-
patible with the pliability of the soft, sup-
ple rubber. Henrot, who studied 
animation at the Ecole Nationale Supéri-
eure des Arts Décoratifs in Paris, draws 
with a fluid, effortless line that can look 
almost Matissean, but while her images 
have a cartoonish feel, they are also 
dense, dark and difficult. On the recto, 
her odd composition, printed black on 
vermilion, links disconnected images: a 
white, cloudlike blob; a turtle; and a 
strange figure glancing sideways, clutch-
ing a telephone to his ear (at her gallery 
show “Bad Dads,” produced around the 
same time, included colorful artist-
designed telephones that acted as “hot-
lines,” taking visitors through peculiar, 
poetic phone trees). On the verso, a 
sketchily drawn, muscular nude, seen 
from the back, grabs at a faceless her-
maphrodite; a dog, tail wagging, nips at 
the figure’s elbow, its head floating 
upward away from its body. Touching on 
the relationship between humans and 
animals, desire, the complexities of gen-
der identity, mythology, technology and 
aging, the enigmatic Extinction on the 
Table resembles a rebus puzzle that can 
never be solved. 

Laurie Hurwitz is a curator at the Maison  
européenne de la photographie in Paris and  
correspondent for ARTnews magazine. 

Camille Henrot, Extinction on the Table (2015). Images courtesy of Parkett Editions, Zurich.

Notes:
1. In this form of digital printing, ultraviolet light 
“cures” the ink instantly as the image is printed. 
This technique allows for printing on such non-
traditional materials as acrylic, Plexiglas, metal, 
rubber, etc. The New York–based printer Henrot 
worked with has the finest drop size and widest 
color gamut available. 
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PRIX 
de 
PRINT

Prix de Print No. 19

Intermede II, No. 8 
by Kenneth Alfred
Juried by Kate McCrickard

This iteration of the Art in Print Prix  
de Print has been judged by Kate 
McCrickard. 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 
subject of a brief essay. For further infor-
mation on entering the Prix de Print, 
please go to our website: artinprint.org/
about-art-in-print/#competitions.

Kenneth Alfred, Intermede II, No. 8  (2014) 
Etching and aquatint, 20 x 15 cm. Edition 
of 10. Printed and published by the artist, 
Montreuil, France. €300.

After I looked and looked again,  
 whittling down the dozens of entries 
to this iteration of the Prix de Print, Ken-
neth Alfred’s etching Intermède  II, No.  8 
endured, emerging—to my eyes—as the 
clear winner. It demonstrates a command 
of intaglio techniques only attainable 
through experiment, rigor and serious 
investigation on the plate.1 This is an art-
ist who knows print, but it is really the 
work’s playful conundrums that compel. 
Its painterly qualities and the centrality of 
gesture are surprising within such a mod-
est scale—the artist has wrestled system-
atic chaos into the precious constraints of 
printmaking. There is innovation on tra-
dition apparent too. Though I had only a 
digital reproduction to judge from, I imag-
ine the actual etching is beautiful to hold 
in the hand. 

Born in Trinidad in 1959, Alfred has 
worked in Europe since receiving a French 
governmental scholarship for study at the 
École nationale supérieure des Beaux-
Arts in 1984. Today he lives and works in 
Montreuil, on the eastern edge of Paris.

A painter and printmaker, Alfred inter-
locks the two media so that one bolsters 
the other, and unravelling his order of 

printmaking techniques posed a challenge 
to me. Intermède II, No. 8 was printed from 
two plates—one in black and one in green, 
as he explains:

I partially scraped away an image on 
the black plate, laid a ground, and then 
drew the dark motif with lavender lift.2 
I then laid another aquatint and etched 
the dark motif. The lines on the green 
plate were etched, then I laid a coarse, 
then a fine aquatint. I did the printing 
myself coup sur coup with the green over 
the black.3

The resulting layers span the entire tonal 
range: snatches of whitish paper at the 
back of the image push out beneath the 
forms while the darks coagulate on top. 
The midtone aquatints on the black 
plate have been scraped into, like oil 
paints worked with a palette knife, but 
the texture, bitten into the plate, sug-
gests erasure marks dragged through 
charcoal dust. Alfred further attacks 
these tones with pin-sharp vertical scor-
ing. The second, brackish green plate 
establishes an etched line that clots at 
points and zigzags over everything, 
embedded in passages of black.

The poured or dripped black laven-
der lift motif sits like a scaffold across 
the picture plane and pins the composi-
tion in place. Alfred has worked with this 
device for years, flipping it back and forth 
between paint and print, sometimes dis-
solving it, sometimes—as here—beefing 
it up, changing mood with ease. He has 
revisited and stretched this pictorial idea, 
testing the boundaries of self-reference; 
an artist can carry a motif for life, mak-
ing things occur again and again. (Think 
of Picasso’s bull and Cézanne’s mountain, 
to name the most obvious.) In Intermède II, 
No. 8, the accent of the motif is on tension. 

Alfred has talked of getting an impulse 
to create from landscape, of being prompted 
early on by the watercolors of Winslow 
Homer, of Turner’s late watercolors and 
of lands seen that never meet the sky in a 
semblance of flatness. Musing on “ominous 
Flemish skies” he asks, “What if someone 
should put a bucket under such paintings, 
anticipating rain; would the grey clouds 
then pour down tinted waters?”4 Is this 
what we are looking at in Intermède II, No. 8? 

I was drawn to Alfred’s print through 
the tacit authority (and also modesty) of 
his presentation: the image was accompa-
nied by no words—he let it stand for itself. 
The late art historian Michael Baxandall 
conceded a dialectical opposition of word 
and image, concluding that language is not 
made for pictures. With Intermède II, No. 8, 
Alfred has created a work that, through its 
compact variety of printed marks, speaks 
volumes. 

Kate McCrickard is an artist and writer  
based in Paris.

Notes:
For more information, visit www.kennethalfred.com.
1. An intermède was a theatrical musical interlude, 
often incorporating ballet, between the acts of a 
play or opera in 16th- and 17th-century France. 
Jacques Callot (1592–1635) produced a series of 
lyrical engravings after Giulio Parigi (1571–1635) 
that circle around the form. Alfred’s work, however, 
cleaves to no specific musical reference.
2. The lavender lift technique is a direct contact 
method where concentrated lavender oil is painted 
on to a thin layer of hard ground. The motif is care-
fully wiped clean with alcohol and then etched.
3. Quote taken from email correspondence with the 
author, July 2016.
4. Painting to the Limits of Landscape, extract of 
text by Laurence Boitel, Un Parfum de Dessin 
(Villeneuve d’Ascq: Ateliers 2, 2006), translated 
from the French by Leslie Schenk, quoted on 
the artist’s website: www.kennethalfred.com/EN/
Paint/3peinture_texte.html.

http://artinprint.org/about-art-in-print/#competitions
http://artinprint.org/about-art-in-print/#competitions
http://www.kenethalfred.com/EN/Paint/3peinture_texte.html
http://www.kenethalfred.com/EN/Paint/3peinture_texte.html
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Kenneth Alfred, Intermede II, No 8  (2014). 



Art in Print    September – October 201650

News of the 
Print World 

Selected New Editions

Miguel A. Aragón, Aplacado (Siete cascos  
percudidos), Aplacado (Emboscada) and Aplacado 
(El Veladero) (2016)
Aquatint (Siete cascos percudidos) and woodcuts 
(Emboscada) and (El Veladero), image 48 x 36 
inches each, sheet 50 1/2 x 38 inches each. Edition 
of 12 and 10. Printed and published by Flatbed 
Press, Austin, TX. $1,800 each.

Miguel A. Aragón, Aplacado (Emboscada) 
(2016).

John Armleder, Divisions (2016)
Screenprint printed in two colors, 40 x 40 
inches. Edition of 48. Printed by Brad Ewing at 
The Grenfell Press, New York, with assistance by 
Marco Lawrence of the Lower East Side Print-
shop, New York. Published by World House  
Editions, Middlebury, CT. $3,000.

John Armleder, Divisions (2016).

Frances Ashforth, Water Study 52 (2016)
Unique waterbase monotype, full bleed, 30 x 30 
inches. Unique image. Printed by Chris Shore 
at Center for Contemporary Printmaking,  
Norwalk, CT. Published by the artist, Ridgefield, 
CT. $2,100.

Frances Ashforth, Water Study 52 (2016).

David Avery, Running on Empty (2016)
Etching, 6 x 6 inches. Edition of 30. Printed and 
published by the artist, San Francisco, CA. $350.

David Avery, Running on Empty (2016).

Richard Bosman, Side View-C (2016)
Monoprint, archival pigment print uniquely 
hand painted, 21 3/4 x 29 3/4 inches. Unique 
image. Printed and published by Stewart & Stew-
art, Bloomfield Hills, MI. Price on request.

Richard Bosman, Side View-C (2016).

Alice Leora Briggs, The Room (2016)
Clamshell portfolio box containing 12 woodcuts 
and three letterpress pages, image 19 3/4 x 16 
3/4 each, sheet 24 x 21 inches each. Edition of 24  
(only 1-14 will be reserved for complete, boxed 
suites). Printed and published by Flatbed Press, 
Austin, TX. $11,000.

Alice Leora Briggs, It is an old story, the way  
it happens from The Room (2016).

Ann Chernow, I Wake Up Screaming (2016)
Lithography from one stone, 17 x 22 inches.  
Edition of 6. Printed and published by the artist, 
Bridgeport, CT. $500.

Ann Chernow, I Wake Up Screaming (2016).

Ann Conner, Starwood Suite (2016)
Suite of four woodcuts, image 46 x 34 inches 
each, sheet 48 3/4 x 36 3/4 inches each. Edition  
of 10. Printed and published by Flatbed Press, 
Austin, TX. $5,000 for the suite, $1,500 each.

Ann Conner, from Starwood Suite (2016).

Robin Dintiman, Last Spring’s Apple (2015)
Photogravure, 22 x 28 inches. Edition of 3. Printed 
and published by the artist, Oakland, CA. $1,200.

Robin Dintiman, Last Spring's Apple (2015).

Mark Dion, The Young Ichthyologist (2016)
Two-color lithograph, 9 5/8 x 9 13/16 inches.  
Edition of 30. Printed and published by Hole  
Editions, Newcastle upon Tyne, UK. £375.

Mark Dion, The Young Ichthyologist (2016).

James Dormer, SUMMER/LAYERS BAT (2016)
Lithography, 19 x 20 inches. Edition of 21.  
Printed and published by the artist, Fort Collins, 
CO. $900.

James Dormer, SUMMER/LAYERS BAT (2016).
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Hung Liu, Black Madonna (2016)
Color lithograph, 33 3/4 x 26 1/2 inches. Edition of 
40. Printed and published by Segura Arts Studio, 
South Bend, IN. $2,600.

Hung Liu, Black Madonna (2016).

Sean P. Morrissey, Fence #3 (2015)
screenprint, 15 x 22 inches. Edition of 8. Printed 
and published by the artist. $650.

Sean P. Morrissey, Fence #3 (2015).

Teresa Munoz, “In the Still of Bright” (2006)
Monotype print, 24 x18 inches. Unique image. 
Printed and published by the artist, Culver City, 
CA. $650.

Teresa Munoz, "In the Still of Bright" (2006).

Pieter Myers, Geisha unwrapped (2016)
Copper plate photogravure and direct gravure,  
18 x 14 inches. Edition of 15. Printed and pub-
lished by the artist, Occidental, CA. $250.

Pieter Myers, Geisha unwrapped (2016).

Daniel Heyman, It was Such a Joy:  
Portrait of Leigh Jeanotte (2015–16)
Diptych: reduction woodcut on handmade 
Israeli paper and letterpress oral history on hand-
made Israeli paper, 54 x 70 inches (each work 
measures 54 x 35 inches). Edition of 18. Printed 
and published by the artist, Lucy Ganje and Kim 
Fink, Grand Forks, ND. Available through Cade  
Tompkins Projects. $16,000.

Daniel Heyman, It was Such a Joy: Portrait of 
Leigh Jeanotte (2015–16).

Richard Hricko, Covert II (2016)
Copperplate photogravure, 20 x 15 inches.  
Edition of 10. Printed and published by the artist, 
Philadelphia, PA. $700.

Richard Hricko, Covert II (2016).

Martha Ives, Double Bogey Boogie-Woogie 
(2016)
Linocut, 10 x 9 1/8 inches. Edition of 25. Printed 
and published by the artist, New York. $300.

Martha Ives, Double Bogey Boogie-Woogie 
(2016).

Channing Lefebvre, Datsuzoku I–III (2015)
Drypoint / hand colored gouache, 2 x 4 1/2 inches 
each. Edition of 5. Printed and published by the 
artist, Latham, NY. $125 each.

Channing Lefebvre, Datsuzoku I (2015).

Jane E. Goldman, Audubon February (2016)
Archival pigment print, hand painted, 21 3/4  x 29 
3/4 inches. Edition of 25. Printed and published 
by Stewart & Stewart, Bloomfield Hills, MI. Price 
on request.

Jane E. Goldman, Audubon February (2016).

Betsy Gould, Celestial Series: Lingering Blood 
Moon (2016)
Woodcut monoprint with trace monotype,  
20 x 16 inches. Unique image. Printed and pub-
lished by the artist, Cambridge, MA. $1,200.

Betsy Gould, Celestial Series: Lingering 
Blood Moon (2016).

Jane Hammond, Family Business (2015)
Photogravure, 22 x 26 inches. Edition of 15. 
Printed and published by Bleu Acier, Tampa, FL 
/ Museum of Fine Arts St. Petersburg, FL. $2,500.

Jane Hammond, Family Business (2015).

Ellen Heck, Carolina Color Wheels: Echeveria 
and Piccadilly Circus (2016)
Drypoint and mixed media, 44 x 44 inches. 
Unique image. Printed and published by the  
artist, Winston-Salem, NC. Available through 
Rochester Contemporary, Rochester, NY. $7,000.

Ellen Heck, Carolina Color Wheels: Echeveria 
and Piccadilly Circus (2016).
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Barbara Takenaga, Falling (1115) (2016)
Ten-color lithograph, 28 1/4 x 22 1/4 inches.  
Edition of 30. Printed and published by Shark's 
Ink, Lyons, CO. $2,400.

Barbara Takenaga, Falling (1115) (2016).

Exhibitions of Note

ALBUQUERQUE, NM
“The Enchanted Forest/Images of the 
Rio Grande Bosque—Gravure by Lincoln 
Draper”
5 August – 24 September 2016
New Grounds Print Workshop & Gallery
http://newgroundsgallery.com

“Garo Antreasian: Innovation in Print”
9 September 2016 – 27 January 2017
Tamarind Institute
http://tamarind.unm.edu/

AUSTIN, TX
“Goya: Mad Reason”
19 June – 25 September 2016
And: 
“Xu Bing: Book from the Sky”
19 June 2016 – 22 January 2017
And:
“Warhol by the Book”
16 October 2016 – 29 January 2017
Blanton Museum of Art
http://blantonmuseum.org

BALTIMoRE
“Front Room: Guerrilla Girls”
25 September 2016 – 17 March 2017
Baltimore Museum of Art
http://artbma.org

BASEL
“Enthralling Engraving: The Enterprise of 
Hendrick Goltzius”
20 August – 13 November 2016
Kunstmuseum Basel
http://kunstmuseumbasel.ch

BEDFoRD, UK
“Picasso & The Masters of Print”
15 October 2016 – 16 April 2017
The Higgins Bedford
http://thehigginsbedford.org.uk

BELLEvUE, WA
“Emancipating the Past: Kara Walker’s 
Tales of Slavery & Power”
8 July – 27 November 2016
Bellevue Arts Museum
http://www.bellevuearts.org/

Jenny Robinson, Before the rise (2016).

Jesse Shaw, American Landscape (#27 from  
the American Epic series) (2015)
Linocut, 36 x 24 inches. Edition of 15. Printed and 
published by the artist, Bethlehem, PA. $425.

Jesse Shaw, American Landscape (#27 from 
the American Epic series) (2015).

Hunt Slonem, Lucky Charm 5 and  
Lucky Charm 6 (2016)
Archival pigment prints, 30 x 22 inches each.  
Edition of 10 each. Printed and published by 
Stewart & Stewart, Bloomfield Hills, MI. $1,500.

Hunt Slonem, Lucky Charm 5 (2016).

José Antonio Suárez Londoño, n.292 Untitled 
(Mountains) and n.293 Cabañuelas (2016)
Line etching and aquatint, images 10 x 6/12 
inches and 8 x 6 inches, sheets 15 3/8 x 10 1/4 
inches and 13 x 9 1/8 inches. Edition of 30. Printed 
and published by Harlan and Weaver, New York. 
Price on request.

José Antonio Suárez Londoño, n.293  
Cabañuelas (2016).

Robyn Penn, Cloud of Unknowing (2015)
Sugarlift aquatint and hardground etching (three 
plate), 18.43 x 18.78 inches. Edition of 12. Printed 
and published by David Krut Workshop, Johan-
nesburg, South Africa. Available through David 
Krut Projects, New York. $600.

Robyn Penn, Cloud of Unknowing (2015).

Kate Petley, Sideways and Upside (2016)
Two groups of monoprints, 21 1/2 x 27 inches each 
(Sideways) and 27 x 21 1/2 inches each (Upside). 
Unique images. Printed and published by Man-
neken Press, Bloomington, IL. $2,400 each.

Kate Petley, Sideways 5 (2016).

Sara Greenberger Rafferty, Paynes (2016)
Series of 12 monoprints: color soft ground, 
chine-collé, inkjet transfer prints, 61.5 x 36 inches 
each. Unique images. Printed and published by  
Wingate Studio, Hinsdale, NH. $4,000.

Sara Greenberger Rafferty, from Paynes (2016).

Jenny Robinson, Before the rise (2016)
Drypoint on Gampi, 40 x 60 inches. Edition of 5 
variable. Printed and published by the artist, Kala 
Institute of Art, Berkeley. $4,200.
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“The Serial Impulse at Gemini G.E.L.”
11 September 2016 – 2 January 2017
And:
“Picasso and his Printers”
23 July – 27 November 2016
Los Angeles County Museum of Art 
http://www.lacma.org/

“Pop for the People: Roy Lichtenstein 
Prints by Gemini G.E.L.”
7 oCToBER 2016 – 13 MARCH 2017
SKIRBALL CULTURAL CENTER
http://skirball.org

MADISoN, WI
“Compassionate Eye: The Art of  
Frances Myers”
14 May – 9 October 2016
Madison Museum of Contemporary Art
http://mmoca.org

MANCHESTER, UK
“Marcantonio Raimondi and Raphael”
30 September 2016 – 23 April 2017
The Whitworth, The University of Manchester
http://www.whitworth.manchester.ac.uk/

MILWAUKEE
“Corot, Daubigny, Millet: visions of France”
5 August – 27 November 2016
Milwaukee Art Museum
http://mam.org/

MoNTGoMERy, AL
“Women’s Work: Prints from the Collection 
of the Montgomery Museum of Fine Arts”
2 July – 25 September 2016
Montgomery Museum of Fine Arts
http://mmfa.org/

HoUSToN
“Prints and Plates”
21 September 2016 – 12 January 2017
1600 Smith Street Gallery
http://www.artsbrookfield.com/event/printsand-
plates/

KEENE, NH
“Impressions: Techniques of  
Printed Images”
17 August – 15 October 2016
The Horatio Colony House Museum
http://horatiocolonymuseum.org

KENT, oHIo
“Dexter Davis: A Portrait”
1 September – 7 October 2016
CVA Gallery, Kent State University
https://www.kent.edu/galleries/student-galleries

LEWISToN, ME
“Robert Indiana: Now and Then”
10 June – 8 October 2016
And:
“Jay Bolotin: The Book of only Enoch”
10 June – 8 October 2016
Bates College Museum of Art
http://bates.edu/museum

LINDSBoRG, KS
“Birds & Beyond: The Prints of  
Maurice R. Bebb”
6 August – 23 October 2016
Birger Sandzén Memorial Gallery
http://sandzen.org

LoS ANGELES
“Jim Dine: Abstraction”
9 June – 23 September 2016
Jonathan Novak Contemporary Art
http://novakart.com/

BERLIN
“Autumn Group Show”
30 September – 29 October 2016
And:
“Sean Caulfield”
14 – 24 SEPTEMBER 2016
55 LIMITED PRINTMAKING & GALLERy
http://5ltd.net

BoSToN
“year of the Monkey”
30 April – 10 October 2016
Museum of Fine Arts, Boston
http://www.mfa.org/

BURGDoRF, SWITzERLAND
“Claas Gutsche: Risse im Beton”
25 June – 11 November 2016
Museum Franz Gertsch
http://www.museum-franzgertsch.ch/=

CHICAGo
“Procession: The Art of Normal Lewis”
17 September – 8 January 2017
Chicago Cultural Center
http://chicagoculturalcenter.org

CINCINNATI
“Not in New york: Carl Solway and  
Cincinnati”
30 April – 30 October 2016
Cincinnati Art Museum
http://cincinnatiartmuseum.org

CLEvELAND
“Elegance and Intrigue: French Society in 
18th-Century Prints and Drawings”
1 July – 6 November 2016
Cleveland Museum of Art
http://clevelandart.org

DENvER, Co
“Performance on Paper: The Posters of  
Phil Risbeck and John Sorbie”
10 July 2016 – 8 January 2017
Denver Art Museum
http://denverartmuseum.org

EAST HAMPToN, Ny
“Innovation and Abstraction:  
Women Artists and Atelier 17”
4 August – 29 October 2016
Pollock-Krasner House
http://sb.cc.stonybrook.edu/pkhouse/

EAST SUSSEX, UK
“Peter Blake: Alphabets, Letters &  
Numbers”
13 August – 27 November 2016
De La Warr Pavilion
http://www.dlwp.com/

ESSEN, GERMANy
“Richard Deacon: Drawings and Prints 
1968 – 2016”
26 August – 13 November 2016
Museum Folkwang
https://www.museum-folkwang.de/

FoRT WoRTH, TX
“Sam Francis: Prints”
3 August 2016 – 5 February 2017
Amon Carter Museum of American Art
http://www.cartermuseum.org/

In Pasadena, CA through 13 February: “States of Mind: Picasso Lithographs 1945–1960.” Pablo 
Picasso, Page of Sketches (Heads of Children and Horses) (1945), lithograph, 1 of 18 artist reserved 
proofs, image 27.3 x 40.0 cm, sheet 32.4 x 44.5 cm. Norton Simon Art Foundation, Gift of Jennifer Jones 
Simon, M.2007.1.54.G. ©2016 Estate of Pablo Picasso / Artists Rights Society (ARS), New York.
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PHILADELPHIA
“Paul Keene: Post-War Explorations in 
Painting”
28 September – 2 December 2016
LaSalle University Art Museum
http://lasalle.edu/museum

“victoria Burge: Penumbra”
19 September – 19 November 2016
And:
“Celestial/Terrestrial”
16 September – 19 November 2016
The Print Center
http://printcenter.org

PITTSBURGH, PA
“Alison Knowles”
20 May – 24 October 2016
Carnegie Museum of Art
http://cmoa.org

PoRTLAND, oR
“Warhol Prints from the Collection of  
Jordan D. Schnitzer and his Family  
Foundation”
8 October – 1 January 2017
Portland Art Museum
http://portlandartmuseum.org/

PoRTSMoUTH, NH
“Don Gorvett: 25 years in Portsmouth, NH”
7 August – 11 October 2016
Strawbery Banke Museum
http://www.strawberybanke.org/index.cfm

PRovIDENCE
“Drawing Conclusions: Prints, Drawings, 
and Photographs”
22 January – 25 September 2016
RISD Museum
http://risdmuseum.org/

SAN FRANCISCo
“Ed Ruscha and the Great American West”
16 July – 9 October 2016

“Word and Image: Martin Luther’s  
Reformation”
7 October 2016 – 22 January 2017
Morgan Library and Museum
http://www.themorgan.org/

“Bruce Conner: It’s All True”
3 July – 2 October 2016
Museum of Modern Art
http://moma.org

“Bruce Conner: Dennis Hopper  
one Man Show”
15 September – 12 November 2016
Senior & Shopmaker Gallery
http://seniorandshopmaker.com

“A Curious Hand: The Prints of  
Henri Charles Guerard (1846-1897)”
2 November 2016 – 26 February 2017
Stephen A. Schwarzman Building, New York 
Public Library
https://www.nypl.org/

NEWCASTLE UPoN TyNE, UK
“Small Print International”
2 September – 30 October 2016
The Biscuit Factory
http://www.thebiscuitfactory.com/

NoRTHAMPToN, MA
“When in Rome: Prints and  
Photographs 1550-1900”
30 September – 30 December 2016
And:
“Eric Avery: AIDS WoRK”
12 August – 11 December 2016
Smith College Museum of Art
http://smith.edu/artmuseum

PASADENA, CA
“States of Mind: Picasso Lithographs 
1945–1960”
14 October 2016 – 13 February 2017
Norton Simon Museum of Art
http://www.nortonsimon.org/

MoNTREAL
“Toulouse-Lautrec Illustrates the  
Belle Époque”
17 June – 13 November 2016
Montreal Museum of Fine Arts
http://www.mbam.qc.ca/en/

MUNICH
“Gert & Uwe Tobias—Grisaille”
28 July – 16 October 2016
Staatliche Graphische Sammlung in the Pina-
kothek der Moderne
http://pinakothek.de

NEW BRUNSWICK, NJ
“Circa 1966: American Prints from  
the Collection”
3 September 2016 – 29 January 2017
Zimmerli Art Museum
http://www.zimmerlimuseum.rutgers.edu/

NEW yoRK
“Fragile Beasts”
11 June 2016 – 16 January 2017
Cooper Hewitt
http://cooperhewitt.org

“Innervisions: New Prints 2016/Summer”
16 June – 24 September 2016
And:
“Black Pulp!”
1 October – 3 December 2016
International Print Center New York
http://www.ipcny.org/

“Fragonard: Drawing Triumphant”
6 October 2016 – 8 January 2017
And:
“Drawings and Prints: Selections from  
The Met Collection”
19 July – 24 October 2016
The Metropolitan Museum of Art
www.metmuseum.org/

In Fort Worth, TX through 5 Feb.: “Sam Francis: Prints.” Sam Francis, Blue Cut Sail (1969), lithograph, 
22 1/8 × 30 1/8 inches. ©2016 Sam Francis Foundation, California / Artists Rights Society (ARS), NY.

In Northhampton, MA through 11 December 
“Eric Avery: AIDS WORK.” Eric Avery, Paradise 
Lost (2011), linocut printed in three colors with 
polymer plate text block printed in brown. Pur-
chased through the efforts of students in the class  
“Collecting 101,” January 2012. Permanent collec-
tion Smith College Museum of Art. 
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CLEvELAND
“Cleveland Fine Print Fair”
22 – 25 September 2016
Cleveland Museum of Art
http://www.printclubcleveland.org

HoUSToN
“Houston Art Fair”
29 – 2 October 2016
Silver Street Event Space
http://houstonartfair.com

MINNEAPoLIS
“Minneapolis Print & Drawing Fair”
16  – 18 September 2016
Minneapolis Institute of Art
http://new.artsmia.org/23rd-annual-print-drawing-
fair/

NEW yoRK
“Independent Art Book Fair”
16 – 18 September 2016
Greenpoint Terminal Warehouse
http://independentartbookfair.com

“Ny Art Book Fair”
16 – 18 September 2016
MoMA PS1
http://printedmatter.org

“IFPDA Print Fair”
2 – 6 November 2016
Park Avenue Armory
http://www.ifpda.org/content/print-fair

“Editions/Artists’ Books Fair”
3 – 6 November 2016
The Tunnel
http://eabfair.org

“Self Publisher Invitational  
Exhibition and Fair”
3 – 6 November 2016
Rogue Space, Chelsea
http://spifair.org/

And:
“A Magnificent obsession: Selections  
From The Hamilton Armstrong Collection 
of Prints”
15 August – 10 November 2016
And:
“Politics on Paper: Art with an Agenda 
from the SUArt Collection”
18 August – 18 September 2016
Syracuse University Art Galleries
http://suart.syr.edu/

TRoy, Ny
“2016 Screenprint Biennial”
28 October – 23 December 2016
Arts Center of the Capital Region
http://www.artscenteronline.org/

vIENNA
“Jim Dine. I Never Look Away”
24 June – 2 October 2016
Albertina
http://www.albertina.at/

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

WELLESLEy, MA
“Anni Albers: Connections”
28 September – 18 December 2016
Davis Museum at Wellesley College
https://www.wellesley.edu/davismuseum/

Fairs

CHICAGo
“EXPo Chicago”
22 – 25 September 2016
Navy Pier
http://expochicago.com

And:
“Paulson Bott Press: Celebrating  
Twenty years”
16 July – 23 October 2016
De Young Museum
https://deyoung.famsf.org/

“Bruce Conner: It's All True”
29 October 2016 – 22 January 2017
San Francisco Museum of Modern Art
http://sfmoma.org

SANTA ANA, CA
“The virgin of Guadelupe: Images in  
Colonial Mexico”
8 October 2016 – 29 January 2017
The Bowers Museum
http://bowers.org

ST. LoUIS, Mo
“Impressions of War”
5 August 2016 – 12 February 2017
And:
“Conflicts of Interest: Art and War in  
Modern Japan”
16 October 2016 – 8 January 2017
St. Louis Art Museum
http://slam.org

ST. PAUL, MN
“New Prints 2015/16”
17 October – 25 November 2016
Soeffker Gallery at Hamline University
http://www.ipcny.org/exhibitions/new-prints-2016-
tour/

SyRACUSE, Ny
“About Prints: The Legacy of  
Stanley William Hayter and Atelier 17”
18 August – 20 November 2016

In Cleveland through 6 November: “Elegance and 
Intrigue: French Society in 18th-Century Prints and 
Drawings.” Jean Antoine Watteau, The Clothes 
Are Italian (1715–16), etching; 27.5 x 20 cm. Sev-
erance and Greta Millikin Purchase Fund 2008.3.

In Austin, TX through 29 January: “Warhol by the Book”. Andy Warhol, A Gold Book (1957), illustrated 
book with twenty offset lithographs, 14 1/2 x 11 5/8 x 1/4 inches closed. ©The Andy Warhol Foundation for 
the Visual Arts, Inc. Courtesy of The Andy Warhol Museum, Pittsburgh.
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“Prints & Multiples”
26 – 27 October 2016
Sotheby’s
http://www.sothebys.com/

“19th & 20th Century Prints & Drawings”
22 September 2016
And:
“Rare & Important Travel Posters”
27 October 2016
And:
“old Master through Modern Prints  
Featuring Camille Pissarro:  
Impressionist Icon”
3 November 2016
And:
“Printed & Manuscript Americana”
17 November 2016
Swann Auction Galleries
http://swanngalleries.com

oNLINE
“First open: Editions”
20 – 30 September 2016
Christie's 
http://www.christies.com/

New Books

Degas: A Strange New Beauty
Edited by Jodi Hauptman. Essays by Carol Arm-
strong, Jonas Beyer, Kathryn Brown, Karl Buch-
berg, Hollis Clayson, Samantha Friedman, Richard 
Kendall, Laura Neufeld, Stephanie O’Rourke, Raisa 
Rexer and Jill de Vonyar
224 pages, 230 color illustrations
Published by Museum of Modern Art,  
New York, 2015
$50.

The Art of Emma Bormann
Andreas Johns
234 pages, 196 illustrations
Published by Ariadne Press, Riverside, CA, 2016
$60.

“Ny Satellite Print Fair”
4 – 6 NovEMBER 2016
BoHEMIAN HALL
http://www.nysatelliteprintfair.com/

Symposia

NEW yoRK
“Collecting Prints in 2016: 
What Collectors Look For”
16 October 2016
Society of Illustrators, First Floor Gallery
http://www.sagaprints.com/

RoANoKE, vA
“Between Idea and Print:  
Defining Conceptual Printmaking”
19 – 22 October 2016
Southeast College Art Conference, 
Hollins University
http://www.secacart.org/conference

SyRACUSE, Ny
“Print Fair / Symposium”
23 – 25 September 2016
Syracuse University Art Galleries
http://suart.syr.edu

WoLFENBüTTEL AND  
BRAUNSCHWEIG, GERMANy
“Collecting Graphic Arts from a Historical 
Perspective: Research and Digitisation in 
Dialogue”
20 – 22 October 2016
Herzog August Bibliothek Wolfenbüttel
http://diglib.hab.de/?link=046

Auctions

LoNDoN
“First open: Editions”
27 October 2016
Christie's
http://www.christies.com/

“Prints & Multiples”
27 September 2016
Sotheby’s
http://www.sothebys.com/

LoS ANGELES
“Prints and Multiples”
18 October 2016
Bonhams
http://www.bonhams.com/

NEW yoRK
“Prints and Multiples”
2 November 2016
Christie's
http://www.christies.com/

“Prints & Multiples”
18 October 2016
Doyle
https://doyle.com/

“Evening & Day Editions”
26 October 2016
Phillips
http://phillips.com

Printing Colour 1400-1700: History, 
Techniques, Functions and Receptions
Edited by Ad Stijnman and Elizabeth Savage
248 pages, 125 color illustrations
Published by Brill, Leiden and Boston, 2015
$194.

Flatbed Press at 25
By Mark Lesly Smith and Katherine Brimberry
440 pages, 59 color and 42 b/w illustrations
Published by University of Texas Press, Austin, 
2016
$65.

Marcantonio Raimondi, Raphael and  
the Image Multiplied
Edited by Edward H. Wouk
240 pages
Published by Manchester University Press,  
Manchester, 2016
£25.

Art for Every Home: An Illustrated Index 
of Associated American Artists Prints, 
Ceramics, and Textile Designs
Index authored by Gail Windisch, Sylvan Cole, Jr. 
and Karen Herbaugh
555 pages, digital publication provides illustrated 
comprehensive indexes of AAA prints, ceramics, 
textile designs, and sales materials, as well as a list 
of exhibitions held at the AAA galleries
Published by Beach Museum of Art, Kansas State 
University, Manhattan, KS, 2016
Free downloadable PDF:  
http://krex.k-state.edu/dspace/han-dle/2097/19686 
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Damien Hirst’s The Last Supper  
Presented at the National Gallery of Art, 
Washington, DC
The Last Supper (1990), a series of 13 monumental 
prints by Damien Hirst, was acquired by the 
National Gallery of Art from the Corcoran 
Gallery of Art in 2015. Never shown in its entirety 
in Washington before, The Last Supper series 
will be installed in the West Building Concourse 
Gallery from 13 August 2016 through 1 January 
2017.

Damien Hirst, Chicken from The Last Supper 
(1999), screenprint, 60 x 40 inches. National 
Gallery of Art, Washington, Corcoran Collection. 
Gift of The Heather and Tony Podesta Collec-
tion, Washington, DC.

Devorah Boxer wins Mario Avati  
Printmaking Award
The third Mario Avati Printmaking Award has 
been awarded to Franco-American artist Devorah 
Boxer by the Académie des Beaux-Arts of France. 
Comprised of an exhibition and a $40,000 prize, 
the award competition is open to printmakers 
from around the world. The previous winners 
were Christiane Baumgartner and Jean-Baptiste 
Sécheret. Born in Troy, New York, Boxer has lived 
and worked in Paris since 1959. An exhibition of 
her work will be held at the Palace of the Institut 
de France 8 September – 9 October 2016.

Master Printer John Hutcheson Dies at 71
John Hutcheson, a master printer who had 
worked with numerous artists including Frank 
Stella, Robert Motherwell, James Rosenquist and 
Helen Frankenthaler, passed away on 28 June 
2016. Hutcheson began his career at his father’s 
commercial lithography business in Boston after 
studying art at Syracuse University. In 1972, he 
was awarded a Ford Foundation grant for two 
years of advanced study in stone lithography 
at the Tamarind Institute. Hutcheson worked 
as workshop manager, printer and papermaker 
for Tyler Graphics for more than 16 years, and 
recently retired from a teaching position at  
University of North Florida.

Other News

Call for Entries: The Contemporary Print 
Print/Austin
Print/Austin 2017’s juried exhibition “The Con-
temporary Print” has issued a call for entries. 
While non-traditional or digital output is 
accepted as a print element, submissions must 
utilize traditional print media as their primary 
technique. This iteration of “The Contempo-
rary Print” will be juried by Susan Tallman. The 
entry deadline is 1 October and the exhibition 
is open to all artists over 18. The exhibition will 
open on 9 January 2017 at Flatbed Press as a 
part of PrintAustin, a month-long celebration of 
printmaking. To apply, go to https://printaustin.
org/2017-calls-for-entry/.

Call for Entries: Beyond Printmaking 5
“Beyond Printmaking” is an art competition 
and exhibition organized by the Printmaking 
Area and Landmark Arts at Texas Tech School 
of Art. This national juried exhibition is open 
to all media that push the concept of printmak-
ing, technologically or conceptually. Media can 
include video, installation and performance. The 
juror is Patricia Villalobos Echeverría of Western 
Michigan University. Awards include $2500 in 
cash prizes to be awarded by the juror. Visit www.
art.ttu.edu/bp5 for more information. The dead-
line is 30 November 2016 and the exhibition will 
be 25 March–23 April 2017.

International Print Biennale
The UK’s most important competition and cel-
ebration of printmaking, the International Print 
Biennale. returns to the North East of England 
on 16 September with an extensive program of 
exhibitions, events and activities at 25 venues 
across the region. An integral part of the Biennale 
is the 2016 Print Awards. This year 31 artists— 
acclaimed and emerging—were selected from 
785 entries coming representing 16 different 
countries. Their work will be on view in New-
castle at Northern Print, Vane and Gallery North. 
For more information, please visit http://www.in-
ternationalprintbiennale.org.uk/home.html.

Please submit announcements of 
exhibitions, publications and 

other events to 
info@artinprint.org.

dle/2097/19686. 

The Art in Print 
Prix de Print  

Deadline:  
1 November 2016

The Prix de Print is a bimonthly, 

juried competition open to all Art in 
Print subscribers. 

The winning work of art, selected by an 

outside juror, is given a full-page repro-

duction and is discussed in a brief essay. 

The jurors are artists, curators and other 

experts in the field.

Who can enter?
Anyone with an active subscription to 

Art in Print can enter. We can accept 

one submission per subscription per 

issue. The subscriber can be an artist, 

publisher, printshop, gallery or other 

organization.

How do I submit?
Send a high-resolution digital image to 

pdp@artinprint.org, along with docu-

mentation of the work* and the email 

address associated with the subscription 

in the body of the email. (Do not send 

PDF attachments.) Details can  

be found under the “About Us” tab at 

www.artinprint.org. 

Deadlines:
Deadlines will be the 1st of every  

odd-numbered month: 1 January,  

1 March, 1 May, 1 July, 1 September  

and 1 November.

*Please submit artist’s name, title of 

work, year, medium, dimensions,  

edition size, printer/publisher 

information, 

price and where 

available. 

PRIX 
de 
PRINT

https://printaustin.org/2017-calls-for-entry/
https://printaustin.org/2017-calls-for-entry/
http://www.art.ttu.edu/bp5
http://www.art.ttu.edu/bp5
http://www.internationalprintbiennale.org.uk/home.html
http://www.internationalprintbiennale.org.uk/home.html
mailto:info%40artinprint.org?subject=Link%20from%20News
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145 West 58th St., suite 6D
New York, NY 10019 

tel. 212.585.0474
info@scholten-japanese-art.com 
www.scholten-japanese-art.com

Strike a PoSe:  
SPectacular imagery of the kabuki theater
September 8 – November 8, 2016
open viewing during Asia Week & Print Week, 11am – 5 pm
otherwise by appointment

www.printed-editions.com

The collectors’ 
site for fine 
art prints.
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BARBARA TAKENAGA 
NEW LITHOGRAPH
Detail of “Falling (1115)” (2016)
color lithograph, 28¼ x 22¼ inches, edition of 30   • sHARK’s
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JOHN ZURIER: NEW ETCHINGS  SEPTEMBER 12 - NOVEMBER 5

20 HawTHORNE STREET SaN FRaNciScO, ca 94105 (415) 974-6273 cROwNPOiNT.cOM

Crown Point Press

Northern Sea, 2016. Color spit bite aquatint on 
gampi paper chine collé. 16½ x 21", edition 15.
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Lesley Dill
LIGHT THRILL SWOON TRUTH FLAME, 2016

Relief on muslin with hand-dyed horse hair, variable ed. 12
15” x 6” x 3“

ANDY BURGESS
SUZANNE CAPORAEL
LESLEY DILL
MICHELLE GRABNER
SANDRA RAMOS
ALISON SAAR

VISIT OUR WEBSITE TO 
SEE NEW PRINTS FROM 

WWW.TANDEMPRESS.WISC.EDU
INFO@TANDEMPRESS.WISC.EDU
608.263.3437

New Monoprints
Kate Petley

(309) 829-7443
ink@mannekenpress.com
www.mannekenpress.com

Sideways 9, 2016
Intaglio and relief monoprint
21 ½” x 27”
Published by Manneken Press
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Paul Keene: Post-War 
Explorations in Painting

Dolan/Maxwell
2046 Rittenhouse Square

Philadelphia, Pennsylvania 19103
215.732.7787

www.DolanMaxwell.com
info@DolanMaxwell.com

by appointment please 

LaSalle University Art Museum
September 28 - December 2, 2016
LaSalle University, Philadelphia
lasalle.edu/museum

Dexter Davis:  
A Portrait
CVA Gallery
September 1- October 7, 2016
Kent State University, Kent, Ohio
galleries.kent.edu

Left: Paul Keene (1920-2009) Seated Figure 1947, woodcut, edition of 20, image 10 1/4 x 8 3/4”; sheet 17 x 12”
Right: Dexter David (b. 1965) Dream Box 2016, linocut & collage, image/sheet: 14 x 11”
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NY
SATELLITE PRINT FAIR

BOHEMIAN HALL 
AT THE

During Print Week Visit The

November 4th — 6th 2016

 BOHEMIAN NATIONAL HALL

      Friday 10 to 8
      Saturday 10 to 7
      Sunday 10 to 5

  NEW YORK, NY 10021

 321 E. 73rd STREET 
 between 1st & 2nd Avenues

Daily Complimentary Admission

www.nysatelliteprintfair.com

David Allen Fine Arts

The Annex Galleries

Armstrong Fine Art

Marc Chabot Fine Arts

Davidson Galleries

C. & J. Goodfriend

Conrad R. Graeber Fine Art

KADS New York

Ernest S. Kramer Fine Arts

Edward T. Pollack Fine Arts

Stevens Fine Art

M. Lee Stone Fine Prints

Egon & Joan Teichert Fine Prints

La que bebe no vuelve  (2016) 
Two-color Woodcut Print • 33” x 26.5”

Ramiro
Rodriguez

University of Notre Dame • www.segura.com • (574) 631-9849
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spencer f inch

2390 C FOURTH ST. BERKELEY, CA 94710  T.510.559.2088    WWW.PAULSON BOTT PRESS.COM INFO@PAULSONBOTTPRESS.COM

IN-BETWEEN COLORS, 2015
PORTFOLIO OF SIX AQUATINTS PRINTED IN AN EDITION OF 20

Curated by
William Villalongo & Mark Gibson

October 1 – December 3, 2016
Opening: October 6, 6 – 8 pm

International Print Center New York 
508 West 26th Street 5th Floor 

www.ipcny.org
11:00 am – 6:00 pm
Tuesday – Saturday



D UR H A M  P R E S S      892 Durham Road  |  PO Box 159  |  Durham, PA 18039  |  610.346.6133  |  www.durhampress.com

BEATRIZ MILHAZES

PURPLE DAHLIA, 2015, Woodblock and Screenprint, 60 1/4 x 78 3/4 inches (153 x 200cm), Edition of 30



Richard Bosman
Side View C, 2016, monoprint/uniquely hand painted, sh: 21.75” x 29.75” Side View D, 2016, monoprint/uniquely hand painted, sh: 21.75” x 29.75”

Stewart & Stewart
P r i n t e r / P u b l i s h e r  &  D e a l e r  o f  F i n e  P r i n t s  S i n c e  1 9 8 0

Cleveland Fine Print Fair • 22-25 September 2016 • Cleveland Museum of Art • Cleveland OH 
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Catherine Bindman is an editor and art critic who has written extensively on both old master and 
contemporary prints. She was Deputy Editor at Art on Paper magazine and lives in New York.

Ina Cole is a writer based in the UK. She was appointed for the inauguration of  Tate St. Ives and 
has since worked extensively within visual arts and higher education. She now writes on modern and  
contemporary art and conducts interviews with artists in their studios.

Elleree Erdos is a freelance writer and curator based in New York. She holds master’s degrees from 
Columbia University and the Sorbonne and a BA  in art history from Williams College.

Patricia Emison is a Professor at the University of New Hampshire and the author of several books  
on the Italian Renaissance, most recently  The Italian Renaissance and Cultural Memory (Cambridge 
University Press, 2012). She has organized or contributed to a number of print exhibitions, including 
“Myth, Allegory and Faith: The Kirk Edward Long Collection of Mannerist” curated by Bernard Barryte, 
2015, and “Marcantonio Raimondi and Raphael,” curated by Edward Wouk, Whitworth Art Gallery,  
Manchester, UK, 2016. She holds a PhD from Columbia University and a BA in art history and philoso-
phy from Bryn Mawr College.

Roni Feinstein is an independent scholar who has written for Art in America, The Wall Street Journal, 
Print Quarterly and a host of other publications. She wrote her dissertation on Robert Rauschenberg 
at the Institute of Fine Arts, New York University, and curated “Robert Rauschenberg: The Silkscreen 
Paintings, 1962-64” for the Whitney Museum of American Art. 

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

Laurie Hurwitz is a curator at the Maison européenne de la photographie in Paris. She has written on 
art and design for Art & Auction, frieze, Metropolis, Aperture, Sculpture, Revue Dada and Connaissance des 
arts. She is Paris correspondent for ARTnews magazine.

Evelyn Lincoln is Professor of the History of Art and Architecture and Italian Studies at Brown Uni-
versity. She writes about the history of printmaking and the book and is the author of Brilliant Dis-
course: Pictures and Readers in Early Modern Rome (Yale University Press, 2014) and The Invention of the 
Italian Renaissance Printmaker (Yale University 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. 

Peter Parshall, formerly Curator of Old Master Prints at the National Gallery of Art (Washington, 
DC), is currently serving as the Janson-La Palme Lecturer at Princeton (Fall 2016). He has written and 
lectured widely on Renaissance art with special emphasis on the history of prints, the history and orga-
nization of collecting, and Renaissance art theory. He co-authored with David Landau The Renaissance 
Print (1994), recipient of the 1995 Mitchell Prize. Among the exhibitions curated are: “The Unfinished 
Print” (2001), “Origins of European Printmaking” (2005) with Rainer Schoch and “The Darker Side of 
Light: Arts of Privacy, 1850-1900” (2008). 

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.

Britany Salsbury is the Andrew W. Mellon Curatorial Fellow in the Department of Prints, Drawings, 
and Photographs at the RISD Museum. She holds a PhD in art history from the Graduate Center of the 
City University of New York, where her dissertation focused on print portfolios in fin de siècle Paris.

Charles Schultz is a New York-based art critic. He is an Associate Art Editor at The Brooklyn Rail and 
the New York and Miami City Editor for ArtSlant. His writing has also appeared in Art in America and 
Modern Painters. Schultz is currently working on a book about the legacy of industry in American Art.     

Ad Stijnman earned his PhD from the University of Amsterdam and is a Fellow of the Royal His-
torical Society in London. He is an independent scholar for historical printmaking processes, special-
izing in manual intaglio printmaking techniques. He is the author of Engraving and Etching 1400–2000:  
A History of the Development of Manual Intaglio Printmaking Processes (2012) and co-author of Printing 
Colour 1400–1700: History, Techniques, Functions and Receptions (2015). 

Christina Weyl is an independent scholar based in New York. Her research focuses on 20th-century 
women printmakers, particularly those who worked at Atelier 17. 

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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