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On Weather
By Susan Tallman

Once upon a time, not so very long 
  ago, “weather”  was a byword for 

the benign and noncontroversial—the  
conversation selected to steer clear of  
politics, religion and personal opinion.  
The topic stuck securely to the self- 
evident (“nice day”) or at least the dis-
passionate (“think it’ll be a cold win-
ter?”). Poets and songwriters reached  
for weather as a handy metaphor (“Ain’t 
no sunshine when she’s gone”) since its 
experience was shared by all. That was 
before federal agencies began telling sci-
entists not to mention global warming 
in grant applications, before a president 
stood in the rain and claimed it was sun, 
before “climate” became a byword for 
existential risk.1

Weather itself, of course, has always 
harbored threats. Lightening bolts,  
deluges and droughts were for millen-
nia the gods’ instruments of enforce-
ment—cosmic Tasers and water cannons. 
The advent of science shifted our per-
ception of weather’s mechanisms, if not  
of its experience, and in Western visual 
art weather emerged as a subject inde-
pendent of gods and often of humans. 
This issue of Art in Print charts these 
shifting winds. 

The skies that Alexander Cozens 
(1717–1786) fixed so carefully in his 
remarkable how-to book A new method of 
assisting the invention in drawing original 
compositions of landscape are noteworthy 
for historical primacy—Cozens was early 
to the game of meteorological aesthet-
ics—and also compelling in their reduc-
tion of the most complex and fleeting of 
experiences to simple line. With their 
sequential captions, they form a curious 
antecedent to Joe McKay’s 1992 artist’s 
book, One Week in October, in which the 
artist clothes himself in daily weather 
forecasts. McCay’s book is discussed here 
in Nicholas Alguire’s column on artists 
books.

Blustering rain and the human drama 
it brings are the subject for both the  
fin-de-siècle etcher Félix Buhot (1847–
1898) and the contemporary artist Alek-
sandra Mir. In their essay here, Anne 

Leonard and her students at the Uni-
versity of Chicago track the changing 
skies that Buhot imposed on his holiday- 
makers and urban commuters through 
his use of successive states and animated 
inking. Meanwhile Mir uses rain as the 
occasion for an episodic social experi-
ment, offering shelter to strangers and 
documenting the results in The Big 
Umbrella (2003), another of the artists’ 
books examined by Alguire.

The tragedy and terror of contempo-
rary climate change are tackled here in 
two deceptively decorous bodies of work: 
Janice Kerbel’s Home Climate Gardens 
(2003) and Susan Goethel Campbell’s 
Heatscapes (2012–ongoing). The former, 
as explained by Catherine Daunt, was cre-
ated as part of the artist’s residency with 
the Tyndall Centre for Climate Change 
Research at the University of East Anglia, 
and consists of meticulously researched 
garden plans, delivered with deadpan 
architectural precision, for the interior 
microclimates such as laundromats and 

revolving restaurants. Campbell’s work is 
similarly the product of—and sometimes 
a source for—scientific research, while, as 
Sarah Rose Sharp points out in her essay, 
remaining disarmingly seductive. Beauty 
may equal truth here, but the truth is not 
pretty.

Bringing this weather report into the 
present—and perhaps future—is Erik 
Hougen’s project for Art in Art in Print, 
Sciences, in which weather is considered 
as both mystery and metaphor.

In other content in this issue, Stepha-
nie Delamaire and Joan Irving consider 
the legacy of Fanny Palmer (1812–1876), 
her impact on the American print pub-
lishers Currier and Ives, and by extension, 
on how America came to imagine Amer-
ica. Ruth Fine reviews the retrospective 
exhibition of Helen Frankenthaler prints 
at the Art Institute of Chicago .

Finally, this issue’s winner of the Prix 
de Print, selected by printer and pub-
lisher Renée Bott, is Emma Nishimura’s 
An Archive of Rememory (2016–2018), 
an ambitious installation project that 
addresses the Canadian internment of 
Japanese citizens during World War II to 
evoke the workings of collective and per-
sonal memory.

Like the more recent works on 
weather, it reminds us that just because 
we can’t control something doesn’t mean 
we’re not responsible. 

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

Erik Hougen, detail of Only from Sciences 
(2017–18), digital composition, collage of  
screenprints, digital photographs and layers  
of digital coloring, dimensions variable.  
Open edition created for Art in Print. 



Art in Print    July – August 2018 3

The 18th-century English landscape 
 painter and drawing master Alex-
ander Cozens is known to history as the 
“blot man” because of his 1785 publication, 
A new method of assisting the invention in 
drawing original compositions of landscape, 
which demonstrates how improvised ink 
dabs might be transformed into con-
vincing neoclassical topographies. But 
Cozens was also among the first English 
artists to draw skies per se.1 While the 
first section of A New Method consists of 
massed aquatint blots (which the 20th 
century saw as prophetic of Rorschach 
tests, Surrealism and Abstract Expres-
sionism), and the last section shows how 
those jagged lumps should be resolved 
into cogent trees and mountains (rather 
to the disappointment of the Rorschach 
crowd, one suspects), the middle section 
consists of 20 skies arranged in contrast-
ing pairs—clear, cloudy, bright, threat-
ening, lit from right and left—tethered 
only by a gossamer horizon line to empty 
earth. Each carries a caption to identify 
the distinctions.

Alexander Cozens, detail of plate 12 from A new method of assisting the invention in drawing original compositions of landscape (1785).  

All Cloudy, Except One Large Opening...
The Skies of Alexander Cozens (1717–1786)

Following Pages: Alexander Cozens, three 
spreads from A new method of assisting the 
invention in drawing original compositions  
of landscape (London: A. Cozens and J.  
Dodsley, 1785). Yale University Beinecke Rare 
Book & Manuscript Library.

In contrast to the irregular tonal 
blocking of the aquatinted blots, Cozens 
renders the ineffable variance of clouds 
and gradients of light by etched line and 
word. The choice seems counterintui-
tive, and if the irrational blots appealed 
to modernist fascination with the sub-
conscious, Cozens’s linear, serial skies 
with their deadpan descriptions of poet-
ics suggest a witty conceptualism: “The 
same as the last, but darker at the bottom 
than the top.”

Both interpretations are anachron-
istic impositions, of course. Cozens was a 
man of the 18th century; his appeal was 
to “imagination,” not to the subcon-
scious, and to “principles,” rather than 
concepts. His skies are not symbolic 
inventions, commentaries on cognitive 
processes, or even empirical nature stud-
ies in the manner of John Constable’s 
famous cloud sketches (though Constable 
did copy them). They form a typology of 
effects, to be mixed and matched with 
terrestrial components—a parts drawer 
for drawing.                 —ST

Notes: 
1. Louis Hawes, “Constable’s Sky Sketches,” 
Journal of the Warburg and Courtauld Institutes 
32:349.
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Information is a Storm Coming: 
Susan Goethel Campbell’s Weather Works
By Sarah Rose Sharp

It is unlikely that people will draw  
 close to that which conveys a sense 
of potential upset, that which appears 
disturbing. It is only natural then that 
the interdisciplinary, print-based work 
of Susan Goethel Campbell is governed 
by serene and formally pleasing aesthe-
tics. Campbell’s landscape works are by 
turns vivid and misty; her installations of 
turf sculptures are both meticulous and 
organic; her documentary video work is 
exhaustively constructed and meditative 
to view. All are tempting bait that draws 
us close enough for the artist to bury her 
hook, and we find ourselves subject to a 
subtle dread. 

In her influential work Powers of Horror, 
philosopher Julia Kristeva discusses the 
experience of “abjection,” the feeling of 
disgust that arises when the “proper” bor-
der between self and one’s environment 
(not-self) is ruptured or degraded.1 In con-
temporary art, the “abject” typically takes 
the form of visceral or graphic content. By 
contrast, the dispassion and formal ele-
gance of Campbell’s work cause an initial 
embrace and identification with its sub-
jects, creating an experience so aesthetic 
and morally neutral that it places the 
unwitting viewer in a position to grapple 
with difficult existential notions about the 
breakdown of the natural environment.

Consider Heatscapes, Campbell’s 
ongoing series of hand-stenciled, panel-
mounted woodblock prints depicting 
“urban heat islands”—microclimates cre-
ated by the thermal density of concrete 
and asphalt in densely populated areas. 
Utilizing many of the techniques of her 
nocturnal Aerials woodblocks [2011–pres-
ent; see Art in Print Mar–Apr 2017], the 
Heatscapes employ swirling woodgrain 
and perforations through the paper. In 
the Aerials these articulate night skies 
and the electric lights of streets and high-
ways (fantasy cityscapes that evolve from 
photographs she has taken from airplane 
windows and combined in a process she 
likens to drawing), but in Heatscapes they 
are used to a looser and more organic 
effect, and the works’ fiery palette draws 
the eye and incites alarm, like the radiant 

glow of a forest fire obscured by a ridge.
Campbell encountered the concept of 

heat islands in the early 2000s, in studies 
of how urban weather patterns differ from 
those of immediately surrounding areas. 
She produced her first Heatscapes by trans-
posing her black-and-white aerial views 
into a chromatic mimicry of infrared heat 

maps. She has a longstanding fascination 
with weather, the environment and air 
quality; as a matter of course, she follows 
organizations that publish data on partic-
ulate matter and ozone levels, such as the 
Michigan Department of Environmental 
Quality and the Environmental Protec-
tion Agency’s AirNow. Such information 

Susan Goethel Campbell, Heatscapes (2012), woodblock prints with hand-stenciling mounted on  
panels, 84 x 102 inches overall, six panels, 28 x 51 inches each. Unique works. Installation view from 
“Field Guide,” Oakland University Art Gallery, 2015. Photo: Tim Thayer.
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is often presented by color mapping, pro-
gressing from warm yellows to hot reds 
to indicate increasingly hazardous con-
ditions. This high-alert palette informs 
the Heatscapes, where cities are as points 
of deep red on blazing ochre and orange 
backgrounds.

The Heatscapes exist in three variet-
ies: the earliest derive from a 2012 series 
of landscape works, Overland, in which 
she initially established the use of wood-
blocks and color fields, printing uncarved 
birch plywood onto Tosa Kozo paper 
in blue and green; then trimming and 
mounting the impressions to wooden 
panels in pairs—blue above and green 
below—to create horizon lines within 
architectural spaces. The first Heatscapes 
were serendipitous: in 2012, she was in 
rural Germany for a Beisinghoff Print-
making Residency, and her shipment of 
ink failed to arrive.2 Discovering some 
leftover cans of offset ink in translu-
cent oranges and reds, she shifted gears. 
Inspired by a blazingly hot German sum-
mer and the nasturtiums growing outside 
the workshop, she began to play with the 
concept of urban heat islands. In addition 

to layering pure color fields to achieve 
tonal effects, she explored the natural 
irregularities of the plywood and began 
to recast her black-and-white aerial views 
in new hues.

These Heatscapes, developed during 
the same 2012 residency, followed the 
same initial process as the pure color 
fields: using oil-based inks intended for 

lithography Campbell laid down a matte 
base layer, then used templates from the 
Aerials, pushing through the holes to 
mark territory in a way that suggests an 
infrared landscape viewed from the air. 

More recently Campbell has created 
punched-paper Heatscapes—two-layer 
works that incorporate data from a 2009 
series of perforated woodblock prints, 

Susan Goethel Campbell, Heat No. 2 (2018), woodblock print with perforations, 24 x 48 inches.  
Unique work. Photo: Tim Thayer.

Susan Goethel Campbell, Heatscape No. 3 (2017), woodblock prints mounted on panels, 12 panels, 12 x 38 inches each, configuration variable.  
Unique works. Installation view from “Faulty Vision,” David Klein Gallery, 2017. Photo: Shell Hensleigh.
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Winds Aloft, which visualized wind speed 
and direction. These new Heatscapes are 
laser-cut rather than hand-punched, 
and use both wind charts and data about 
particulate matter collected by the Texas 
Air Commission—information on atmo-
spheric disruptions traceable to human 
activity. The top sheets are bright red 
and hang freely, revealing through their  
perforations the high-contrast yellow of 
the sheet below. 

Campbell is attempting to capture the 
ephemeral quality of heat, and the danger-
ously tangible impact of humans on the 
environment, making visible something 
that is usually invisible. Like all forms of 
representation, art included, scientific 
data is a selective distillation of the real 
world, and Campbell is particularly taken 
with information that comes across as 
“gesture”—for example, maps that chart 
the movements of wind. If bar graphs, 
with their tidy, static representations of 
data, can be termed “infographics,” Camp-
bell’s compositions, with their pursuit of 
systems in motion, can be seen as picto-
rial “infodynamics.” In this context, the 
organic whorl and flux of the woodgrain 
that emerges through each bird’s-eye view, 
rising from the urban sprawl like heat dis-
tortion shimmering over sidewalks on a 
hot summer day, is not a chance element, 

but one of many ways Campbell collabo-
rates with and capitalizes on the existing 
conditions of nature to produce works 
that seem to express an impartial truth. 
One cannot alter the geologic record; one 
cannot spoof nature. 

Lately, Campbell has linked the Heat-
scapes with other recurring concerns: soil, 
manufacturing and the engineered envi-
ronment. For installations at the Oakland 
University Art Gallery (2015), Penland 
School of Crafts (2017) and David Klein 
Gallery (2017), she set groups of Heatscapes 
alongside configurations of dried plots of 
grass she had seeded and grown in water 
bottles and other vacuum-formed plastic 
containers. Titled Grounds, these are in 
effect cast sculptures, constructed by the 
dense root structures of grass. Campbell 
refers to them as “volumetric prints.”3 
Fundamentally a printmaker, Campbell 
produces and presents these once-living 
motifs in multiples, creating stacks of 
disks or squares with their growth hang-
ing shaggy, or floor installations check-
ered with turf bullseyes, or arrangements 
of segmented, bottle-shaped figurines laid 
out on the floor like bodies in a mass grave 
or stacked to surround a column at the 
center of the gallery. 

“Even in 1957, [Roland] Barthes was 
talking about how plastic was becom-

Susan Goethel Campbell, Overland (2009), woodblock print, 24 x 152 inches overall, eight prints, 12 x 38 inches each. Unique works. Photo: Tim Thayer.

Susan Goethel Campbell, detail from Overland (panel 3) (2009), woodblock print, 12 x 38 inches each. 
Unique works. Photo: Tim Thayer.

ing a naturalized material,” Campbell 
observes.4 “For me, the plastic water 
bottles were the best example of an abject 
object I could use to create a ground or 
build a column. I was looking for a mul-
tiple reading of a plastic object through 
materiality and repetition.”5 Together 
in a gallery, the Heatscapes form a hot 
horizon line or grid along a wall, radiat-
ing heat in the direction of the parched 
turf—as above, so below.

Air quality and the impact of particu-
late matter in the atmosphere are another 
recurring subject in Campbell’s work. 
For Detroit Weather: 365 Days (2011), she 
placed a webcam on the 22nd floor of the 
Fisher Building, an art deco tower that is 
one of the few tall buildings in the central 
historic district of Detroit’s New Center 
Area. One picture per minute was taken 
to produce a one-year time-lapse video. 
The camera was moved during the year 
to show different views of the city, and 
the artificial clouds that form and dis-
sipate above the industrial smokestacks 
to the southwest are particularly rivet-
ing: one might watch them happily for a 
while before realizing that this cheerfully 
churning vapor is just a snippet of the 
pollution pumping constantly into the 
atmosphere. 

The quality of restrained observation 
that characterizes Campbell’s recent 
work marks a shift from her earlier, more 
didactic pieces. After being awarded one 
of the inaugural Kresge Visual Arts Fel-
lowships in 2009, she used her stipend 
to launch Dirty Pictures: Portraits of Air, 
an “unscientific project that focuses on 
the movement and quality of air around 
the world.”6 She distributed air filters to 
people in 14 locations across the United 
States and in 6 other countries, and asked 
them to position the filter to capture 
particulate matter over time. Documen-
tation of what happened to these filters 
constitutes the “dirty pictures,” which she 
published as a zine in 2010. Cloudspotting 
Detroit (2011) is a tongue-in-cheek tour-
ism brochure that highlights the city’s 
“cloudspots” and “steamspots” (though 
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other cities have steam venting as a rou-
tine part of their infrastructure, Detroit 
is notorious for the random columns of 
warm steam that funnel up not only from 
construction tubes and manhole covers, 
but also at other, unofficial breaches in 
the city’s streets), as well as “Best Places 
For Viewing the Sky,” “Historic Clouds of 
Dust” (which touches on the demolition 
of some of Detroit’s largest abandoned 
structures), and “Pungent Clouds,” which 
identifies several of the more intrusively 
fragrant sources of air pollution (nota-
bly, the incinerator used to burn the 
city’s trash as well as that from neigh-
boring Windsor, Ontario). By couching 
her observations in a witty travel guide, 
Campbell minimizes their sting. If the 
abject is a blunt instrument, Campbell’s 
evocation of horror is insidious and all 
the more powerful when it hits.

One of the inspirations for the pal-
ette of Heatscapes is a similarly insidious 
atmospheric truth: polluted skies make 
for beautiful sunsets. Those vibrant 
oranges that light up the sky to breath-
taking effect are the result of high par-
ticulate matter in the air. “It’s because of 
crap,” said Campbell, “but it’s a beautiful 
color.”7

Campbell references On Beauty and 
Being Just by Elaine Scarry, which talks 
about recognizing errors in the ascription 
of beauty: “the first  .  .  . that something 
formerly held to be beautiful no longer 
deserves to be so regarded,” while the sec-
ond “is the sudden recognition that 
something from which the attribution of 
beauty had been withheld deserved all 
along to be so dominated.” 8 Scarry classi-
fies these as a result of either perceptual 
generosity (generously taking something 
for beautiful when it is not) or failed gen-
erosity (withdrawing the designation of 
beauty from something). In terms of the 
abject, the first condition might be 
thought of as a slow-dawning horror—
the stripping away of the optimism we 
bring to the experience of a beautiful 
sunset, or to the work of Susan Goethel 
Campbell. If we find either to be purely 
beautiful or to lack moral implications, 
perhaps we are choosing to see the world 
we would like to live in—one where every 
cloud does not carry a penumbra of men-
ace. That we do not live in such a world  
is a burden of knowledge distributed 
unevenly, and it is clear that Campbell 
cannot look away, nor is she willing to 
allow her viewers that luxury.  

Sarah Rose Sharp is a Detroit-based artist,  
writer and cultural commentator.  

Notes:
1. Julia Kristeva, Powers of Horror: An Essay on 
Abjection, tr. Leon S. Roudiez (New York: Colum-
bia University Press, 1982).
2.https://wsworkshop.org/residencies/beisinghoff-
printmaking-residency/.
3. In conversation with the author, March 2018. 
See also: “Field Guide,” Oakland University Art 
Gallery, Rochester, MI, 2015. http://arthopper.
org/susan-goethel-campbell-field-guide/; http://
penland.org/gallery/2017-exhibition-susan-
goethel-campbell-parched/ https://www.dkgallery.
com/?gallery_exhibition=susan-goethel-camp-
bell-2.
4. March 2018. See “Plastic” in Roland Barthes, 
Mythologies, tr. Annette Lavers (London: Jona-
than Cape, 1972).
5. Artist’s notes, compiled 2017. 
6. Artist’s statement. http://susangoethelcampbell.
com/work/press_here_projects/1.html.
7. In conversation with the author, March 2018.
8. Elaine Scarry, On Beauty and Being Just: The 
Tanner Lectures on Human Values Delivered at 
Yale University, March 25 and 26, 1998, 11. http://
studylib.net/doc/8760557/on-beauty-and-being-
just.

Susan Goethel Campbell, detail of Grounds (2014), inverted dried grass, wood platforms, dimensions variable. Installation view from “Resisting Certainty,”  
Grand Rapids Art Museum, 2014. Photo: Tim Thayer.

https://wsworkshop.org/residencies/beisinghoff-printmaking-residency/
https://wsworkshop.org/residencies/beisinghoff-printmaking-residency/
http://arthopper.org/susan-goethel-campbell-field-guide/
http://arthopper.org/susan-goethel-campbell-field-guide/
http://penland.org/gallery/2017-exhibition-susan-goethel-campbell-parched/ https://www.dkgallery.com/?gallery_exhibition=susan-goethel-campbell-2
http://penland.org/gallery/2017-exhibition-susan-goethel-campbell-parched/ https://www.dkgallery.com/?gallery_exhibition=susan-goethel-campbell-2
http://penland.org/gallery/2017-exhibition-susan-goethel-campbell-parched/ https://www.dkgallery.com/?gallery_exhibition=susan-goethel-campbell-2
http://penland.org/gallery/2017-exhibition-susan-goethel-campbell-parched/ https://www.dkgallery.com/?gallery_exhibition=susan-goethel-campbell-2
http://penland.org/gallery/2017-exhibition-susan-goethel-campbell-parched/ https://www.dkgallery.com/?gallery_exhibition=susan-goethel-campbell-2
http://susangoethelcampbell.com/work/press_here_projects/1.html
http://susangoethelcampbell.com/work/press_here_projects/1.html
http://studylib.net/doc/8760557/on-beauty-and-being-just
http://studylib.net/doc/8760557/on-beauty-and-being-just
http://studylib.net/doc/8760557/on-beauty-and-being-just
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Botanical Blueprints: Janice Kerbel’s 
Home Climate Gardens
By Catherine Daunt

In the summer of 2003, Europe expe-
 rienced a record-breaking heat wave. 
Rivers dried, forests burned and glaciers 
melted in the Alps. Thousands of people 
lost their lives due to the extreme tem-
peratures, which scientists attributed in 
part to global warming caused by human 
activity.1 In the UK, this sizzling summer 
coincided with Janice Kerbel’s incum-
bency as the inaugural artist-in-residence 
at the Tyndall Centre for Climate Change 
Research at the University of East Anglia. 
A collaborative project with the Norwich 
School of Art and Design, the residency 
was funded by the Calouste Gulben-
kian Foundation, Arts Council England,  
the Canadian High Commission and 

Norwich City Council. The Canadian-
born artist was required to produce a 
new body of work inspired by the center’s 
scientific research. Through an end-of-
residency exhibition of the work at the 
Norwich Gallery, the aim was to reach 
audiences who might not otherwise dis-
cuss the issue of climate change, and 
who might, as a consequence of this new 
exposure, consider the effect of their own 
activities on the natural environment.2 

The result was Home Climate Gardens 
(2003), a series of designs for nine indoor 
gardens, created as digital drawings and 
presented in their final form as a set of 
digital inkjet prints. 

The series utilizes a clean and precise 

language of text, geometric shapes and 
simple line elevations. Printed in black 
on sheets of white paper measuring 84 x  
118.8 cm (with the exception of Indoor 
Island Gardens, which is half the size 
at 59.4 x 84 cm), the designs resemble 
architectural blueprints or large-scale 
scientific diagrams. Alongside the series, 
which was published in a small edition of 
five, Kerbel produced a color calendar for 
2004 that suggested plantings appropri-
ate for general domestic indoor environ-
ments. This was made available for free 
to visitors to the exhibition and via post 
by request to the Norwich Gallery. 

While the site for the smallest print is 
left unspecified, each of the eight larger 

Janice Kerbel, Indoor Island Garden from Home Climate Gardens (2004), inkjet print on paper, 59.4 × 84 cm. Edition of 5. ©Janice Kerbel.  
Courtesy greengrassi, London.
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Home Climate Gardens is intended for a 
particular indoor location: a launderette, 
a loft, a gym, a council flat, a Victorian 
terrace, an open plan office, student hous-
ing and a revolving restaurant. All include 
a central planting diagram and legends 
with information about species, loca-
tion, elevation and orientation in the four 
corners. The title (location) and subtitle 
(type of garden) occupy the lower right 
(for example, “Revolving Restaurant  / 
Windowbox Garden”) above a simple plan 
of the space indicating exactly where the 
garden will be located. The average sum-
mer and winter temperatures, average 
nightly temperature drop and average 
humidity are listed alongside. The shape 
and arrangement of the garden’s contain-
ers are indicated by an elevation drawing 
at the top left, while the scale of the cen-
tral diagram and the compass orientation 
are provided top right. The planting list is 
printed in the lower left. Divided into cat-
egories such as palm, perennial, fern and 
evergreen climber, the different species 
are listed by their Latin names next to 
abbreviations, usually two-letter initials. 

The plants are represented in the cen-
tral diagrams by circles, ovals, ellipses 
and other geometric shapes. These are 
formed by a range of continuous, bro-
ken, dotted, single and double black lines 
of varying thickness, or, sometimes, by 
regularly placed short vertical lines. 
The abbreviated plant names, reminis-
cent of elements on the periodic table, 

are centered within most shapes, which 
overlap in clusters like Venn diagrams 
confined by their delineated containers. 
Text above, below and around the central 
diagrams provides information about 
the light conditions of each space, and 
instructions for watering and seasonal 
rotation. The typography is simple and 
elegant, suggestive of 1930s design and of 
the sans-serif fonts favored by contem-
porary graphic designers and architects.3 

In some cases the plans are intricate 
(the garden for the revolving restaurant 
appears particularly detailed), but the 
simple black lines against the stark white 
of the page provide clarity and the overall 
effect is of meticulously crafted design. 

When Kerbel began her residency at 
the Tyndall Centre in 2002, she set out 
to investigate the relationship between 
the built and natural environment, and 
the effect of human behavior on climate 
change.4 She was interested in the notion 
that when we attempt to create “ideal” 
living conditions, our efforts inevitably 
disrupt the delicate balance of the natu-
ral world. As she explained at the end of 
the residency: “We have utopian desires 
but they are undermined by dystopian 
habits . . . Our love of nature is in conflict 
with our desire for a modern metropoli-
tan lifestyle with cleanliness, warmth, 
refrigeration, light, mobility, entertain-
ment and communication.”5 

On the one hand, Home Climate Gar-
dens can be read as a series of blueprints 
for an idealized lifestyle that would suit 
the needs of near-future urbanites. The 
gardens offer a convenient connection 
to nature and provide obvious aesthetic 
and olfactory benefits, as well as poten-
tial health gains (NASA research into the 
use of plants on space stations has dem-
onstrated the ability of indoor plants to 
remove pollutants from the air).6 On the 
other hand, Kerbel’s garden plans could 
be interpreted as a prescient insight into 

Janice Kerbel, Launderette: Suspended Garden from Home Climate Gardens (2004), inkjet print on 
paper, 84 × 118.4 cm. Edition of 5. ©Janice Kerbel. Courtesy greengrassi, London.

Janice Kerbel, Revolving Restaurant: Windowbox Garden from Home Climate Gardens (2004), 
inkjet print on paper, 84 × 118.4 cm. Edition of 5. ©Janice Kerbel. Courtesy greengrassi, London.
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a society in which the only contact with 
the natural world is through indoor, arti-
ficially created miniature landscapes. 

Immediately prior to her project 
with the Tyndall Centre, Kerbel had 
been working on her Bird Island project 
(2000–3), which resulted in a fully real-
ized website advertising luxury time-
share villas on a fictitious, uninhabited 
island in the Caribbean.7 She designed 
the island based on real geographi-
cal coordinates and provided invented 
but plausible details about its history, 
terrain, climate, flora and fauna. The 
extensive research she conducted for 
Bird Island clearly informed Home Cli-
mate Gardens. For both projects, she 
identified plant species that could flour-
ish in precise locations: for the laun-
derette, for example, where the average 
humidity is 68  percent, Kerbel selected 
tropical plants native to humid areas of 
the Caribbean and Central and South 
America. In contrast, the comparatively 
dry conditions of the open-plan office 
led to a garden comprising plants suited 
to desert conditions. 

Kerbel also took into account the pro-
portions and layouts of the architectural 
spaces and the probable activities of the 
people who would be using them. For the 
gym, she designed a “Respiration Garden” 
to be planted at varying levels so that 
plants are always in line with “breath-
ing zones,” whether for those running 
upright on a treadmill or seated low on 

a rowing machine. The tastes and habits 
of the likely inhabitants are also consid-
ered. The “Bookshelf Garden” for student 
housing is designed to “tolerate moder-
ate neglect,” while the “Seasonal Garden” 
for a Victorian terrace house relies on a 
lace curtain to filter natural light. Playful 
touches sometimes erupt in these other-
wise austere schematics, including the 
“Modular Wall Gardens” that undermine 
the open-plan layout of the office, and 

the stars in the launderette diagram, that 
echo the hyperbolic, attention-seeking 
shapes often found on the packaging of 
washing powders.  

Kerbel has no professional training 
in landscape architecture, but her work 
regularly entails deep research into dis-
parate subjects. Her breakthrough work 
was the audacious Bank Job (1999), a 
scheme to rob the Lombard Street branch 
of Coutt’s bank in London’s financial dis-
trict. Taking almost two years to com-
plete, the project involved Kerbel posing 
as an architecture student in order to 
stake out the target. Her notes, maps, 
photographs and painstakingly formu-
lated plans were initially presented as 
a wall-mounted assemblage, and later 
as a wonderfully dry printed manual, 15 
Lombard St (2000). For Bird Island also, 
factual research was complemented by 
the artist’s assumption of another role, 
in this case a time-share salesperson. The 
Bird Island website is convincing because 
it presents credible information in the 
visual and semantic style of a luxury 
property enterprise. Potential customers 
are shown images of palm trees and sandy 
beaches and encouraged to invest in the 
island with assertions such as “You are on 
your way to becoming a partner in para-
dise.”8 The botanical expertise acquired 
for Bird Island helped Kerbel assume the 
mantle of garden designer for Home Cli-
mate Gardens, which in turn provided 
knowledge she was able to draw on for 

Janice Kerbel, Victorian Terrace: Seasonal Garden from Home Climate Gardens (2004), inkjet print 
on paper, 84 × 118.4 cm. Edition of 5. ©Janice Kerbel. Courtesy greengrassi, London.

Janice Kerbel, Gym: Respiration Garden from Home Climate Gardens (2004), inkjet print on paper, 
84 × 118.4 cm. Edition of 5. ©Janice Kerbel. Courtesy greengrassi, London.
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Nick Silver Can’t Sleep (2006)—a radio play 
for insomniacs about the love lives of six 
anthropomorphized nocturnal plants. 
More recently, Kerbel studied music 
theory for her Turner Prize–nominated 
work DOUG (2015), an operatic piece for 
six voices, and took on the role of classi-
cal composer.9 

Kerbel’s output is diverse in terms of 
media, but she has often been drawn to 
printmaking to express unrealized plans, 
carefully selecting techniques to suit 
the subject matter and aesthetic of each 
work. In 2001 she used digital printing 
to create Home Conjuring Units, a series 
of blueprint-type plans detailing how to 
construct items of furniture from scratch 
that could be used by novice magicians 
to perform conjuring tricks in the home. 
Mimicking instruction sheets such as 
those issued with flat-packed Ikea furni-
ture, the work required a mass-produced 
computer-generated aesthetic to appear 
authentic. For Remarkable (2007–10), a 
series of text-based broadsides advertis-
ing invented sideshow acts such as the 
“Human Firefly” and “Regurgitating 
Lady,” Kerbel drew on Victorian letter-
press typography but employed screen-
print, a technique associated with cheap 
posters. Commissioned by Frieze Proj-
ects, the large-scale prints were initially 
flyposted around the 2007 Frieze Art 
Fair in London, where they offered a wry 
commentary on the circus around them. 
In 2005, a residency at the Ucross Foun-
dation in Wyoming led to the production 
of Deadstar (Ghosttown) (2007), a digital 
photogravure three meters long. A map of 
a town laid out according to the constel-
lations of the night sky, it was inspired 
by the many abandoned settlements in 
the state of Wyoming, a consequence of 
failed commercial endeavors including a 
19th-century gold rush and other mining 
enterprises. Incorporating both digitally 
created and hand-drawn elements, the 
map was composed on a computer and 
transferred onto three copper plates by 
printers at Atelier Till Verclas, near Ham-
burg. Unlike the pristine digital prints of 
Home Conjuring Tricks and Home Climate 
Gardens, the photogravure retains, as 
Kate MacFarlane has observed, evidence 
of discernible platemarks and “the mis-
placed ink spots and smudges that such 
a printing process necessarily involves.”10

Kerbel’s wedding of two distinct eras of 
printing technologies was purposeful: 
“I wanted this work  .  .  . to be outside of 
time, and liked putting a digital produced 

image through a historical analogue pro-
cess.”11 While the digital process of com-
piling the map acknowledges the working 
method of contemporary town planners, 
the spectral remnants from the mechani-
cal printing echo the evidence of human 
activity, industry and life left behind in 
the ghost towns that inspired the work. 

For Home Climate Gardens Kerbel 
chose a printing technique capable of 
producing lines so fine that they appear 
almost incised, without the threat of 
smudge or spatter. The series was printed 
at Adelphi Graphics, a commercial printer 

in London, because Kerbel wanted the 
prints “to have a utilitarian feel in keep-
ing with the language employed.”12 The 
scientific, almost sterile, aesthetic signi-
fies a distance between the artificially 
conceived gardens and the natural world. 
In their diagrammatic form, the designs 
require the viewer to add color, to take an 
imaginative leap to visualize the gardens 
in full. 

It has been observed that despite 
her rigorous research, many of Kerbel’s 
works remain in the form of unrealized 
plans or descriptions of fictitious places 

Janice Kerbel, from Home Conjuring Unit (2000), double-sided digital inkjet print, 2 parts, 59.4 × 84 cm. 
©Janice Kerbel. Courtesy greengrassi, London.
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or scenarios.13 The Bank Job has never 
been carried out, for obvious reasons; 
Bird Island never existed; and the Home 
Climate Gardens were never planted. 
All these works have an inherent pre-
cariousness. If the bank heist were to 
be enacted, it could be scuppered by the 
unpredictable behavior of one of the 
robbers or an inconvenient passerby. In 
any case, the ethical arguments against 
stealing and the threat of a prison sen-
tence if caught are presumably enough 
to ensure that the plan remains purely 
theoretical. The non-existence of Bird 
Island is an insurmountable barrier, 
but even if this were not the case, one 
can imagine that the presence of holi-
daymakers would not only negate its 
status as a deserted paradise but would 
also damage its unique ecosystem. In 
the case of Home Climate Gardens, a 
lack of care, misreading of the watering 
instructions, or changes to the atmo-
spheric conditions caused by an open 
window or a raised curtain could harm 

or kill the plants. The carefully choreo-
graphed clusters remind us that the gar-
dens will only succeed if a particular set 
of variables remains relatively constant. 
As the artist has explained, “the fact is 
that plants really don’t want to be inside. 
So while they have this promise of pro-
ducing these beautiful, lush gardens—
the plans tell us this—in reality, it may 
be nothing like that.”14 

All this is intentional: Kerbel is inter-
ested in the potentiality of unrealized 
plans. She makes art, she has said, that 
“holds on to the tension of the next stage.”15 
To create and preserve this tension, her 
work must appear both authentic and 
plausible—she must convince her audi-
ence that it could succeed. And while she 
has no objection to someone else building 
and planting her gardens, for her, the work 
ends with the prints.16 “I am interested in 
the utopic promise of a plan,” Kerbel has 
stated, “and in the visual languages that 
have developed to render these ideal states 
of potentiality  .  .  . In making the work I 

was interested in both how the gardens 
look in plan (or drawing state), and how 
they might look in the real [world], if 
planted—it is perhaps the tension between 
these two states that I am most interested 
in.”17 But while Kerbel presents us with the 
plan, the gap between these two states 
must be bridged by the viewer and the fin-
ished garden viewed in the mind’s eye. It is 
perhaps this interaction between the 
viewer and the work that the artist was 
referring to when she described the series 
as “performative.”18 Kerbel worked hard to 
ensure the gardens could be planted, and 
maintaining the viewer’s belief that they 
might be is important. Without this plausi-
bility the plans could be read as a warning, 
signaling a dystopia in which gardens are 
created on computer and experienced only 
in the mind. By retaining their potential-
ity and their “irrevocable link to the 
future,” however, Kerbel’s gardens main-
tain their utopian promise.19  

Janice Kerbel, Remarkable: Human Firefly and Remarkable: Regurgitating Lady (2007), screenprints on campaign poster paper, 165.5 × 114.5 cm.  
Edition of 5 each. Both ©Janice Kerbel. Courtesy greengrassi, London.
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Catherine Daunt is the Hamish Parker Curator 
of Modern and Contemporary Graphic Art at the 
British Museum.  
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Weather Proofs: Félix Buhot
By Anne Leonard, Lydia Wu, Natalie Smith, Charlotte Saul, Kristin Lipkowski and Alina Cui

From 24 April through 22 July, the  
      Smart Museum of Art at the Univer-
sity of Chicago is presenting an exhibi-
tion of works by Félix Buhot (1847–1898) 
from the collection of Charles Hack and 
the Hearn Family Trust. Titled “Theme 
and Variations: The Multiple Sorcer-
ies of Félix Buhot,” the exhibition looks 
closely at Buhot’s relentlessly experimen-
tal works on paper. Multiple impressions 
from single etching plates are displayed 
serially to demonstrate the evolution of 
individual compositions across succes-
sive states and printings.

In the 19th century, etching enjoyed 
a revival as a highly collected and con-
noisseurial art form, seen as an authen-
tic and intimate expression of the artist’s 

personality. With a marked emphasis 
on process, many leading practitioners 
sought to highlight the development of 
an etching over a series of states from 
initial sketch to fully realized compo-
sition. Collectors came to discern and 
appreciate subtle differences between 
impressions of the same print, prizing 
their distinctive features. Buhot went 
out of his way to make each impression 
a unique object, using what one writer 
called a “devil’s brew” of techniques to 
produce countless variants and stun-
ning atmospheric effects.1 Weather plays 
a significant role: figures crouch under 
umbrellas to flee a downpour, sun glis-
tens on a rain-soaked plaza, and the sky 
may appear bright or overcast depending 

on the printing of a given impression. 
Here we present variations on three dis-
tinct compositions in which Buhot has 
put weather to the fore. The authors of 
the interpretive texts were students in 
my Nineteenth-Century Prints course, 
offered at the University of Chicago in 
winter 2018.             

                 —Anne Leonard

Une Matinée d’Hiver au Quai de  
l’Hôtel-Dieu (The Cab Stand) (1876),  
Bourcard/Goodfriend 123 

The Cab Stand is one of Buhot’s most 
famous prints, and a characteristic 
example of his experimental technique. 
In addition to line etching and aquatint, 

Félix Buhot, Une Matinée d’Hiver au Quai de l’Hôtel-Dieu (The Cab Stand) (1876) etching and drypoint, second state, image 9 3/8 x 12 3/4 inches,  
sheet 11 x 14 1/4 inches. Collection of the Hearn Family Trust.
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Buhot printed on turpentine-soaked 
paper to capture the atmospheric effects 
of wind, rain and fog. This selection of 
proofs and published states also reveals 
how the artist altered the image from 
an early preparatory drawing through 
various proof states; the final state is 
marked by his signature red owl stamp. 
Each proof shows slight variations, such 
as marginal notations or distinct shad-
ing patterns to suggest different weather 
conditions. In the second state, the 
pavements look wetter than in the sev-
enth state, a result of heavier inking of 
the reflections under the horse-drawn 
carriages and the pedestrians at right. 
In the fourteenth state, a threatening 
sky portends almost total darkness, as 
storm clouds gather with the promise 
of yet more rain. These particularities 
of atmosphere allowed Buhot to sell the 
individual impressions as unique works, 
highly valued by 19th-century collectors 
for their insight into the artist’s creative 
process.           —Lydia Wu and Natalie Smith

Above: Félix Buhot, Une Matinée d’Hiver au Quai de l’Hôtel-Dieu (The Cab Stand) (1876) etching and 
drypoint, fourteenth state, image 9 3/8 x 12 3/4 inches, sheet 13 7/8 x 18 5/8 inches. Below: Félix Buhot, 
Une Matinée d’Hiver au Quai de l’Hôtel-Dieu (The Cab Stand) (1876) etching and drypoint, tenth state, 
image 9 1/2 x 12 3/4 inches, sheet 13 5/8 x 17 3/8 inches. Both Collection of the Hearn Family Trust.
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Un Débarquement en Angleterre  
(A Landing in England) (1879), 
Bourcard/Goodfriend 130
Une Jetée en Angleterre (A Pier in England) 
(1879), Bourcard/Goodfriend 132

Based on sketches made during 
Buhot’s second visit to England in Sep-
tember 1879, the earlier states of A Land-
ing in England capture the violence of a 
seaside rainstorm at nightfall, with dark 
aquatint skies and sweeping etched lines 
driving passengers down the pier. As he 
often did, Buhot surrounded the main 
image with marges symphoniques—the 
artist’s characteristic marginal sketches, 
here occupied with views of passengers, 
umbrellas, slick silhouettes and their 
puddled reflections. Buhot developed the 
image over a number of editions, remov-
ing the marginal images between the 
fourth and fifth states.  

A previously undescribed sixth state of 
Buhot’s A Landing in England (1879) may 
well be making its exhibition premiere at 
the Smart Museum this spring. Perhaps 

inspired by what was one of the coldest 
winters on record, the artist diverged 
from the original sketches’ depiction of 
late summer, using dramatic atmospheric 
effects that portend a sharp shift in 
weather, and what appears to be sudden 
snow, visible in the white flurries scat-
tered throughout the sky. Buhot seems 
to have considered skies as opportunities 
for expression, treating air and wind as 
characters in the scene. As with Turner, 
weather was not merely incidental. 

It is curious that Buhot felt com-
pelled to make further states of A Land-
ing in England, given that he considered 
the fourth state to represent the most 
perfect expression of his efforts.2 The 
persistence of this scene in the artist’s 
imagination is further confirmed by 
a subsequent print, A Pier in England, 
which inverts the composition of A 
Landing, offering lighter, less ominous 
skies and a similar, yet sharper, atten-
tion to ambient pier activities and indi-
vidual passengers’ battling the sheeting 
rain. While his figures endure the vicis-

situdes of weather, Buhot seems to 
delight in it all—sun, blizzard or shower. 
These theatrical conditions allowed him 
to experiment broadly with the plate, 
manipulating line and tone to achieve 
“the most painterly Etching.”3

    —Charlotte Saul and Kristin Lipkowski

Left: Félix Buhot, Un Débarquement en Angleterre (A Landing in England) (1879), etching, drypoint, aquatint and stipple engraving, fourth state, image  
12 9/16 x 9 3/8 inches, sheet 15 3/4 x 10 1/2 inches. Smart Museum of Art, Purchase, The Paul and Miriam Kirkley Fund for Acquisitions. 2010.115. Right: 
Félix Buhot, Un Débarquement en Angleterre (A Landing in England) (1879), etching, drypoint, aquatint and roulette on paper, undescribed sixth state,  
with plate scored to create snowfall and the central lamplight enlarged; image 11 3/4 x 7 1/8 inches, sheet 13 3/4 x 10 1/4 inches. Collection of the Hearn  
Family Trust.

Opposite page, clockwise from top left: Félix 
Buhot, Une Jetée en Angleterre (A Pier in  
England) (1879), drypoint and roulette on paper, 
first state, image 11 3/4 x 7 7/8 inches, sheet  
12 1/4 x 8 1/2 inches. Collection of the Hearn 
Family Trust. Félix Buhot, Une Jetée en Angle-
terre (A Pier in England) (1879), drypoint and 
aquatint on paper, second state, image 11 3/4 x  
7 7/8 inches, sheet 17 5/8 x 12 1/4 inches. Collec-
tion of the Hearn Family Trust. Félix Buhot, Une 
Jetée en Angleterre (A Pier in England) (1879), 
drypoint on paper, fifth state, image 11 3/4 x 7 7/8 
inches, sheet 14 7/8 x 11 1/8 inches. Collection of 
the Hearn Family Trust. Félix Buhot, Une Jetée 
en Angleterre (A Pier in England) (1879), etch-
ing on flecked paper, chine appliqué dusted with 
gold, possibly seventh state, image 11 3/4 x 7 7/8 
inches, sheet 17 x 12 inches. Dedicated to the  
artist Jules Chéret; further annotated in pen and 
ink. Collection of the Hearn Family Trust.
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La Traversée (The Crossing) (ca. 1879), 
Bourcard/Goodfriend 143

Buhot’s English pier received a third 
life in The Crossing, in which the narra-
tive of crossing a stormy sea extends into 
several miniature scenes in the margins. 
In the main image, a prominent staircase 
leads to an upper deck where wind and 
rain engulf the passengers; at the foot of 
the stairs, harpist and trumpeter play on. 
(Though such musicians were a typical 
feature on passenger ships in the late 19th 
century, harp and trumpet would seem 
to make an incompatible duet.) Starting 
from the top and moving counterclock-
wise, the marginal sketches depict ships 
plying tumultuous waves, people sitting 
on a bench in the rain, a woman walking 
down a pier with her dress blown by the 
strong wind, a seasick couple leaning over 
a bowl, and a group of passengers shielded 
from the weather below decks. Together, 
these scenes occupy about as much space 
as the main image and play an important 
role in rounding out the story.

The presence of the harpist and the 
seasick passengers suggest a deliberate 

reference to Richard Wagner’s operatic 
drama, Tristan und Isolde, in which a 
Cornish knight, Tristan, is charged with 
bringing the princess Isolde across the 
Irish sea as a bride for his uncle. At one 
point Isolde calls for the seas to rise up 
and destroy the ship; at another, she and 
Tristan drink what they believe to be 
poison, which is actually a love potion. 
In some versions of the legend, she falls 
for Tristan because he plays the harp so 
beautifully. 

After the first state, Buhot added the 
inscription, in English, “A Holyday  / 
Rain, Storm and Music.” The disjunction 
between “holyday” [sic] and “rain, storm” 
adds subtle humor, juxtaposed near the 
two seasick individuals. The techniques 
introduced in later states add complexity 
to the atmosphere: heavier inking in the 
third state gives the storm a dreary tone, 
while the addition of a second ink color, 
brown, to the main image adds greater 
warmth. This chromatic shift may also 
direct the viewer’s attention away from 
the marginal images. Despite this, alert 
viewers will have already noticed that the 
pier scene in the left margin is a direct 

import from the main image of A Landing
in England and A Pier in England.

     —Alina Cui

Left: Félix Buhot, La Traversée (The Crossing) (ca. 1879), etching on off-white laid paper, first state, image 12 5/8 x 9 3/8 inches, sheet 17 1/4 x 11 7/8 
inches. Collection of the Hearn Family Trust. Right: Félix Buhot, La Traversée (The Crossing) (ca. 1879), etching and aquatint on paper, with brown ink in 
image and black ink in margin, third state, image 12 5/8 x 9 1/2 inches, sheet 19 1/8 x 13 7/8 inches. Collection of the Hearn Family Trust.

Notes:
1. Unsigned review of Buhot’s 1880 Salon entry 
in L’Art et les Artistes, cited in Jay McKean Fisher 
and Colles Baxter, Félix Buhot, Peintre-Graveur: 
Prints, Drawings, and Paintings (Baltimore: The 
Baltimore Museum of Art, 1983), 26.
2. Letter from Buhot to Gustave Bourcard, 16 Apr. 
1891, cited in the National Gallery of Art’s web 
resource for their 2005 Buhot show: https://www.
nga.gov/exhibitions/2005/buhot.html.
3. Ibid.

A fully illustrated exhibition booklet for “Theme 
and Variations: The Multiple Sorceries of Félix 
Buhot,” with an introduction by Anne Leonard  
and object texts by University of Chicago  
students, is available from the Smart Museum  
of Art and the University of Chicago Press ($15).

Anne Leonard is Senior Curator of European Art 
and Director of Publications and Research at the 
Smart Museum of Art, and Lecturer in the Depart-
ment of Art History, all at the University of Chicago. 

Alina Cui and Lydia Wu are undergraduate  
students and Charlotte Saul and Natalie Smith  
are graduate students at the University of  
Chicago. Kristin Lipkowski is a graduate student  
at the University of Illinois at Chicago.  

https://www.nga.gov/exhibitions/2005/buhot.html
https://www.nga.gov/exhibitions/2005/buhot.html
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Was Fanny Palmer the Powerhouse 
Behind Currier & Ives? 
By Stephanie Delamaire and Joan Irving

Born in Leicester, England, in 1812,  
 Frances (“Fanny”) Flora Bond 
Palmer (1812–1876) was among the most 
talented and prolific women artists of 
the 19th century. She is mainly known 
in the United States, as the creator of 
Across the Continent. Westward the Course 
of Empire Takes its Way (1868) and many 
other iconic large folios published by the 
New York lithography firm of Currier & 
Ives.1 Founded in 1835 by Nathaniel Cur-
rier, the firm published more than 7,000 
lithographs over 72 years, ranging from 
large reproductive prints after paintings, 
to caricatures, celebrity portraits, senti-
mental pictures and representations of 
current events. Palmer’s association with 
this self-proclaimed publisher of “Cheap 
and Popular Prints”2 has had a profound 
impact on the reception of her work: 
thinking of her as a staff artist for a com-
mercial publisher, scholars and amateurs 
have looked at her prints for their rep-
resentative content—how they encoded 
American Victorian values and beliefs—
rather than giving them the sustained 
visual attention and analysis reserved for 
works of art. 

The gift of a collection of large folios of 
Currier & Ives to the Winterthur Museum 
presented an opportunity to examine 
Palmer’s work in greater depth. Digging 
into archival records and working with 
Winterthur’s conservation and scien-
tific laboratories to analyze the prints’ 
papers, inks and lithographic techniques, 
we came to realize that Palmer’s litho-
graphs were nothing close to “cheap” and 
that she, as an artist and lithographer, 
played a more important role in the his-
tory of this famous firm than previously 
thought. Palmer’s work, we argue, does 
not lend itself to the neat division between 
artistic and commercial printmaking 
that often defines artistic practice today. 
Trained in the art and craft of lithography 
in early Victorian London, Palmer, who 
emigrated and established her own firm 
with her husband in New York in 1844, 
inherited a concept of lithography as an 
art form, developed by two of the medi-
um’s founding figures, the Englishman 

Charles Joseph Hullmandel (1789–1850) 
and the Franco-German Godefroy Engel-
mann (1788–1839).3 After her New York 
workshop failed in the late 1840s, Fanny 

worked almost exclusively for Currier & 
Ives, but as an independent artist whose 
draftsmanship and technical expertise 
profoundly shaped the firm’s production.4

F. and S. Palmer, Church of the Holy Trinity, Brooklyn Heights (1845), color lithograph, image  
49.7 x 30 cm, sheet 57.35 x 39.1 cm. Winterthur Museum, Library purchase, 1973.567.
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The daughter of a lawyer, Palmer ben-
efited from a better-than-average artis-
tic education and manifested early her 
intention to become a professional art-
ist. Thanks to the pioneering research of 
the art historians Mary Bartlett Cowdrey 
and Charlotte Rubinstein, we know she 
attended an academy for girls in Leicester 
run by Mary Linwood (1755–1845), an art-
ist who had gained international fame for 
full-scale needlework representations of 
old master paintings, made with irregu-
lar stitches that evoked brushstrokes.5 As 
a student, Fanny had the opportunity to 
observe Linwood at work and had access 
to the paintings brought to the studio to 
be adapted. She also learned drawing, 
perspective and watercolor, three disci-
plines essential to topographical land-
scape, a genre crucial to the development 
of lithography in England between the 
1820s and 1850s.6  

As a young woman, Fanny opened 
her own drawing school in Leicester 
sometime between her 1832 marriage to 
Edmund Seymour Palmer and the death 
of her father in 1839. In response to subse-
quent economic hardship, Palmer and her 
husband relocated to London to learn lith-
ographic drawing and printing. In an 1863 
interview, she recalled that she had trained 
with Louis Haghe (“a distinguished artist 
of London, who executed entirely with his 
left hand, having lost three fingers on his 
right when he was a child”7). Her husband, 
who went by his middle name, Seymour, 
had a small inheritance to set himself 
up in a trade, and became a lithographic 
printer. It is likely that both spouses stud-
ied with Haghe and his colleague, the 
lithographic printer William Day. Back in 
Leicester, Fanny and Seymour opened a 
business under the name of E. S. Palmer, 
Lithographic Printer.8 

The Palmers’ decision to train with 
Day and Haghe reveals their artistic 
ambitions. Though lithography was 
practiced earlier in England, it is only 
in the 1820s that a true lithographic 
trade emerged. First called polyauth-
ography, the medium was compared to 
soft-ground etching or crayon manner 
engraving. In contrast to these intaglio 
techniques, however, the direct transfer 
of a drawing on stone to a sheet of paper 
was conceptualized as the creation of a 
multiple original rather than as repro-
duction. Engelmann and Hullmandel 
understood its creative possibilities and 
wrote treatises to spark artists’ interest 
in the medium. And while most work-
shops at the time the Palmers started out 
were commercial jobbers, Day and Haghe 
were the most prominent of the few who 
focused on art and in 1838 were appointed 
“Lithographers to the Queen.”

F.F. Palmer (drawn by) and J.M. Ives, Across the Continent, “Westward the Course of Empire Takes its Way (1868), lithograph, 59 x 75.2 cm.  
Published by Currier & Ives, New York. Library of Congress, Prints and Photographs Division.
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The firm specialized in the new “tint 
technique,” then the ne plus ultra in art 
lithography. Transparent color inks 
(often only beige and blue) were printed 
from separate stones on which areas 
might be stumped, rubbed, abraded 
with a wire brush and stopped out with 
gum Arabic to create reserves of white; 
the effect, which evoked watercolor 
washes, was particularly popular for 
landscapes. Hullmandel, who claimed 
to have invented the method, argued 
that it “restored lithography to its most 
important feature, viz., giving the origi-
nal works of great masters, combined 
with that richness of effect and variety of 
tint which suits the taste of the public at 
present.”9 In other words, it preserved the 
status of crayon lithographs as multiple 
originals, while expanding the medium’s 
expressive possibilities. Artists such as 
Haghe, who was a famous watercolorist, 
could create painterly effects directly on 
the stone, which could be successfully 

printed by an accomplished lithographic 
printer.10 Palmer and her husband mas-
tered the tint technique in London, and 
when they immigrated to New York and 
established F. & S. Lithographers in 1844, 
they brought it with them. 

When the Palmers arrived in New 
York, Nathaniel Currier had been in busi-
ness there for a decade. Born in 1813, he 
had trained in the Boston workshop of 
William and John Pendleton, one of the 
earliest American lithographic firms.11 
Moving to New York, he established a 
job-printing partnership with a New York 
printmaker named Stodart in 1834, and 
the following year set up his own firm, 
N. Currier, Lithographer.12 He had suc-
cess with disaster prints such as the Awful 
Conflagration of the Steam Boat Lexington 
(1840), but almost all his productions were 
one-stone crayon lithographs. None show 
the refined drawing or multiple stone 
printing with transparent inks of Church 
of the Holy Trinity (1845), a print designed 

by Palmer and printed by Seymour soon 
after their arrival in the United States.13 

Despite the sophistication of such 
images, and the Palmers’ abundant 
production of book illustrations, archi-
tectural publications, landscapes, city- 
scapes, drawing manuals, advertise-
ments etc., their business failed, and in 
1849 Fanny Palmer began working with 
Currier. The subsequent changes in the 
firm’s production are noteworthy. Before 
1849, only a very small number of its 
lithographs made use of a tint stone. 
The only example we were able to study, 
The Celebrated Trotting Horse Trustee as 
he appeared in his 20th mile (1848) at the 
Library of Congress, is of low quality and 
the colors overlap in unintentional ways, 
evidence that the printer struggled with 
registration. In the years following 1849, 
the firm published several large folios 
that show expert use of tint stones. 
Palmer’s own still lifes, such as Land-
scape, Fruit and Flowers (1862), employed 

W.K. Hewitt (drawn by) and N. Currier (lithography), Awful Conflagration of the Steam Boat LEXINGTON In Long Island Sound on Monday Eve.,  
Jan. 13th 1840, by which melancholy occurrence; over 100 PERSONS PERISHED. (1840), color lithograph. Published by Currier & Ives, New York.  
Library of Congress, Prints and Photographs Division.
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multiple stones, and in nocturnal 
images such as “Wooding up” on the  
Mississippi (1863), she worked from dark 
to light with a combination of tint 
stones, mezzotint scraper and crayon 
drawing.

The prints we examined at Winterthur 
show Palmer manipulating lithographic 
materials and techniques in new ways, 
and display the “ease, freedom, and soft-
ness of the drawing . . . and the bold spir-
ited strokes of the pen,” recommended 
to artists by the London print seller and 
publisher Rudolph Ackermann in 1817.13

To render a range of effects, she employed 
lithographic crayons in several grades of 
hardness: hard chalks, sharpened with a 
penknife, for blades of grass, and softer 
chalks for the more vigorous rendering, as 
in the foreground of Quail Shooting (1852). 
The very finest lines, made by the single 
strand of a brush, can be seen in the eye of 
the hunting dog. White areas were created 
by scratching and scraping the stone with 
an etching needle or mezzotint scraper to 
render leaves and blades of grass, in antici-
pation of hand coloring, which would 
appear transparent and luminous against 
the reserve of white.

Choices of printing papers and pig-
ments were critical to the works’ final 
appearance and further indicate the 
value Palmer’s prints had at the time. 
Currier & Ives’ inexpensive small 
folios were produced in the firm’s fac-
tory, drawn by anonymous draftsmen- 
lithographers, printed on an industrial 
scale, and colored in assembly-line fash-
ion. Palmer, however, drew her large 
compositions on stone in her home in 
Brooklyn, where she worked with the help 
of apprentices. Once proofs were satisfac-
tory, the stones were printed by Charles 
Currier on a handpress at Currier & Ives’s 
premises in Manhattan. Whether printed 
from one stone or from a combination of 
crayon and tint stones, the impressions 
were usually then colored by young aspir-
ing artists in their own studios work-
ing from example impressions provided 
by the firm (likely following Palmer’s 
instructions). Using X-Ray Fluorescence 
Spectroscopy (XRF), Winterthur scien-
tists identified pigments such as chrome 
yellow, zinc white and emerald green, 
all recent inventions at the time.14 Quail 
Shooting includes viridian—an expensive, 
vibrant green synthetic pigment that was 
widely available in its more transparent, 
hydrated form only after 1850.15 (A Win-
sor & Newton catalogue from 1850 listed 

watercolor cakes of viridian—“Green 
Oxide of Chromium”—in its third pricing 
tier: three shillings versus one or two for 
materials in the lower tiers.16) An alterna-
tive to viridian, the common, inexpensive 
mixture of Prussian blue and the organic 
yellow pigment gamboge, was also found 
in a number of Palmer’s landscapes, as 
were the problematic pigments verdigris 
(which is unstable) and emerald green 
(which is toxic). It is impossible to know 
why viridian was used in Palmer’s print, 
but apart from its high cost, it was ideal: 
singularly transparent, it could add color 
without obscuring Palmer’s draftsman-
ship and design. 

Newly developed, specialized litho-
graphic papers were also found in the 
Palmer prints examined at Winterthur. 
Papers for intaglio printing—called plate 
papers or chart papers (for larger works 
such as maps)—were soft and yield-
ing when dampened, so they could be 
pressed into the fine cut lines of the cop-
per plate and pick up the relatively fluid 
ink of intaglio. In contrast, lithographic 
inks were cooked (sometimes even catch-
ing on fire) to make them stiff and tacky 
so they would stay in place on the planar 
surface of the stone. To accommodate 
this, early lithographic manuals recom-
mended well-sized, glazed English plate 
paper or French satin paper with a tough 
surface and free of contaminants. Alois 
Senefelder, the inventor of lithography, 
had called the medium “chemical print-

ing” and warned that papers containing 
vitriol, uric or muriatic acid (residues of 
bleaching) would react with the alka-
line lithographic limestone and destroy 
its carefully prepared surface.17 As the 
Palmers were mastering lithography in 
the 1840s, paper manufacturers started 
advertising lithographic papers,18 and 
by 1859 these were promoted as “another 
class [of paper], which though a species 
of plate paper, is termed, from expressly 
being adapted for printing from the 
stone;  .  .  . it is neither so soft as plate 
paper nor so hard as writing paper. They 
are made with great nicety, in differing 
degrees of hardness  .  .  . to adapt them 
more perfectly to the different branches 
of this art.”19 Our study has shown that 
Palmer’s lithographs were printed on 
the highest grade of lithographic paper 
available—microscopic samples showed 
papers made, like the best quality art-
ists’ papers, of linen and cotton rag fibers 
without fillers of chalk, colored fibers or 
grasses. The fibers are unusually short, 
possibly from extra beating to yield a 
smoother paper, particularly desirable 
for chalk lithography. But shorter fibers 
also make for a weaker paper, which may 
explain the presence of starch in the fiber 
mix, as well as the generous surface siz-
ing.

Palmer’s prints reveal a full lexicon 
of tinted and chalk lithography draft-
ing techniques and the highest grade of 
rag lithographic plate paper, as well as a  

F.F. Palmer, “Wooding up” on the Mississippi (ca. 1863), lithograph, image 46.3 x 70.2 cm, sheet 
58.8 x 80.7 cm. Pubished by Currier & Ives, New York. Library of Congress, Prints and Photographs 
Division.
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range of new and sometime expensive 
pigments. These were prints produced 
with high levels of artistic and printing 
skill, and should be understood in the 
lineage of British art lithography as it 
emerged in the London art world of the 
early Victorian era. Fanny Palmer would 
surely have agreed: lithography, she 
reported in 1863, was “very lucrative to a 
skillful artist,” but one needed to “have 
the talent of an artist, and great practice 
with the pencil to succeed.”20

Examining her career within the 
context of Currier & Ives furthers her 
position as a valued artist regularly com-
missioned for the firm’s high-end line. 
But our research indicates further that 
Palmer shared her technical skills and 
knowledge of lithographic innovations 
with key personnel in the firm, thus 
impacting artistic and technical aspects 
of its production.

For their large folios, Currier (and 
later Ives) commissioned compositions 
or bought paintings from sought-after 

artists such as Arthur Fitzwilliam Tait 
(1819–1905), a renowned animal painter 
and member of the National Academy of 
Design. It was not often the case that the 
author of the composition was the artist 
who realized it on stone, but Palmer is 
one of the very few artists who did both. 
We do not know how many impressions 
would have been printed, but according 
to Louis Maurer, an artist who worked 
for Currier & Ives over many years, such 
lithographs were not printed by the thou-
sands on a production press at the factory. 
They were produced on a hand press by 
Charles Currier—Nathaniel’s brother—
and purely on demand.21  

Palmer thus worked independently, 
but her work was so popular with Cur-
rier & Ives that she did not have to search 
for commissions elsewhere: between 1852 
and 1868, we know of only one composi-
tion she created for another firm. 

Working from her own studio was 
far more lucrative than employment as 
a staff-lithographer. In an 1863 interview 

with Virginia Penny, who was writing a 
book about employment opportunities 
for women, it is stated that she earned 
up to $30 a week, a respectable sum,
and earned further income by taking on 
apprentices. 22 Like other private lithog-
raphy studios in New York at the time, 
hers functioned as a form of art school 
and followed a hierarchical system from 
apprentice to master-lithographer. Con-
scious of the gender imbalance in her 
chosen field, Palmer told Penny that 
she gave “instruction to several youths, 
but never to one of her own sex.” “To an 
apprentice,” Palmer said, “after two or 
three years’ practice, a small premium is 
paid,” adding that after four years with 
her one youth was receiving $7 a week for 
his work.23

James M. Ives, who became Currier’s 
partner in 1857, was likely among Fanny’s 
apprentices in the early 1850s. Accord-
ing to the early histories of the firm, Ives 
began as a bookkeeper, although he had 
artistic leanings and his input is credited 

F.F. Palmer (drawn by) and N. Currier (lithography), Quail Shooting, Setters the Property of S. Palmer Esq. Brooklyn L.I. (1852), lithograph, image  
33 x 50.9 cm, sheet 44.1 x 60.9 cm. Pubished by N. Currier, New York. Winterthur Museum, Bequest of C. Porter Schutt, 2000.19.126.
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with a major role in the firm’s success in 
the 1860s.24 In fact, he was first an aspir-
ing lithographer (the profession he listed 
in the 1855 census) who between 1851 
(when he married Nathaniel Currier’s 
sister-in-law) and 1860 lived in Brooklyn 
at several addresses, all a few blocks from 
Fanny Palmer’s home. In the early 1850s 
her career was in transition, as she and 
her husband liquidated their business, 
and she began work as an independent 
lithographer in Brooklyn. Meanwhile, 
Ives moved from being a print seller (1850) 
to a lithographer (1855), and finally to his 
role as partner in Currier & Ives (1857). 
The signature “J. M. I. del.” on the stone 
of the 1868 print Low Water in the Missis-
sippi is evidence that Ives’s early experi-
ence as a lithographer continued to play 
a role in the firm. 

Ives’s children claimed that he was self-
taught in the medium, and the same was 
said of the animal painter, Tait, another 
male contemporary of Palmer’s who first 
worked as a lithographer. Lithography 
was, however, a very difficult medium 
to learn, requiring, in Palmer’s words, “a 
regular course of advancement in order 
to follow it advantageously.”25 It seems 
reasonable to believe that Ives must 
have learned lithography from a master, 
and there is no more likely teacher than 
Palmer, whose studio was close to his 
home, and who worked with his wife’s 
relatives. 

Further evidence suggests that Palmer 
provided Currier & Ives’s staff and con-
tractors with valuable technical expertise. 
Currier’s brother Charles is well-known 
for his manufacture of lithographic 
crayons that the firm claimed were bet-
ter than foreign imports. Charles’s son 
Joseph described his father as a lithogra-

pher who “evolved through experimen-
tation and assistance of Mrs. Frances F. 
Palmer, who tried out a very fine litho-
graphic crayon.”26 And as we have seen, 
early Currier publications demonstrate 
little competence with the refined tint 
techniques required by Palmer’s compo-
sitions. Once the firm started working 
with her, however, Charles seems to have 
mastered printing with tint stones for the 
company’s large folios, taking full advan-
tage of Palmer’s lithographic style. He 
may have learned from the artist herself, 
or from her husband between his retire-
ment from the lithography business in 
1851 and his death in 1859. 

Currier & Ives’s large folios were 
exploratory in many ways. The firm did 
not expect to generate a lot of income 
through such pictures. Its income stream 
derived from the “cheap and popu-
lar prints” of its ad line. When it also 
acquired copyrights for more ambitious 
images—paintings, pen and watercolor 
drawings, or compositions on stone like 
Palmer’s—the assumption was that they 
would generate profits by being reissued 
in smaller, simplified or partial images 
printed on an industrial scale. The large 
folios, however, were works of art in and 
of themselves, which tested the potential 
of a picture to become an item of popu-
lar culture. The subject matter, composi-
tion and style of these prints reflected the 
partners’ tastes and vision of what might 
please wide audiences, leading to the pro-
duction of images that present a broadly 
coherent genre and reflect the consensus 
of Victorian values and belief systems. 

Was Palmer’s association with Cur-
rier & Ives a bane or a boon to her career? 
After the failure of her own business, she 
worked for them almost exclusively. 

Considering the rich range of her earlier 
artistic output, it would seem that the 
firm’s preferences did limit her artistic 
expression to prescribed subjects and 
formats. At the same time, being in a 
privileged position with such a powerful 
publisher gave her a leading role among 
lithographers of Victorian New York, 
and undoubtedly helped attract aspiring 
lithographers as students, possibly 
including the future partner of the firm. 
The tendency among historians to dis-
miss her as a mere staff lithographer may 
well reflect gender bias (taking on the 
responsibilities of an artistic inventor, a 
master lithographer, and a technical 
innovator was not expected of women), 
and also an unfair simplification of the 
different working arrangements and 
aspirations in play at the firm itself. 
Because Currier & Ives was the iconic 
publisher of popular Americana, Palm-
er’s work has been viewed as representa-
tive of commercialism and formulaic 
treatment, rather than of creativity and 
self-expression. Our research into her 
prints, initially conducted for an exhibi-
tion27, led us to a renewed appreciation 
of her work. Far from being “Cheap and 
Popular pictures,” these are the product 
of a sophisticated artistic talent, whose 
influence contributed to define the 
visual culture of Victorian America for 
generations to come. It seems reasonable 
to question to what extent Nathaniel 
Currier and James M. Ives would have 
succeeded without her contributions. 
We hope the present study will bring 
overdue attention to Palmer and spark 
further interest in other Victorian 
women lithographers, such as Victoria 
Quarre and Babetta Goldbacher, now 
largely lost to history.  

F.F. Palmer (drawn by) and N. Currier (lithography), details of Quail Shooting, Setters the Property of S. Palmer Esq. Brooklyn L.I. (1852), lithograph,  
image 33 x 50.9 cm, sheet 44.1 x 60.9 cm. Pubished by N. Currier, New York. Winterthur Museum, Bequest of C. Porter Schutt, 2000.19.126.
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Notes:
1. Currier & Ives’s lithographs are catalogued 
according to their size. Large folios were printed 
on a sheet of paper larger than 20 by 30 inches. 
They represent the high end of Currier & Ives’s 
output, and were not produced on an industrial 
scale or in assembly-line fashion. Success-
ful compositions were often redrawn on smaller 
stones to be printed and colored in the factory and 
sold by the thousands.
2. An early broadside for Nathaniel Currier 
advertised “Colored engravings for the People,” 
although he only published lithographs (ca. 
1838–1857, private collection). Later, “Publishers 
of Cheap and Popular Pictures” appeared on the 
firm’s stationary (Reproduction of Currier & Ives 
recipe for making lithographic writing ink, Harriet 
Endicott Waite research material concerning Cur-
rier & Ives, 1923–1956, Archives of American Art).
3. The Palmers first established F. & S. Palmer, 
lithographers, in Leicester. Then they immigrated 
to New York and opened a new business in lower 
Manhattan in 1844 (Charlotte Streifer Rubinstein, 
Fanny Palmer: Artist to the American People, ed. 
Diann Benti, forthcoming, Syracuse University 
Press, 2018).
4. The earliest signed and dated works by Palmer 
printed by Currier are two views of New York City: 
View of New York from Brooklyn Heights (1849) 
and View of New York from Weehawken—North 
River (1849).  
5. Mary Bartlett Cowdrey, “Fanny Palmer, an 
American Lithographer,” in Prints: Thirteen Illus-
trated Essays on the Art of the Print selected for 
the Print Council of America by Carl Zigrosser, 
ed. (New York: Holt, Rinehart, Winston, ca. 
1962), 217–234; Charlotte Streifer Rubinstein, 
“The Early Career of Frances Flora Bond Palmer 
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Map of Brooklyn in 1874, with Fanny Palmer’s addresses from 1855–60 in blue and James Ives’s  
addresses from 1855–60 in red. Original map: “Brooklyn, Double Page Section 2; [Including Wards  
1, 2, 3, 4, 5, 6, 10 ,11, 20, 22]” from Farm Line Map of the City of Brooklyn (New York: J.B. Beers & 
Co., 1874). New York Public Library, Lionel Pincus and Princess Firyal Map Division.
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The Big Umbrella
By Aleksandra Mir
158 pages
Published by Onestar Press and Galerie 
Laurent Goden, Paris, 2007
€30

One Week in October
By Joe McKay
18 pages
Published by Nova Scotia College of Art 
and Design, Halifax, 1992
$4

Artists’ Publications: The Belgian 
Contribution
By Johan Pas, with texts by Geert 
Lernout and Anne Thurmann-Jajes
308 pages, 680 color illustrations
Published by Walther König, Cologne / 
Koenig Books, London, 2018
$59.95

On the sidewalks of most cities,   
 rain brings the traffic of umbrel-
las, their bulbous canopies brushing 
and bumping against one another as 
the pedestrians beneath make their 
way from place to place. From above it 
appears a steady, amorphous stream. On 
the ground, we do our best to keep from 
stopping or slowing, weaving between 
one another while keeping an eye out 
for puddles. Tempers flare, shoes are 
soaked, appointments missed. Inclem-
ent weather has a way of washing social 
graces out of public life. 

Aleksandra Mir’s project The Big 
Umbrella (2003) was an international 
investigation into the behavior of urban-
ites in rain. Her work takes a variety of 
forms—photographs, drawings, installa-
tions and performance—and is rooted in 
an acute curiosity. The questions asked 
in The Big Umbrella are “what becomes 
of streetwise etiquette when the weather 
takes a turn?” and “does the answer differ 
from place to place?” 

Mir commissioned the manufacture 
of a large—possibly the world’s larg-
est—umbrella. Two meters tall and two-
and-a-half in diameter, complete with 
a chrome shaft and crooked leather-

ARTISTS BOOKS

Weather Report
By Nicholas Alguire

covered handle, it could feasibly shield 
16 people from a downpour. The ques-
tion was, provided rain, would anyone 
join Mir underneath it? In May 2003 

she began using the umbrella in Paris, 
and later travelled to London, Dresden, 
Copenhagen, Martinique, and finally 
New York City. Curator Edwige Cochois 

Aleksandra Mir, The Big Umbrella (Onestar Press and Galerie Laurent Goden: Paris, 2007).
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assisted the artist in Paris and London, 
and in each city a different photogra-
pher followed the unfolding event: San-
drine Aubry and Jason Schmidt (Paris), 
Heiko Prigge (London), David Brandt 
(Dresden), Anders Sune Berg (Copen-
hagen), Yann Audinot (Martinique) and 
Chris Verene (New York). Seventy-one 
of these photographs were exhibited at 
Jousse Enterprise in Paris in 2003, and 
an eponymous book appeared four years 
later. 

The use of multiple photographers 
results in a diverse array of images and 
styles, distinct from one another in their 
compositions and their proximity to 
the artist during these outings. In Paris, 
on the umbrella’s maiden voyage, Mir 
appears to be getting the hang of things 
as she inserts herself into social situa-
tions, and Aubry’s photographs are shot 
fast-and-loose in close quarters. In Lon-
don, Mir struggled to garner public par-
ticipation, the umbrella seeming to be 

perceived by other pedestrians more as an 
inconvenience than a point of conversa-
tion—though there is a wonderful scene 
in which the umbrella presents the per-
fect tool for helping a group of girls in a 
park dislodge a ball stuck in a tree branch 
above; they are surrounded by anxious 
dogs hoping to get back to their game of 
fetch.

Rain was not always provided. In Dres-
den, the umbrella remains closed. Inside a 
large café or leaning on a park bench beside 
a canal, it acts less as an object shared with 
others than as a personal companion that 
Mir shoulders exhaustingly from one place 
to the next. In one photograph, she rests 
on a black leather Le Corbusier couch, eyes 
shut and head cocked against the cradled 
umbrella, while two suited men on either 
side of her carry on with a meeting, an 
array of papers and binders laid out on the 
table in front of them. This sense of isola-
tion is repeated throughout Brandt’s pho-
tographs: in Dresden both the artist and 

her prop umbrella become fixtures in the 
backgrounds of the public spaces. 

In Martinique, the distance between 
the artist and the photographer, Audi-
not, grows wider: one photo, shot from 
hilltop, looks down onto congested high-
ways and overpasses, and one really has 
to study the image to find the canopy of 
the umbrella crossing a street. In another, 
Mir, umbrella open, sits fishing at the 
end of dock several yards away from the 
photographer. In the last six images in 
the book Mir stands near the water in a 
white dress, the umbrella high over her 
head, inverted and broken as winds from 
an approaching hurricane—Ivan—beat 
against the shoreline. 

In the book, the 71 photographs are 
organized by city and framed with two 
texts in which Cochois reflects on the art-
ist’s experiences with the umbrella. Mir’s 
initial supposition that the umbrella 
would offer a public service and stimulate 
social encounters was not, for the most 

Aleksandra Mir, The Big Umbrella (Onestar Press and Galerie Laurent Goden: Paris, 2007).
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part, borne out. In her epilogue, “The Les-
son of the Big Umbrella: An Assistant’s 
Tale,” Cochois argues that the umbrella’s 
very size isolated the artist from her sur-
roundings:

The project continued without me in 
Copenhagen and Dresden, New York 
and Martinique. I saw the pictures 
and it reflects Aleksandra’s solitude. 
Things never happen as you expect. 
It’s maybe The Big Umbrella’s lesson. 
You can’t force things to become social 
and friendly. You have to do with 
people, their feelings. You can’t decide 
anything. 

There was a time when the weather 
report was observed with some cer-
emony. Mornings and evenings, people 
would gather in front of the television, 
as meteorologists stood against Doppler 
radar backdrops, gesturing to explain 
local conditions and cloud patterns and 
speaking with familiar authority. You 
knew their names, their witticisms and 
their reputation for accuracy.

Joe McKay’s book One Week in Octo-
ber (1992) dates from that era of inti-
mate weather reporting, a time before 
the Internet, before apps, before Google 
alerts. Made up of 18 black-and-white 
photographs, it is little more a pam-
phlet, initially unremarkable. Each 
spread shows McKay twice: on the left 
he stands facing the camera, wearing 

a white T-shirt that reads “TODAY’S 
FORECAST” at the top, and below, in 
large type, offers a forecast that changes 
from picture to picture: “PATCHY FOG,” 
“CLEAR, BRISK,” or simply “SUN.” On 
the right-hand pages of each spread he 
stands with his back to the camera, and 
the shirt reads “TOMORROW’S FORE-
CAST” followed by more weather. This 

pattern repeats itself, but the forecast is 
never the same.

The book was produced in Halifax, 
Nova Scotia, in 1992, where McKay com-
pleted his BFA. The title alludes to a sin-
gle week of October though the specific 
week is not identified, and the order of 
the forecasts seems irrelevant, as does 
the actual weather in question. The work 
was about a particular type of language, 
one whose vague distinctions (i.e., partly 
sunny or partly cloudy) serve less as a 
practical resource than as contemplative 
measure for venturing outside. To apply 
the text to the shirt, McKay attached 
a stencil to a window screen through 
which he sprayed paint onto the fabric. 
He repeated the process daily with a new 
forecast, returning to the same location 
to shoot the photograph.

McKay’s more recent work has to do 
with interactive animation and game 
building; One Week in October is an early 
exploration into modes of reproduction 
that would reappear in his later works, in 
most cases digitally on screens. Twenty-
six years later, he says, “I still like this idea 
of pulling apart the language we use to 
describe weather. Weather is the ultimate 
analog system, yet the forecast narrows 
it down into the narrowest of presets. I 
still don’t know what the difference is 
between partly cloudy and partly sunny, 
and I love that.”1

Meanwhile, those with an interest in 

Joe McKay, One Week in October (Nova Scotia College of Art and Design: Halifax, 1992).

Joe McKay, One Week in October (Nova Scotia College of Art and Design: Halifax, 1992).
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the history of artists’ books and publica-
tions will want to be aware of a recent 
title from Koenig Books London, Artists’ 
Publications: The Belgian Contribution 
(2017), the first comprehensive survey of 
the artists’ books in that country. Author, 
curator and collector John Pas begins at 
the turn of the 20th century with French 
livres d’artistes, which he calls the “pre-
history” of the form. Their influence 
mingled with those of Belgium’s other 
abutters—Germany and the Nether-
lands—to produce a progressive and dis-
tinct approach.

Pas tell his story chronologically,  
tracking the careers of artists such as 
Marcel Broodthaers (1924–1976), Jef Geys  
(1934–2018), and the collaborations be-
tween Dr. Hugo Heyrman, Panamarenko 
and Wout Vercammen (1938–2018). The 
influence of Happenings, Pop Art, Mini-
malism, the sexual revolution and the 
burgeoning of conceptual art also serves 
as a guide to the reader. The research 
presented here is thorough and detailed, 
and each publication mentioned is docu-
mented and pictured through a system of 
illustrated endnotes.

The third chapter, “Demonstration: A 
Belgian Bookshelf,” is a catalog of the 
works that appeared in a 2017 exhibition 
sharing the same name as Pas’s volume, at 
the Maurice Verbaet Center in Antwerp. 
The illustrations in this section are larger 
than those in preceding chapters—full-
page images of covers and internal 
spreads that offer highlights of works 
such as Happening News, no. 1, from Heyr-
man, Panamarenko, and Vercammen; 
Signal by Luc Tuymans; and the bulletin 
Kempens Informataieblad, Speciale editie 
Balen, edited and produced by Jef Geys. 
Designed by MER. Paper Kunsthalle, 
under the direction of Luc Drycke,  
Artists’ Publications: The Belgian Con- 
tribution ranks among the most expan-
sive and informative of the numerous art-
ists’ book anthologies that focus on 
specific nations.  

Nicholas Alguire is a designer living and working 
in Brooklyn. He is the founder and editor of an 
anthology of short stories, art and poetry called 
Storyfile. 

Johan Pas, Artists’ Publications: The Belgian Contribution (Walther König, Cologne / Koenig Books: London, 2018).

Notes:
1. Joe McKay in conversation with the author, 20 
Apr. 2018.
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“Helen Frankenthaler Prints: 
The Romance of a New Medium”
Art Institute of Chicago
20 April – 3 September 2018

Helen Frankenthaler (1928–2011)  
 is best known for a compelling 
body of abstractions on canvas, includ-
ing Mountains and Sea (1952), in which she 
used a soak-stain technique that is fre-
quently credited with inspiring color-field 
painting, about which more below. Less 

familiar to most aficionados of second-
generation Abstract Expressionism, where 
Frankenthaler’s art is generally catego-
rized, is her impressive body of approxi-
mately 250 prints. They include works in 
lithography, screenprint and pochoir, inta-
glio (etching, aquatint, drypoint, mezzo-
tint), woodcut and monoprint, listed here 
in the order Frankenthaler first explored 
each technique.1 And explore she did, 
completing hundreds of unique proofs as 
part of her working process. 

Now on view at the Art Institute of 
Chicago, “Helen Frankenthaler Prints: 
The Romance of a New Medium” consists 
of approximately 70 editioned prints and 
carefully chosen trial and working proofs 
that include hand-work by the artist and 
annotations for the printers. The exhibi-
tion, organized by Emily Vokt Ziemba, 
the museum’s director of curatorial 
administration for prints and drawings, 
is drawn from the AIC’s collection (works 
in their Universal Limited Art Editions 

EXHIBITION REVIEW

Uncovering Discovery:  
Frankenthaler’s Printmaking
By Ruth Fine

Helen Frankenthaler, First Stone (1961), lithograph, 22 x 30 inches. The Art Institute of Chicago, ULAE Collection acquired through a challenge grant  
of Mr. and Mrs. Thomas Dittmer, restricted gift of supporters of the Department of Prints and Drawings; Centennial Endowment; Margaret Fisher Endowment 
Fund, 1982.459. © 2018 Helen Frankenthaler Foundation, Inc. / Artists Rights Society (ARS), New York / Universal Limited Art Editions, West Islip, NY.  
Courtesy Helen Frankenthaler Foundation. Photo: Tim Pyle.   
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the greatly admired woodcut, Essence 
Mulberry (1977), inspired by the juice 
from mulberries that flourished on the 
Mount Kisko property, and by The Red Sea  
(1978–1982), a lithograph printed on bril-
liant pink handmade paper. 

A deep concern with special papers 
was embedded in Frankenthaler’s intro-
duction to printmaking by ULAE’s 
founder, Tatyana Grosman, and is fur-
ther reflected in the artist’s work at Tyler 
Graphics. Indeed Ken Tyler’s own love of 
special papers caused him to establish 
papermaking as part of his workshop 
offerings. Frankenthaler embraced this 
focus, creating distinctive publications 
in the early 1990s that make use of pig-
mented paper pulp, such as Freefall (1993). 

The AIC show includes one pochoir, 
printed at Maurel Studios and pub-
lished by Abrams Original Editions in 
1970. Titled Wind Directions (from Four 
Pochoirs), it is installed adjacent to two 
related ULAE publications. One is the 
aquatint, Weather Vane (1969–1970); the 
other is Free Wheeling (1971), which com-
bines etching and pochoir on sheets that 
were a byproduct of Wind Directions. 
Close by is a 1971 painting, Hommage 
à H.M., from the AIC collection. The 
grouping affirms the coherence of Fran-

kenthaler’s oeuvre, which in no instance 
depended upon either prints or paintings 
as immediate examples for works using 
the other medium.3 

The AIC prints and drawings galler-
ies are fluid, allowing viewers to chart 
their own course through the exhibi-
tion. But starting with those impressions 
of First Stone there is an evolving logic 
to the installation, if one seeks it out, 
that reveals how the challenge of mak-
ing these unfamiliar processes her own 
appealed to Frankenthaler. 

“The Romance of a New Medium” 
(the exhibition title is a quotation from 
the artist) quietly offers an introduc-
tion to printmaking through brief labels 
describing each technique in readily 
understandable terms, unobtrusively 
placed at appropriate locations. Related 
images and variant proofs are installed 
throughout the show, and two galler-
ies are specifically devoted to the visual 
explanation of Frankenthaler’s evolving 
mastery of printmaking. One highlights 
the lithograph I Need Yellow (1973) and 
a related offset lithograph, Card, pub-
lished two years earlier by Telamon Edi-
tions as a commission from the Whitney 

(ULAE) archive along with several indi-
vidual gifts), supplemented by nine loans 
from the Helen Frankenthaler Founda-
tion. (Full disclosure: this writer serves as 
a consultant for the foundation.) 

The exhibition opens with the aptly 
titled First Stone (1961) and a working 
proof that reveals the artist’s experimen-
tal bent from her very first exploration 
of lithography with ULAE’s first master 
printer, Robert Blackburn.2 The show 
highlights Frankenthaler’s early prints, 
including Door (1976–1979), which 
marked the end of her period of serious 
engagement with ULAE (she returned 
late in life to make two lithographs pub-
lished in 2006 after Tyler Graphics, her 
second great workshop collaborator, 
closed). The three-year span of Door’s 
date reflects the time Frankenthaler 
often spent developing individual prints. 
Her task on occasion solely involved 
thinking, rather than printing, as she 
determined whether or not a composi-
tion “worked.” 

In 1976, Frankenthaler shifted her 
print activity from Long Island to West-
chester County. Harvest, her first publi-
cation with Tyler Graphics, was issued 
that year. This groundbreaking work-
shop is represented in the AIC show by 

Above: Helen Frankenthaler, First Stone (Working Proof 2) (1961), lithograph with hand additions,  
22 x 30 inches. Helen Frankenthaler Foundation, New York,. © 2018 Helen Frankenthaler Foundation, 
Inc. / Artists Rights Society (ARS), New York / Universal Limited Art Editions, West Islip, NY. Courtesy 
Helen Frankenthaler Foundation. Photo: Tim Pyle. Below: Helen Frankenthaler, Essence Mulberry 
(1977), woodcut, 39 1/2 x 18 1/2 inches. The Art Institute of Chicago, restricted gift of Solomon B. 
Smith, 1978.30. © 2018 Helen Frankenthaler Foundation, Inc. / Artists Rights Society (ARS), New York / 
Tyler Graphics Ltd., Bedford Village, NY. Courtesy Helen Frankenthaler Foundation. Photo: Tim Pyle.
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Museum of American Art, and includes 
a group of variant impressions (distinct 
from proofs that show the development 
of the image).4 A special feature here is a 
layered acetate collage proof with anno-
tations by the artist. (Indeed, such proofs 
play an important role in explaining the 
artist’s thinking throughout the show.) 
The other gallery is hung with proofs that 
do emphasize the evolution of an image, 
the sugar-lift aquatint, Connected by Joy 
(1969–1973). Six impressions, including 
working proofs and experiments with ink 
hues and paper types and colors, lead to 
the final editioned version. 

Other aspects of Frankenthaler’s 
printmaking practice were her penchant 
for reusing a matrix in more than one 
image, and for making variant versions 
of an idea. Examples in the exhibition 
include White Portal (1967) and Silent 
Curtain (1967–1969), the latter a group 
of consistent color proofs from the for-
mer—another by-product edition. Other 
such examples on view in lithography 
are Variation I on “Mauve Corner” and  
Variation II on “Mauve Corner” (both 
1969); and in woodcut, three versions of 
Trial Premonition: I (1974–75), II and III 
(1974–76). 

This exhibition celebrates the mul-
tiple ways in which Frankenthaler 
molded printmaking to her artistic 
needs. From the very start of the show 
one can see how the lean layers of litho-
graphic ink come as close as possible to 
her color-field surfaces on canvas. Later, 
her embrace of woodcut helped revolu-
tionize our contemporary understand-
ing of what is possible with this oldest 
of major print technologies, through her 
transformation and conflation of West-
ern (think Edvard Munch) and Eastern 
(think Hiroshige) traditions.

For many viewers the show will be 
a revelation, but it should be acknowl-
edged that Frankenthaler’s prints have 
never been ignored. In addition to several 
museum and commercial gallery shows 
early on (some with accompanying publi-
cations), as early as 1980 the Sterling and 
Francine Clark Art Institute mounted 
a retrospective exhibition that traveled 
to four additional sites, and was accom-
panied by the first catalogue raisonné of 
Frankenthaler’s prints, compiled in asso-
ciation with the Williams College Artist-
in-Residence Program.5 A retrospective 
organized by the present writer opened 
at the National Gallery of Art, Washing-
ton, in April 1993, traveling to three fur-

Helen Frankenthaler, White Portal (1967), lithograph, 30 x 22 inches. The Art Institute of Chicago,  
ULAE Collection acquired through a challenge grant of Mr. and Mrs. Thomas Dittmer, restricted gift of 
supporters of the of the Department of Prints and Drawings; Centennial Endowment; Margaret Fisher 
Endowment Fund, 1982.467. © 2018 Helen Frankenthaler Foundation, Inc. / Artists Rights Society 
(ARS), New York / Universal Limited Art Editions, West Islip, NY. Courtesy Craig Starr Gallery.

Helen Frankenthaler, Silent Curtain (1967-69), 
lithograph, 30 x 22 inches. The Art Institute of  
Chicago, ULAE Collection acquired through  
a challenge grant of Mr. and Mrs. Thomas  
Dittmer, restricted gift of supporters of the of the 
Department of Prints and Drawings; Centennial 
Endowment; Margaret Fisher Endowment Fund, 
1982.470. © 2018 Helen Frankenthaler Founda-
tion, Inc. / Artists Rights Society (ARS), New York 
/ Universal Limited Art Editions, West Islip, NY. 
Courtesy Craig Starr Gallery.
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ther venues.6 In 1996 an updated and far 
more comprehensive catalogue raisonné 
was compiled by Pegram Harrison, with 
an introduction by Suzanne Boorsch.7
Moreover, Frankenthaler’s prints have 
been included in numerous group exhi-
bitions, especially those that featured 
works published by ULAE and Tyler 
Graphics Ltd., the two workshops where 
most of her editions were completed. 

Two solo exhibitions in 2016 and 2017 
put a renewed focus on Frankenthaler 
as printmaker: “Fluid Expressions: The 
Prints of Helen Frankenthaler,” orga-

nized by Michaela R. Haffner for the 
Amon Carter Museum of American Art 
in Forth Worth, featured a selection of 
approximately 25 prints from the collec-
tions of Jordan D. Schnitzer and the Jor-
dan Schnitzer Family Foundation8; and 
“No Rules: Helen Frankenthaler Wood-
cuts,” organized by Jay A. Clarke, for the 
Clark Art Institute, followed up on the 
1980 show with 17 works stretching from 
her first woodcut, East and Beyond (1973), 
to her last, Weeping Crabapple (2009).9 

What is needed now is a full retrospec-
tive overview (it would be the first since 

Frankenthaler died) that reflects the 
achievements of her complete printmak-
ing oeuvre, from the early period featured 
in this splendid show at the Art Institute 
of Chicago through that last woodcut.  

Ruth Fine was Curator for the National Gallery  
of Art, Washington, DC, from 1972–2012.  
She is currently Chair of the Roy Lichtenstein 
Foundation Board, on the board of the  
Fabric Workshop and Museum in Philadelphia, 
and doing independent curatorial projects. 

Notes: 
1. See Frankenthaler: A Catalogue Raisonné, 
Prints 1961–1994, compiled by Pegram Harrison 
with an introduction by Suzanne Boorsch (New 
York: Harry N. Abrams, 1996). An excellent chro-
nology of Frankenthaler’s printmaking activity to 
that point is found on pp. 491–496.
2. Per 23 Apr. 2018 email from Emily Vokt Ziemba 
to the writer, this selection was made from some 
221 sheets by Frankenthaler in the AIC collection, 
only three of which are not ULAE publications. 
3. Exceptions are several screenprints, mainly 
printed by Brand X and published for fundrais-
ing purposes in both an edition of signed prints 
and a larger one of unsigned posters, primarily on 
behalf of Lincoln Center by the List Art Posters 
and Prints, later renamed the Vera List Art Project. 
They reproduce canvases and works on paper, 
the use of which images was donated by Fran-
kenthaler for this purpose. My thanks to Maureen 
St. Onge for clarification of this information. 
4. Telamon Editions (1970–1982) was established 
by ULAE founder Tatyana Grosman as a lower-
cost complement to ULAE’s limited edition fine 
prints. 
5. Helen Frankenthaler, Prints: 1961–1979 (New 
York: Harper & Row, 1979) accompanied the 
exhibition. It included a section, “Perceptions 
of Helen Frankenthaler” that features excerpts 
from interviews, primarily those conducted from 
April through September 1979 by Susan Earle, 
Ned Hawkins and Vivian Patterson, as well as by 
Thomas Krens, who also wrote the introductory 
essay, “Prints and Helen Frankenthaler.” Cata-
logue entries for the prints are based on what was 
provided by the print publishers, and vary greatly. 
6. Ruth E. Fine, Helen Frankenthaler: Prints 
(Washington, DC: National Gallery of Art, in asso-
ciation with Harry N. Abrams, 1993), accompa-
nied an exhibition originally intended to celebrate 
the publication of the Harrison/Boorsch catalogue 
raisonné, which ultimately was delayed by two 
years. 
7. See endnote 1. 
8. This exhibition is traveling and is scheduled to 
be on view at Colorado College in 2019. 
9. The works for this exhibition were borrowed 
from the Helen Frankenthaler Foundation in Man-
hattan, which has supported educational initia-
tives such as exhibitions, publications and public 
programs. 

Helen Frankenthaler, Wind Directions (1970), pochoir, 30 1/2 x 22 inches. Helen Frankenthaler  
Foundation, New York. © 2018 Helen Frankenthaler Foundation, Inc. / Artists Rights Society (ARS),  
New York / Abrams Original Editions, New York. Courtesy Helen Frankenthaler Foundation. Photo:  
Tim Pyle.
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PRIX 
de 
PRINT

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

Emma Nishimura, An Archive of Rememory 
(2017)
Installation of over 300 photogravures 
and photo-etchings on flax and abaca,  
11 ft x 8 ft x 4 inches; individual furoshikis  
range from 2 x 2 x 1 1/2 inches to 4 x 4 x 
4 inches. Printed by the artist, Toronto, 
Ontario. $150 CAD each.

Prix de Print N0. 30

An Archive of Rememory 
by Emma Nishimura
Juried by Renée Bott

Nothing gives me greater satisfac- 
 tion as a master printer than a 
neat stack of finished prints. I enjoy rest-
ing my hand on the dense pile of ink and 
paper, understanding the work it took to 
produce that edition, and knowing the 
joy of accomplishment and pride in a job 
completed. The traditional stack of flat-
tened, chopped and signed prints is the 
culmination of a successful print project. 
I also know how many printers love to be 
inventive—looking for new techniques, 
methods, or presentations to push the 
boundaries of printmaking. The best 
inventions, however, are created not as a 
showcase, but as a necessity to fulfill an 
artist’s concept. 

What first struck me about Emma 
Nishimura’s installation project An 
Archive of Rememory was its graceful 
fusion of invention and concept: arranged 

Nishimura’s furoshiki were made by 
scanning the photographs and trans-
ferring the images to photogravure and 
photoetching plates, which she printed 
with black inks in various degrees of 
opacity onto still-damp sheets of freshly 
made paper. She then wrapped the 
sheets around a packet of sand secured 
with plastic wrap and nylon, tying it all 
up in the manner of furoshiki. The paper, 
created at Paperhouse Studio in Toronto, 
was made from abaca and flax, and the 
pulp was beaten much longer than 
usual, creating short fibers that cause 
greater shrinkage; as the paper dried, 
it contracted to fit snugly around the 
mold. Finally, she cut open the bottom, 
removed the sand core, then resealed 

on shallow, wall-mounted shelves are 
hundreds of small, mottled, black and 
gray bundles, of a size and shape to fit 
comfortably in the hand. Only up close 
does one begin to see the faces and words 
embedded in their paper-wrapped sur-
faces—the faces Asian, the words Eng-
lish, the clothing and hairstyles those of 
the 1940s. 

The photographs come from the art-
ist’s grandparents’ albums, and record the 
years in and around World War II, when 
Canada, like the United States, interned 
people of Japanese descent. 

The bundles are based on furoshiki, 
the often beautifully printed cloths that 
have traditionally been used in Japan to 
wrap gifts or transport personal items. 

Emma Nishimura, An Archive of Rememory: Kay age 17, Japan 1937 (2017), photo-etching  
on flax and abaca, 3 x 3 x 2 1/2 inches.
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and overpainted the incision to produce 
a solid wrap around an empty center. 

This hollowness is important: 
Nishimura often speaks of the “weight of 
memory,” but the impression of physical 
weight here is an illusion: her furoshiki are 
“shells that bear only traces of what they 
once held. It was this disconnect / illusion 
that I wanted to explore—the weight of 
all that can and cannot be remembered.” 

The images on them can only be 
glimpsed in fragments—the eight photo-
etching plates and four gravure plates 
contain 25 photographs between them. 
“Depending on how the furoshiki is 
wrapped,” the artist explains, “different 
photographs are highlighted, while oth-
ers are hidden.”1 

For ten years Nishimura has been 
researching the Canadian Japanese 
Internment, collecting and recording the 
stories of her grandparents and other sur-
vivors. 

I wanted to explore how and why the 
memories associated with the intern-
ment have been stored and packed 
away. How does one sort, contain 
and navigate the weight of individual 
memory? How does trans-genera-
tional memory get passed on? Is it 
possible for these fragile, elusive and 
multi-layered stories to be made tan-
gible? Inspired by furoshiki, I layered 
family stories into the folds of a wrap-
ping meant to carry or protect. With 
family photographs, the work has 
grown into a library of their memo-
ries—acknowledging the stories that 
have been shared, as well as those that 
have been kept silent or forgotten.

Some photographs depict her grand-
mother and family in Vancouver and 
Japan; others show her grandfather and 
fellow internees who were sent as a road 
crew to work on the Trans-Canada high-
way in the interior of British Columbia; 
still others record family and friends in 
the Slocan City internment camp where 
her grandparents met and on the farm 
where they worked at the end of the war.

The metaphors here are carefully cali-
brated—the shattered flurry of images 
wrapped around nothing are meant to 
evoke the ellipses and sudden specificity 
of memories, both personal and collec-
tive. While the accumulation and linear 
arrangement of these bundles is intended 
to suggest a library—“an archive of stories, 
ordered and catalogued,” unlike books, 
“the furoshikis cannot be opened, nor can 

any of the stories ever be fully remem-
bered.” About 10 percent, Nishimura 
explains, are made of unprinted paper in 
tones that range from off-white to dark 
gray—“reminders of all of the stories that 
have been lost, forgotten or untold over 
the years.” It is the combination of per-
sonal narrative and inventive technique 
that makes this work so powerful.

Nishimura is now working to expand 
An Archive of Rememory beyond her own 
family, collecting stories and photo-
graphs from other Japanese Canadians. 
Her vision is of a large-scale installation 
in which viewers are “immersed within 
this archive, surrounded by hundreds 
upon hundreds of furoshiki—a space of, 
and for, memory.”  

Renée Bott was a partner and Master Printer 
of Paulson Bott Press in Berkeley, CA. 

Notes:
1. All quotes are from the artist’s email exchanges 
with the author, May 2018.

Emma Nishimura, installation view of An Archive of Rememory (2017).
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Erik Hougen 
Sciences (2017–18)

Everything is familiar. And nothing is 
 quite right.

This is the world that comes through 
in Erik Hougen’s work: a place of snow-
covered flatlands leaking into white 
skies (Hougen is originally from North 
Dakota), of luminous pickup trucks 
floating into darkness, of enormous, 
impassive faces. Human artifacts appear 
everywhere—airplanes, barns, a dun 
cardboard box filled with tattered paper-
backs by the cowboy novelist Louis 
l’Amour (another North Dakota native)—
but human agency is hard to find.

This unexpected imbalance is con-
veyed not only by the subject matter, 
but also through dislocations within the 
pictorial structure itself. Hougen works 
in the interstices of digital structures 
and manual alterations. In screenprint, 
he toys with the crude binary schematic 
of halftone screens, interlacing it with 
lyrical hand coloring. For his watercolors, 
he works from four-color separations of 
photographs or video stills, but applies 
the color in layers by hand. The resulting 
images have an affect in common with 
Richard Hamilton’s I’m Dreaming of a 
Black Christmas (1971)—a sense of having 
retraced one’s steps precisely, yet ended 
up in a place never seen before. (Hou-
gen acknowledges Hamilton’s influence, 
particularly the impact of the artist’s  
Swingeing London 67 screenprints, with 
their strategic dismembering of color, 
half-tone screens, lens flare and focal 
depth: “I remember always wanting to 
make art that looked exactly like that.”) 
In projects such as Criminal (2016) and 
Twenty Miles in Eight Hours (2015), Hougen 

grouped prints and paintings in compli-
cated mises-en-scènes of desolate spaces 
and inscrutable motives. 

Sciences, Hougen’s Art in Art in Print 
project for this issue, is a departure. The 
rusty breath of Americana has given 
way to the thinner air of the upper tro-
posphere. In four different scenes we 
encounter a pair of black rocks doing 
things rocks never do: they hover over 
water, drift above the ground, soar past 
clouds, and hang suspended in midair. 
Human beings are also there, observing 
these rocks with apparent scientific dis-
passion, always from a distance, never 
touching.  

And about that air: we can see it 
thicken in the distance, where trees 
become vague and mountains faint; we 
are aware of how it unifies the diverse 
components of the landscape, and equally 
how it seems to shun the two rocks, whose 
razor-sharp edges and crisp surfaces deny 
any acquaintance with intervening gases. 
On formal grounds alone we can recog-
nize them as interlopers, cut and pasted 
into alien environments.

These relationships—how things do 
and do not belong to one another—are 
articulated by Hougen through pictorial 
manipulations: photographs, digitally 
reconfigured, broken apart by halftone 
screens, robbed of color, and/or recolored. 

The cinematic quality implicit in 
Hougen’s multipart installations is overt 
here—it is hard not to sense an echo of 
the monoliths in 2001: A Space Odyssey. 
Hougen’s rocks, however, are literally 
more down to earth. They are tektites—
small clumps of glass found at meteorite 

Opposite Page: Erik Hougen, Suspend (2017) 
from Sciences, screenprint and inkjet on paper, 
30 x 22 inches. Edition of 5 with an open edition 
created for Art in Print. Printed and published by 
the artist. Middle Spread: Erik Hougen, Orion 
(2018) from Sciences, digital composition, 
collage of screenprints on panels, digital photo-
graphs and layers of digital coloring, dimensions 
variable. Open edition created for Art in Print. 
Last Spread: Erik Hougen, Only (2018) from 
Sciences, digital composition, collage of screen-
prints, digital photographs and layers of digital 
coloring, dimensions variable. Open edition  
created for Art in Print. To download printable 
copies of the artwork, please visit the following 
sites: Suspend https://bit.ly/2JKUAsD; Orion 
https://bit.ly/2t2Qfqk; Only https://bit.ly/2JJwWfL.  

impact sites, where common terrestrial 
materials have been transformed by the 
heat of pressure of meeting an extra-
terrestrial visitor. Bits of rock and sand 
undone and remade by things falling 
from the sky. Hougen says he thinks of 
weather as a metaphor for connection—a 
kind of current that moves between and 
touches all things on earth.

It is also, he observes, “something no- 
body has control over.”               —ST

Erik Hougen is the Artistic Director and  
Master Printer at Lower East Side Printshop.  
He lives and works in Brooklyn, New York.

https://bit.ly/2JKUAsD
https://bit.ly/2t2Qfqk
https://bit.ly/2JJwWfL
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Arctic Journeys in Contemporary Printmaking: 
Her Majesty Queen Sonja of Norway and  
Her Art Foundation
By Sarah Kirk Hanley

Beginning in 2019, guests onboard  
 MS Roald Amundsen and MS Fridtjof 
Nansen, the world’s first electric hybrid–
powered cruise ships, will be treated to 
a display of hundreds of original prints 
selected by Her Majesty Queen Sonja 
of Norway and her art foundation. This 
pairing of art and nature is the result 
of a partnership between Hurtigruten, 
founded in 1893 to provide guided expe-
ditionary travel to the Arctic, and the 
Queen Sonja Print Award Foundation 
(QSPA), established in 2011 to promote the 
graphic arts. 

In recent years Queen Sonja has 
become an avid supporter of contem-
porary printmaking as well as an artist 
in her own right. This transformation 

began during a trip to the Arctic island of 
Svalbard in 2006, when the Queen (then 
69 years of age) descended into a ice cave 
under the Scott Turner glacier and took 
photographs of her otherworldly sur-
roundings. These images later served 
as the foundation for a propitious art 
project in 2010, when celebrated Norwe-
gian artist Kjell Nupen invited her and 
fellow artist Ørnulf Opdahl to experi-
ment in printmaking with him at Atelje 
Larsen in Helsingborg, Sweden. Both 
accepted—Opdahl, a respected artist, 
had worked extensively in printmaking, 
but the Queen was new to the medium: 
she had long been a patron and admirer 
of the arts and had sketched and pho-
tographed as pastimes but had never 

undertaken serious art production. She 
brought her photos of the ice melt cave 
to serve as a basis for her explorations. 
The images were translated to photo-
gravure, then layered by the Queen with 
soft ground and other intaglio tech-
niques. She chose a jewel-like palette 
to convey the eerie light of these rarely 
observed natural phenomena. Nupen 
and Opdahl felt these first efforts “were 
too good to be stowed away in a drawer.”1

In response, the Queen explained her 
desire to establish a prize for younger 
artists, and the three, together with the 
printer Ole Larsen, decided to use their 
work to help launch this effort: in 2011 
they published a portfolio of 24 images 
(eight each) based on the Norwegian 

Queen Sonja and Hurtigruten CEO Daniel Skjeldam announced the partnership on board the MS Fram, Pier 90, New York City. Photo: Pontus Höök, Hurtigruten.
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landscape, titled Tre reiser—tre landskap 
(Three Journeys—Three Landscapes) in an 
edition of 50; all proceeds were donated 
to establishment of the Queen’s nascent 
art prize.2  

The same year, the Queen Sonja Art 
Foundation was established “to generate 
interest in graphic art and to encourage 
young artists to develop both their craft 
and their unique voice.”3 In addition 
to establishing three prizes awarded to 
contemporary artists working in print-
making, and developing partnerships 
with cultural institutions in Norway and 
elsewhere to promote the graphic arts, 
the Queen has now founded a new arm 
of her foundation in the Americas (QSPA
Americas Foundation). Meanwhile she 
has continued to create and exhibit her 
own prints.4

The Queen Sonja Print Award (QSPA) 
is given every two years to “a young artist 
who has excelled in the art of printmak-
ing”5 and may well be the most significant 
prize in the medium today, including a 
cash prize of 400,000 Norwegian kroner 
(approximately US$49,000) and a resi-
dency at Atelje Larsen. Initially limited 
to Nordic artists, the first prizes were 
awarded to Tiina Kivinen of Finland in 

2012, and Svend-Allan Sørensen of Den-
mark in 2014. Subsequently widened 
to an international pool of artists and 
jurors, it went in 2016 to American artist 
Tauba Auerbach, who is serving on the 
selection committee for the 2018 award.6 
A total of 42 finalists from 31 countries 
have made the short list this year, nomi-
nated by curators, museum directors and 
fellow artists. Beginning in April, five 
are being announced each month—in 
alphabetical order—on the QSPA website 
(queensonjaprintaward.no), leading up to 
the 8 November announcement of the 
winner.

Nupen died in 2014, shortly before he 
and the Queen were to visit Universal 
Limited Art Editions (ULAE).7 To honor 
his memory, a new biannual prize was 
established for Nordic artists: the Kjell 
Nupen Memorial Grant/QSPA Inspira-
tion Award, which went to the Danish 
artist Adam Saks in 2015 and Julie Ebbing 
of Norway in 2017. In addition to a cash 
prize, the artists are given a residency 
at ULAE and a solo exhibition at Galleri 
Kunstverket in Oslo. The foundation’s 
third prize, which has yet to be awarded, 
is the QSPA Excellence Award: a lifetime 
achievement recognition for a mature 

artist who has made significant contribu-
tions to the graphic arts. The inaugural 
recipient will be announced later this 
year.

Continuing her own exploration of 
printmaking, the Queen visited ULAE
in 2015 with a new collaborator, the art-
ist and musician Magne Furuholmen.8
Working there and in Scandinavian 
workshops over a two-year period, the 
two created over 200 monotypes as well 
as an editioned portfolio of etchings and 
photopolymer plates titled Texture.9 The 
title is a portmanteau of the English 
words “text” and “nature,” reflecting the 
collaboration: the jointly signed prints 
meld Furuholmen’s oversized text-based 
images with the Queen’s landscape 
photographs.10 Words such as “Annex,” 
“Terra,” and “Rut” in bold hues play over 
and within photos of rugged terrain, 
combined and inked in a variety of ways. 

In 2015 the Queen created another 
portfolio with Ørnulf Opdahl, again at 
ULAE, titled The Long Island Journey, and 
she returned to Bayshore this past spring 
to make several new prints. Her work 
has been shown throughout Norway and 
Sweden, and internationally over the past 
seven years, including a presentation 

Left: HM Queen Sonja and Magne Furuholmen, Untitled (2016), monotype, 112 x 76 cm. Photo: Vegard Kleven. Right: Ørnulf Opdahl, Winter Way from  
Tre reiser – tre landskap (Three Journeys – Three Landscapes) (2011), aquatint and polymer plate, 58 x 43 cm.  Edition of 50, published by Queen Sonja  
Print Award, Oslo; printed by Atelje Larsen, Helsingborg, Sweden. Photo: Jan Haug, The Royal Collection, Norway.

http://queensonjaprintaward.no
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at the Museum of Contemporary Art, 
Sydney, in 2015 and an exhibition of the 
Texture project at Paul Stolper Gallery, 
London, in 2016 (this latter coincided 
with a benefit auction of artwork by her-
self and other artists at Sotheby’s).11 The 
proceeds from all these projects go to 
support the QSPA. 

While working together in Bayshore 
over the years, the Queen and ULAE
president Bill Goldston hatched the idea 
of establishing an arm of her foundation 
in the western hemisphere. Formally 
incorporated in 2016, the QSPA Ameri-
cas Foundation is still taking shape, with 
initial strategic meetings over the com-
ing months; its reach will include North, 
Central and South America. Goldston, 
who is board chairman, explains that 
the idea is not to replicate the activities 
of the Oslo foundation but to “spread the 
base” of support for the graphic arts.12 A 
number of educational outreach initia-
tives, awards and scholarships are under 
discussion.

In Norway, the QSPA has recently 
partnered with the Munch Museum/
Edvard Munch Art Award to raise the 
nation’s international profile on the con-
temporary art scene, and also nominates 
graphic artists for the residency program 
at the Artica Svalbard Foundation on the 
Arctic islands where the Queen’s journey 
in printmaking first began.13 The pro-
gram provides visual artists, musicians, 
writers and filmmakers with a three- to 
nine-month stay in an apartment and stu-
dio and offers outreach and educational 

components for area residents.14 “There 
is something about this archipelago,” the 
Queen observes, “that is both grander 
and gentler than words can express . . . It 
can only be described through art.”15 Last 
year, on her 80th birthday, Her Majesty 
christened The Queen Sonja Art Stable 
—a public museum, exhibition space 
and concert hall located on the palace 
grounds in the former Royal Stables, built 
in 1849 and renovated in 2017 as a gift to 
the Queen from HM King Harald. 

Her Majesty’s most recent announce-
ment, QSPA’s partnership with expedition 
cruise operator Hurtigruten, provides a 

new narrative for partnering cruise lines 
and the graphic arts.16 Adding to their 
fleet, the company has commissioned 
two new electric-hybrid ships that are 
projected to burn approximately 20 per-
cent less fuel and produce approximately 
6,400 fewer metric tons of carbon emis-
sions per year than standard ships of the 
same size. Named after pioneering Arctic 
explorers, the ships are specially designed 
to navigate polar waters (though they will 
also travel to Central and South America, 
Norway, the Arctic and the famed North-
west Passage), and will be able to sail for 
short periods of time on pure battery 
power. The Roald Amundsen will launch 
in early 2019 and the Fridtjof Nansen later 
the same year. QSPA will select original, 
limited-edition prints by contemporary 
artists to be displayed in public areas and 
cabins; the prints will be accompanied by 
a catalogue and available for purchase.17

Perhaps most significantly for the Queen, 
the Roald Amundsen will travel to Svalbard 
in the fall of 2019 and regularly thereaf-
ter: “Observing the beautiful patterns in 
a dark meltwater tunnel in Svalbard in 
2006,” she says, “was the starting point of 
my fascination with printmaking. In 2019 
Hurtigruten’s MS Roald Amundsen—the 
ship of graphic art—will sail to where it 
all started . . . The circle is closed.”18

In word and deed, the Queen has 
backed printmaking as an art form with 
dedication and sustained effort for over 
seven years, and has ensured that her 
efforts will endure. Such powerful royal 
support has been rare in recent centuries 

Queen Sonja working with Norwegian artists Kjell Nupen and Ørnulf Opdahl in 2011. 
Photo: Rolf M. Aagaard, The Royal Court.

HM Queen Sonja, Iskanal I / Ice Channel I (2014), intaglio and photogravure, 60 x 85 cm.  
Photo: Jan Haug, The Royal Court.
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(one thinks, for example, of the 17th- 
century court of Louis XIV; see Art in 
Print Jan–Feb 2016), and in offering it so 
assiduously, Queen Sonja has secured a 
distinguished place for herself in the his-
tory of prints.  

Sarah Kirk Hanley is an independent print  
specialist and critic based in the New York area. 

Notes:
1. The Queen Sonja Print Award Board of Trust-
ees, “The Queen Sonja Print Award,” www.queen-
sonjaprintaward.no/?page_id=23.
2. Further details on the project in Karin Hel-
landsjø, Tre reiser—tre landskap. H.M. Dronning 
Sonja, Kjell Nupen, Ørnulf Opdahl (Oslo: Orfeus, 
2012).
3. “The Queen Sonja Print Award,” www.queen-
sonjaprintaward.no/?page_id=23 (accessed 20 
Apr. 2018).
4. For a detailed overview of the Queen’s activi-
ties in the graphic arts, see Lars Saabye Chris-
tensen, Grafikkens vinger: The QSPA 5 (Oslo: 
Forlaget Press, 2016).
5. The Queen Sonja Print Award Board of Trust-
ees, The Queen Sonja Print Award (Oslo: Queen 
Sonja Art Foundation, 2018), 9.
6. See “The Queen Sonja Print Award,” www.
queensonjaprintaward.no/?page_id=23 and The 
Queen Sonja Print Award Board of Trustees, Win-
ner of the QSPA 2016: Tauba Auerbach (Paulson 
Bott Press, 2016), YouTube video, 3:38; posted 
21 Sept. 2016, youtu.be/pV8OnDd1FpA.
7. The Queen and ULAE President Bill Goldston 
had been acquainted since 1991. When she took 
a deeper interest in printmaking after her first col-
laboration with Nupen, she contacted Goldston 
about the possibility of working with him (Bill 
Goldston, telephone interview with the author, 22 
Apr. 2018).
8. Furuholmen first gained fame as the keyboard-
ist and songwriter for the 1980s pop band A-ha. 
He is now primarily a visual and performance art-
ist, represented by Paul Stolper Gallery, London 
and Oslo, although he continues to record and 
release original music.
9. In addition to ULAE, they worked at studios in 
the royal summer house in Mågerø, Norway, and 
Atelje Larsen, Helsingborg, Sweden. For three 
short videos on the project, see The Queen Sonja 
Print Award Board of Trustees, Queen Sonja Print 
Award YouTube Channel www.youtube.com/
channel/UCviaX0zwjDYL5jizFa01CsQ.
10. The Queen Sonja Print Award (2018), 52. 
11. See “The Royal House of Norway, Norwe-
gian nature in art form,” www.royalcourt.no/nyhet.
html?tid=125958&sek=27262; and “The Queen 
and The Prints Raise ₤195,000,” 27 Sept. 2016; 
www.sothebys.com/en/news-video/blogs/all-
blogs/sotheby-s-at-large/2016/09/queen-sonja-
print-award-charity-auction.html.
12. Bill Goldston, telephone interview with the 
author, 22 Apr. 2018.
13. For further details on the QSPA/Munch 
Museum collaboration, see The Queen Sonja 
Print Award Board of Trustees, “News: New Coop-
eration Announced,” 18 Oct. 2016; www.queen-
sonjaprintaward.no.

14. The foundation is a cooperative effort  
between Norway’s Ministry of Culture, the Fritt 
Ord Foundation and Sparebank1 Nord-Norge’s 
Cultural Business Development Foundation. See 
Government of Norway, “Establishment of the 
Artica Svalbard Foundation,” 17 November 2016, 
www.regjeringen.no/en/aktuelt/establishment-of-
artica-svalbard-foundation/id2520590/ (accessed 
23 Apr. 2018.
15. HM Queen Sonja of Norway, as quoted 
in The Royal House of Norway, “Artica Sval-
bard,” 30 Mar. 2017; www.royalcourt.no/nyhet.
html?tid=152792&sek=27262 (accessed 21 Apr. 
2018). 
16. Graphic art auctions on a number of major 
cruise lines came under intense scrutiny in the 
press during 2008–10 when a class action law-
suit was brought against Park West Gallery 
of Southfield, MI, for alleged predatory sales  
practices onboard Royal Caribbean, Celebrity, 
Norwegian, Carnival, Disney, Holland America, 

Regent and Oceania lines; see Jori Finkel, “Art 
Auctions on Cruise Ships Lead to Anger, Accu-
sations and Lawsuits,” New York Times, 16 
July 2008; www.nytimes.com/2008/07/16/arts/
design/16crui.html. The lawsuits were eventually 
dismissed.
17. For further details on the partnership, see 
Hurtigruten, Hurtigruten—New York—15. April 
2018, PDF; https://www.hurtigruten.com/us/
press-releases/2018/hurtigruten-partners-with-
queen-sonja-print-award-young-artists-and-royal-
art-to-decorate-hybrid-ships/.
18. HM Queen Sonja of Norway, as quoted in The 
Royal House of Norway. “Co-Operation between 
Hurtigruten and The Queen Sonja Print Award” 
(transcript of remarks at a cultural reception 
onboard Hurtigruten’s MS Fram, Pier 90, New 
York City) 15 Apr. 2018; www.royalcourt.no/tale.
html?tid=161951&sek=28409&scope=27248 
(accessed 18 Apr. 2018).

HM Queen Sonja and Bill Goldston at Universal Limited Art Editions, 19 April 2018.  
Photo: Karianne R. Eriksen, The Royal Court.
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http://www.royalcourt.no/nyhet.html?tid=125958&sek=27262
http://www.sothebys.com/en/news-video/blogs/all-blogs/sotheby-s-at-large/2016/09/queen-sonja-print-award-charity-auction.html
http://www.sothebys.com/en/news-video/blogs/all-blogs/sotheby-s-at-large/2016/09/queen-sonja-print-award-charity-auction.html
http://www.sothebys.com/en/news-video/blogs/all-blogs/sotheby-s-at-large/2016/09/queen-sonja-print-award-charity-auction.html
http://www.queensonjaprintaward.no
http://www.queensonjaprintaward.no
http://www.regjeringen.no/en/aktuelt/establishment-of-artica-svalbard-foundation/id2520590/
http://www.regjeringen.no/en/aktuelt/establishment-of-artica-svalbard-foundation/id2520590/
http://www.royalcourt.no/nyhet.html?tid=152792&sek=27262
http://www.royalcourt.no/nyhet.html?tid=152792&sek=27262
http://www.nytimes.com/2008/07/16/arts/design/16crui.html
http://www.nytimes.com/2008/07/16/arts/design/16crui.html
https://www.hurtigruten.com/us/press-releases/2018/hurtigruten-partners-with-queen-sonja-print-award-young-artists-and-royal-art-to-decorate-hybrid-ships/
https://www.hurtigruten.com/us/press-releases/2018/hurtigruten-partners-with-queen-sonja-print-award-young-artists-and-royal-art-to-decorate-hybrid-ships/
https://www.hurtigruten.com/us/press-releases/2018/hurtigruten-partners-with-queen-sonja-print-award-young-artists-and-royal-art-to-decorate-hybrid-ships/
https://www.hurtigruten.com/us/press-releases/2018/hurtigruten-partners-with-queen-sonja-print-award-young-artists-and-royal-art-to-decorate-hybrid-ships/
http://www.royalcourt.no/tale.html?tid=161951&sek=28409&scope=27248 (accessed 18 Apr. 2018)
http://www.royalcourt.no/tale.html?tid=161951&sek=28409&scope=27248 (accessed 18 Apr. 2018)
http://www.royalcourt.no/tale.html?tid=161951&sek=28409&scope=27248 (accessed 18 Apr. 2018)
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News of the 
Print World 

Selected New Editions

Ann Aspinwall, Corona I–III (2018)
Suite of three screenprints, image 28 3/8 x  
21 inches each, sheet 35 1/4 x 27 inches each.  
Edition of 20. Printed and published by Aspin-
wall Editions, New York $1,200.

Ann Aspinwall, Corona III (2018).

Sydney Cross, Present (2018)
Screenprint, 12 1/2 x 28 inches. Unique image. 
Printed and published by the artist, Los Angeles. 
$500.

Sydney Cross, Present (2018).

Patty deGrandpre, Broken Television 29 (2018)
Ink on drafting film with digital addition,  
5 1/2 x 5 1/2 inches. Unique image. Printed and 
published by the artist, Beverly, MA.  $400.

Patty deGrandpre, Broken Television 29 
(2018).

Steven Ford, Untitled (SF180116A) (2018)
Screenprint, collagraph, collage, 33 x 88 inches. 
Unique image. Printed and published by the  
artist, Philadelphia. Available through Dolan/
Maxwell, Philadelphia. $15,000.

Steven Ford, Untitled (SF180116A) (2018).

Don Gorvett, The Shipping Forecast, Blue Moon 
(2018)
Reduction woodcut, 26 x 29 inches. Edition of 24. 
Printed and published by the artist, Portsmouth, 
NH. Available through Piscataqua Fine Arts,  
Portsmouth. $1,800.

Don Gorvett, The Shipping Forecast,  
Blue Moon (2018).

Michael Heizer, Altars - 7 (2017)
Etching with aquatint, 20 1/4 x 20 1/4 inches. 
Edition of 15. Printed and published by Durham 
Press, Durham, PA.  Price on request.

Michael Heizer, Altars - 7 (2017).

Clare Humphries, A small distance  
(every 29 days) (2017)
Reduction linocut, sand blasted glass, 26.7 x  
29.7 cm. Edition of 2 (varied edition). Printed  
and published by the artist, Melbourne, Australia 
and London. $660 AUD.

Clare Humphries, A small distance (every  
29 days) (2017).

Gesine Janzen, Light We Cannot See 1 (2017)
Woodblock print, 27 x 34 inches. Unique image. 
Printed and published by the artist, Bozeman, 
MT $750.

Gesine Janzen, Light We Cannot See 1 (2017).

Emil Lukas, Assembly Minor (2017)
Woodblock , 28 1/4 x 28 inches. Edition of 12.  
Printed and published by Durham Press,  
Durham, PA. Price on request.

Emil Lukas, Assembly Minor (2017).

Mongezi Ncaphayi, The Gathering (2017)
Monotype with handwork, 54 x 55 cm. Unique 
image. Printed and published by David Krut 
Workshop (DKW), Johannesburg, South Africa. 
Available through David Krut Projects, New York. 
$1,200.

Mongezi Ncaphayi, The Gathering (2017).
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John-Mark Schlink, Sacred Site (2017)
Intaglio (etching, engraving on two copper 
plates), 18 x 24 inches. Edition of 5. Printed and 
published by the artist, St. Paul, MN. $700.

John-Mark Schlink, Sacred Site (2017).

Lara Vaienti, Untitled is the State of the World 
(2018)
Collagraph, intaglio, 50 x 47 cm. Variable edition 
of 3. Printed and published by the artist, Venice, 
Italy.  €1,500.

Lara  Vaienti, Untitled is the State of the 
World (2018).

Sandy Walker, Forest Rhapsody (2017)
Woodcut, 48 x 36 inches. Edition of 6. Printed 
and published by the artist, Oakland, CA. €1,500.

Sandy Walker, Forest Rhapsody (2017).

Mary Prince, Hop’s View I (2018)
Linoleum/woodblock with stencils, 22 x 30 
inches. Edition of 25. Printed and published 
by the artist in collaboration with Anthony 
Kirk, New Salem, NY. Available from Stewart &  
Stewart, Bloomfield Hills, MI. $1,850.

Mary Prince, Hop’s View I (2018).

Yvonne Rees-Pagh, The Strange Dragon Blood 
Tree of Socotra Island (2017)
Etching, 160 x 210 cm. Unique image. Printed 
and published by the artist, Hobart, Tasmania,  
Australia.  $2,200 AUD.

Yvonne Rees-Pagh, The Strange Dragon 
Blood Tree of Socotra Island (2017).

Jenny Robinson, LUCE LIQUIDA (2018)
Book arts, drypoint, carboundum and intaglio,  
10 x 20 inches. Unique work. Printed and pub-
lished by the artist at the Scuola Internatzionale 
di Grafica, Venice $1,200.

Jenny Robinson, LUCE LIQUIDA (2018).

Conrad Ross, Camellia/Roundabout (2018)
Lithograph, woodcut, collagraph and engraving, 
20 x  15 inches. Edition of 5. Printed and published 
by the artist, Auburn, AL. Available through Ross 
Koenig, Ross Collections, Auburn. $700.

Conrad Ross, Camellia/Roundabout (2018).

Bill Pangburn, Hudson Beiseite 3 (2018)
Relief print (woodcut), 84 x 30 inches. Edition of 
10. Printed and published by the artist, New York. 
Available through Art Mora Gallery, Ridgefield 
Park, NJ. $3,500.

Bill Pangburn, Hudson Beiseite 3 (2018).

Elvia Perrin, Slate (2018)
Intaglio, 35 x 25 inches. Unique image. Printed 
and published by the artist, Austin, TX.  
Available through Wally Workman Gallery, Aus-
tin, TX. $1,500.

Elvia Perrin, Slate (2018).

Bundith Phunsombatlert, Returning Dialogue: 
Fragments of Blue and White Porcelain (2017)
Digital printing transfers on fragments of blue 
and white porcelain displayed in an archival 
clamshell box, archival box: 16 x 27 x 2 inches 
open, 16 x 13 x 2 1/4 inches closed. Edition of 4. 
Printed and published by the artist, New York. 
$4,200.

Bundith Phunsombatlert, Returning Dialogue: 
Fragments of Blue and White Porcelain 
(2017).
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LINCoLN, NE
“Pattern Play: Woodcut Print Invitational”
1 June – 31 July 2018
Constellation Studios
http://constellation-studios.net

LoNDoN
“Historical Baggage: Glenn Brown 
and his Sources”
15 May – 22 July 2018
British Museum
https://glenn-brown.co.uk/

“Print! Tearing It Up”
8 June – 22 August 2018
Somerset House
http://somersethouse.org.uk

“Aftermath: Art in the Wake of 
World War I”
5 June – 23 September 2018
Tate Britain
http://tate.org.uk

LoS ANGELES
“The Chiaroscuro Woodcut in 
Renaissance Italy”
3 June – 16 September 2018
“To Rome and Back: Individualism  
and Authority in Art, 1500–1800”
24 June 2018 – 17 March 2019
“The Business of Prints”
21 September 2017 – 28 January 2018
“Picturing the Masses: Germany, 1900–1938”
14 April – 26 August 2018
Los Angeles County Museum of Art
http://www.lacma.org/

MADISoN, WI
“Art/Word/Image”
12 December 2017 – 12 August 2018
“Far out: Art from the 1960s”
19 May – 2 September 2018
Madison Museum of Contemporary Art
http://mmoca.org

EUGENE, oR
“A Decade of Collecting”
2 June – 2 September 2018
Jordan Schnitzer Museum of Art,  
University of Oregon
https://jsma.uoregon.edu

FoRT WoRTH, TX
“Hedda Sterne: Printed Variations”
28 July 2018 – 27 January 2019
Amon Carter Museum of American Art
http://cartermuseum.org

FRANKFURT
“Frank Auerbach & Lucian Freud”
16 May – 12 August 2018
Städel Museum
http://www.staedelmuseum.de/

GRAVELINES, FRANCE
“Chemins de Traverse:  
Wendelien Schonfeld —Pascale Hémery”
7 April – 16 September 2018
Musée du dessin et de l’estampe originale  
de Gravelines
http://gravelines-musee-estampe.fr/

HoUSToN, TX
“Cary Leibowitz: Museum Show”
12 May – 26 August 2018
Contemporary Art Museum Houston
http://camh.org

KRAKoW
“Eclipse and Deluge. Accidental Powers  
and oblique Contingencies”
6 July – 5 August 2018
International Cultural Centre
http://www.en.triennial.cracow.pl/

LE LoCLE, SWITzERLAND
“Triennial of Contemporary Prints”
17 June – 14 October 2018
Musée des beaux-arts du Locle
http://mbal.ch

Exhibitions of Note

AARAU, SWITzERLAND
“Pictures for Everyone: Prints and Multiples 
by Thomas Huber, 1980–2018”
4 May – 11 November 2018
Aargauer Kunsthaus
http://aargauerkunsthaus.ch

BEDFoRD, UK
“Bawden’s Beasts”
10 February 2018 – 27 January 2019
The Higgins Bedford
http://thehigginsbedford.gov.uk

BELLEVUE, WA
“Alex Katz: A Life in Print, Selections from 
the Collections of Jordan D. Schnitzer and 
His Family Foundation”
1 June – 14 October 2018
Bellevue Art Museum
http://bellevuearts.org

BERLIN
“Tacita Dean: Quarantania”
28 April – 28 July 2018
Niels Borch Jensen
http://nielsborchjensen.com

BoSToN
“Japanese Prints: The Psychedelic Seventies”
2 February – 12 August 2018
“The Art of Influence: Propaganda  
Postcards from the Era of World Wars”
28 July 2018 – 21 January 2019
Museum of Fine Arts Boston
https://www.mfa.org/

CAMBRIDGE
“Designed to Impress”
13 March – 2 September 2018
Fitzwilliam Museum
http://www.fitzmuseum.cam.ac.uk

CHICAGo
“Helen Frankenthaler Prints:  
The Romance of a New Medium”
20 April – 30 September 2018
“Charles White: A Retrospective”
8 June – 3 September 2018
The Art Institute of Chicago
http://artic.edu

“Expanding Narratives: Theme and  
Variations—The Multiple Sorceries of  
Félix Buhot”
24 April – 22 July 2018
Smart Museum of Art,  
The University of Chicago
http://smartmuseum.uchicago.edu

CLEVELAND
“Kerry James Marshall: Works on Paper”
9 June – 21 October 2018
The Cleveland Museum of Art
http://www.clevelandart.org

CoBURG, GERMANY
“Rembrandt. Von der Macht und  
ohnmacht des Leibes”
22 June – 9 September 2018
Kunst Sammlungen der Veste Coburg
http://www.kunstsammlungen-coburg.de

In Chicago, through 3 September: “Charles White: A Retrospective.” Charles White, Sound of Silence 
(1978), color lithograph, 63.8 × 89.7 cm. Printed by David Panosh and published by Hand Graphics, Ltd. 
The Art Institute of Chicago, Margaret Fisher Fund. ©The Charles White Archives Inc.
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PHILADELPHIA
“Biting Wit and Brazen Folly:  
British Satirical Prints, 1780s–1830s”
4 May – 22 August 2018
Philadelphia Museum of Art
https://www.philamuseum.org/

“Daniel W. Coburn: Becoming a Spector”
“Julie Anne Greenberg: Considerable 
Uncertainty Remains”
“Jacob Koestler: Copy of a Copy”
18 May – 4 August 2018
The Print Center
http://printcenter.org

NoRTHAMPToN, MA
“体 Modern Images of  
the Body from East Asia”
2 February – 26 August 2018
“Flowering Stars: Prints by Dwight Pogue”
13 April – 19 August 2018
Smith College Museum of Art
http://smith.edu/artmuseum

PASADENA, CA
“Line & Color: The Nature of Ellsworth Kelly”
1 June – 29 October 2018
Norton Simon Museum
https://www.nortonsimon.org/

MELBoURNE, AUSTRALIA
“Colony: Frontier Wars”
15 March – 2 September 2018
National Gallery of Victoria
http://ngv.vic.gov.au

MILAN, ITALY
“Matt Mullican: The Feeling of Things”
12 April – 16 September 2018
Pirelli HangarBicocca
http://hangarbicocca.org

MILWAUKEE, WI
“Daring Technique: Goya and  
the Art of Etching”
20 April – 9 September 2018
Milwaukee Art Museum
http://mam.org

MINNEAPoLIS
“Piranesi Prisons”
10 March – 14 October 2018
Minneapolis Institute of Art
https://new.artsmia.org/

MISSoULA, MT
“John Baldessari: Interference Effects, 
Selections from the Collections of Jordan 
D. Schnitzer and His Family Foundation”
27 March – 25 August 2018
Missoula Art Museum
http://missoulaartmuseum.org

NEW BRUNSWICK, NJ
“Set in Stone: Lithography in Paris, 1815–1900”
20 January – 29 July 2018
Zimmerli Art Museum, Rutgers University
http://zimmerlimuseum.rutgers.edu

NEW YoRK
“New Prints 2018/Summer”
21 June – 21 September 2018
International Print Center New York
http://ipcny.org

“Selections from the Department of  
Drawings and Prints: Life at Court”
1 May – 30 July 2018
“on the Ropes: Vintage Boxing Cards  
from the Jefferson R. Burdick Collection”
2 July – 21 October 2018
Metropolitan Museum of Art
https://www.metmuseum.org/

“Accidental, Elemental, Abstraction:  
Minna Citron”
14 June – 16 August 2018
The Louise and Bernard Paltiz Gallery, 
Syracuse University Lubin House
http://suart.syr.edu/the-palitz-gallery

“obsession: Nudes by Klimt, Schiele  
and Picasso from the Scofield Thayer  
Collection”
3 July – 7 October 2018
The Met Breuer
http://metmuseum.org

“Wayne Thiebaud, Draftsman”
18 May – 23 September 2018
The Morgan Library & Museum
http://themorgan.org

“David Wojnarowicz: History  
Keeps Me Awake at Night”
13 July – 30 September 2018
Whitney Museum of American Art
http://whitney.org

In New York, through 30 July: “Selections from the Department of Drawings and Prints: Life at Court.” 
Lucas Cranach the Elder, The Stag-Hunt (1506), woodcut, second state of two, 4.2 × 19.9 cm.  
Metropolitan Museum of Art, Rogers Fund, 1922.

In San Francisco, through 8 December: “First Impressions: Prints from the Anderson Collection.”  
Richard Diebenkorn, #1 (the artist’s wife, Phyllis), from 41 Etchings Drypoints (1964), drypoint,  
45.1 x 37.5 cm. Anderson Graphic Arts Collection, gift of the Harry W. and Mary Margaret Anderson 
Charitable Foundation. Courtesy of the Fine Arts Museums of San Francisco.
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TULSA, oK
“Amazing!: Works by Mel Bochner,  
Selections from the Collections of Jordan 
D. Schnitzer and His Family Foundation”
14 October 2018 – 6 January 2019

“Innovative Impressions”
10 June – 9 September 2018
Philbrook Museum of Art
https://philbrook.org/

WASHINGToN, DC
“Baselitz: Six Decades”
21 June – 16 September 2018
Hirshhorn Museum and Sculpture Garden
http://hirshhorn.si.edu

“Sharing Images: Renaissance Prints 
into Maiolica and Bronze”
1 April – 5 August 2018
National Gallery of Art, Washington
http://nga.gov

“Black out: Silhouettes Then and Now”
11 May 2018 – 10 March 2019
National Portrait Gallery, Smithsonian Institution
http://npg.si.edu/

Fairs

CHICAGo
“EXPo Chicago”
27 – 30 September 2018
Navy Pier
http://expochicago.com

NEW YoRK
“NY Art Book Fair”
21 – 23 September 2018
MoMA PS1
http://nyartbookfair.com

PARIS
“Multiple Art Days”
14 – 16 September 2018
Monnaie de Paris
http://www.multipleartdays.fr/

SAN FRANCISCo
“Summer Choices: A Group Exhibition”
5 July – 8 September 2018
Crown Point Press
https://crownpoint.com/

“Weapons of Mass Seduction: 
The Art of Propaganda”
5 May – 7 October 2018
“First Impressions: Prints from 
the Anderson Collection”
2 June – 8 December 2018
de Young Museum
https://deyoung.famsf.org/

SANTA FE, NM
“Rolande Souliere: Form and Content”
9 January 2018 – 27 January 2019
IAIA Museum of Contemporary Native Arts
http://iaia.edu

SEATTLE
“Polychromatic Perspectives”
6 July – 28 July 2018
Davidson Galleries
http://davidsongalleries.com

TAMPA, FL
“Restricted: Hidden Gems from  
the USF Collection”
8 June – 4 August 2018
USF Contemporary Art Museum
http://usf.edu/arts

PITTSBURGH, PA
“Adman: Warhol Before Pop”
27 April – 2 September 2018
The Andy Warhol Museum
https://www.warhol.org

PoNCE, PUERTo RICo
“Pequeños tesoros de la Frick Collection”
17 March – 6 August 2018
Museo de Arte de Ponce
https://www.museoarteponce.org

PoRTLAND, oR
“Jenny Holzer: Use What is Dominant  
in a Culture to Change it Quickly”
19 July – 22 August 2018
Pacific Northwest College of Art 
https://cal.pnca.edu/

PRINCEToN, NJ
“Frank Stella Unbound:  
Literature and Printmaking”
19 May – 23 September 2018
Princeton University Art Museum
http://artmuseum.princeton.edu

PULLMAN, WA
“Person(a): Portraitures, Selections from 
the Collections of Jordan D. Schnitzer  
and His Family Foundation”
6 April – 4 August 2018
Jordan Schnitzer Museum of Art
http://museum.wsu.edu

In Fort Worth, TX, through 27 January: “Hedda Sterne: Printed Variations.” Hedda Sterne, Untitled 
(Metaphores and Metamorphoses VII) (1967), lithograph, 20 1/16 x 20 1/8 inches. ©2018 The Hedda 
Sterne Foundation / Artists Rights Society (ARS), New York.
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Call for Entries: Mario Avati Académie  
des Beaux-Arts Printmaking Award
The Mario Avati Académie des Beaux-Arts 
Printmaking Award was established in 2013 under 
the auspices of the Académie des Beaux-Arts in 
Paris. Entries are open to contemporary print-
makers from around the world, and the award is 
comprised of an exhibition and a $40,000 prize. 
Entries are due by 13 July. Please go to http://www.
academiedesbeauxarts.fr/prix/description.php?id=5
for more information and to apply.  

Big Botany at the Spencer Museum of Art, 
University of Kansas
“Big Botany: Conversations with the Plant 
World” examines the remarkable and com-
plicated connections between plants and 
humans, and alerts all to “the urgent sound of 
a threatened relationship.” The exhibition was 
organized by Stephen H. Goddard, curator at 
the Spencer Museum, whose passion for the 
plant world and his scholarly interest in all art 
inspired by nature form the conceptual founda-
tion of the show.

Several themes are presented in the exhibi-
tion, including botanophilia (“humankind’s 
innate fascination with plant forms”); plant 
morphology & rare books; plant lore & herbaria; 
sustaining plant diversity in a changing world; 
imagined & future plants; and installations cre-
ated specifically for the exhibition.

Works have been sourced from the perma-
nent collection of the Spencer Museum, as 
well as loans and commissioned work by four 
artists-in-residence: Heather Ackroyd & Dan 
Harvey, Sandy Winters and Mathias Kessler.

The beautifully designed exhibition cata-
logue was published by the Museum and 
includes essays from a varied group of artists, 
curators, poets, philosophers, ecologists and 
more. The show runs through 15 July 2018. 
For more information and to download the 
catalogue, please visit https://spencerart.ku.edu/
exhibition/big-botany-conversations-plant-world.

The Roy Lichtenstein Foundation  
Announces Two Major New Gifts
The Roy Lichtenstein Foundation is launch-
ing long-term collaborations with the Whitney 
Museum of American Art and the Smithsonian 
Institution Archives of American Art.

The agreement with the Whitney establishes 
The Roy Lichtenstein Study Collection, initiated 
with the promised gift of more than 400 Lichten-
stein works in all media and from all periods of 
his career, including 145 prints. The Lichtenstein 
Studio will host a series of public and special-
ized programs initiated by the Whitney’s con-
servation, education and curatorial departments 
planned to begin in fall 2018. 

The Foundation’s archives will be digitized in 
collaboration with the Archives of American Art 
and gifted to the Archives in stages. Access to 
the material will be free and open to the public 
on the Archives’ website, and will constitute the 
most complete research resource anywhere on 
the art and life of Roy Lichtenstein.  

International Fine Print Dealers  
Association Appoints David Gursky as 
Executive Director
David Gursky has been appointed as the new 
Executive Director of the International Fine 
Print Dealers Association. Gursky had previ-
ously been president of Global Development at 
Blouinartinfo Corp, vice president of sales and 
marketing at The New York Observer and princi-
pal of Gursky Consulting, LLC, where he worked 
with art associations, fairs, publications and web-
sites. He also served as vice president and group 
publisher for Art+Auction, Modern Painters and  
Gallery Guide magazines.

New Books

William Blake and the Age of Aquarius
Stephen F. Eisenman, with contributions by  
Mark Crosby, Elizabeth Ferrell, Jacob Henry  
Leveton, W. J. T. Mitchell and John P. Murphy
248 pages, 137 color illustrations
Published by Princeton University Press,  
Princeton
$45.

How I Learned to Cook, An Artist’s Life
Barbara Shark
326 pages
Published by Baksun Books, Boulder, CO, 2017
$50.

Roy Lichtenstein with his painting Look Mickey (1961) in his West 26th Street studio, NY, 1964.
Art ©National Gallery of Art. Photograph ©Ken Heyman. Courtesy The Roy Lichtenstein Foundation.

Other News

The Brodsky Center for Printmaking  
and Papermaking Moves to Pennsylvania 
Academy of the Fine Arts
The Brodsky Center for Printmaking and Paper- 
making will be leaving Rutgers for the Penn-
sylvania Academy of the Fine Arts. Established 
in 1986 as the Rutgers Center for Innova-
tive Print and Paper, it was renamed in honor 
of its founder the artist and educator Judith 
Brodsky. Now a member of PAFA’s Contempo-
rary Collections Committee, Brodsky was instru-
mental in bringing the Center to PAFA.

The Center will remain dedicated to enabling 
artists, both established and emerging—and 
especially those from underrepresented commu-
nities—to create new work in paper and print. To 
date it has completed over 300 editions with a 
diverse range of artists, including many in PAFA’s 
collection, such as Melvin Edwards, Joan Sem-
mel and Richard Tuttle. The current director, 
Paula Morsiani will continue to lead to center as 
both an educational endeavor and a professional 
printshop and publisher.

https://spencerart.ku.edu/exhibition/big-botany-conversations-plant-world
https://spencerart.ku.edu/exhibition/big-botany-conversations-plant-world
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Crown Point Press

20 HAWTHORNE STREET SAN FRANCISCO CA 94105

CROWNPOINT.COM  415-974-6273

SUMMER CHOICES: A GROUP EXHIBITION 
JULY 5 - SEPTEMBER 8, 2018

William T. Wiley 
Charmin Billy, 2006 
Color photogravure with burnishing,  
soft ground etching and spit bite aquatint
41½ x 34", edition 10 

INQUIRIES
East Coast
Deborah Ripley
+1 212 644 9059
deborah.ripley@bonhams.com

West Coast
Morisa Rosenberg
+1 323 436 5435
morisa.rosenberg@bonhams.com

PRINTS & MULTIPLES 
Los Angeles & New York
Consignments now invited

International Auctioneers and Appraisers 

 bonhams.com/prints

MAURITS CORNELIS ESCHER (1898-1972)
Relativity (Relativteit), 1953
Lithograph
Sold for $92,500
World-record for M.C. Escher’s Relativity 
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© 2018 Bonhams & Butterfields Auctioneers Corp.  
All rights reserved. Bond No. 57BSBGL0808
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Dolan/Maxwell
2046 Rittenhouse Square

Philadelphia, Pennsylvania 19103
215.732.7787

www.DolanMaxwell.com
 

Fred Becker, Encounter 1956, color woodcut & linocut on Webril, edition of 15, image 35 x 46 3/4”; sheet 39 x 51”

Fred 
Becker 

(1913–2004)

The estate of 
Fred Becker 

is represented 
by Dolan/Maxwell

DURHAM PRESS 892 Durham Road | PO Box 159 | Durham, PA 18039 | 610.346.6133 | www.durhampress.com

EMIL LUKAS
ASSEMBLY MAJOR | 2017
28 1/4 x 28 in (71.8 x 71.1 cm)
Relief, Woodblock on Somerset 325gsm 
Edition of 12
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Dan Rizzie
Lazarus Wheel #2, 2018

Monoprint (etching, screenprint, relief, collage, chine collé)
     30 x 23  inches

RICHARD HAAS
MASER
JUDY PFAFF
DAN RIZZIE
ALISON SAAR
SWOON

VISIT OUR WEBSITE TO 
SEE NEW PRINTS FROM 

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

Stay informed via eBlast.

New issues.
New edition releases.
New book releases.
Opening exhibitions.
Auction information.

Receive Art in Print’s weekly News of the Print World via email.
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Suscríbete a la revista  
sobre grabado  
más pionera

Subscribe to the most 
pioneering print magazine



Complete your library now.
Purchase digital or print  
back issues of Art in Print at 
www.magcloud.com/user/
established-2011. 

Back Issues of Art in Print

Volume Two / May 2012 – April 2013

Volume One  / May 2011 – April 2012

Volume 1, Number 1 Volume 1, Number 2 Volume 1, Number 3 Volume 1, Number 4 Volume 1, Number 5 Volume 1, Number 6

Volume 2, Number 1 Volume 2, Number 2 Volume 2, Number 3 Volume 2, Number 4 Volume 2, Number 5 Volume 2, Number 6

Volume Three / May 2013 – April 2014

Volume 3, Number 1 Volume 3, Number 2 Volume 3, Number 3 Volume 3, Number 4 Volume 3, Number 5 Volume 3, Number 6

Volume Four / May 2014 – April 2015

Volume 4, Number 2Volume 4, Number 1 Volume 4, Number 3 Volume 4, Number 4 Volume 4, Number 5 Volume 4, Number 6

Volume Five / May 2015 – April 2016

Volume 5, Number 1 Volume 5, Number 2 Volume 5, Number 3 Volume 5, Number 4
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Contributors to this Issue

Nicholas Alguire is a designer living and working in Brooklyn. He is a graduate 
of The School of The Art Institute of Chicago and is the founder and editor of an 
anthology of short stories, art and poetry called Storyfile.

Renée Bott earned her MFA from The California College of Arts and Crafts and 
worked as a printer for Crown Point Press. For 20 years she was a partner and Mas-
ter Printer of Paulson Bott Press, publishing over 500 editions with artists such as 
Martin Puryear, Kerry James Marshall and Tauba Auerbach. In 2015, the archive of 
Paulson Bott Press was acquired by the deYoung Museum in San Francisco.

Catherine Daunt is the Hamish Parker Curator of Modern and Contemporary 
Graphic Art at the British Museum. She was the Project Curator for the 2017 exhi-
bition “The American Dream: pop to the present” and co-author of the accompa-
nying publication. She was previously Assistant Curator at the National Portrait 
Gallery, London, and obtained her PhD from the University of Sussex in 2015.

Stephanie Delamaire  is the Associate Curator of Fine Arts at Winterhur 
Museum. She earned her PhD in Art History from Columbia University and is a 
specialist in American prints and the trans-national art market. She has received 
fellowships from the Andrew W. Mellon Foundation, the National Endowment for 
the Humanities and the Terra Foundation for American Art..

Ruth Fine was Curator for the National Gallery of Art, Washington, DC, from 
1972-2012. Starting as curator of Lessing J. Rosenwald’s collection, she oversaw its 
transfer to the National Gallery in 1980. She was the NGA’s first Curator of Modern 
Prints and Drawings; as Curator of Special Projects in Modern Art she organized 
exhibitions on Gemini GEL, Crown Point Press, Helen Frankenthaler, Jasper Johns 
and Romare Bearden among others, and oversaw the distribution to museums 
across the US of the Dorothy and Herbert Vogel Collection. Now based in Phila-
delphia, she is Chair of the Roy Lichtenstein Foundation Board and serves on the 
board of the Fabric Workshop and Museum.

Sarah Kirk Hanley is an independent print specialist and critic based in the New 
York area. She is a contributor to Art in Print and a consulting expert for 1stdibs.com 
and Art Peritus Advisors & Appraisers.

Erik Hougen received a BFA from Minnesota State University, Moorhead, and 
an MFA from Pratt Institute. He has exhibited at the Smithsonian National  
Portrait Gallery, the Bronx Museum, Planthouse, University of Vermont and  
Sugarlift. With Brad Ewing, he is one half of Marginal Editions. Currently Erik is 
the Artistic Director and Master Printer at Lower East Side Printshop. He lives and 
works in Brooklyn.

Joan Irving received her MS in Art Conservation from Winterthur and the Uni-
versity of Delaware, and a BA in Art History from the University of Pennsylvania. 
From 1995 to 2008 she served as paper conservator and Head of Paper Conserva-
tion at the Conservation Center for Art and Historic Artifacts, Philadelphia. She 
is now is Winterthur’s paper conservator and Affiliated Assistant Professor for the 
Winterthur/University of Delaware Program in Art Conservation.

Anne Leonard is Senior Curator of European Art and Director of Publications 
and Research at the Smart Museum of Art, and Lecturer in the Department  
of Art History, all at the University of Chicago.  Her publications include the 
exhibition catalogue Awash in Color: French and Japanese Prints (co-edited with 
Chelsea Foxwell, 2012) and The Routledge Companion to Music and Visual Culture 
(co-edited with Tim Shephard, 2014).

Sarah Rose Sharp is a Detroit-based artist, writer and cultural commentator. 
Her work is published in Hyperallergic, as well as Art in America, Flash Art Inter-
national, Sculpture magazine and a variety of other local, national and interna-
tional publications. She is also an interdisciplinary artist, specializing in fiber-based  
constructions, and has shown work in Detroit, New York and Seattle.

Susan Tallman is the Editor-in-Chief of Art in Print. 
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ECLIPSE AND DELUGE:
Accidental Powers

and Oblique Contingencies

DEBORAH
CORNELL

Winner of the Grand Prix of the Interna�onal Print Triennial 
Krakow 2015

INTERNATIONAL CULTURAL CENTRE
Rynek Glowny 25, 31-008 Krakow Poland 

July 5-August 5, 2018

An accompanying exhibi�on of the 
Interna�onal Print Triennial Krakow 2018
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multipleartdays.fr

prints, multiples, artists’ books, vinyls…

WHERE ART 
MULTIPLIES ITSELF

Multiple Art Days 
14, 15 & 16 September 2018 
@ Monnaie de Paris, FranceMonnaie de Paris, France

prints, multiples, artists’ books, vinyls…

multipleartdays.fr

prints, multiples, artists’ books, vinyls…
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Lake Series
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Presenting Sponsor

27–30 SEPTEMBER 2018
OPENING PREVIEW THURSDAY 27 SEPT

CHICAGO | NAVY PIER

  THE  INTERNATIONAL  EXPOSITION  OF
 CONTEMPORARY AND MODERN ART

expochicago.com
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