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Foreword 

his exhibition and the accompanying catalogue The exhibition was organized by Elvehjem Museum 

celebrate the breadth of printmaking in Wis- Curator of Prints and Drawings Andrew Stevens, who, 

consin and document the work of the past 150 in his ten years on the staff, has consistently developed 

years as both the university and the state celebrate their quality exhibitions both from our collection and from 

sesquicentennials. The exhibition 150 Years of Wisconsin other available resources. An advisory committee of 

Printmaking reveals the wealth of artwork that Wiscon- scholars and professionals worked with Stevens to 

sin has produced since its statehood and will certainly develop the theme and scope of the exhibition and 

deepen the public’s understanding and appreciation of ensure a broad overview of printmaking in Wisconsin. 

Wisconsin and its artists. This project plays an important Committee members include Arthur Hove, retired 

role in the commemoration of the state’s and university’s special assistant to the provost of the University of 

150 year celebrations. Wisconsin—Madison who is currently gathering an oral 

It is entirely appropriate that the Elvehjem Museum history of printmaking at the University of Wisconsin; 

of Art should mount such an examination of the state’s David Prosser, a dedicated amateur historian of print- 

printmaking history, for the museum has actively col- making in Wisconsin from the 1920s through the 

lected prints by state printmakers since its inception and 1950s; and James Watrous, professor emeritus of art 

has worked closely with the UW-Madison Department history and an expert on the history of American 

of Art, which played a significant part in developing printmaking in this century. In addition to helping 

printmaking in the state. select works for the exhibition, the committee also 

Since the late 1940s, the UW—Madison Department assisted with research into printmakers and in locating 

of Art has had a national reputation for printmaking and examples of the artists’ works. 

educating artists in printmaking techniques. Works by I also want to acknowledge the support of our 

such artists as David Becker, Warrington Colescott, Jack museum staff, in particular, Jerl Richmond for mounting 

Damer, Ray Gloeckler, Dean Meeker, Frances Myers, the exhibition, Kathy Paul for securing funding, Anne 

and William Weege are included in museum and private Lambert for planning educational programs, and Patricia 

collections around the world, as well as in this catalogue. Powell for editing this catalogue. 

The UW-Madison Department of Art offered one of This exhibition was generously supported, in part, 

the first courses on the history of printmaking in the by grants from the Wisconsin Sesquicentennial Com- 

United States, while UW—Madison emeritus professor mission with funds from individual and corporate con- 

James Watrous wrote A Century of American Printmaking, tributors and the State of Wisconsin; Consolidated 

the definitive volume on this subject, which is used by Papers Foundation, Inc.; Evjue Foundation, Inc./The 

students and scholars throughout the country. Capital Times; Lands’ End, Inc.; Dane County Cultural 

Printmaking has been an important part of the Affairs Commission with additional support from the 

history of the state: prints constitute the first images Madison Community Foundation; and the Kohler 

that attracted settlers to Wisconsin; fine lithographs Foundation. 

were produced by the successful publishers in Milwaukee; 

Wisconsin’s pioneering rural arts project resulted in 

many prints; and many of the state’s most important Russell Panczenko 

contemporary works of art are in the print medium. Director 
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Printmaking in Wisconsin 

By Andrew Stevens 

Printmaking before 1848 These images, as was part of their intent, brought 

more people to the Midwest, and with the influx of 

Printmaking has represented Wisconsin since before it skilled workers the larger cities, like Milwaukee, became 

was a state. In the early 1800s accounts of the lands in more self-sufficient and began to develop specializations 

the Midwest were brought to Europeans in the form of based on their locally available natural resources. Print- 

explorer’s journals and were commonly illustrated with making, which requires a substantial amount of special- 

prints derived from sketches made on the spot by Euro- ized equipment and skilled labor if it is to be carried out 

pean travelers. Whether or not these can be considered commercially, was an early industry in Milwaukee. 

Wisconsin prints, as they were not made in this country Sometimes the early rise of printmaking in Milwaukee is 

of land not yet a state, they nevertheless are the first to credited to the low cost of paper so near to its source in 

picture the prenascent state with the special qualities the Wisconsin’s paper mills. But there would have been 

that printmaking affords its subject. These qualities— no printmaking in Wisconsin without the influx of arti- 

reproducibility, low cost, and easy distribution—are fac- sans skilled in the techniques of lithography. 

tors that inform the practice of printmaking to this day 

even as style gives way to style, and the rationales that 

inform artistic production transform themselves. Wisconsin’s First Printmakers 

Among the many images of Wisconsin that were 

published abroad in the first half of the nineteenth cen- In the second half of the nineteenth century, starting 

tury, the view of Fort Howard, on Green Bay (see color about a decade after statehood, immigrants from Ger- 

plate 1) is fairly typical. The image appeared in Francis, many established lithographic printing houses in Mil- 

Comte de Castleman’s 1842 Vues et Souvenirs de waukee that produced the first prints in Wisconsin. 

l’Amerique du Nord, which described the young America Most work these lithographic houses did was commer- 

for French audiences. It focused upon the more rustic cial; all were in business to make a profit, and ephemeral 

parts of Wisconsin than upon its cities and is probably commodities like labels, advertising broadsides, even 

more of an evocation of the structures that stood there stock certificates were an important part of their output. 

in 1842 than a literal record, particularly if one is to However, there are efforts that rise above the general 

judge by a detail like the implausibly large and histori- run of the products these companies produced, both by 

cally unlikely eight-starred and eleven-striped flag that the evident pride that their producers took in them and, 

flies within the fort’s palisades. Still, the pile of logs at in retrospect, from a historical prospective. Whether or 

the left of the image on a conveniently protected dock not they are seen as fine art, these serve as milestones in 

does hint at the wealth of natural resources which the early history of Wisconsin printmaking. 

would be important to Wisconsin’s state economy. All The first successful printmaker in Wisconsin was 

of the earliest prints of Wisconsin were created by pro- Henry Siefert, Sr. (born in 1824 in Saxony and died in 

fessional traveling artists like James Otto Lewis and 1911 in Milwaukee), who came to the United States 

George Catlin, who made their living by bringing from Germany in 1852 and by 1859 had established 

back images of the people, activities, and landscape of Siefert and Robins, the first of several Milwaukee litho- 

the frontier and offering Americans of the eastern cities graphic firms that bore his name. Over the next twenty 

and Europeans glimpses of a new and promising land years he lent his name to various firms and finally to the 

(Butts, 22-50). Milwaukee Lithographing and Engraving Company, 

9
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where he was president until 1899 (Merrill 1997, 120). view of Milwaukee Bay. The busy population that 

The elaborately framed images from around the City of inhabits these scenes gives the impression of Milwaukee 

Milwaukee of 1886 is an example of the lithography as a city with active commerce and an active social side. 

company’s contribution to the growing number of city Along with such civic prints, the Milwaukee 

images made in the nineteenth century. Designed for Lithographing and Engraving Company produced 

the Milwaukee Lithographing and Engraving Company such commercial products as labels, handbills, and other 

by Albert Mueller, about whom little information commercial ephemera, as well as elaborate and colorful 

exists, the lithograph (figure 1) brings together the prin- posters. One of these was designed by Otto Becker for 

cipal civic attractions of Milwaukee. The ornate verdant the Milwaukee Mardi Gras of 1888 (see color plate 2). 

framing which includes wildflowers, trees, insects, ani- This annual festival, hosted jointly by the Milwaukee 

mals, and a group of women and children hints that the Turnverein and the Milwaukee Musical Society, was 

city is situated in an idyllic setting. The landmarks thus held at the Milwaukee Industrial Exposition building, 

framed include: (starting from upper left) a view of Lake which can be seen in the background of the print. 

Michigan from Luddeman’s farm, Plankinton House, The exposition building with its gallery was also host 

Forest Home Cemetery, Washington monument, the to art exhibitions that were part of the annual Milwau- 

post office, Chamber of Commerce beside Mitchell’s kee Industrial Expositions, which were held from 1881 

Bank, Soldiers Home Park, the Milwaukee County until the building was destroyed by fire in 1905 (Merrill 

Courthouse, National Park, Republican House, the 1997, 84). 

opera house beside City Hall, Schlitz’s Park, Northwest- The most famous printmaker in early Wisconsin was 

ern Mutual Life Insurance Company Building, The one of Siefert’s early partners, Louis Kurz (Ludwig 

Exposition Building, St. Paul’s Church, Soldier’s Home, Ferdinand Josef Kurz von Goldenstein). He had come to 

Alexander Mitchell’s elaborate residence with its adjoin- Milwaukee in 1848; by 1852 he was designing and 

: ing garden, the West Side Turn Hall, and the Chicago, painting sets for his father’s German-language theater. 

Milwaukee, and St. Paul Train depot, all surrounding a He moved to Chicago, most likely with his father, in 

10
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1853, to learn the craft of lithography. In 1856 Kurz lithograph of the Milwaukee Engine Co. No. 1, by 

returned to Milwaukee and listed himself as “artist and Louis Lippman in the collection of the Milwaukee 

lithographer” in the Milwaukee city directory. Probably County Historical Society). At the time this lithograph 

he was supplying designs for the two lithographers in was made the capitol had no dome, and the dome that 

town, Siefert and Siefert’s former employee Louis Lipp- appears here is not the one that was finally built in 1868. 

man. In 1861 Kurz and Siefert joined together for two However, by 1863 L. Kurz and Company too had 

years and published a portrait of visiting opera singer been dissolved, to be replaced by another, equally short- 

Inez Fabbri and a set of views of towns in Wisconsin. lived association with FE Mortimer Lane. It was perhaps 

All the town views are labeled as drawn by Kurz, sug- during this venture that he published a lithograph 

gesting that he was the draftsman of this venture. In showing a view of the second capitol building (figure 

1862 Kurz received backing from Hans Boebel to estab- 2), built in Madison in 1857, surrounded by vignettes of 

lish L. Kurtz and Company (Beckman 1982, 14-16). _ mostly architectural scenes around the city. As with the 

During the partnership of Kurtz and Boebel, Kurz image of the Madison Engine Company, the dome that 

produced the group lithograph showing the Madison appears on the capitol here, is not the one that was 

Engine Company No. 2 (see color plate 3), which bears finally built. Starting clockwise from the top, the 

the business name “L. Kurz & Co.” as the printers. vignettes show the view of the city from the Water 

The publishers are listed as the engine company itself, Cure, the courthouse, Baptist church, Methodist church, 

meaning probably, that the engine company hired the synagogue and adjacent Congregational Church, the 

artist and printer to produce the work. Like many hospital for the insane, the Water Cure building, the uni- 

lithographic group portraits of the time, the heads of versity, the Episcopal church, the Presbyterian church, 

the members of the company are well-individualized the cathedral, and the city hall. The choice of views of 

portraits, but they fit rather awkwardly on the bodies. Madison emphasize the city’s institutions of religion, 

This is most likely the result of the practice of working education, and government. The less verdant greenery, 

up the individual portraits from a collection of photo- which surrounds the buildings and more modest foliage 

graphs, while the bodies and background are drawn in that sprouts from the rustic framework that separates the 

afterwards, sometimes by a completely different hand. vignettes from each other, places less emphasis on the 

(A clearer example of this can be seen in the similar natural charms of the city than does the style of 

11
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Figure 3 courthouse is convincingly rendered, and the three- 

Oscar von Zastrow color print with which it is printed provides some addi- 

Active ca. 1870 tional interest to the sky and grounds that surround the 

oe ae ts edifice. The well-dressed figures in the foreground and 

SE cai : the streetcar in the background are combined with the 
State Historical Society of Wisconsin, WHi(x3)2322 ae & 3 zi . 

ornate building to promote the impression of Milwau- 

f eNUae eae ee. Pees kee as prosperous and sophisticated. 

poze < Hea ie ee Ba ar a The fact that Milwaukee’s lithographic industry was 

a Se ae ue a os erometricran eng Eee dominated by German emigrés reflects the larger situa- 

eae oes meee suited to the tion in the visual arts in the city. The first painter to set 

ees ae aa rea ee up classes in the city, Henry (Henrich) Vianden, found 

battl ent ee ae pe Bee i ees the vast majority of his students among the large popula- 

me Se - ue A a as - a © eae a tion of first- and second-generation Germans. He encour- 

neEe 8 a ue a Os een wor a aged those students who he thought would benefit from 

ae eee tics was Cestroyed' by the great it most to study in Munich. Thus many artists coming 

ebicaee Bren 1371. t ay into their own in Milwaukee at the end of the nineteenth 
Doniat and Zastrow are listed below this image of Pee ee Geena ese eine amd Munich eained 

the Milwaukee courthouse of about 1870 (figure 3) as ES : = P 

the publishers. They were competitors of Kurz in the Peete Bedieek, one of Henry Vanden’ cident, was 

ve pe producing rae eed aerial apprenticed as a sign painter until he was nineteen, in 

n Smicria es ee i on si ee 1879. That year he went to study in at the Miinchner 

pe ee Ose on oe . h nto hen! h Akademie (Munich Academy), probably accompanied 

saSteOw et ore Ae a aoe © at ‘i aoe by Louis Otto Kurz, son of the lithographer Louis Kurz. 

x Oy ans OF SNASCOUSETEDY fe SC pin Oulat an Until 1884 Enders studied in Munich, like many 
Zastrow around 1870 (Merrill 1997, 149-50). The 
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Milwaukeeans including the famous painter Carl von Figure 4 

Marr and Louis Kurz in the previous generation and Frank Enders eee ; . 

Carl Holty in the next. In 1888 Enders became director a 1860-1921 

of the annual exhibition at the art gallery in the Mil- oe i ap a 
a ey ; oa g, 514 x 121/2 in, 

waukee Exposition Building and was elected recording Milwaukee Art Museum, gift of George Raab, M1918.7 

secretary of the Milwaukee Art Association. That same 

year he etched Jones Island (figure 4), along with another ee , . ; : 
view? af Jones Island which is Heel a pendane-1o <is institute’s graphic arts committee the previous year 

print, judging by its similar dimensions. (Both prints are when it presented an exhibition of seventy-five pea 

in the collection of the Milwaukee Art Museum.) by Beha Jaques and tt apy “etbatiile seca eee 

During the next five years, Enders spent little time in ie ate ae ee ae also - of Jaanes' 

Milwaukee but traveled in the west and then worked in woe eee to COSOUFABE AEE 10 Ereeny me eae 
St Louis, Chicago, and New York, He bad sergrned with the supplies (Newsletter of the Milwaukee Art Institute, 

: ; ma : a 

Milwaukee by 1895 when he set up a studio and helped ei a Reyruaty ee andin9) Sane pa) Uae 

to found the Society of Milwaukee Artists in 1900 the immpeioy oF His gifts, Wey poevede saoee apy eens 
(Merrill 1997, 21-22). He supported Milwaukee's ties for artists to learn the craft of printmaking though 

printmaking tradition as a faculty member at the Art — 2 oe pies sh 

Student’s League in Milwaukee where he specialized in ? ae kee = ees eae eens Se Ppa 

copper etching (Collecting the Art of Wisconsin, ii). Se Se Ne eee y a CO asa ae 
: nineteen, he moved to Milwaukee where he worked for 

Baul Usentaetaadds bad a lous iercleemens ite Stanley and Camp Company, Jewelers, together with his 

Milwaukee Art Institute (whose collection was absorbed se pie era eee md Orn ais eater 

into the Milwaukee Art Museum’s in 1957), where he Se Se eee 

was a member as early as 1916. In January 1924, he I always realized that art was not a thing confined to paint- 

gave the Milwaukee Art Institute an etching press and ing, drawing or designing alone but rather was something 
probably influenced to some degree Bertha Jaques’ gift that could be applied to almost anything that we do in our 

of etching supplies. Hammersmith had been on the daily lives. This conviction naturally drew me to vocations 

where art could be practiced, perhaps more than in some 
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[Prmeat ae AA 8 ie other lines, so my next step was a job designing and repair- 

te - 8 ing of jewelry and engraving of silverware and during 

ie ee ae + ' S ; those busy and active years, I still managed to find time to 

Pig ee ae { ES draw and paint just for the love of it ( U.S. WPA, reel 3, 

a eae i frame 244, March 22, 1835). 

Seapets P ee ' He was one of the founders of the Men’s Sketch Club 

; f a Sree eee j of Milwaukee which still meets at the Villa Terrace Dec- 
1 oo Pi A heme ; F és r 

i ae cs ean j orative Arts Museum in Milwaukee (Hammersmith, 11). 

: f . iS pe ok Bosra =s. etl ha Although Hammersmith did not credit his style to par- 

Si as Ge we La i f ticular teachers, he recalled especially seeing the works te Hi a re o P' 'y 2 
bag aed a ba a * Sa of Whistler and Hayden at the 1893 World’s Columbian 

i ee 3 cs salt bul ur Exposition in Chicago: 
i Baim. la J - 

I seemed to feel that studying carefully the works of recog- 

=e k nized masters was doing me more good and helping me 

S es - = } progress in my beloved art faster than taking lessons. I 

: wished to preserve my own particular method, my own 

: = particular style. I did not wish to be influenced by any 

2 = ; tutor. The study of many worthwhile etchings and paint- 

== = ; ings gave me a broader outlook into these arts than I could 

possibly get by following any instructor’s methods. At least 

: that’s what I prefer ( U.S. WPA, reel 3, frame 245, March 

Figure 5 22, 1835). 

Paul Hammersmith Hammersmith’s print Close of Day (figure 5), which 

American, born in Napierville, Illinois, 1857-1937 shows the Milwaukee River with the Pabst Building, 

ee claves ca. 1 . won a silver medal at the St. Paul Art Institute’s North- 
te < 5°/s in. ; aoe 5 : . 

Nieto ee a pes emreae Niuneiachee west Artists exhibition of 1918. Much of his work dis- 

Schuchardt Collection, M1937 plays his penchant fOr picturesque waterfront locations, 

but he also had an abiding interest in architecture such 

Sa 5 rs 
Rs ees ee 2 PS 3 4 it Sa 

PE ee Ls eee 
ae a ve BOP { 1 Ee We ee eS Lee Mee ee es * oo . 

ge RK 2 Be ee 
Pee ke A ee een ye 
Se “ae aa SS Bee ty he oe 
a2 ty “ee Ae ere bs ~~ > OTN 3 a em a YS Ep 
NES oh! ww T jee Ser Go NO es CASEASN 1) of eran cys og 34h eee a Sh oan [ee or HS ei * 

eee Yee Wy | eg 

SSG | ga od Nk ONE UD 7 ot eee Fo BE ee 
NO ihe Oe Nee 4 PW i, 1 SR ee ee WEE pec WSL CAN bag Poe aes CEs aa 

» a } jh fas Soe ye 7 EM BEY beh) 

NAA Ae ie ods Ne Te Nae MN dl Figure 6 
) 4 i] en fe 4 Re Keel Bea VP Ap 7] Paul Hammersmith 

¥ : Analii cag eh? ® ' 5 i y Mf} = American, born in Napierville, Illinois, | ary i ar Ne | ea Fh Sa Pp 
fi Wl Testament Peer arate a we es 1857-1937 
pee 1 ! A |e NOR cdien Ge ; 
Sectrennnantennand - Wy : gir- <a Pee Winter at the State Capitol, 1896 

epee sr Se Etching, 45/8 x 5/2 in. 
Tirgaar me ante AS = = i Puatnersy ira. E . 

= ori ~ = =p eee es Loan of Kevin Milaeger 
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as shown in Close of Day and in Winter at the Capitol ag Se SS 

(figure 6), which accurately describes the dome of the ———————————— =] ) So SSS 
eS aS 

third state capitol which stood from 1857 until it was SSeS ~~ Se LY Kk LE sy) 

destroyed by fire and replaced by the building of the ANE Se es | = pa \ ies SS Soe ESS 
current state capitol in 1913. SS SS ae eS ee = 

Jones Island, situated at the mouth of the Milwaukee = =k ee eee I) So 

River, rimmed with docks and surrounded by shipping ioe a e SS He eg | 

traffic, was a picturesque site and a favorite subject aa MS fae ary ma eel) f Se 

among printmakers of Enders’s and Hammersmith’s eg ay ; a oe ine 
: . Sa GE A le: a = Ay 

generation and those following. By the 1930s, however, y “ters aoa) aie % he AD 
* ae Ste 7 See Ae / 

printmakers turned away from the delicate rendering Re ll i Z mr ty 

allowed by etching, favoring instead the massing of t eae Be eee WF lis iy) i 
i — aS Bema i VV Bee 

shapes allowed by woodcut, even as they turned away i Be So ee i Sh | Nie eA # Ad 

from the ships in the harbor to take as their subject it ae ce iB an ie A: 

matter, the hard times on shore. The prints of Enders Powe Sees it ; & ; 
(REL ORS RS | : 

and Hammersmith represent a move away from the style Sa Sa ae , hie 
FEE UES Bee E of the lithographs done by the first printmakers of ho oe e 2 

Milwaukee. The fact that they are etchings requires that et ieee wt = eS es 
they be drawn in a different style than lithographs. Ena. fue a ah Pen! aA oh NS Sad 

SPUR UEP LUT Sy 8 TLE a Nie Reet i, Bos 
However, the works still trade on the same desire of the erie fe ral ey Sete aeeah WS; << 

public to acquire images of city views and landmarks. In : 

fact, Enders’s choice to memorialize the quayside Figure 7 

shanties and Hammersmith’s choice of vantage point Katherine Merrill 

and time of day often tend to obscure the architecture American, born in Sarasota, Florida, 1876-1962 

of the city or generalize it. So Enders’s image of Jones Bt. fesepliats Calhedeal, before 1916 

island is recognizable only because it bears its location as anna a m. sft of Mrs. S. S. Merrill 
. . ilwaukee Art Museum, gift of Mrs. S. S. Merrill, 

the title. Considerable detail is lavished upon the dories M1915.8 “ & 

and ships of the foreground, but of course their posi- ‘ 

i hi ble, and the buildi h 
me Same . fe ealdiogs © 8 shoe te that of the the modest houses that surround it as well 
fugitive shacks, no more likely to be preserved than the ae : : 

iti fboats in the habor Tikewie Hi as the maritime imagery that provides subject matter 
osition of boats in the harbor. Likewise, Hammer- : : : 

P eae : ; in . for many of the printmakers who work in Milwaukee. 
smith’s wintertime view of the state capitol is notable Merrill’: print j daredliaivesinedhtehe NURSE 

: : es errill’s print is undated but came into the Milwaukee 
especially for the small amount of capitol that is visible. . E , ve 
BO EH a rect aretminlle Werke are ine Sen eee Art Institute’s collection in 1915, and so must date from 

e a P that year or before (Newsletter of the Milwaukee Art 
manent features of their civic landscapes have been well ‘ : ‘ 

. " f Institute 1, October 1915, 2). If it were created in 1915, 
explored by artists and photographers. Their choice of 5 ue : 

ae it may have been inspired by the rediscovery of the 
subject in these works has been to capture less the exact : : ae 
: ¢ biect of civic pride th: : remains of the saint the basilica is named after, St. Jose- 
image of some object of civic pri an evanescen : : = 
ee ee y a ; Page este phat, and their transportation to the Ukrainian Church 

at evoke more fleeting emo! ; a : 
8 & of St. Barbara in Vienna. (Conventual Franciscan 

r ; a Fathers, inated 13.) The vi f the cathedral 
On a grander scale, and with a broader line, Katherine 7. eee , ) 7 elas a : 

: : . at First Street and Lincoln with the ship in the fore- 
Merrill’s pre—1916 etching of St. Josephat’s cathedral : d , 

: : a ground is south of the main harbor of Milwaukee and 
(figure 7) (in 1926 it was consecrated as a basilica) j Tlinid Guiiliee Kapulena 

: : ones Island on the iver. 
combines the grand architecture of the cathedral with 
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ee RSs specially treated paper on which anything drawn can be 

; a oe sae s oe easily transferred to a lithographic stone. The owner of 

ee ae a ve Ser ce S ae the Bressler Gallery in Milwaukee advised Geerlings to 

5 ee ae a Be i La. Ces : show uns to George Muller, te Baer litho- 

o oe ta Sa a eee ie . grapher in New York. Miller printed an edition of fifty 

one ie ce On Ue Be! Va of the works and became a frequent collaborator with 
a 3 ae ee ed he age eee the artist (Czestochowski, 21, 29). 

ee 1 we oa Bef ao 57 ee The print in this exhibition, Milwaukee (figure 8), 
a MN i feck eg eo LE ee was presumably produced at the same time, since it is in 

— oa Sa a ip) pee a similar style to Geerlings’s 1926 print of St. John’s 

2 ae oa ay / i é a ae oe but it is ri recorded in the ee catalogue 

at ioe hi | Pec a raisonné of the artist’s work: Dated 1726; it was likely 

Beara re = og Oe peony among the transfer drawings that Geerlings brought to 

ee a © PR igs Teas See eget Miller for printing. The owner discovered it in a Florida 

FS Las SSDI eee * ae - ——- iH antique shop and has allowed it to be published in this 

a ee ee es ee —— catalogue for the first time. 

ee ee ee 

oe = = a bs - ss George Raab, born in 1866 in Sheboygan, was an 

: ee o —— eee important figure in the Milwaukee art world. His prints 

= Bee ans ere sina probably date entirely from the time that he taught at 
: a ay : Millikin University in Decatur, Illinois (1925-1937). His 

: Rees life-long link with Milwaukee’s art world started with 

his setting up a photographic studio with a partner to 

Figure 8 form Feiker and Raab in 1889. However, by 1890 he is 

Gerald Geerlings : . ; listed in the Milwaukee city directory as being a crayon 

American, born in Milwaukee, Wisconsin, 1897-1998 artist, and around that time he started studying art at the 

spas ee ; Milwaukee Art Institute. He pursued his studies in Ger- 
Lithograph, 12 1/2 x 8% in. ; : ' . 
eee EDs Dicer many and Paris before his return to Milwaukee in 1899. 

He is among the founding members of the Society of 

Milwaukee artists, which continues to this day although 

Gerald Geerlings has much in common with the city- renamed Wisconsin Painters and Sculptors in 1913 

view producers of ie pineiesnty century. Like them, he (Merrill 1994, 16-18). When the Art Students League of 

takes unabashed delight ae cap fuEEe a citys architectural Milwaukee established its school, the Wisconsin School 
wonders. Although he did not live in Milwaukee most of Fine and Applied Arts, in 1909, Raab was one of its 

of his artistic life, it was upon Milwaukee’s architecture instructors, and among his students were Hulda Rotier 

that he first honed his life-long work of creating images Fischer and Elsa Ulbricht (U.S. WPA, reel 3, frames 182, 

of architecture. A designer and architect, Geerlings’s sen- 365). From 1902 to 1922 he was curator of the Layton 

sitively printed and detailed images of modern buildings Art Gallery and through the first quarter of the century 

celebrate an architecture reaching upwards, creating the served on the boards of numerous arts organizations 

first skyscrapers, and experimenting with unheard-of including the Milwaukee Art Society, Milwaukee Art 

volumes of space. Although Geerlings was born in Mil- Commission, and the Wisconsin Painters and Sculptors. 
waukee and went to its public schools, he left in 1918 From 1925ito1937 he lived in Decatur, [linois, where 

to fight in Europe; afterwards he had the opportunity to he taught and served as director of the School of Fine 

study architecture in Cambridge, England, and by 1922 Arts at Millikin University. After his retirement in 1937 
received his bachelor’s and master’s degrees in archi- Rees eee AEN Ae tee and wvas named alte meni- 

outs. from the University Cir cas ean ins a ber of the Milwaukee Art Institute and honorary board 

oe a a ae sates: to Milwau- member (Merrill 1994, 19-23). His block print Winter 
ee on an annual trip, were done on transfer paper, 
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Sport (see color plate 4) may owe some of its features to 

Japanese prints of beautiful women by artists in the . — N 

mid-ninteenth century like Kuniyoshi or his pupil Ss AYYXS \ 

Kunisada, particularly in Raab’s use of a woman’s cloth- : SS ie Ty S, 

ing for a bold compositional element in the image and S&S = SS NE ina SS 

in the curve of the back, quite similar to the Japanese S = Pip —— ; 
=< — 4 

artist’s style of depicting women in inclement weather. - aN a 4 Bas SS 4 
Federal Art Project a Zz Dee Pepi See 

ae a ae eee Bass 
In 1933, in the depths of the depression, Franklin Roo- pan ~~ = — a ew 

eve yas § i ve 5 m _ mee Zz corre! | | = a = 
sevelt was sweet into power, and in the Now Deal he set XS eM a =f = é > oi 

up a wide variety of public projects to provide employ- rN cS sete ees, Bad a 

ment for Americans, among them a series of art pro- i SN = = i) p<) SS Rap 

grams that employed artists and craftsmen. The projects an FS = = 

are best known now for the murals that were created for i { R x ] ———————— 
public buildings. The Public Works Art Project (PWAP) iN SS —,,, = 
was instituted to employ artists, who would otherwise el Se | 

be on relief, to decorate public buildings. Only sched- Ps ne Aen nid 

uled to last six months, the PWAP had employed 3,500 | i i \ ==: Ef wy 
artists to create 15,000 pieces in the first five months of : ] =] by | TN 

1934. When the program ended, part of its charge was i\ \ a ao, \ 

taken up by the Section of Painting and Sculpture in ibe He ‘ Tae mre ; Tiree 

the Treasury Department, the Treasury Relief Art Pro- 

ject, which was referred to by the unfortunate acronym Figure 9 

TRAP and instituted to provide paintings and sculpture Elsa Ulbricht 
for public buildings. However, also in 1935, the Federal American, born in Milwaukee, Wisconsin, 1885-1980 

Art Project (FAP) was established as part of the Works The Fish Hause, nde : 

Progress Administration (WPA) (Yasko, 3). ae ith ie 

Experienced artists working for the FAP were paid Cee eee 

$22.50 a week and were given access to art materials. , : 
The works they completed were divided among non- became an art student at the Pratt Institute in Brook- 

i ay, eae . lyn. On her return to Milwaukee, in 1911 she joined 
federal, tax-supported institutions: schools, hospitals, and he fica ob the we See veers 4 

colleges. The project ran from 1939 until 1943, ended me a ons © et ae aaa 
eae : oe Applied Arts, which later merged with the Milwaukee 

by America’s growing participation in World War II. It State Teachers Coll 6 nich sh red in 1955 

was directly responsible for the large number of prints ae aC eis eae SB era eins = an rae a oo 
Creted in Waconen around 1938 land indirectly as it was on the verge of becoming the University of 

: a es _ . Wisconsin—Milwaukee. Her students included Ruth 
responsible for the training in printmaking that many : 

: : . . Grotenrath, Alfred Sessler, and Robert Schellin (U.S. 
artists received and returned to later in their careers 

, reel 3, frames —37). (Yasko, 3) WPA, reel 3, fr: 635-37) 

a A continual activist for the arts, Ulbricht served on 

les, Uibriche, auiong the ate eepartant pardeipants numerous boards and was by all accounts an inspiring 

: ‘ Wispe sa : : ; teacher. She was also a productive artist, creating her 
in this project, studied at the Wisconsin School of Fine c 
and Applied Arts (cun by the Art Stadents League ‘of own works and overseeing the largest craft workshop of 

Milwaukee) from 1907 to 1909, where she studied depresson-cry Warcqnen (est 177), 2 
ith, among Scher Georee Raab, ln late 1909 he 1935, with support from the WPA, Ulbricht began the 

i Handicraft Project, which provided employment for 
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Gerhard Bakker 
Figure 10 American, born in Solingen-Wald, Germany, 1906-1988 

Elsa Ulbricht Rahabilitated Lime Kiln, 1934 
American, born in Milwaukee, Wisconsin, 1885-1980 Woodcut, 13 x 16° in. 

Storm, 1936 Loan of Kevin Milaeger 
Lithograph, 7 % x 8 2 in. 

Milwaukee Art Museum, Gerhard Bakker studied art at the Kunst 
purchase, M1936.5 Gewerbeschule in Solingen until 1929, and by 1930 had 

come to Milwaukee and enrolled at the Layton School 

9,000 men and women, printing children’s books and of Art where he studied until 1932 with Gerrit Sinclair 

fabric and making dolls and toys. Her program served as and others. In 1937 he joined the faculty of the Layton 

a model for similar projects in other states (Michie, 22). School, where he taught in most of the school’s cur- 

She taught printmaking out of her own studio riculum and started its photography department. (Mil- 

(interview with Joseph Friebert) where she had a press, waukee Journal, Oct. 5, 1988) The scale of Rehabilitated 

and many of the printmakers of the Federal Art Project Lime Kiln (figure 11) and its very strong graphic quali- 

(FAP) generation learned the technique from her. She ties may link it with the woodcuts that George Raab 

felt that her own work was an integral part of her teach- had produced in the 1920s and 1930s and exhibited in 

ing: “I have continued my painting and expression in the Milwaukee in 1935, the year after this print was made. 
Graphic Arts, Especially Block Printing, because I believe 

that real understanding comes only through doing” (U.S. 

WPA, reel 3, frame 637). Her Prints The Fish House and 

Storm (figures 9 and 10) illustrate her capacity for choos- 

ing the print medium suited for her subject. For The Fish 

House, with its strong contrasts and clear forms, she uses 

linoleum cut, but for the storm, with its gathering tones 

of darkness, she chose lithography. 
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f { ss Sa ih tie ae ee sc Robert Scheie oa a 6 By eae) 2 ou American, born in Akron, Ohio, 1910-1985 
2 ——— Port Washington, 1934 

Linoleum cut, 6 x 9 in. 

Figure 12 Loan of David Prosser 

Paul Smith 

American Robert Schellin’s image of Port Washington (figure 
> } > Ne a 0 ¢: 934 nm 
ee ee nue, ca. 1934 13) from 1934 reflects a very different aesthetic from 

fee eae Millesoe: Smith’s image of the same year. While Smith strived to 

z capture small details using the etcher’s needle, Schellin 
Pee . constructed his image in broad swaths using a carver’s 

Paul Smith’s print The Market on North Avenue (figure gouge. Smith used a cxetally wiped plate a acivees an 

12) of 1934 represents a tradition in Wisconsin, and par- Barcephecio ineresion for in feoeetiiesenelins 
ticularly Milwaukee, art of presenting scenes of daily life. Plocilerphacizen theliine em rhioqualiiesobme cede 

This kind of subject matter was part of the influence of Tike Gorharipeekers pane overcee nile akiers 

ia i. strung with peene knoe na fo print translates the square volume of the building appar- 

the uae uate ony ronment or tne Picturesque an ently with little interpretation, Schellin’s print interprets 

Se 
ee his scene in a more expressionist style, so that his print 

ee See eee ote a nae retains more of the mark of the artist’s hand. Schellin 
nificant justification for the art of the next generation of had sendied at helieyronis uealice ae end peduaed 
artists, many of whom participated in the Wisconsin from thei Mileulee Sure Teerher Callers ee Re 

Rederal Ant Project: was a student of Elsa Ulbricht and Robert von Neu- 
mann, creating prints in a range of media for his masters 

thesis, including examples of linoleum cut, wood cut, 

wood engraving, metal engraving, dry point and etching 
(Milwaukee Journal, Mar., 14, 1948). Eventually, he 

became a professor of fine arts at the University of P y 
Wisconsin—Milwaukee, 

retiring in 1975 (Merrill 1997, 

110). This print, inscribed PWAP, was created as part of 

the Public Works of Art Project, the first of the New 

Deal art projects. 
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eS ane cS NN Bic yy Vf ~S Lowell Merritt Lee 

oe = = ¥ (G7 <= American, born in Oscoda, 

N ‘Gr -—N WN = = Michigan, 1906 
a \ om = \ = SE { 4 = Bolaro, 1934 

ae Y \— ——_—_s 4 Linocut, 7 7s x 8 1/2 in. 

—¥ ASE FSR, Loan of David Prosser 

Born in Oscoda, Michigan, Lowell Merritt Lee stud- making in Milwaukee and vicinity, to interest people in 

ied at Case Western Reserve University in Cleveland printmaking, and to disseminate prints of highest quality 

from 1931 until 1934, and he also taught there (U.S. at reasonable prices for popular consumption” (Bulletin 

WPA, reel 3, frame 333). By 1935 he was in Milwaukee of the Milwaukee Art Institute 11.3, November 1936, 3). 

to study at the Milwaukee State Teachers College. His It produced the Wisconsin Artists Calendar from 1937 

print Bolaro (figure 14) with its wild dancers may allude until the early 1940s. The later years of the calendar 

to Maurice Ravel’s 1928 composition Bolero which was were photographically reproduced, but the calendars for 

enormously popular in the United States. The composi- 1937 and 1938 (figures 15 and 16) have a different 

tion even gave rise to a movie of the same title starring relief print for each week of the year. The fifty-three 

Carole Lombard, which was released in 1934, the same woodcuts, wood engravings, and linocuts were 

year Lowell Lee created this print. Continuing to derive produced by members of the organization. These prints 

inspiration from music, Lee later created a series of also sometimes appear independently of the calendar 

works interpreting Igor Stravinski’s Suite de I’Oiseau de (Appendix B lists the printmakers whose works appear 

Feu (Firebird Suite) and Le Sacre du Printemps (The Rite in the 1937 and 1938 calendars). The group also had 

of Spring) (Milwaukee Journal, Mar. 9, 1944). annual exhibitions from 1936 through 1940 at the 

In 1935 Lee became the first president of the Milwaukee Art Institute, announced in the December 

Milwaukee Printmakers, a group also occasionally issues of the Bulletin of the Milwaukee Art Institute of 

referred to as Wisconsin Printmakers and Wisconsin those years. The exhibitions at the Milwaukee Art Insti- 

Artists. Later officers included Tom Rost, Robert von tute were usually in conjunction with an exhibition of 

Neumann, and Helmut Summ. In the article announc- crafts produced by members of the Wisconsin Society 

ing the first of these exhibitions Lowell Lee outlined of Applied Arts. Both groups joined forces in 1937 with 

the purposes of the group: “The purpose of this organi- the Wisconsin Painters and Sculptors and the Milwau- 

zation is to educate the public, to be of service to the kee Artists Guild to form the Wisconsin Artists Federa- 

printmakers, to develop and perfect the craft of print- tion (Muehlmeier, 14). 
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Multiple artists CIRCUS SIESTA WOOD ENGRAVING ROBT VON NEUMANN 
Published by the Wisconsin Printmakers Society | 

Wisconsin Artists Calendar, 1938 Weerenree Bee 

Woodcut, wood engraving, and linoleum cut, | SUNDAY - MONDAY. TUESDAY - WEDNESDAY - THURSDAY - FRIDAY - SATURDAY. | 
81/2 x 11 in. (page size) | | 

State Historical Society of Wisconsin, WHi(x3)51837 i 26 ot 28 a : 30 1 2 

Tom Rost, another founding member of the Milwau- Figure 16 

kee printmakers group, was also one of many artists Robert von Neumann 

who made prints as part of the Federal Art Project in Ametican, born in Berlin, Germany, 1888-1976 

Wisconsin. He studied art at the Milwaukee State Circus Siesta . rl \ 
6 - . . . Published by Wisconsin Printmakers Society 

Teachers College with Robert von Neumann, among Wiscousin Avtists Calendar 1937 

others, from 1926 until 1930. His image of men work- Wood ene 10 ex 7 etn (page size) 

ing on the street (figure 17) pays homage to the labor- State Historical Society of Wisconsin, WHi(x3)51838 
ers by memorializing the literally fundamental work 

that they contribute to the commerce of the city. Rost Gore (COC lea pewers see nomcreetnerconnte: 

ai sear Eene eae ay ole ae and housed labor gangs in remote areas which carried 

ee aed eon : - an ee out improvements to public lands in the country; for 

iis ad cr i et Pe Se ees example, many of the improvements to our national 

SNe eee ae VCP yea resr parks were carried out through the camps. The goal of 
projects to provide employment for the millions of the camp artists was “to secure a pictorial record of the 

Americans thrown out of work by the depression fol- life and achievements of ticesape (leer nor 
; itd ve oo 

lowing the stock market panic oe December 1929. ost Ednard'B, Rowan tolGharote barridee Ws WEAG 

worked for the WPA as camp artist for the PWAP in 
: a E reel 1, frame 3). 

Camp Honey Creek in West Allis in 1934-1935 (U.S. 

WPA reel 3, frame 511). The Civilian Conservation 
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ee a (SEE .! ; WS 7 ; 

a | ia. nm \ 7 i Msi ay eS CU ee 
Sa ee 3 Fee a a= es 

a ee » > 
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a — y eet ee 
ae a ee 
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ae ee ; y ES Pee =f} 

= {i (A Poe CEA es / 

i Ri nee’ !4 BORIS 
h =e a iF Shi CZ AO Fg) 

ST s Ta teak ma Pines Figure 17 
y Li hy 4 Me BE el Pp rp iE Tom Rost 
KY y Y. Ot wy Ree 6. ov Lge American, born in Richmond, 

\W, Wf <a Vga ie > Indiana, 1909 
a " \ > ‘ sm Wea 4 We WW Slow, Men Working, 1935 

, a \\\ , ; we TA Woodcut, 11 7s x 15 in. 
Loan of Kevin Milaeger 

) % ee EL Flot Marie Bleck was another of the artists to work in 

A stl Ain ¢ oodcut for the WPA. Graduating from the Milwauk AB ' Ths ag Ne y woodcut for the WPA. Graduating from the Milwaukee 

me A \ 2 Pat aly \ Ni ’ PY \ State Teachers College in 1936, she taught fifth grade in 
NAT ew VE Oe AL —_ 

i 2 EG & NUT Bia be Mercer, Wisconsin, in 1937, and although by 1939 she 

N | We. a : 40 aN Ny 1} ’ | was teaching at Oshkosh Vocational School, she retained 
1 J N 4) f & ) i | y i i 3 ae : aoe 

] ! | Ace \N | a fondness for northern Wisconsin. On her winning the 

jy, N \ ( \ AZ hr i J % | 1938 painting prize from the Milwaukee Journal for a 

p nN aa Va . Bo z K ) y J landscape near Mercer, she is quoted as saying: “I don’t 

2 Ss UY - Mery ae care what I paint, so long as it’s up here.’ (Milwaukee a me . P g P 
| , he nS a ~ vo Sim Journal, Sep. 3, 1939). By 1946 she had moved to 

ny : E = \3 \ Yi a i Juneau, Alaska, and was still exhibiting her painting, 

Y tH 4 a ale SS al ig while working at the United States Weather Bureau. 

q i a i i Pe \ \ \ \ ‘a B Her print Timber Cruiser (figure 18) portrays the man 

! iM | Ss \\\ | Ses = whose job it is to tramp through winter snows to seek 
MSW) am i) q : a \ Be | Lz |) wks _- E 2 out and mark trees for the logging crews. 

: = YN 
me : 7 \ >| Nc ahs OS A INT) ANIMA SBN 

Figure 18 
Marie Bleck 
American, born in Oshkosh, Wisconsin, 1911-1949 

Timber Crusier (also called The Cruiser), 1937 

Woodcut, 16 4x 14 ¥ in. 

State Historical Society of Wisconsin WHi(x3)44906 
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: monumentalized the accomplishments of the individual 

ne ai aS laborer. His mural projects for the FAP also reflect his 

SS os » 2 ; es . Me ~ interest in the activities of workers, so it may be that he 

4 gis Lo | cata wl a 4 ¥ we j was influenced in his nature study prints by the aesthetic 

“ ee. Ss eae oor 4 promoted by many of the printmakers at the time who 

ro ee es ie i, . q oo saw the medium as ideally suited for producing inex- 

ve a oe Be pensive, decorative works. 

asl : “ oe Li - Stanley Abstetar was a student of Carl Holty’s at Mil- 

oe Be 4 : os : waukee State Teachers College (Michie, 6). One of his 

ae — : % ‘ i teachers recommended him for the WPA, noting that as 

Sy : A re g ps z of 1935 Abstetar was “still unable to study at a profes- 

7 , a wy : a iS sional school” (U.S. WPA, reel 3, frames 66-68). Abstetar 

= ‘ ba ae” a ¢: had applied for employment through the FAP listing 

% : a. a  o ae himself as living in Sheboygan and being an experi- 
u 4 a Fai = ee enced linoleum block printer with training in wood- 

Soh ss a yi block. After initially being declared ineligible, Abstetar 

aes Rr a he was eventually employed by the project and made four 

: p= ae me Pe prints for the FAP, including his lithograph Horses (fig- 

Po Pee oy L ¥ ure 20).The artist focused not on the riders in this print 

a 5 Se but on the rhythmic shapes that riders, horses, and dogs 

5 SN be ee all contribute to this composition. Although the print is 

ie a Bote ce <o es in several of the collections now holding Wisconsin 

ce : eS é Federal Art Project works, including the Charles A. Wus- 
eS oe - tum Museum in Racine and the State Historical Society 

; s eo ern of Wisconsin in Madison, it is printed in uniformly light 

impressions, reflecting, perhaps, the artist’s relative inex- 

Figure 19 perience as a lithographer. 

Charles Thwaites 

American, born in Milwaukee, Wisconsin, 1904 Arlo Schmitz’s lithographs are a particularly pleasant 

Foundry, 1943 discovery in the Wisconsin Federal Artists Program print 

Lithograph, 9 = 6 in. . output. Although little information is available on 

Wisconsin Union Galleries Schmitz, aside from his birth date of 1910, his litho- 

graphs are well drawn and engaging. Here (figure 21), as 
Charles W. Thwaites had studied with Gerrit Sinclair in other examples of his work, a foreground figure 

at the Layton School of Art, and had taught in stands in a landscape with a horizon obscured by a 

Dubuque, Iowa, in 1928, before returning to Milwau- nearly abstract landscape. Schmitz’s lithographs do not 

Kee, where he found ena yer in the Federal Art have an exceptionally deep tonal range, but his drawing 

Project. Although his other prints for the project are on the stone makes skillful use of the white of the paper 
intimate nature studies, he also created this lithograph of and slight modulations of gray. 

a foundry worker (figure 19) that is more in keeping 

with much of the art created in the project, which often 
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p b K a Ney q 4 4 7 ¥ iF Figure 20 

is , _ bs yy ae me ae « { i Stanley Abstetar 
eae BA ai i : oe 7 Fy A American, born in Sheboygan, 
Rasa te | : ore “ a * ; Wisconsin, 1916-1983 

a ao e . sd es # Horses, ca. 1938 
aS (es ee Lithograph, 6 '/2 x 8 7 in. 

oe ———— a “2 — State Historical Society of 
BS. — Wisconsin, WHi(x3)51593 

Bia Beet eo ie eee 

ere 
m Ve ; ay 

Doe aE oar: oe . e 
\ oe pa a Sete i SaWites i BA 
A gue fsb AE om i q eee 
i ae Me ba le 5, woe 
es ae pute aad. mae aes Ba oy A ce 

a Oe ” ‘ 3 : 3 

ey oe iia ae ; ae Figure 21 
ay )',| ae : 2) / ‘5 Arlo Schmitz 

Ni if Moy \ Au) | sh Wilh JN i per oe American, born in Milwaukee, 

Ai 4 oa Van i vp binAlt\ Hl en Owe Wisconsin, 1910-1969 

nw i \ ; | i ri N ig Mi, i 4 i Pf Grass Fire #2, 1938 

Tete eae {es a Mi \ a ; Vl Lithograph, 7 / x 8 7 in. 
} VG f Nt ‘ if Nati oe \ State Historical Society of 
ee aaa ee \ af qj Wisconsin, WHi(x3)51594 
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a Hannes Kotilainen came with his family to the 

% United States from Kytanlahti, Finland in 1925, as a boy 

‘ s A) of twelve. He graduated from West Allis High School 

ew i} i Me and in 1934 received a scholarship to the Layton School 

bas i) ie co fi hh) of Art (U.S. WPA, reel 3, frame 329). The unusual tilt to 

pal ie % ‘ : the drawing of this untitled lithograph (figure 22), 

i the i ia }, which is further emphasized by the irregular outline of ee bf 4 i 
‘ . “ 2 | vi = bg the small lithographic stone from it was printed, gives 

at | | ee a? D) the portrait a faintly disturbing quality, as if the subject is si é ey 
pont 1 ST i PY 4 i, se slowly toppling over. The odd shape of the lithographic 

ay, Te { Pi, y We stone suggests that it had been broken from a larger 

: A rk he ‘S PY i ee stone. Such accidents usually render the stone unusable, 

bay, Rig = a, A ee but apparently the FAP artists were obliged to make due 
(i, wis s 2 , j with the materials at hand. 
ce AN i. ae : 

: cA w 5a 7 ee fe : 
4 Pn 5 ae Pee Thomas Dietrich’s 1940 etching of John Street Cross- 

¥ Se MC: ; ing (figure 23) marks a style and subject matter which 

fo 3 » wae / Wey a he would pursue for most of his artistic career. He 

ee “er igh ui attended the University of Wisconsin’s Experimental 

: 4 ake a. , Ae 1 College from 1929 to 1931 and studied art the Cincin- 

. ener nati Academy of Art and the Minneapolis School of 

Art. In 1938 the Louis Comfort Tiffany Foundation 

Figure 22 invited him to study at Laurelton, Tiffany’s former 

Hannes Kotilainen home in Oyster Bay, New York (Obituary, Milwaukee 
American, born in eapke Finland, 1913-1944 Journal, Apr. 14, 1998), which had been set up by the 

a mary 2 artist as a retreat in an effort “to help the young artists 
ithograph, 9~/4 x 6 °/4 in. . nee i © - 

Loan of Kevin’ Milaeger of our country tolappreciats more the suey of nature 

(Louis Comfort Tiffany quoted in The Louis Comfort 

a > Se Se SS ee 
Ni: —y ——— SS SS SSS 

4 ] a ee ae Vee > se ia =—S a . ile si i 

Ae po Ty ea > ray ny pe rae =, 
be ee: ARS NU? RR ROS ee Ae mS 
4 | hit SH inn. ANA) OO oy, a 7a NEEL Sor Pe 

hye 0 ut f i tik ua \\W AY a el EN rap *) [We 

Pe a ee Y aN 7 - RF — ign ta NUN a wate NG Sik le 

lA 3 Se is “ae i bi y — ait ey ae 
j OIE IN Bad i ee Sie cai. Gnas tae aa 
10] NS pe ay ; ‘Za —_ SSeS ec | i Dee NT 
era eee Lae 
SE ee be 

\ ZZ SSS eee) le rr SSS ee oa ee — ae 
IN o> << = ae a & Fi 23 
NOME i i ae SU’ 
KONE A Sigh SS SS SRS ee Tom Dietrich 
\ N OAT ATIBES age te Rie .—_ eS FE American, born in Appleton, 
NIN eS ae he Wisconsin, 1912-1998 
AYR Wy SA Eo eg ag es 

we AN Ni Sy WSS. pg en SS ie 2s) John Street Crossing, 1940 
aay ROA ML etching, 5 x 7 in. 

q WENN GAOL A ae AN ie CALA IT 
BERD AOR AN AS em eeaies, §=— Loan of David Prosser 
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Figure 24 clipping files of the Milwaukee Public Library, ca. 1940). ae pping ry, 
Charles Clark Reynolds Reynolds’ style of drawing on the plate is quite differ- 

American, born in Sturgeon Bay, Wisconsin, 1893-1969 ent, using the etched lines to describe outline rather 

oo snes 1941 than the volumes of his subject, but his attitude to the 

ee ec a. of Wisconsin, WHi(x3)51595 landscape also sets him apart from Dietrich. The print’s 

y i title and the notation on the plate that identifies the 

image as being “Sturgeon Bay 1900” suggest a nostalgic 

Tiffany Foundation Awards in Painting, Sculpture, Printmak- a mae ee a pe 
. . . i A was when the print was made in 1941, he looked back 
ing and Craft Media. 1985, unpaginated). This experi- f eg hae ics 

ence, which allowed artists a minimum of direction but Cry ean Ee ee P era ty c 
a maximum exposure to nature on the large grounds of present it at the turn of the century. As if to reinforce 

Tiffany's estate, was particularly appropriate for Diet- further the retrospective stance of the work, there is a 

as ae flere ati lone eaeenton nnn: pencil notation in the print’s margin that identifies its 

Inndscapes OF thet Fox Valley area, Fils etching of Jonn having been printed on antique paper. This retrospective 

s . 2 aspect of the work links it to works by artists like Paul 
treet Crossing of 1940 conveys the scene with vigorous 3 : : 

hatch : ; Smith and Enders which are more sentimental than 
atching to describe the hills and trees punctuated by fth ie fon ie BN : 1 

£2 kestacks along the bridges and canals of the many of the works created for the FAP, but it may also actory smokestac g g we, ‘ 
Fox River. reflect some of the historical goals of other projects of 

J the WPA. These groups worked in Wisconsin and 

There is a strong contrast between Dietrich’s view of ee ee county, oe Sone nary praiees lee 

the Wisconsin landscape and that of Charles Clark ee in collated and pre- 
Reynolds, who studied architecture and served in the served illustrations of examples of early American utili- 

Nan cnnWord War Brom 1920rundl 1934 he ran 4 tarian design. Though he created Old Sturgeon Bay, Wis. 

successful architectural firm in Manitowoc, which had a (guts = a eae ene Ae ee revi a. 

branch office in Green Bay, designing about forty-five ca ne a Beiag acess) oe ROU WE 

public schools including the senior high school in Cena 

Green Bay (anonymous, handwritten notes in the 
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" = : FA oy However, Couch has incorporated color into the compo- 

Li ee ——————— Li y, sition in an unusual way. Rather than printing the black 
, YY = De NS v Dae outlines onto the sheet of paper and then filling them in 
f= Eas a wv, WE f- by hand, she has printed the colors from another block, 

Z Ae Aad alll » 3 7 whose outline left an impression on the paper that does- 

| i | fa Sei ; n't quite match up with the outline of the black block. 

\ Ras AY 1 | The exact nature of this color block is difficult to deter- 

ogo lh io t TA mine, but the way in which the thickness of the colors 

Sn se Seg) ae (a << eS: varies (which is more apparent from the back of the 

ae == nH p= Ny Fae print) suggests that is was applied with a brush to an 

Si gee — a AS Ebr ae uncut block, which was then printed onto the paper. 

a a ee 
aes oe = — (a Chet La More’s prints for the WPA, like his powerful 

us acta ———— Non-Combatants (figure 26) of the same era, are extraor- 

i a i dinarily direct in their criticism of war. The reluctance 

Figure 25 of Americans to become involved in World War II was 

Helen G. Couch overpowered by national outrage when Pearl Harbor 

American, 1907-1977 was bombed in December 1941. However, in the 1930s, 

Jones Island, n.d. artists like La More, who presented savage images of 

Hand-colored woodcut, 7 '/4 x 9 in. war's effects, brought Europe’s suffering home to Ameri- 

Loan of Kevin Milaeger cans. La More was born in Dane County and studied 

from 1926 to 1928 at the Colt School of Art in Madi- 

Helen Couch’s undated image of Jones Island (figure 25 son, directed by Arthur Nicholson Colt from 1936 until 

and cover image) shows the vast stylistic changes print- 1966. Colt also taught summer sessions at the Black 
makers had embraced since Frank Enders’s image of the River Artists Colony in Sheboygan in the 1930s and 

1880s. The rough-hewn style so common in linocuts at the University of Wisconsin—Madison (Reflections on 

from the FAP has replaced the striving after fine line. the Milwaukee Journal Gallery, 18). La More earned a 

4 i cS —a - 3 Bs ee Figure 26 

Sh are 
4 (S$ >) A 4 fo eo voy é American, born in Dane 

a : Bt = ~~ iia Lew % County, Wisconsin, 

—— ———" lige... 1908-1980 
pike SS ‘ A ge x Non-Combatants, March 4,1939 

( $F \ Ss Tm) | i Lithograph, 12 /2 x 15% in. 
iz SLB 4) | AS y i VA A / oe EE loan 

O. AM oe. MAN TEE. to rom Milwaukee 

a se 2 Z ZZ Z) : WE, Z Public Museum, allocated to 

oa ———— ; or — MPM by Federal Works 
: — ee Erne Agency, Works Projects 

— = Administration, M1943.53 

oT



€ | a Ree oS 

: : Figure 27 
oe "ed € : ee cer Lichtner 

‘i So : American, born in Peoria, 

=e % e Illinois, 1905 
Pam : Win : Blossoms, 1938 

Re e » s Ss ae . 4 Lithograph, 9°/4 x 13 in. 
oe 5 iB ‘ ‘ ‘y ig © Se Milwaukee Art Museum, loan to 

; ‘ “ee a Le MAI from Milwaukee Public 

: s ey Museum, allocated to MPM by 

LF, ee Federal Works Agency, Works 
she . ge. Projects Administration, 

: 3 eS Se i M1942.35 

bachelor’s from the University of Wisconsin in 1931 and Zen Buddhism, Alan Watts in 1955. Since 1970, Licht- 

a master’s in 1932. He taught at the University of ner has continually sketched at rehearsals of the Mil- 

Michigan from 1947 until his retirement in 1974, when waukee Ballet Company, and the figures of ballerinas are 

he became professor emeritus (Who’s Who 1980, 424). often integrated into his works, sometimes in whimsical 

juxtaposition with his cow forms (Schomer Lichtner, 10). 

Schomer Lichtner, born in Peoria, Illinois, graduated 

from high school in Milwaukee and studied art at the Frank Utpatel was born in Waukegan, Illinois, but 

Milwaukee State Teachers College and at the Art Stu- spent most of his working years in his Mazomanie, Wis- 

dents League of Milwaukee. After a year each at the Art consin home overlooking Black Earth Creek. He gradu- 

Institute of Chicago and the Art Students League in ated from the Milwaukee Art Institute and the Art Insti- 

New York, Lichtner returned to Wisconsin to study art tute of Chicago and studied with John Steuart Curry at 

history with Oskar Hagen at the University of Wiscon- the University of Wisconsin (Mulcahy, 19). Utpatel also 

sin—Madison from 1927 to 1929. He says his interest in worked for the FAP creating wood engravings in which 

Holstein cows came from spending summers at Holy the grooves cut into the block are printed as fine white 

Hill in Washington County (Merrill 1997, 61). When he lines. His compositions are strongly linear throughout 

married Ruth Grotenrath in 1934 they supported his career, which later would included a long, close rela- 

themselves by working for the PWAP, then the FAP. His tionship with Wisconsin writer August Derleth, who 

early style, like that of Ruth Grotenrath, reflects the first challenged Utpatel to make prints and for whom 

somber realism that was current in Milwaukee and is Utpatel created many illustrations of the Wisconsin’s 

apparent in many of the prints made for the FAP. How- landscapes, animals, insects, and plants (Troller, 53). 

ever, his gentle sense of humor can be seen in works Although some of Utpatel’s prints convey mordant 

like Blossoms (figure 27). It is this humor that shows social criticism, most of his work focuses on the natural 

itself in many of his later cow works, which use the world, or the relationship between man and nature in 

Holstein as the major compositional motif. rural settings. The Old Must Die (figure 28) with its 

Self-supporting artists, both Lichtner and his wife homely imagery in combination with a title that has a 

had a lifelong interest in Japanese culture and art, travel- revolutionary ring, is an interesting combination of 

ing to Japan with the important American exponent of these two aspects of the artist’s work. 
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> ‘\ Nae 
ees Ce a 

: 5, a a ES Ee A 

ee MS. 5S NS Ne De I we 
Sa PS he : eR 
ee J — tr oa oe 

SN NS Ra” RD ee Figure 30 
Dee <G: Se a RR Be: oe Myron Chester Nutting 
~~ mths = mee ee Se i ae American, born in Panaca, 

a PR (Xo tn 80-1972 a A Ree ae a . Ae Man Chopping Wood, ca. 1939 
oo Se I hie ae Ni YES ROT Sa: ere ; ping 
Coe eS ALS a bees A ~ Lithograph, 8 x 11 in. 

TC sti Historical Society of ee St a . sig: Sn = SN 
oe eee ee SR Wisconsin, WHi(x3)11431 

to sell his work from print dealers (Milwaukee Journal, z Es: 

Mar. 24, 1940). Wood engravings like his Community = a QS 2 

Church (figure 29) are often printed on a special press ——— ee 
that allows very even, dark printing and helps reproduce ——— —— ff SS 

details in the block. The impression in the exhibition Se Sema SSS 

was printed on a particularly smooth, coated paper, = PN 

which also helps reproduce all of the marks Bartlett os a === 
SS SOS a 

carved into the block. 5 Z=_= eX SS 
SEZ ZA bs if PP) Ss SS 
t= 7// i= <= 

Myron Nutting, born in Panaca, Nevada in 1890, es y WE. — 

studied at the Boston Museum School, with William = tig a = == 

Merritt Chase at the at the Art Students League in New ss I YZ M YA =—— = 

York City, and with Maurice Denis in Paris before 1 mn V4 f J — ——— 
AN Y, } F7 == SSS 

coming to Milwaukee to teach at the Layton School of wi YA i ee 

Art from 1929 through 1931. Among Nutting’s students it yy, Le ci NY? Ss 

during his short stay at the Layton School of Art were hs) re 
A ; I yp Y \ ai dy =e 

Otto Bielfeld, Burton Potterveld, Hulda Rotier Fischer, I iy he Li fle Ke A iy = Ma a (HN he = 
Donna Miller, and Alfred Sessler (U.S. WPA, reel 3, MV i (eA gage ‘ ON hag Ci 

frames 440-41). His prints for the FAP were all done in hy / : Pi cuni é Bua Me ON 

H Y 3 UNA VARA VAN 
1937 and 1938. Man Chopping Wood (figure 30) is a ret SO 

TN iA U i Mie 
unusual among them, and among the whole range of Le TRAC 

FAP prints made, for its very sketchy style which trans- Ma Mg SNE SAL ANS DIANA YK ee 

forms the landscape around the woodsman into almost- 

expressionist abstraction. Fine 31 

Santos Zingale 
Santos Zingale was a student at the Milwaukee State American, born in Milwaukee, Wisconsin, 1908 

Teachers College of Robert von Neumann and Elsa Refugees, 1937 

Ulbricht. Although Santos Zingale was another of the Woodcut, 12 /s x 9 ¥s in. 

Loan of David Prosser 
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Figure 32 : 
Clarice George Logan at ae 
American, born in Mayville, New York, 1909-1982 He! TORE Summ 

Dwarf Chrysanthemums, n.d. American, born in Hamburg, Germany, 1908-1992 

Tanocut 85/4 x 107% in Curious Hens, 1945 

Toan of Kevin Milaeger Wood engraving, 5 x 5 '%e in. 
Milwaukee Art Museum, purchase, M1945.9 

artists who worked for the FAP, Refugees (figure 31) is : ; 

not listed as one of the works he made for the project. ee ee - avin re Fate, 

However, it does reflect the populist political leanings mee TOE : Ee i ee e : re 

that were continually part of his artistic intention. In an = . a pm is aes ss shee se © 

artist’s statement that Zingale made as part of a FAP oe 4 aie 2 “ arieag ol 

project on Wisconsin artists in 1935 he states: “Art must SN eC a ae Supe seas me (Us : 

help the development of human consciousness and eel) frame! 606) Pus teaching careet progrescd Horn 

improve the Social Order.” He described his arrest and the Wibeatsee Hoe Vase ee ee 

subsequent firing after being accused of being involved Dessay a whee by Erne 
in tuion aca US WPA seed 3, fase 687). He was a full professor and chairman of the art department 

best known as a winter snae a boxy cree ben at the (Micrel 1777, 120): Steers (aoniey vec! coe eaaie ae 
Gnivesign-af Wistorsin-Madison fiom 1946 until his feeding chickens constructs figures out of white lines, 

Peet fO78 those parts of the block that have been cut away by a 

‘ narrow gouge (figure 33). : 

Clarice G L s born in Mayville, N 
2 1 . — ee ie * Gerrit V. Sinclair studied at the Art Institute of 

aan Nees Sinisa Teachers College rae Chicago from 1910 until 1915. He began to exhibit his 

1927 to 1931 where she studied with Robert von Neu- paintings in. 1712, and che following yet ae 

mann among others (U.S. WPA, reel 3, frame 361). Her Minsespoty, tien to Main ee 

print Dwarf Chrysanthemums (figure 32), however, seems ue oe 4; ae Serer: aa eee ae 

more like the work of Elsa Ulbricht in its almost equal ; ane ae 1 we ae Ne ae 

amount of black and white areas and in its composition oe Be . sie ee . as a ee i. < 

which derives its rhythm from the slight abstraction of Se oe POP Sapes ue Bb so a Y : . 2 
sie xepeated dauous lechiigne in bowl ond Bomcms studied at the Art Institute of Chicago, teaching in Min- 

: ’ neapolis, then in 1920 arriving in Milwaukee to teach at 
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Figure 34 : Ae ore alee ae 
Gerrit V. Sinclair pitas ae pastes) Pibirico eet : Eee ee tas 

American, born in Grand Haven, Michigan, 1890-1955 

Figure, 1937 Figure 35 

Linocut, 6 x 5 in. Carl Holty 

Loan of Kevin Milaeger American, born in Freiburg, Germany, 1900-1973 

Untitled (abstract figure), 1933 

the newly founded Layton School of Art, where one of sous x 6 in. 

his students was Joseph Friebert. His print, Figure (figure Gane ge oun uacect 

34), was likely executed especially for the Wisconsin 

Artists Calendar, in which it appeared in 1937. How- Carl Holty was first trained at the Milwaukee State 

ever, the impression that appears here is printed on a Normal School (which became the Milwaukee State 

paper that is slightly softer than the very smooth paper Teachers College in 1927). But by 1921 he had left the 

of the calendar. This provides a bit less hard line to the state to attend the National Academy of Design in New 

image, perhaps more like Sinclair’s painting style, York City. Carl Holty’s artworks, including his prints, are 

although the intimacy of the subject matter is unusual among the first by a Wisconsin artist to come to grips 

in his oeuvre. with the tide of abstract art that spread from Europe to 

America in the first decades of the twentieth century. 

Like many Wisconsin artists, the climax of his studies 

was a trip to Germany, where he studied at the Miinch- 

ner Akademie (Munich Academy), but he also took 

classes at the Hans Hofmann School as well. After travel 

in Europe, and teaching in Paris, he returned to Wiscon- 

sin in 1932 with a not-altogether-appreciated zeal for 
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Color plate 1 : 
Unknown artist 

Fort Howard dans la grande Bai verte (Ouisconsin) 
Plate published by Ligny et Cie in Francis (comte) de 

Castelnan 
Vues et souvenirs de Amerique du Nord in 1842 

Hand-colored lithograph, 6 /s x 8 Ygin. 

State Historical Society of Wisconsin, WHi(x3)32689 
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Color plate 2 
Otto Becker 

American, born in Dresden, Germany, 1854-1945 

Milwaukee Mardi Gras, 1888 

Color lithograph, 44 7 x 33 7 in. 

State Historical Society of Wisconsin, WHi(x3)51599 
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Color plate 3 

Louis Kurz 

American, born in Salzburg, Austria, 1833-1921 

Madison Engine Company No. 2, ca. 1863 
Color lithograph, 19 /4 x 26 in. 
State Historical Society of Wisconsin, WHi (x3)44251 
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Color plate 4 
George Raab 
American, born in Sheboygan, Wisconsin, 1866-1943 

Winter Sport, n.d. 

Hand-colored block print, 12 x 9 in. 
West Bend Art Museum, 1997—46 
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Color plate 5 

Alfred Sessler 
American, born in Milwaukee, Wisconsin, 1909-1963 

Thorny Crown, 1958 

Color woodcut, 21 ¥s x 15 ¥2 in. 

Elvehjem Museum of Art, gift of Mrs. Alfred Sessler and 

Children, 65.12.5 
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Color plate 6 

Warrington Colescott 
American, born in Oakland, California, 1921 

All You Wanted to Know about the Battle of Chalmette, 1994 

Color etching, 32 x 48 in. 

Loan of the artist 
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Color plate 7 

Dean Meeker 

American, born in Orchard, Colorado, 1920 

Joseph’s Coat, 1965 

Screen and relief print, 33/4 x 19 ¥4 in. 

Loan of Stephanie Sunna 
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Color plate 8 

Robert Burkert 
American, born in Racine, Wisconsin, 1930 

Marsh Fog, ca. 1961 

Screenprint, 20 x 31 in. 

Elvehjem Museum of Art, gift of Robert Burkert, 

1996.55.6 
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Color plate 9 

Jack Damer 
American, born in Pittsburgh, Pennsylvania, 1938 

Roller, 1996 

Litho construction, 38 x 26 in. 

Loan of the artist 
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Color plate 10 

William Weege 

American, born in Milwaukee, Wisconsin, 1935 

I Ain’t Gona Drag My Feet No More, 1986 

Relief and collage on handmade paper, 34 x 45 in. 

Loan of the artist 
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Color plate 11 

Andrew G. Balkin 
American, born in Niagra Falls, New York, 1947 

Auriga, 1998 

Color etching, 17°74 x 22 7% in. 

Elvehjem Museum of Art, General Endowment Fund 

purchase, 1998.18.1 
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Color plate 12 

Frances Myers 
American, born in Racine, Wisconsin, 1936 

Shining Brow—Taliesen, 1981 

Color aquatint, 14 /s x 21 in. 
Elvehjem Museum of Art, gift of the Wisconsin 

Foundation for the Arts, 1984.88 
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Color plate 13 
Paula Schuette Kraemer 
American, born Madison, Wisconsin, 1948 

Sledding, 1998 
Drypoint, monoprint, 48 x 35 2 in. 
Loan of the artist 
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Color plate 14 
John Mominee 
American, born in Evansville, Indiana, 1943 

Untitled, 1998 

Monotype, 48 x 37 in. 

Loan of the artist 
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Color plate 15 
Lane Hall 

American, born in Pontiac, Michigan, 1955 

Lisa Moline 

American, born in Los Angeles, California, 1962 

Spirochete, from the Woodland Goiter series, 1997 

Color woodcut and dot matrix printer on joined paper, 

65 x 40 in. 

Loan of the artist 
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Color plate 16 

Andrew Rubin 
American, born in Detroit, Michigan, 1955 

Vedder’s Quest(ion), 1998 

Color lithograph, 147 x 19 ¥2 in. 
Loan of the artist 
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a y <a ewe. / 22 = Hulda Rotier Fischer 
Sorormonsciia * 1 to eee ee Ba eee American, born in Milwaukee, 
oe Nee eee §—- Wisconsin, 1892-1982 

‘| pe a Soa A a. Wee ey Abstraction A C, n.d. 
ee std Fa oY eT ithooraph, 71 x 8544 

ee ee Lithograph, 72 x 8% in, 
Jae ERE ES POS SR SR Me BP a ce Loan of Kevin Milaeger 

nonobjective art. In the catalogue of the 1936 in cele- Hulda Rotier Fischer was also a student of Robert 

bration of the territorial centennial Porter Butts, direc- von Neumann at the Milwaukee Normal School and of 

tor of UW-Madison Memorial Union from Hans Hofmann, when he taught in Provincetown. Mar- 

1928-1948, suggested, “In Wisconsin, [Holty] is a per- ried to the Wisconsin painter Peter Rotier, she taught at 

sonality apart and is more closely identified with the the Shorewood Vocational School. She also studied with 

younger group of American painters in the East, among Carl Holty, in 1921 and then again in 1932 (U.S. WPA, 

them Karl Knaths, formerly of Eau Clair, who have reel 3, frame 182). However, her print Abstraction A C 

thrown their lot in with the abstract art deriving princi- (figure 36) is stylistically very different from Holty’s 

pally from Pablo Picasso, Ferdinand Leger, or America’s untitled abstraction. While Holty’s composition is com- 

John Marin (Butts, 188-89). Though he lived principally posed entirely of white lines, creating no illusion of 

in New York, teaching at the Art Students League, he depth, Fischer uses shading and contouring to evoke a 

often returned to Milwaukee and exhibited his work three-dimensionality to her still-life. 

there (Merrill 1997, 44). Carl Holty’s untitled abstrac- 

tion suggests a half-turned figure, but is comprised 

mostly of straight lines, a particularly restrained experi- 

ment in composition. It takes works like Summ’s wood 

engraving and Sinclair’s linocut one step further, by pre- 

venting the white-line composition from completely 

describing an object and making the viewer focus on 

the lines themselves as the sole compositional element 

(figure 35). 
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Figure 37 he was also teaching at the Layton School of Art and 

Robert you Neumann from 1930 until he retired in 1959 he taught at the Mil- 

American, born in Berlin, Germany, 1888-1976 waukee State Teachers College/University of Wiscon- 
Pastoral or Harvest, before 1936 : : : e : Bie 

. a sin—Milwaukee, with a leave of absence from 1945 to 
Mezzotint, 8 x 11°/ in. ; Sa F 

; : 1947 to teach at the Art Institute of Chicago (Merrill 
Loan of Kevin Milaeger 

1997, 91-92). 

RE beraronNeTeamina Sc atas aneera inary Von Bema s prints often celebrate eae fishermen 

; Bee and boat builders he saw along the docks in Milwaukee. 
printmaker both for his large output and because he hier iS ‘ 

; ’ More generally, the daily life of workers, their labor and 
taught printmaking to so many others. Von Neumann / is F 

‘ : : rest, are the single most important theme in von Neu- 
received a scholarship to study at the Royal Art School ie are fa fi pc eye a 

in Berlin, Germany with Emil Orlik, among others, qua nDS Brats: eo yen yaa’ Wee rap Ps: Me eee 
Oe . : made woodcuts, linoleum cuts, and occasionally mezzo- 

from 1910 to 1914. Orlik’s interest in Japanese prints ‘ : ‘ 
. tints, such as his Pastoral (figure 37). His works here show 

may have set von Neumann on the road to printmak- : 
. ' F the strongly modeled, muscular forms that are typical of 
ing. Von Neumann served in the German army, dis- ed iS Wee eee 6 Ba : a Fisher: - 
charged in 1919 after being wounded and spending a ® De sy = rea o = beer ete 38) also 

; i ; ae exemplifies his interest in nautical scenes; boats and the 
year in the hospital. He worked in Germany as an illus- 3 

; 5 : men who work on and around them are a recurring 
trator and art instructor, but came to Milwaukee in h on WTA \ ae - 

1928 (U.S. WPA, reel 3, frame 656). He was illustrator " eee, "7 ae Riad Soe 

for the Milwaukee Journal and for a lithography firm DCR ae eT 

when he first arrived in Milwaukee. However, by 1929 
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Sy ’ aS a ons 
Ss QQ y ‘ al Robert von Neumann 

és , We ] ’ AN . American, born in Berlin, 

Y / i Pee : Sy se oN ~ by \ Germany, 1888-1976 
4 4 Ie iS aS =y A Wy Y Great Lakes Fishermen or Tiapnet 
uN EN > —— AT; > S i Fishing on the Great Lakes, 

De GF; ( = a AW Oe ees NS O12 
fp Le, ge Sah Ga NX <X SS 1943 
UY Wipp —og | ol RU es ae y Lithograph, 10% x 1454 in. Bi Vi Mie ond WN at he = = SS ~ graph, 
YY oe Mt? ie Aa i AS Pea. a a = Loan of David Prosser 
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UN Cad ~ Gee ee SO PRES it Pe NE ee ER 
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a ae ‘ < ( PY CERENS 5 Ra 

TOD AM > \lel SS (y e 
whi WSs ay Dd \ ates Lae Ly vit 
SN a ey eS geee Aes is o Bef 

pe, ; » ¥. Z BS -—) — gaye BRS \ 

Ney SE . S=<Sg ETI De wie 
‘h A ae 3 aac R a ee An ang Figure 39 — \ sr. J al Pee. Donna P. Miller 

er % = 2 y/ eT / A pone aed American, born in Macon, 

| ee _CMiction, 1885-10971 
ae ei Sunflowers, 1933 
a peg x Ge Lithograph, 11 x 15 in. 

f anodes ~ = Loan of Kevin Mileagar 

Donna P. Miller, after coming to Wisconsin in 1912, showing few of the political leanings that would be so 

attended the Milwaukee Art Institute, Mt. Mary Col- much a part of the printmaking of Milwaukee during 

lege, and the Layton School of Art, studying with the next decade, and none of the passion for abstraction 

Robert von Neumann and Myron Nutting. She taught that attracted artists like Holty and Fischer. However, 

for two years in the mining community of Norway, Miller’s work is larger than many other examples for 

Michigan (U.S. WPA reel 3, frames 409-10). Her litho- this period, and displays a technical skill which makes it 

raph Sunflowers (figure 39) has a very decorative quality, an appealing work. grap q g y quality, PP g 
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Figure 40 the size of larger color etchings, though less brightly 

Leon Pescheret colored than many. His prints often capture famous 
American, born London, England, 1892-1971 civic architecture; like the city views that were the 

Shipbuilders, York, Mass., o 1940 mainstay of the early Wisconsin printmakers, the appeal 
Color etching 11 x 14 in. le 4 : 

of these prints is their evocation of place. However, 
Loan of Jeremy and Ann Shea i i ee aT 

Pescheret brings to his works a modern sensibility in 

WeaniPaecherecicme to tie Uniied Soke Ronit laa pe of timbers and masts that give this print 

don in 1910 and studied at the Art Institute of Chicago. a eee ee 

He worked as an architectural designer and draftsman. : pee 
a : : : John Steuart Curry came to Wisconsin in 1936 as the 

After serving in the American army in the First World 6 na fe id he Uni i Wi ; 
Rae ret heen erence Giiedeor where eane irst oe! ace a the Ber of Wisconsin or 

' : fieaks : at any American university. His brief was not to teach 
lished himself as an interior designer and wrote a text- b (puerta te 4 fie AG 1 

book on the subject. He took up etching in 1926, and ag = cee re x‘ : ae eae ee one ae ms ae 

by 1930 he devoted all of his professional time to etch- — 2 rege i 1 Hee cy Sh 1 eas eee 

ing. When his interest turned to color etching in 1933, POR ie Eee ese tor Spee es ven i 
: A 228). Curry also encouraged and advised rural artists, 

he traveled to Europe to study color etching first pri- a ie age ages: h 1 

vately with Roger Hebbelinck, then at the Royal Col- pea oe ee ee 
ie rural art show. His own career continued while he was 

lege of Engraving in London. By 1936 he had returned : : a : ir ‘ 
; : : : in Wisconsin, including the designing of his most 

to the United states and settled in Whitewater, Wiscon- ; 
5 : z famous and controversial mural cycle, for the Kansas 

sin, where he spent the rest of his years, creating etch- 4 c 
: nee ; j statehouse in Topeka. The most commanding figure of 
ings, mostly landscapes of sites in America, Mexico, and . j eae 

; ; ; : the mural is John Brown, whose passionate abolitionism 
Europe. Ship Builders York, Mass. (figure 40) is typical of , : : ‘ 

culminated in the 1859 armed raid on Harper's Ferry, 
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Figure 41 A bag ee 
gure as "yy, i 5 :" mS 

John Steuart Curr IG em 3) 5 Oe a y Sop : 
American, born in Dunavant, Kansas, 1897-1946 2 

John Brown, 1939 

Lithograph, 16% x 12 in. Figure 42 
Elvehjem Museum of Art, Carolyn T. Anderson Robert Hodgell 

Endowment Fund purchase, 1992.16 American, born in Mankato, Kansas, 1922 

The Burning Bush, 1955 
: 2s : ee Color woodcut, 31 x 20 in. yhich helped precipitate the Ai can Civil Wz d , 
oe he ee aS rie DN = Elvehjem Museum of Art, transfer from the Wisconsin 

resulted in Brown’s own execution for murder. This Center, 1997.63 

ambivalent figure, whose violent characterization in the : . 

statehouse murals caused part of the furor over the Robert Hodeell wasione of thelstddent ano eorked 

Eiae See Nevertiel es epee i ico: Tecan with Curry in the 1940s, but learned printmaking from 

this, Curry created 2 bul oblcha Browa (Ggure 41) an Alfred Sessler, while earning his bachelor’s and master’s 
1939. After pulling only three impressions, the first state degrees Gum the Lniverity of Wiscomen sn Madae, 

of ite an aoe ay ee ae A Kansas native who had met Curry when he was in 
design. The first state of the print, shown here, differs ‘Topeka painting the statchouse murals, Hodgell came 

from the subsequent state in being overall lighter, with fo, Wleceranidi wes Me sieelied) acai ae ane 

John Brown’s face appearing more creased and less Gicelto Cury (Madhiae: 190) He eae Fenced 

a College in St. Petersburg, Florida, from 1961 until 

aR vehi os [alin ieoeeie siannane. 1978 and also taught at the Ringling School of Art in 
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Figure 43 influenced by Sloan, and when he returned to Chicago 
Aaron Bohrod / A in 1929 he was “determined to do in my own way for 
American, born in Chicago, Illinois, 1907-1992 my own city what Sloan had done for New York” 

Anti 19) ~ z : 
HLEES Be a (Bohrod, 5). When he came to the university, he had a 

Lithograph, 9 '/4 x 13% in. ‘rial ; . fmid ban lif 
Tea OF Wav. Proce national reputation as a painter of midwestern urban life 

and as an artist-correspondent in the Second World War. 

: . However, over the next thirty years, he turned more and 

ao Florida and By the ey College at the Uni- more to still-life for his subjects, developing a tromp- 
versity of Se Florida, also in Sarasota. His early pref- Voeil style of depicting clippings, small antiques, and 

erence for linoleum cuts continued through his career; toys. This print, which is after a painting of the same 

though he concentrated more on ceramic sculpture and year, may hint at the new direction his art took during 
watercolor in the sixties and seventies, he continues to his years of residency in Wisconsin; it shows an elderly 

show new prints (Beyond the Woodcut, 8-9). His linocut woman passing by an shop window full of old bric-a- 

The Burning Bush (figure 42) is interpreted in jagged, brac, at which the woman scowls. The title Antiques 
nervous lines; these focuses on the possibilities of the (figure 43) refers equally to both, but the space of the 

human gas and biblical themes recur in Hodgell’s art composition is taken up mostly by an attentive drawing 

throughout his career. of the various objects in the window. In his later paint- 

re ings it is as if Bohrod took the entire shop home and 

pan Booted we “ secand of ae ee ee arranged and rearranged its contents, a few at a time, 

Miao Be ee on acts 0 mesideucey Pen to create the still-lifes for his paintings. He was artist-in- 

in 1948. He was born in Chicago, but in the mid residence in Madison until his retirement in 1973, but 
1920s traveled to New York to study at the Art Students he continued painting actively well into the 1980s. 

League with John Sloan. Bohrod was particularly 
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After World War II this country saw a phenomenal CORRS SYR 

growth of schools, particularly state universities fueled aN ae Ag Roe Ps ad ea 

by the entry of veterans entering colleges on G.I. grants. : a ilk RO ese | ES Lae 
The growth of the print area within the art department Ea RSE Gteiatli rine sa ey We 

at the University of Wisconsin began with Alfred WAS See @ Hy BAe ee 3 rs ! 

Sessler’s joining the art faculty. Sessler had been a part bs (os neo Re EX mee eg << 

of the Federal Art Project after being fired from the Ut NOE Joma Neca rt | 
Boston Store in Milwaukee for union activities. Shortly oe ua if Ee : fi sh Sey sf a MSs, — 

thereafter he said, “I have always been a fighter for the [’ iy a it ee Fes CRN fe [ 
underdog” (U.S. WPA, reel 3, frame 553). He worked il Oy See } 

first for the Treasury Relief Art Project from 1935 to / Me i SN 

1937, then for the FAP from 1937 to 1942. His prints ys ( ae is ‘\ 

for the Federal Art Project reflect the social awareness ed } 

that was current among artists in Milwaukee; like his we! 

contemporaries he celebrated the proletariat in such Nar 

prints as Men and Workers. In 1929 and 1930 he took WwW 

classes at Layton School of Art where he had studied 

with Nutting, Sinclair, Potterveld, and Dietrich. In 1944 

he graduated from the Milwaukee State Teachers Col- 

lege, where he studied with Elsa Ulbricht, and the next 

year received a master’s degree from the University of 

Wisconsin in Madison, where he taught until his death 

in 1963 (Prints of Alfred Sessler, 2). His exposure to many 

of his contemporaries who were making prints in Mil- 

waukee provided him with a broad range of printmak- 

ing experience to give to students. His dedication to 

printmaking as an art form led him to champion teach- 

ing printmaking in Madison, and as students began to ; 

fill up classes, more were offered, and more printmaking 

faculty were hired. The result was that the printmaking Figure 44 

program at the University of Wisconsin—Madison was Alfred Sessler 
one of the largest and most active in the country. American, born in Milwaukee, Wisconsin, 1909-1963 

Sessler’s own prints gravitated toward social observa- OUT Acai Te : 
. : e . , . Color woodcut, 19 x 12 in. 

tion with strong elements of satire. During his years at Elvehjem Museum of Art, gift of Mrs. Alfred Sessler and 

the university he continued to draw upon the slightly Ghildren 67.9164 i: 

comic and sad in human nature, as in Spring Again (fig- 

ure 44). However, he also developed a distinctive style of 

biomorphic abstraction. He was also a continual experi- 

menter, working with such complex techniques as 

reductive woodblock printing, in which a single block is 

cut, inked, and printed, then recut, reinked in a different 

color, and reprinted as many as four or five times to 

build up a color print. Thorny Crown (see color plate 5), 

like many of the reductive prints, has a thick buildup of 

ink from its repeated printings. 
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Figure 45 post office in 1941, in the Hudson, Wisconsin post 

Ruth Grotenrath office in 1943, and in the Wayzata, Minnesota post office 
American, born in Milwaukee, Wisconsin, 1912-1988 in 1947 after the war. She won a prize for a print 

i HBiee 201k exhibited in New York at a show organized by the 
olor serigraph, 11°74 x 8 in, onal Serissich : : “i 

Mibwadkes Are Museum, purchase, M1949.2 National Benerap Society eT 1997 22 33). Her 

screen print, The Pond (figure 45), was made in 1948, at 

h inni f th f th int 
Ruth Grotenrath, who spent most of her life in Mil- me ae es ps ee Z . ee Aine s h 

an 4] ropriate ur r artistic expr 10n. Ou, 
waukee, studied at the Milwaukee State Teachers Col- ; PP il P into Geatenuath re a oe 4 eae 

rimar) a painter, 
lege with Robert von Neumann and Elsa Ulbricht. She Pe y P oe P ui 

. Bi - screen prints for much of her subsequent career, often 
received her bachelor’s in 1933 and married Schomer coreatine the effec of flat color and mottled applica 

recr 1n; e€ € S 
Lichtner the following year. In 1935 both she and rm a. eet mn oanee pre Ee 

Lichtner were employed in the Treasury Relief Art Pro- P P ; 

ject (TRAP). They created murals in the Hart, Michigan 
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a ee ge Pia Be Joseph Friebert had become a pharmacist in Milwau- 

a : Ff | fee } i j Fe kee by the 1930s. He met local artists, including 

4 uid i i i {i & hi We Schomer Lichtner and Santos Zingale, and attended the 

4 as Be Wed 7 Ks | a Layton academy, where he studied with Gerrit Sinclair 
q ! i A) " Aa Pri 4 , Fig in 1932, and the Milwaukee State Teachers College, 

ea h baum \ =, f je where he graduated with a bachelor’s degree in art in 

ve f ° he : 1945 (U.S. WPA, reel 3, frame 189). He received his 

i j) . N tk ~ master’s degree from the University of Wisconsin in 

| Fa i ie. r é oe Madison in 1951. He taught at the University of 

s Br 4 , ag Wisconsin—Milwaukee from 1946 until 1976. Best 

* ie eat \ , : : known as a painter, his early works are often scenes of 

2 i i) ( ; \e} ; i ‘ : the urban environment. The untitled print from 1953 

Wk 4 it} ( or. in this exhibition (figure 46) reflects his interest in 

1 7 14 h Pe nonobjective art, with a modulated field of tone punc- 

a : { i j \ | Py j tuated by regular, vertical elements. 

Bi ee | 4 ae 
ie ae hie ls B P Id attended the Layton School of A He st Rut } h \ \ i urton On eLy atten: . t ag ayer chool of Art, 

ee { WE i {\ a ! where he studied with Gerrit Sinclair and Myron Nut- 

cea ; é | 4 al ting from 1927 until 1930, when he began to teach 

i oe Vit ts i } Me there (U.S. WPA, reel 3, frame U.S. WPA 488). From 

ae i: : ge \ & : 1943 to 1954 he worked in a Milwaukee lithography 

: a os am i ih Pk plant (Collecting the Art of Wisconsin, 1996). After 1945 he 
a ‘ h| j | i ct f taught at University of Wisconsin in Milwaukee. Potter- 

ee N ae i i veld studied entomology, and his paintings and prints 
A bi } a Pe | F i often incorporated images of insects. This unusual 

a ' f eb ax i A ‘ i choice of subject matter sets Potterveld’s work apart 

ef , Tn : N j ' my from other artists of his day, but has a long precedent in 

te the history of art. In addition to the many illustrations 

Four 46 of insects for students of entomology, insects are often 

joseal Friehert central to Japanese print compositions; Hokusai, for 

Reneacaneborn in Buttalo NewYork 1908 instance, created entire woodblock-printed books of 

Untitled (abstraction), 1953 insect and flower designs. This tradition may stand 

Lithograph, 16 x 10 Ys in. behind this print’s evocation of insect alighting on a 

Loan of Kevin Milaeger cluster of strawberries. This print (figure 47) won Mil- 

waukee Art Institute purchase prize at its annual print 

exhibition in 1953 (Milwaukee Journal, Jan. 17, 1954). 
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ze a ! oy ‘ Burton Potterveld 

Ae) 3 Tees em American, born in Dubuque, 

= ea i Fs SS = SS Gs Iowa, 1908 

i : MUSA Sa : Dragonfly, 1953 

Etching, 8% x 111/16 in. 

Milwaukee Art Museum, 

ee os Naess s p purchase, M1954.167 
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Figure 48 

Don LaViere Turner 

American, born in Milwaukee, Wisconsin, 1929-1997 

Apocalypse, 1956 
Etching and aquatint, 14 %/6 x 35 '/e in. 
Milwaukee Art Museum, bequest of Helen L. Johann, 

M1997.156 
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os ae J ie Figure 49 

v4 ig La Richard D. Houghton, Jr. 
Ua i ie a: i [Boos American, born in Oshkosh, 

| Wisconsin, 1923-1994 
i Temptation, 1951 

: ig a & Etching, 8 x 12 in. 

‘ ‘ Elvehjem Museum of Art, gift 

P | of Mr. and Mrs. Gunther W. 
i hs Heller, 1985.225 

Don LaViere Turner began art classes at the Layton Richard Houghton received his bachelor’s degree 

School of Art at age sixteen. He had earned bachelor’s from the Milwaukee State Teachers college in 1948. In 

and master’s degrees from the University of Wisconsin 1949 he received his master’s degree in art from the 

in Madison by 1953. In 1958 he received a Master of University of Wisconsin in Madison. He was identified 

Fine Arts degree from the Otis Art Institute in Los as still living in Madison when he won the Medal of 

Angeles, where he had received a full scholarship and Honor for a painting in the 1953 Painters and Sculptors 

where he pursued innovative techniques in relief print- exhibition. There is little information available on him 

making. From 1958 until 1962 he taught in the Los except that he lived in Arlington, Virginia at the end of 

Angeles area at the Otis Art Institute, The Pasadena his life and worked as an art director for the United 

School of Fine Arts, and the University of Southern States Government until 1983. However, his print Temp- 

California. After working in France and Denmark with tation (figure 49), shows him to be very competent 

the backing of a United Nations grant, Turner returned etcher. The sinewy figure besieged by the fantastic and 

to Wisconsin in 1965 as a self-supporting artist. In 1976 dark figures of the background may serve as an every- 

he pioneered an artist-in-residence program at the man, or refer to the legend of Saint Anthony, carried 

Federal Correctional Institute in Oxford, a position he aloft by devils to assail his faith. 

held until 1997 (Don LaViere Turner, unpaginated 6). 

The early print exhibited here, Apocalypse (figure Warrington Colescott’s higher education was inter- 

48), takes up a subject which had appeared in prints at rupted by service in World War II, so he received his 

least since Albrecht Diirer’s famous 1498 woodcut illus- bachelor’s and master’s degrees from the University of 

tration of the four horsemen of the apocalypse as California at Berkeley in 1942 and 1947, respectively. 

described in the Bible by St. John. In Diirer’s print the However, he did his first printmaking after he became 

Horsemen sweep across the book-sized sheet into a part of the faculty at Long Beach Community College, 

fiery landscape; in Turner’s much larger, and more direct where he learned to make silk screen prints in 1948, a 

composition, they appear to be bearing directly down medium he explored through 1956. He came to the 

on the viewer. Along with the horses’ mottled hides and University of Wisconsin in Madison in 1949. In 1956 

contorted riders, the effect is visionary and menacing. and 1957 a Fulbright fellowship allowed him to study at 
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“eT " oS, J -SroNS : 2 a; t ~ : nee | oo ae Sted gift 
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the Slade School in London with etcher Anthony Gross with its accurate descriptions of the battle lines and 

(Cox, 4-6). His mastery of the techniques learned there anecdotal portraits of the officers involved, is not only 

became the foundation for the huge body of work that entertaining to explore, but actually informative, and if 

he has produced since that time. He had exercised his the viewer is obliged to learn more about the battle to 

penchant for social satire in prints as early as 1952, but sort out the Colescott’s inventions from history’s ver- 

in the mid 1960s he undertook his series of prints that sion, so much the better. 

turned his mordant sense of humor upon popular cul- Like his subject matter, Colescott’s techniques are 

ture. The series was based loosely on the exploits of more subtle than they appear at first glance. The exag- 

John Dillinger, whose crimes and charisma made him a gerated drawing of Colescott’s caricatures is immediately 

folk icon. Attack and Defense at Little Bohemia (figure 50) striking, but the works reward closer inspection for the 

is from this series, a vision of the unsuccessful FBI raid variety and subtlety of the tones of his plates and for his 

on the northern Wisconsin resort lodge embellished skill in drawing the most from them when he inks and 

with the figure of Teddy Roosevelt, an air attack, and prints them. 

more nudity than is usually discussed in the historical 

event (Cox, 8). However, history is an important under- Dean Meeker had a peripatetic childhood, but became 

pinning to Colescott’s work; like Charles Reynolds’s interested in art in high school in Billings, Montana. His 

image of Sturgeon Bay, Colescott prints are often based early experiences and an enthusiastic teacher encour- 

in the literal facts of the past. Subsequent series such aged him to attend the Art Institute of Chicago where 

as Histories USA and History of Printmaking serve the he earned scholarships. After a hiatus spent in the army 

purposes of the historian in a particularly devious way; during World War II, he received his bachelor of fine 

they encourage the viewer to learn more about history arts degree in painting in 1945 from the School of the 

by making in-jokes about it. A print like All You Wanted Art Institute of Chicago and his master of fine arts 

to Know about the Battle of Chalmette (see color plate 6), degree in 1947 from Northwestern University. He 
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i oe “yt 4 Dean Meeker 

3 } ( 7s s a af e American, born in Orchard, 

es os, (Colorad 1920 \ : : rz me ices on Quixote, 195 
cy : aN es ef Fe Serigraph. 13 x 21 in. 

mN Bere cai Bi Whi eA Elvehjem Museum of Art, 

1 oem ee a a asad ff b ¥ University Fund purchase, 

ge eae OP 2 Ya penpecanie apie EE 54.1.1 

taught at the University of Wisconsin in Madison from print. Traditional etching presses are unable to print 

1946 until 1992 (Dewey, xiv-xvii, 87). The silkscreen these plates satisfactorily because of the unusually deep 

processes for which he is best known were far from relief of this plate In collaboration with engineer John 

being Meeker’s first choice of medium. He had learned McFee, Meeker had developed a light, high-pressure 

silkscreen process in literally sickening conditions, press with rollers driven by an electric motor whose 

working for commercial manufacturers whose insuffi- smaller, stiffer rollers would reliably print such high- 

cient ventilation left him ill and determined to have relief plates (Dewey, 35-40). 

nothing further to do with the process. However, he was 

prevailed upon by students to teach silkscreening and by Robert Burkert was among the students whose career 

1949 had begun experimenting with silkscreen in his was shaped by the strong printmaking program insti- 

own work. Among his first prints to receive national gated by Sessler. He earned bachelor’s and master’s 

recognition was Don Quixote (figure 51), which stood degrees from the University of Wisconsin in Madison 

out from most silkscreen work at the time with its from 1948 until 1955. After a year teaching at Denison 

painterly line. His continuing interest in the subject was University in Granville, Ohio, Burkert returned to Wis- 

supported by a research grant awarded in 1954 which consin in 1956 to accept a teaching position at the Uni- 

allowed him to pursue the “history, practice, and devel- versity of Wisconsin in Milwaukee, where he taught 

opment of silkscreen process as a fine art” (Dewey, 6). until his retirement in 1993. Marsh Fog (see color plate 

Eventually, Meeker’s interest in expanding the possibili- 8) is among his first screen-print treatments of the Wis- 

ties of printmaking led him to develop a process that consin landscape, a subject which would eventually find 

combined silkscreen with intaglio printed from a highly its fullest treatment in his portfolio Months of the Year, 

textured plate, built up with polymer. Joseph’s Coat (see which was completed in 1965 (Robert Burkert, unpagi- 

color plate 7) is an example of this process which nated). Burkert’s screen prints are well known, and the 

requires the artist to create a plate by building up layers artist also experimented with combining screen-printing 

of polymer paste that provide the textures of the final and lithography, as well as creating large monotypes. 
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Danny Pierce studied at the Schouinard Institute of 

Art in Los Angeles, at the Brooklyn Museum Art 

School, and at the University of Alaska, where he was 

artist-in-residence from 1959 until 1963. He started 

teaching at the University of Wisconsin in Milwaukee in - aa ie oe — 
i . et Te Fe a) PME Wee, CAGE aE ES uj OPE Hi 

1966 and retired in 1984. His print The Black Fault Recta ce ee eee ; Sey eS 

(figure 52) was printed from a densely inked intaglio ge ae eee 
wae i ee i ee 

plate, which had been heavily bitten by acid, so that the Eee = Pipes te aye 

surface of the resulting print shows deep relief. Executed ae ee gee cea Sa nee 

in 1964, the print shows the influence of such etchers as Bates ea es Sas Seven ee 
te 5 Be een eee re Ppa aha ee he la 

Stanley William Hayter, whose Atelier 17 was the locus BS tei ga ees EAP hs eo ee 
; - . ae a a re ee greece ee 

for experiments with heavily bitten plates. s Se ee ee ee 

a 
: ; EEE, ee | oa TR rm reg ane eget ere 

Arthur Thrall received bachelor’s and master’s degrees i es ee es me ae 

from the University of Wisconsin in Milwaukee where Pees Bo ea go es 
: - cee ae igen eS ree mie Rn ape a2 ated 

his greatest influence was Robert von Neumann (Cole- Rees eee Se ae pa SS 

scott, 13). Thrall taught at UW-Milwaukee, University ere! I a ah = — 

of Illinois, Champaign-Urbana; Ohio State University, pee i iat: OR sit) | 

Figure 53 | c F : tes wae Nae 

Arthur Thrall ’ my SLi 
a : F ; a Sahat y ; Sey ee 

American, born in Milwaukee, Wisconsin, 1926 an TN ae eS 
Document, 1963 © Wee es eae | 
Golori ; 3 L/ye i Po eae a oe eo 

olor intaglio, 22 “4 x 17 '%e in. pe eee X Nae ia 
: : ies. Se eee Faget SNE ne hc ed 

Elvehjem Museum of Art, Class of 1964 Gift Fund ce me Ear poe 
LOGE pi ‘a3 Bee Eo cS 

Purchase, 64.16.9 bs gs et S. oa ee Sameera OREONG seh cece 
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Figure 54 
Ray Gloeckler 3 ; 
American, born in Portage, Wisconsin, 1928 Yo SO oy ih beget: 7 J 3, 

The Blockers, 1964 hy WAL ~ \\y ts pet 
. < Ae SS car oS, ip NS + 

Woodcut, 18 x 30 in. YS ARE ASSL dE N eS yr 

Loan of the artist SN We oy aN 
~ >. are PEL a aes acter SFO a Sa SR OH aye pe es i 

Columbus; and UW-Madison. He was professor of art = See 4 \" [ee i ES eae) 
A SS re OT Ne aa nn ae 

at Lawrence University in Appleton, Wisconsin from Te ae aren? i () e 

1964 until his retirement in 1990, serving as chair of the TI? AT, ray) SIN Wh a 
ie 4: 72h 4% SN) SIN N 

art department there from 1981 to 1986 (Whos Who, Wt GFF ‘ \ \ . i) ‘ih \ i ™. 

1997). His etching Document (figure 53) is typical of OF lle Be ai WN 

much of his printed work after 1961, when his study of 

the handwriting of some of our great national docu- Figure 55 

ments in Washington D.C. inspired him to create works Ray Gloeckler 

celebrating the vanishing art of calligraphy (Fish, 12). American, born in Portage, Wisconsin, 1928 
Crown II, 1990 

- 29 Wax i 

Raymond Gloeckler received his bachelor’s and mas- Weodeut en is Seb 
; wires ‘ ni 2 Loan of the artist 

ter’s degrees at the University of Wisconsin in Madison 

in 1950 and 1952 and taught at Flint Michigan Com- 7 2 . : 
are ce aes : of his prints has varied from woodblock prints measured 

munity College, Eastern Michigan University in Ypsi- ; La A ; Ae 
: ne : ae squai r we ngravings of a few 

lanti, and at the University of Wisconsin in Oshkosh Ps ee oe ee Ss CO ene ee oar oneal 
3 ‘ 2 a inches, his commitment to the direct, powerful state- 

before returning to Madison in 1961, where he is pro- ‘ ‘ . iG . 
‘ : ment imbues them all. His print The Blockers (figure 54) 

fessor emeritus. Gloeckler, who has consistently created . : A ey 
er : presages the crowning triumph of Vince Lombardi’s 

woodcuts, has said, “For me, the woodcut medium pro- i i 
; : : career coaching the Green Bay Packers: their three-con- 

vides the opportunity for a direct, powerful statement. . . 7 Sos : 
: ee : : secutive-year domination of the National Football 

. it affords a simplicity and strength difficult to achieve 1; = 1965, 1966, and 1967.1 dof cclehat 
; 2 : : agi ; : . Instez 
in any other medium” (Watrous, 290-91). While the size Repu an 2 a sap ae aici ier tecs 
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the quarterback, the print memorializes the line that 

makes it possible for the quarterback to succeed, and at a ere : 

time when the Green Bay Packers were known for the ; = eae 

strength and speed of the blockers of the Green Bay ‘ | N 

sweep (Paul Horning, Fred “Fuzzy” Thurston, and Jerry rd 4 & 5 

Kramer). Gloeckler has also created a large number of | , q ce 

wood engravings, meticulously crafted compositions on ; i 4 ae oi 

a smaller scale, that often poke fun at their subject by q } j | Fae 

dwelling on the minute imperfections that wood < < ca 2 4 7 

engraving is admirably suited to reproducing. Gloeckler é fe 

credits such teachers as Alfred Sessler and Santos Zingale Sa yy 

for his penchant for the satiric. They were “people who ~ = a 

had been artists during the depression, people who did " , 

essentially social commentary type painting, people who 4 4 Sa 

were observers of the social and political scene . . . I cer- ; 5 ea 

tainly had the impression that art had a social function. I 4 

was interested in being a social observer and commenta- 9 

tor” (Colescott and Hove). 

Like his earliest work, Gloeckler’s print Crown II 

(figure 55) derives its imagery from the Christian tradi- Figure 56 

tion and his interest in the writings of Thomas Merton Marko Spalatin ; 

(Colescott and Hove). The spiky form depicted here had ciara, » os in Zagreb, Yugoslavia, 1945 

also been executed by Gloeckler as a sculpture, and as an ary 29 x 25 Yin. 

icon of the mocking of Christ carries the painful irony Elvehjem Museum of Art, F J. Sensenbrenner 

of his final injustice. However unjust, the mocking of Endowment Fund purchase, 1993.101 

Christ is nevertheless the first satire in Christian litera- 

ture, and thus perhaps a particularly appropriate subject _ 

for Gloeckler, who has created so many satirical prints. as ee era Spans corpo 
sitions gradually embraced more and more complex 

Marko Spalatin came with his family from Yugoslavia, color See oe Oy SOPs less clearly Uns 

first to Canada in 1961 and then to the United States heeiesione ee Pe peer ints exidinon, 

in 1963. He entered the University of Wisconsin, Madi- Me Eee a oe chevrons/can’ be 

son in 1964 and earned his bachelor’s and master of mee to haved tires dimension) sum Bul eet 

fine art’s degrees by 1971. Since that time he has lived 1 aia Hat design gid oop tata the 

near Madison, in Blue Mounds, Wisconsin, pursuing his background. 

a, se ome = oe i eee Damer received his bachelor and masters of fine 

prints, showed a strong interest in geometric forms in arts deprees oe us eee thaseleaue of Technology 

the early 1960s, usually combined with photographi- Gos: Searniege ele eee ee ad ie 
ee ead per Hereeven by 1969! the photo- respectively. Immediately thereafter le left Pittsburgh to 

graphic dteagery disappeared, and Spalatin concentrated take a position at the University of Wisconsin, Madison 

on color and geometric form. In the late 1960s and vA: Be copnauss 2 professor of lithography and 

early 1970s his works had an insistent three-dimension- diane BGG Sa nO a 
ality, depicting hard-edged, complex geometric forms. ical objects, often borrowing images of automobile 
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lem \ bse 1 pal hoa See of Lint A \ Jack Damer es Ne eA Cg fs Se Sa ee oe ( ys 3 t vraead x war. 7 American, born in Pittsburgh, 

A e Po \ aa gare i Sf ‘ NIN ( 4 Pennsylvania, 1938 

= lees j A el a {hf | my ~ Hogarth’s Dream, 1996 

en e/ ‘Ss ; Va , Aye \ os Agi} Lithograph, drawing, 
i) Se Rated MM 24 x 36 in. 

| ws : Loan of the artist 

motors and other mechanical objects from popular which is itself under inspection for its qualities and pos- 

media and reassembling them into equivocal engines of sibilities. This last, more introspective interpretation may 

uncertain purpose. As his work became more abstract in be more in line with Damer’s Hogarth’s Dream (figure 

the 1970s, it sometimes suggested figural compositions 57). Here Damer based his composition on a famous 

with passages of texture that are unique to lithography. print by William Hogarth, Strolling Actresses Dressing in a 

By the late 1970s Damer had gone beyond the surface Barn. However, the figures are reduced to volumes scat- 

of the print, actually cutting up the sheets he printed tered around the composition, which is how Hogarth 

into long, narrow strips which he reassembled into suggested students imagine figures while drawing them 

more three-dimensional works. In the 1980s these in his Analysis of Beauty. Damer’s darkened background 

works took on more and more volume by being woven retains much of Hogarth’s outline, but little of the 

or by being wound into layers and layers of printed detail; moreover, Damer’s composition is in mirror 

strips to become large discs that could be distorted into reverse to Hogarth’s. The work’s title implies that it 

cones or other shapes, and set with acrylic medium might be a privileged view into Hogarth’s psyche, but 

(Colescott and Hove). A step beyond this, Roller (see it raises a question about the contemporary interpreta- 

color plate 9) is constructed with cut-up lithographic tion of any eighteenth-century art, separated from it by 

strips, assembled into a shape that resembles a partly time we only see it, as in a dream or at best through a 

open window blind. Its subject, the partly obscured glass, darkly. 

view, may allude to the act of lithography itself, when 

the printer rolls ink over the stone with two-handled William Weege grew up in Port Washington, Wiscon- 

roller. Another possibility is that the work refers to the sin and attended the University of Wisconsin in Mil- 

transformation that printmaking has undergone in the waukee, in an engineering course of study, then trans- 

twentieth century, from being a window, through ferred to University of Wisconsin, Madison, where he 

which one looked at some distant scene, to a medium studied city planning and came into contact with 
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Figure 58 of more than an image on paper, including the paper 

William Weege / ; f a itself as a manipulatable part of the work. He has 

American, born in Milwaukee, Wisconsin, 1935 experimented with pigments incorporated into the 
te eee uae 13 19 in TP. paper, even with the structure of paper itself. In the 
screen on vinyl, 3 12 in. LPs 7 : ' 

Elvehjem Son a. gift of the artist, 1983.152 1980s this interest culminated in works where layers of 

i , Z em abstract marks are laid down, one atop another, often 

Donald Anderson, whose encouragement set him on pp ae ec golaniy sueyed (ieee of haadhiade paper, 

the track to becoming an artist (Colescott and Hove) I Ain’t Gona Drag My Feet No More (see color plate 10) 

After receiving his bachelor’s and master’s in 1966 and eRe EeEni tse galtiaaeayot cee prantod ence 
Be eee eee Wisste oF Rae ont¥ deere and a elements on a field of soft paper, and inclusions of 

peeiton te: the LW Madison ant department in 1968 smaller, cut and torn pieces of paper incompletely 

where he remains a professor. Weege’s early work uses adhering to tts sutlace: 

photography and silkscreen to participate in the social z ~, 
Geeiceus of the £9605 and 1970s, What began a5 Joe Wilfer graduated from the Layton School of Art in 

: -_ 2 ived his be % aster’s ‘ 
protest posters eventually culminated in the portfolio ~ eee ce ne oe Shai d 

Peace is Patriotic, a scabrous indictment of American aeae ey ease eee Soiree , a 
ieppocte (Clown 8). Hiswever, by the niid 1970s 1973 respectively, where he had learned the techniques 

Weege’s work had ae in the docedon of collabora- pp pape sae Bate Wale Aiamady A yest alter prad- 
i ISS2 ill. 

tion and abstraction, with his establishment of the Jones ee heapened ae Eppes ts. Pape ae meclsie 
ee lie dk SIG, Ac Jones Road, such: aitists friend of Weege, Wilfer often collaborated with Weege 

Sesh cence Gilliam ees A mi nth on projects. Wilfer was lured to the East Coast with an 
: ffe i > hool 

Weege. These collaborations redefined Weege’s own art, e oe > oe cata . 

expanding the boundaries of editioning; the collabora- on a, oy i = h o = em ee 

tors created runs of prints each of which was unique, i oo ee Sr ors ee oP men 
Fleet 4 oye technics, iacotyousting cut and elaborate printing and cast-paper projects. The relation- 

si ab elinesngciats, atid eee seep Alou ship brought Wilfer into contact with the director of 

ras : Pace Galleries, Richard Solomon. In 1984 Wilfer set up 
paper altogether, as in his Record Trout (figure 58) prints, . ‘ , 
stich were originally petted dicecily on 78 RPM the Spring Street Workshop, to print works published 

ereath, | Wise ae Ie ee ee by Solomon as Pace Editions where he continued to 
records. ‘ s . Gent ‘ . 

a collaborate with some of America’s finest artists until 
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Figure 60 

Figure 59 Sylvia Solochek Walters 
Joseph Wilfer American, born in Milwaukee, Wisconsin, 1938 

American, born in Racine, Wisconsin, 1943-1995 Summer Self-Portrait, 1977 
Proclamation # 1, 1976 Relief print, 26 ¥g x 24% in. 

Hand-made paper, Elvehjem Museum of Art, gift of the docents in honor 
1S scat ean. of James Watrous, 1993.10 

Madison Art Center, gift of Don and Nancy Eiler, 

1995.31 through the process again as many times as necessary to 

create the final image. It is a demanding process, since 

the onset his terminal illness in 1993 (Bernstein once one state of the block has been completed, it is 

26-28). Proclamation (figure 59) incorporates a letter destroyed by the next, making corrections impossible; 

from Patrick J. Lucey thanking Wilfer for his assistance Sessler’s students called it the suicide method. The 

with the Governor’s Award in the Arts in 1971. reductive method is used in Summer Self-Portrait (figure 

60) in combination with straight relief from smaller 

Sylvia Solochek Walters received her bachelor’s, mas- elements; for instance the brick texture to the house in 

ter’s, and master of fine art’s degrees from the Univer- the upper right background comes from the texture of 

sity of Wisconsin, Madison in the 1960, 1961, and imprinted cardboard, recycled from her time working 

1962. From 1969 until 1984 she taught at the Univer- as a book designer for the University of Wisconsin 

sity of Missouri-St. Louis, and since 1984 she has Press. She also takes special care in printing the block 

chaired the Department of Art at San Francisco State to ink only a specific area at a time, using stencils to 

University. She had worked with Colescott and Meeker keep ink off closely adjacent areas (Schiller, 52-53). The 

in Wisconsin, but it was from Sessler that she learned result is a print in which the bold, hard-edged areas 

the reductive technique of woodblock printing. In generally associated with woodblock prints, like the 

making a reductive block print, the artist cuts an initial very graphic landscape outside the window, coexist 

image into the block, inks, and prints it on the sheets of with areas of extraordinarily fine detail as in the face of 

paper of the edition, then recuts the same block, re-inks her self-portrait. 

it and prints it atop the original impressions, then goes 
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George O’Connell received his bachelor’s and master’s 

degrees in 1950 and 1951 from the University of Wis- 

consin, Madison. There O’Connell studied with Alfred 

Sessler, whom he particularly cites as the source for his 

lifelong interest in printmaking and, in particular litho- 

graph. O’Connell subsequently studied at Ohio State 

; University and the Rijksakademie van Beeldende 

fi Kunsten, in Amsterdam, The Netherlands. He taught at 

\ 4 the University of Buffalo in Buffalo, New York, and the 

| State University College in Buffalo between 1954 and 

N \ 1961. From 1961 until 1968 he was associate professor 

eal of art at the University of Maryland in College Park, 

: and until 1992 was professor of art at the State University 

‘ I of New York in Oswego, where he became professor 

| AN. emeritus in 1992. It was during this year that he created 

ae b Dy) ip Z the series of prints in his Marginal Way Cycle (figure 62), 

5 L ide ti \ } five monoprints printed from linoleum block elements, 

a, | =e depicting a rocky lakeside scene. O’Connell’s prints 
gee lu, ee P ", i fi often use mpeution of mevechromati elements of 

Sy AIT A a figures as a motif, like the descending legs of the passing 

ae N .S VA l NY females here. 

ANT ed) fh eel 
David Becker attended the Layton School of Art and 

x received his bachelor’s degree from the University of 

es Neier Wisconsin in Milwaukee in 1961, and his master’s 

mencin born in Santa (ones! @alifornia 1938 degree from the University of Illinois~-Champaign- 

Napalm; Fragments, 1967 Urbana in 1965. From 1965 until 1985 he was professor 

Color woodcut, 22 /% x 17 2 in. of art at Wayne State University in Detroit, Michigan, 

Loan of the artist and from 1985 to the present he has been professor of 

art at the University of Wisconsin—Madison. His metic- 

Mary Alice Wimmer (nee Cramer) studied at the ulously drawn, large-scale etchings consistently depict 

Layton School of Art and received a bachelor of fine figures pursuing unclear pastimes in desolate landscapes. 

art’s degree from St. Mary-of-the-Woods College in The slashed canvases that appear on the building in the 

Indiana, a master of science and a master of fine art’s center of this composition, as well as the bundled statu- 

degree from the University of Wisconsin—Madison. ary at the right suggest that the Monuments (figure 63) 
Wimmer has taught continuously at the University of of the title may be the sort studied in art history classes, 

Wisconsin Center—Rock County in Janesville, Wiscon- implying that the urinal in the heap of objects in the 
sin, since 1967. She has also had part-time appoint- foreground is an allusion to a Duchamp readymade. 

ments at the University of Wisconsin Centers at Bara- However, one could produce uncountable interpreta- 
boo, Parkside, in Marathon County, and Marshfield. tions of Becker’s image by selecting other elements, and 

During this time she has taught a wide variety of Becker avoids characterizing his work, preferring to let 

classes, but most recently has been teaching woodblock it stand on its own merits. This equivocation of intent, 

printmaking again. Her powerful print Napalm—Frag- combined with his precision of drawing gives the works 

ments (figure 61) of 1967 expresses the antiwar senti- a mysterious, evocative quality. 

ments of the day. It is also suggestive of Leonard 

Baskin’s style of depicting the human form, particularly 

his large print of 1954, Hydrogen Man. 
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) : George O’Connell 
. = = ~ American, born in Madison, 

- ee Wisconsin, 1926 

i Marginal Way Cycle: Three Passing 
S$ Females, 1992 

Monoprint, 24 x 36 in. 

; Loan of the artist 
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Figure 63 

David Becker 

American, born in Milwaukee, Wisconsin, 1937 

Monuments, 1979 

Etching, 20 '%16 x 30% in. 

Elvehjem Museum of Art, transfer from the Department 
of Art, University of Wisconsin—Madison, 1985.10 
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Figure 64 example of Balkin’s compositional interests and his 

Susan Hunt-Wulkowitz facility in printing intaglio plates. For color prints such 

American, born in Biloxi, Mississippi, 1944 as this, Balkin typically prints several colors from a single 

Summer Tapestry, 178s . plate, each color applied to the plate separately, often in 
Hand-colored etching, 9/4 x 19% in. : sine ; 

i sequential applications to the paper to build up the 
Loan of the artist ; : — : 

image. Balkin has a penchant for compositions that radiate 

Z gauss from the center of the image area and are comprised of 

Born in 1947 in Niagara Falls, New York, Andrew planes described with a variety of regular textures. 
Balkin moved to Madison in high school and then 

attended the University of Wisconsin—Madison where Susan Hunt-Wulkowitz grew up in Chicago, pur- 

between 1971 and 1977 he received four degrees: a chasing her first press there in 1969. In 1980, she and 
bachelor of arts, a bachelor of fine arts, a master of arts, Dennis McWilliams founded the Chicago Center for 

and a master of fine arts. The following year he opened the Print, and a year later they were married. By 1989 

a.g-b graphics Wie Sieh? a Modeo inoueh he has they moved from urban Chicago to rural Wisconsin, 

lectured at the University of Wisconsin—Madison and near Janesville. She has executed etchings and litho- 
taught through the university’s adult education pro- graphs in her meticulous linear style, packed with 

gram, the focus of his activity has been his collaborative minute detail. As in Summer Tapestry (figure 64), the 

work with artists at his workshop. In addition to scenes are often idealized country landscapes, inhabited 
numerous individual editions, Balkin has published two by a peaceful kingdom of people and animals. “My 

portfolios, AGB 1+10 and AGB Encore, each consisting artwork has always been imaginary, as I escaped the city 

of eleven etchings, ten by artists collaborating with by creating places I’d rather be. These works became 

Balkin and one work solely by Balkin. In an announce- increasingly detailed to bring the fantasy closer to 
ment for his third portfolio project, which celebrates reality... . All of creation is an amazing miracle, even 

the sesquicentennial of the state of Wisconsin, the work down to the smallest blade of grass. I’ll never tire of 

of printmaking is called “joyously obsessive.” It is a expressing this belief.’ The works also often incorporate 
characterization that could be applied to Balkin’s col- minute writing, names and scriptures, that, like the 

laborations and to his own work. Auriga (see color plate people and wildlife that are scattered through the 

11) is one of these latter works, and it serves both as an prints, make them a continual source for discovery. 
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pti, Fi Frances Myers 

; fies ane ee & es q American, born in Racine, 

Lae oR a Wisconsin, 1936 
ee LN See City ae 

i Jin the wool § Etching, [2% 2 in. 

jis Man Vas Loan ve artist 

Fran Myers studied at the San Francisco Art Institute places, an appropriate image for Wright, whose architec- 

and received her master of fine art’s degree in 1965 ture often strove to integrate building and site. Myers’ 

from the University of Wisconsin, Madison. She was interest in images has broadened to encompass works 

lecturer in printmaking in England in 1966 and 1967 at created by a broad range of means, and drawing imagery 

the College of Art and Design in Birmingham and at from a broad variety of sources, and working in a wide 

St. Martin’s School of Art in London, and in 1979 range of media. Myers’ most extended cycle of works 

served as Distinguished Professor of Art, in the Lucie centered on the text and images surrounding the life of 

Stern Chair at Mills College in Oakland, California. Saint Teresa of Avila, an ecstatic visionary of the six- 

Since 1975 she has taught printmaking at the University teenth century. These works take up the same problem 

of Wisconsin—Madison, guiding students through the faced by the poetess/saint conveying the mystical expe- 

intricacies of the various etching processes. Her techni- rience through mundane means, in Teresa’s case words, 

cal skill with aquatint and photoetching are apparent in in Myers’ works of art. Her print Sheep’s Clothing (figure 

her 1981 etching Shining Brow—Taliesin (see color plate 65) is executed in a more traditional medium than some 

12), which was part of a series of etchings created from of her earlier works, but it addresses similar concerns. Its 

1977 though 1981 all derived from buildings designed text combines such colloquial expressions as the phrase 

by Frank Lloyd Wright. The building is depicted in sub- “wolf in sheep’s clothing” with a running description of 

tle gradations of aquatint, but the hillside beneath it is the steps involved in slaughtering lambs that emphasizes 

printed from a separate plate, a photoetching of ferns the tension between the image of farm animals in our 

inked in green. This image overlaps the building in popular culture and the hard use to which they are put. 
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oe a — <. ow. series is a group of paintings and monotypes executed in 

ee ee ee i ae a 5 a muted browns and grays. Symmetrical compositions, 
a i ae a 4 : i : 

i = 2 a their curved lines suggest covered or shrouded objects. 

‘i ui pe ae He has made monotypes since his graduate student days 

ak f ae in the 1980s and likes the process of the medium, laying 
ea : : 5 

é “= x out and manipulating the ink on the plate, as well as the 

i? Pe, { 1 Paes resulting unique quality that derives from the way that 
M4 aa i 3 om : or a eat | i 
vd pe ss. ‘ n the ink is pressed into the paper, rather than laying on 

ua | Es aft ee ue top as is the case with paintings. The monotypes of the 

Abs “e yee a pe eo New Hope series were printed at Armstrong-Prior, Incor- 
i . holga hie oF ie % aa ? : Z mf Z i ee SO Pees porated in Phoenix, Arizona. 

Figure 66 Gaylord Schanilec received his bachelor’s degree 

Robert Erickson from the University of North Dakota in Grand Forks 
American, born in South Milwaukee, Wisconsin, 1960 in 1977. His interest in wood engraving started shortly 

6 Hope Ae ce after that when he had access to an abandoned Vander- 

L oa = ” cook press while living in the Twin Cities, where he has 
oan of the artist i : : 

taught at the Center for the Book Arts since 1990. Since 

4 ; ; sm z 1988 he has lived in Stockholm, Wisconsin where he 
Robert Erickson received his bachelor of fine art’s : s La : : 

jee : " prints books from hand-set type with illustrations like 
degree in 1983 from the University of Wisconsin— i ' : : 

: A : his River Warren Falls (figure 67). This print was made 
Oshkosh and his master of fine art’s degree in 1987 from a ee ek : 
ie Eee a Yak for the book Waterfalls of the Mississippi, written by 

Illinois State University in Normal, Illinois. Since 1990 i ee Ne , as 
: 2 - Be es Richard Arey, and it is inspired by Arey’s description of 

he has been associate professor of art at the University of ; f 
2 iat x i : the ancient waterfall that once stretched across the Miss- 

Wisconsin-Stevens Point. The New Hope (figure 66) arenas ; : a 
issippi Valley where St. Paul, Minnesota is situated today. 

cr) 

j 
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Ba Figure 67 
Gaylord Schanalec 
American, born in 

Minneapolis, Minnesota, 1955 
River Warren Falls, 1998 

Color wood engraving, 

6 %x 8 Yin. 
Loan of the artist 

72



Paula Schuette Kraemer was born in Madison in space, with its area of bright focus in the center of the 

1946, although she grew up in Iowa. After studying at print and darker top borders. However, the work seems 

Vassar College, she returned to Wisconsin to attend the more about the play of color than any representational 

University of Wisconsin, Madison in from 1968 to aim, with large, cool areas, bracketed by darker colors 

1971, where she received bachelor’s and master’s degrees and balanced by accents of red and sienna. 

in art in 1970 and 1971, respectively. From 1971 until 

1974 she traveled in the Mediterranean. She has contin- Lisa Moline was born in Los Angeles in 1962 and 

ually created prints since then, often drawing images received a bachelor’s degree from Smith College in 

from the everyday world, close to home. He print Sled- Northampton, Massachusetts, in 1984, then studied 

ding (see color plate 13) with its riderless sled gliding printmaking at the Central School of Art and Design in 

across the white field of paper alludes to the pleasures of London for the following year. Lane Hall, was born in 

childhood, but figureless, suggests they have been left Pontiac, Michigan in 1955, attended the School of the 

behind, parallel to the lost childhood of Orson Welles’s Art Institute of Chicago in 1976, and received his 

fictional Citizen Kane. Kraemer’s handling of the bachelor’s degree in English from The Colorado Col- 

medium for this print, with lines scratched into a plate lege, in Colorado Springs in 1978. The two met in 

in drypoint, and bright swaths of color applied by Madison when they were both working toward master 

monotype, gives the image the ragged quality of mem- of fine art’s degrees, which both received in 1991. They 

ory, as does the flexibility of the twisting sled. began creating collaborative works while at the 

UW-Madison, where they explored the traditional 

John Mominee received his bachelor’s degree from methods of printmaking as well as the potential of the 

the University of Evansville in Evansville, Indiana in computer for making art. They then received a joint 

1965 and his master of fine art’s degree from Southern appointment to teach at Teikyo Marycrest University in 

Illinois University in Carbondale in 1967. He returned Davenport, Iowa, and pursued their interest in com- 

to the University of Evansville as instructor of art in puter art. They have found themselves classified by 

1970. From 1971 until 1977 he taught art at Austin colleagues alternately as either too high-tech, or too 

Peay State University in Clarksville, Tennesee. And low-tech. At meetings dominated by conventional 

from 1980 until 1994 he worked at University of Wis- printmakers, like that of the Southern Graphics Coun- 

consin—Platteville, first as artist-in-residence, then after cil, parts of their audience doubt the practicality of 

1982, as director of the Center for the Arts and Harry using computers as an artistic tool. Conversely, at 

Nohr Art Gallery. Since 1994, he has devoted himself high-tech meetings like SIGGRAPH they are obliged 

to creating art full-time, which he has found especially to explain why they use ten-year-old printers and 

satisfying since it has enabled him to complete many centuries-old processes, rather than the most up-to- 

more works of art each year. His first exposure to the the-minute equipment. Their print Spirochete (see color 

monotype medium came at a time when he was plate 15) from the Woodland Goiter series stands as an 

searching for a way to combine the painting’s potential exemplary reply; it combines woodcut, the oldest print- 

for speed and spontaneity, with the graphic qualities making process developed in China in the 1100s, with 

and drawing of printmaking. At an exhibition of printout from a wide-carriage, dot matrix printer, a 

Richard Diebenkorn monotypes in Chicago in 1975 venerable technology by computer standards (Hall, 

he recognized some qualities he had been searching for 6-7).The two media are true to their sources; the large 

in the medium (Colescott 1985, 5). He works by draw- spiral element has all the marks of a woodcut, and the 

ing with oil pigment and oilstick on a plate. When the three smaller, knotlike elements betray their pixellated 

work has been fully developed, but before the pigment origin, but the combination creates a well-unified 

has dried out, he prints the work by putting a piece of whole, expanding the venerable woodcut tradition, 

paper on top of the plate bearing his design and passing and integrating the nascent computer print into a 

them through a press, transferring the image perma- long heritage, and resolving the potential conflict 

nently onto the paper. Mominee’s untitled monoprint between them. 

(see color plate 14) carries a suggestion of interior 
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Andy Rubin was born in Detroit, Michigan in 1955 California, Los Angeles during 1986 and 1987, he 

and received his bachelor of fine art’s degree from the became one of the collaborative printers at Gemini 

Center for Creative Studies at the School of Art and Graphics Editions Limited, also in Los Angeles. In 

Design in Detroit in 1978. He received his master of 1988, he was hired as master printer and studio man- 

fine art’s degree in 1984, from Arizona State University ager at the UW—Madison’s Tandem Press. Rubin 

in Tempe, Arizona after three years as research assistant brought to this position a combination of broad techni- 

to the master printer at the print research facility there. cal skills as a printer and his long experience as a col- 

Concurrent with this position, from 1982 until 1985 he laborative artist, which have helped make working at 

was a printer and assistant at Sette Publishing Company, Tandem a rewarding and pleasant experience for many 

also in Tempe. In 1985 he printed at Torzeski Studios visiting artists. However, Rubin works independently as 

and Publishing in El Cajon, California, and was codi- well as collaboratively, and Vedder's Quest(ion) (see color 

rector and printer at Phoenix Impressions Workshop/ plate 16) demonstrates his skill as a lithographer as well 

Gallery in Pontiac, Michigan. After serving as visiting as his irreverent take on art history. 

lecturer in printmaking at the University of Southern 
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Appendix A 

Federal Art Project Prints in Wisconsin 

harlotte Partridge, head of the Federal Art possible to get a fairly complete idea of the prints 

( Project (FAP) in Wisconsin, was responsible created for the Federal Art Projects and to date them 

for managing the artists in the project and for at least to the point at which they first appear in the 

distributing much of the art. Prints made for the pro- records. When works were sent out on loan, they were 

ject could be requested for long-term loan by federally listed on receipts which were usually dated and which 

funded institutions. The FAP organized exhibitions of listed each object by artist, title, and medium. So it is 

prints including “how to” displays that combined pho- possible at least to tell the latest date by which a work 

tographs with examples of specific media in order to must have been completed; if it appears in a receipt 

explain the procedures of printmaking. At least two of dated 1939, it must have been created earlier than the 

these exhibitions are recorded as being organized by date of the receipt. There are a large number of prints 

Agnes Jessen, one a “Process exhibition on wood listed here which appear in receipts in 1942. This is not 

engraving” with photographs and a wood engraving by because of a sudden rush of production in that year. 

Frank Utpatel, and another with examples of litho- Rather, 1942 marked the end of the Milwaukee project, 

graphs by various artists and explanatory photography. institutions were solicited to request works so that all 

(Although there is no description of what these exhibi- that remain can be put into collections or on display, 

tions consisted, they were valued at about $23.00 at a and so tie up loose ends of the project. 

time when a framed print produced at the project was Another problem with the receipts is that the media 

valued at $3.00. If these exhibitions were commensu- listed are sometimes cryptic. For instance sometimes a 

rately valued, they might have consisted of seven or work is listed only as a “print” and unless its medium is 

eight framed works and explanations.) specified on another receipt, there is no way of telling 

In 1942 when American government and industry what kind of print it is. In Louis Powell’s considerable 

shifted to a war footing, the project contracts and many output for the FAP, a number of works are listed as 

receipts of that year record large numbers of prints being “litho crayon.” The author has not had the 

being sent to various institutions in the state including opportunity to see these works in order to determine 

the Layton School of Art, Milwaukee State Teachers whether they are lithographs drawn only with crayon. 

College, Milwaukee Public Library, Charles A. Wustum However, this seems unlikely; several other lithographs 

Museum in Racine, Milwaukee Art Institute, State that have been available for examination were drawn 

Teachers College in Superior, Central State Teachers exclusively with crayon, but are not listed in the 

College in Stevens Point, University of Wisconsin in receipts as “litho crayon” works. Consequently, it seems 

Madison. likely that “litho crayon” works are simply drawings 

The records in the archive of the State Historical made on paper with lithographic crayon, perhaps with 

Society of Wisconsin help to narrow the dating of some the intention of eventual transfer onto a stone. Since it 

of the works that were produced during the FAP. Part is compiled in part from the shipping lists that were 

of the holdings of this archive are a group of file cards made when the works were distributed, this list may 

which list many of the works done by FAP artists in preserve errors made in filling out these forms. Con- 

Wisconsin. Unfortunately, not all the works recorded in sequently, prints which only appear once in the lists 

other documents in the archive have corresponding may be mistitled, or perhaps not be prints at all since 

record cards, nor are the record cards always complete. the title of an edition of prints could be expected to 

However, by collating the cards and other lists, it is appear repeatedly in the lists. Particularly suspicious are 
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unique prints listed as having “no title,” since such created. The last numbers in each line refer to reel and 

works may well be impressions of titled works that frame numbers of the State Historical Society of Wis- 

were not inscribed. consin’s seven-reel set of microfilms: “U.S. Works 

The following list of printmakers and their works is Progress Administration Federal Art Project (Wisconsin) 

derived from the FAP files at the State Historical Soci- Records.” 

ety of Wisconsin. “First appearance” refers to the earli- Works that only appear once in the FAP files are 

est record of the work in the surviving files, so this date marked with an asterisk. 

is the latest possible date the print could have been 

Stanley Abstetar Coal Heavers Three Kids and a Dog 
joes First appearance, Apr. 9, 1936 First appearance, Jan. 19, 1936 

First appearance, June 15, 1938 Block print Linoleum cut, 12 x 18 in. 

Lithograph : C Reel 1, frame 81 Reel 1, frame 41 

a4 ewe 918 In the Rain Tire Pitcher 

‘ First appearance, Apr. 9, 1936 First appearance, Jan. 19, 1936 
Bay Bare Block print Linoleum cut, 9 x 12 in. 

* ict eppesancetApr 21) 1938 Reel 1, frame 81 Reel 1, frame 41 

ooo 34 Market Used Cars 

Bisel4 fame 919 First appearance, Jan. 19, 1936 First appearance, Jan. 19, 1936 
* Linoleum cut, 11 x 18 in. Linoleum cut, 9 x 13 in. 

ee *Reel 1, frame 41 Reel 1, frame 41 

oo ie ae Market Lane Untitled 

nearer First appearance, Apr. 9, 1936 First appearance, Oct. 5, 1942 
Edition size 17 ; : 
Reel 4. frame 920 Block print Linoleum cut 

2 *Reel 1, frame 81 Reel 2, frame 788 

a ee Dec. 1938 ee See 
Tas a a ‘ 7 First appearance, Apr. 9, 1936 First appearance, Oct. 5, 1942 

peo Block print Etchin 
Edition size 17 8 
Reel 4. frame 923 *Reel 1, frame 81 Reel 2, frame 788 

Lanitecape #41 Rainy Day Marie Bleck 

First appearance, May 1938 rs pe craters, Jen. 19, Hae Cant Hook Man 
Linoleum cut, 12 x 19 in. ‘ 

Lithograph mir Gene A First appearance, Apr. 5, 1937 
Edition size 2 Coat Linoleum cut, 11 x 13 in. 

Reel 4, frame 927 School Girl Edition size 35 

; Reel 5, frame 75 
Linoleum cut 
* 

Otto Bielfeld ae Castle 
Ash Men School Girls oe sl 
First appearance, Jan. 19, 1936 Linoleum cut + Reel 4 ane 462 

Linoleum cut Reel 1, frame 41 a 

poe tee Chippewa Indian Weaver 

ae First appearance, Apr. 5, 1937 
Children and Mother First appearance, Jan. 19, 1936 ; PP sePE 3) 

Linoleum cut Linoleum cut pe ye ia 
Edition size 1 Reel 1, frame 41 ee aed 

*Reel 5, frame 31 
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Fisherman Rivermen Horses #2 

First appearance, Jul. 1, 1937 First appearance, Apr. 5, 1937 First appearance, May 21, 1942 
Linoleum cut Linoleum cut, 11 x 13 in. Lithograph 
Reel 1, frame 462 Reel 5, frame 73 *Reel 2, frame 458 

Indian Snowshoes Arthur Goneiwich 
First appearance, Jul. 1, 1937 First appearance, Jul. 1, 1937 Watenelon Rade 
Linoleum cut Linoleum cut Fi 5 10, 1942 
*Reel 1, frame 462 *Reel 1, frame 462 ES aPpcaranec use 24s 

Linoleum cut 

Indian Mound Timber Cruiser Rel o taue =" 

First appearance, Feb. 24,1937 First appearance, Jul. 10, 1937 

ee cut, 41 x13 in. 7 cut, i. 13in: Edward L. Jansen 

*Reel 5, frame 62 Reel 5, frame 79 8th Street Houses 

First appearance, Dec. 24, 1936 

The Muskie Fishermen The Timber Cruiser (2) Linoleum cut, 9 x 11 in. 
First appearance, 1937 First appearance, Jul. 10, 1937 *Reel 5, frame 512 

Linoleum cut, 13 x 16 in. Linoleum cut, 11 x 13 in. 

Edition size 35 Reel 5, frame 77 Backyard 

Reel 5, frame 81 Linoleum cut 

The Trapper *Reel 5, frame 503 

Muskie Fishermen (2) First appearance, June 21, 1937 
First appearance, Jun. 18, 1937 Linoleum cut, 11 x 13 in. Cherry Street Bridge 
Linoleum cut, 11 x 13 in. Reel 5, frame 83 First appearance, Dec. 17, 1936 

*Reel 5, frame 69 Linoleum cut, 9 x 11 in. 

White Bass Fishermen *Reel 5, frame 504 

The New Log Cabin First appearance, May 10, 1937 
First appearance, 1937 Linoleum cut, 11 x 13 in. Coal Hopper 

Linoleum cut, 13 x 16 in. Reel 5, frame 85 First appearance, Jan. 19, 1936 

Edition size 35 Linoleum cut, 9 x 11 in. 

Reel 5, frame 64 Woodsmen Reel 1, frame 41 

First appearance, Jul. 1, 1937 

The New Cabin (2) Linoleum cut Commerce Street 

First appearance, Jul. 10, 1937 *Reel 1, frame 462 First appearance, Jan. 19, 1936 

Linoleum cut, 11 x 13 in. Linoleum cut, 9 x 11 in. 

*Reel 5, frame 65 Paul Clemens Reel 1, frame 41 

Old Lighthouse-Bailey’s Harbor oe es Commission Row 
. irst appearance, Oct. 31, 1938 : 

First appearance, Apr. 28, 1937 Li 1 f First appearance, Jan. 19, 1936 
; ‘ ithograph, 8/2 x 7 in. ? ; 

Color linoleum cut, 11 x 13 in. Reel 5. frame 130 Linoleum cut, 9 x 11 in. 

Reel 5, frame 71 ° Reel 1, frame 41 

The Logger _ eon Fish Market 

First appearance, Jul. 1, 1937 Fine appearance, Oct 5. 1982 First appearance, Oct. 19, 1942 
Linoleum cut Drypoint Linoleum cut 
*Reel 1, frame 462 *Reel 2, frame 786 Reel 2, frame 822 

Riverman Fishing Tug-Port Washington 
First appearance, Jul. 1, 1937 Parerst Blower First appearance, Jan. 19, 1936 

Linoleum cut Fishermen Linoleum cut, 9 x 12 in. 

*Reel 1, frame 462 First appearance, May 21, 1942 Reel 1, frame 41 
Lithograph 

Reel 2, frame 458 
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Hamburger Joint Kingfisher 63rd South Lincoln 
First appearance, Oct. 5, 1942 First appearance, 1940 First appearance, Nov. 10, 1936 

Linoleum cut, 9 x 12 in. Screen print Linoleum cut, 9 x 11 in. 

Reel 2, frame 788 Reel 5, frame 568 Reel 6, frame 100 

Junk Man Agnes Jessen Commission House 

Linoleum cut Mother and Child First appearance, Oct. 5, 1932 

*Reel 5, frame 516 Fear nertice Oke 5 1019 Linoleum cut 

: PP : ine rd *Reel 2, frame 799 
5 Lithograph 

ie Reel 2, frame 788 
First appearance, Jan. 19, 1936 i Fields 
Linoleum cut, 9 x 12 in. First appearance, Jan. 19, 1936 

Sunflowers : a 
Reel 1, frame 41 ae Linoleum cut, 9 x 11 in. 

First appearance, Feb. 15, 1938 
z Reel 1, frame 41 

. . Woodcut, 19 x 14 in. 

nani Reel 5, frame 613 
First appearance, Jan. 19, 1936 i Tiucks 

Linoleum cut, 9 x 12 in. First appearance, Oct. 6. 1942 
Refugees : 

Reel 1, frame 41 First appearance, Oct. 5, 1942 Linoleum cut 

PP Daan *Reel 2, frame 793 
: : Woodcut 
= Reel 2, frame 786 

First appearance, Jan. 19, 1936 , Untitled 
Linoleum cut, 9 x 12 in. * First appearance, Oct. 19, 1942 

Reel 1, frame 41 Sector Cr MicheleL Linoleum cut 

Blossoms *Reel 2, frame 822 

Smithy of the Fields First appearance, Jun. 1938 

First appearance, Jan. 19, 1936 Lithograph, 10 x 13 in. Myron Nutting 
Linoleum cut, 9 x 12 in. Reel 6, frame 4 Min Chénping Wieod 

Reel 1, frame 41 i 
Che First appearance, fan: 45, 1938 

Snake Oil First appearance, Mar. 30, 1938 spay 8 a ee 

First appearance, Mar. 2, 1937 Lithograph, 11°/s x 14°/4 in. adaaie 

Linoleum cut, 5 x 7 in. 

*Reel 5, frame 525 Husking Corn On the Beach 
Fi before 1940 First appearance, Oct. 6, 1942 

irst appearance, before Lithasenh 

Vine Street Cottage Lithograph, 8/2 x 12 in. ro De 599 
First appearance, Oct. 5, 1942 Reel 6, frame 23 : 

Linoleum cut Tivo Girls 
*Reel 2, frame 793 Plowing Fi 

i irst appearance, Jun. 15, 1938 
First appearance, Apr. 15, 1938 i : 

- : ; Lithograph, 8 x 12 in. 
Richard Jansen Lithograph, 7 '/2 x 10 in. 

Reel 6, frame 179 
4 Reel 6, frame 26 

Farm Animals 

First appearance, Jul. 5, 1942 Wi Tivo Men 
: inter : 

Screen print Fi First appearance, Jun. 20, 1939 
irst appearance, Mar. 15, 1938 3 : 

*Reel 2, frame 586 : : Lithograph, 6 x 8 in. 
Lithograph, 11 x 15 in. 
Reel 6. frame 35 Reel 6, frame 181 

Kindergarden Mural i 
eae Sep. 10, 1942 (Alfonso Moreno Leo Ostrenga 

Reel 2, frame 770 62nd and Lincoln St. Ne ord 
. First appearance, Oct. 5, 1942 

First appearance, Jan. 19, 1936 5 
5 5 Linoleum cut 

Linoleum cut, 9 x 11 in. Reel 2. fr 788 

Reel 1, frame 41 Siar) ee 
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Louis Powell Hippo Polar Bear 

Boat Coniing In First appearance, Jan. 19, 1936 First appearance, pias 1, 1938 

First appearance, Dee. 301946 Linoleum cut, 10 x 12 in. Linoleum cut, 5 x 7 '/2 in. 

. 2 ae Reel 1, frame 41 Reel 6, frame 458 
Linoleum cut, 9 x 12 in. 

Reel 6, frame 357 Country Sitting Up 

Boiler House First appearance, Jan: a 1936 First sp pecce “ee 3, 1938 

First appearance, Jan. 19, 1936 Linoleum cut, 91/2 x 9'/ in. Linoleum cut, 5°/4 x 10 in. 

f pa eee Reel 1, frame 41 Reel 2, frame 788 
Linoleum cut, 10/2 x 13 in. 

ee Juneau Park #2 Storks 

Burial of a Monk First appearance, Sept. 22, 1938 First appearance, Jan. 12, 1937 

First appearance, Jan. 19, 1936 Lithograph Linoleum cut, 9 x 12 in. 
. See Reel 1, frame 769 Reel 6, frame 472 

Linoleum cut, 9 x 11 in. 

Ben | Games King of the North Sunny Day on the Farm 

C First appearance, Oct. 19, 1938 First appearance, Oct. 19, 1942 
jountry : 53 : ‘ 

First appearance, Jan, 19, 1936 Linoleum cut, 6°/4 x 10 in. Linoleum cut 
: Gin Reel 6, frame 426 *Reel 2, frame 817 

Linoleum cut, 91/2 x 91/2 in. 

So Mike, Cat Head Woman in the Park 

Elephant Quarters First appestance, Mey 20, 1938 First appearance, Oct. 5, 1942 

First appearance. Feb. 28, 1938 Lithograph, 7°/4 x 10'/2 in. Lithograph 
. PP y, ine Reel 6, frame 435 Reel 2, frame 788 

Lithograph, 7'/2 x 10 in. 

Reell6, frame 389 Mountain Goat Charles Clark Reynolds 

For What ne irra oe City Hall, Milwaukee 
First appearance, Mar. 4, 1938 ce 799 First appearance, Mar. 1941 

Linoleum cut, 5 x 6'/2 in. aie Etching, 5 x 4'/ in. 
* * Reel 6, frame 399 Wear Jones Island Reel 6, frame 595 

A Friend ase epee Ney CUS Demolition of Old Court House 
: Lithograph, 14 x 18 in. , 

First appearance, Sep. 9, 1937 Reel 6, frame 411 First appearance, Mar. 1941 

Linoleum cut, 9 x 12 in. 7 Drypoint, 4°/ x 5 in. 
*Reel 6, frame 400 p *Reel 6, frame 596 

Net Inspection 

Gentleman in Frock Coat ee a Bug Siete Gunny Sack Row 

First appearance, Oct. 5, 1942 eee eae First appearance, Oct. 5, 1942 
: *Reel 2, frame 624 : 

Linoleum cut Etching 

Reel 2, frame 788 Reel 2, frame 785 
Northwestern Depot 

Giraffe Jee en es, _ 12, ree Lion of Old Court House 
5 Lithograph, 14 x 17° in. : 

First appearance, Apr. 18. 1936 Reel 6. f 449 First appearance, Mar. 1941 

Linoleum cut, 9 x 12! in. ere ores Etching, 5/2 x 5°/4 in. 
Reel 6, frame 404 5 *Reel 6, frame 600 

Outskirts 
Guates First appearance, Feb. 24, 1937 Mallards 

. Lithograph, 12 '/2 x 18 in. : 
First appearance, Jan. 19, 1936 First appearance, Oct. 5, 1942 

; Reel 6, frame 456 
Linoleum cut Etching 

Reel 1, frame 41 Reel 2, frame 785 
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Milwaukee Courthouse Arlo Schmitz Wild Horse 
First appearance, May 1941 ence First appearance, Sept. 10, 1942 

Etching, 12 x 20 in. Fit snennce Ave 20: 1938 Lithograph 
Reel 6, frame 599 na EP rE *Reel 2, frame 770 

Lithograph, 7 x 9 in. 

Old Sturgeon Bay ames, Pacte B76 Untitled 
First appearance, Oct. 5, 1942 Fisherman First appearance, Oct. 6, 1942 

Eeching First appearance, Nov. 1938 Sees aoa 
Reel 2, frame 785 ‘= PP ce *Reel 2, frame 792 

Lithograph, 9 x 12 in. 

On Fish Trap ae eae Theodore Schmitz 

eae eee Grass Fire #1 Snow Shovellers 

S First appearance, Oct. 6, 1938 First appearance, Oct. 6, 1942 
Reel 2, frame 785 ; : : 

Lithograph, 7 x 9 in. Linoleum cut 

On Water Street Reel 6, frame 678 Reel 2, frame 798 

Say . . ee Grass Fire #2 Untitled 
8 E First appearance, Jan. 30, 1942 First appearance, Oct. 19, 1942 

*Reel 6, frame 602 . : 
Lithograph Linoleum cut 

* Red Heads Reel 2, frame 381 Reel 2, frame 818 

First appearance, Oct. 5, 1942 ene Alfred! Sessler 

Oy First appearance, Aug. 30, 1938 
Reel 2, frame 785 5 PP ec. Circus Hands—Night Construction 

Lithograph, 9 x 11 in. : 
Reel 6 fame 681 First appearance, Aug. 5, 1942 

Settling Mallards b Lithograph, 5°/4 x 9°/4 in. 

First Speen: oes 1941 Tipe Ba Reel 2, frame 623 

yen Aol n. First appearance, Sep. 27, 1938 
*Reel 6, frame 604 ee 5 Es Pageant Prelude 

Lithograph, 8°/4 x 10°/4 in. c 
Teel 6) Game 683 First appearance, Jan. 4, 1938 

Slough Pumps ‘i Lithograph, 5% x 8 in. 

First appearance, n.d. a Reel 6, frame 779 

Drypoint, 67 x 5°/4 in. iadian : 
*Reel 6, frame 606 LB BO acy a Ze se Rock Drill 

Lithograph, 8 x 12'/2 in. : 
Reel 6 fame 682 First appearance, May 2, 1938 

Three Geese ‘ Lithograph, 6 x 12 in. 

oo Oct. 5, 1942 Naa Ee Reel 6, frame 781 

eel oi fame 765 First sepestance, Jun. 29, 1938 Man 

Lithograph, 8'/2 x 11 in. . 
eel 6 fame 686 First appearance, Mar. 11, 1938 

Untitled ’ Lithograph, 8 x 11 in. 

First appearance, Oct. 5, 1942 On CH Reel 6, frame 772 

Pechie First appearance, 1938 
Reel 2, frame 785 fe i Veen Workers 

Lithograph, 6 '/2 x 7°/ in. : 
Reel 6, ft 688 First appearance, Apr. 15, 1938 

Robert Schellin Baan er Lithograph, 8 x 12 in. 

Workers River Scene Boece fame vat 

First appearance, May 8, 1937 First appearance, Oct. 19, 1942 ick Si 3 
Lithograph, 20 x 24 in. (matted) iaoeenn Eee e del (Sedalls) 
Reel 6, frame 670 *Reel 2, frame 817 Lumbering 

First appearance, n.d. 

Linoleum cut, 12 x 15 in. 

*Reel 6, frame 671 

80



Untitled The Barn Wisconsin Hills 
First appearance, Oct. 19, 1942 First appearance, May 1940 First appearance, Oct. 3, 1938 

Linoleum cut Wood engraving, 6°/s x 8°/4 in. Wood engraving, 81/2 x 11/2 in. 
*Reel 2, frame 818 Reel 6, frame 1000 Reel 6, frame 998 

Charles Thwaites Farmer’s Holiday Untitled 

Foundry Workers First appearance, ve 15, Lae First appearance, Oct. 5, 1942 

First appearance, May 15. 1939 Wood engraving, 9°/4 x 11° in. Wood engraving 
. PP a a: Reel 6, frame 994 Reel 2, frame 787 

Lithograph, 6 '/2 x 9 in. 

Beton re 20 Mail Plane Henry Waldeck 
Reel 6, frame 881 : 

First appearance, Oct. 25, 1938 leani 

Wood engraving, 81/2 x 111/ in Cleaning EP 
Hickory Bud Reel 6.f 995 - —— First appearance, Oct. 5, 1942 
First appearance, Jun. 11, 1938 ei Linoleum cut, 10 x 12 in. 

; = Ip Wo j 2 Lithograph, 6'/2 x 8 '/2 in. The Old Must Die Reel 2, frame 788 
Reel 6, frame 899 : 

First appearance, Dec. 1939 
Wood . Elevators 

Pitcher Plant Heel bene Oe First appearance, Feb. 7, 1938 
First appearance, Apr. 21, 1938 se a Linoleum cut, 9 x 11 in. 

: if : 
Lithograph, 5 "2x 12 in. Potala Digret Reel 7, frame 17 
Edition size 30 First May 21.1942 
Reel 6, frame 922 eu eee) ae Excavating at 3rd Street 

Wood engraving Fi Feb. 15. 1937 
Reel 2 fame 458 irst appearance, Feb. 15, 1 

Skunk Cabbage #1 ’ Linoleum cut, 9 x 11 in. 
; * First appearance, May 15, 1938 Rural Scene or Woman with Cat Reel 7, frame 20 

Lithograph, 5 x 7 '/ in. First Oct. 5. 1942 

Reel 6, frame 954 es Eerie os Kilbourn and Market St. 

Real eas First appearance, Oct. 19, 1942 

Skunk Cabbage #2 Es Linoleum cut 
; * First aE pe stanice, Jui 14, 1938 Tall Tales Out of a Jug Reel 2, frame 822 

oe First ce, Oct. 5, 1942 
*Reel 6, frame 955 Ages sa Santos Zingale 

Wood engraving 
Reel 2, frame 787 Junk Man 

Frank Utpatel First appearance, Apr. 27, 1939 

Book Plates for the Donald W. Lean Winter Sports Lithograph, 11/2 x 15 in. 
Book Collection at West Milwaukee First appearance, Jan. 31, 1939 Reel 1, frame 843 

High School Wood engraving, 10 x 12 in. 
First appearance, June 8, 1939 *Reel 6, frame 997 Scrub Women 

Wood engraving, 3 x 5 in. First appearance, Dec. 1, 1937 
Edition of 70 Lithograph, 8'/2 x 9'/ in. 

Reel 1, frame 875 Reel 7, frame 79 
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Appendix B 

Printmakers with Prints in the 
Wisconsin Artists Calendar 1937 and 1938 

The overall size of the calendars is Gordon Borchardt Samuel Gansheroff 
5 tie: 

10°/s x 7'/s inches for the 1937 Glasco Church, 1937, linoleum cut, Mill Creek, 1938, linoleum cut, 
calendar and 81/2 x 11 inches for ee San Bae oan. 

the 1938 calendar, the individual Apartments, 1938, linoleum cut, 

sizes of the prints’ images is given 6x 8 in. Clarence G. Hackett 

below, since some of the prints Blind Jake, 1937, wood engravin, 
were also editioned without the Marie Borchardt Gens fat i : > 

rest of the calendar page. Factories, 1937, linoleum cut, WPA. Workers, 1938, wood engrav- 

4x5 in. ing, 5 x 7 in. 

Willi Anders Gas Tank, 1938, linoleum cut, 
15 15/je i 

Little Tulip, 1937, wood engraving, olla StcliagHarlos 

5 13/6 x 6 in. : Untitled, 1937, wood engraving, 

River Scene, 1938, wood engraving, Doris E.'Cox 4x5in. 

42x 7 in. In the Village, 1937, linoleum cut, Untitled, 1937, wood engraving, 

4x5in. 4x5 in. 

Gerhard Bakker Coal Carts, Kingston, Ohio, 1938, Highway, 1938, linoleum cut, 

Hallet Peak, Colo., 1937, wood linoleum cut, 5 x7 in. 5x7 in! 

engraving, 17,6 x 5 in. Z > . ; 
Read te Cripple Greeks 1997, woad Hulda Rotier Fischer Bernice Hicks 

engraving, 4 x 6 in. Sisters, 1937, linoleum cut, 4 x 5 in. On Lake Michigan, 1938, wood 

Ploughing, 1938, wood engraving, Winter Sports, 1938, linoleum cut, engraving, 5 x 7 in. 

62x 7% in. 4x5 in. 

Underground, 1938, wood engrav- Agnes Jessen 
; jy 

ing, 6 x 6/2 in. Dewey Foss Fourth Street, 1937, wood engrav- 

Farmer’s Mill, 1937, linoleum cut, ing, 4 x 5 in. 

George Barford 4x5 in. Carnival, 1938, linoleum cut, 

Early Mass, 1937, wood engraving, Garber’s Coulee, 1937, linoleum cut, 4x5in. 

6%x 5 in. 4x5 in. 

Fall Trees, 1938, linoleum cut, Helen Johann 

ne Se Concert, 1937, linoleum cut, 

Rug Sale, 1937, linoleum cut, : 4x5in. 

6x5 in. Joseph Friebert Fishing Boats, 1937, wood engrav- 

Hillside, 1938, linoleum cut, ing, 4 x 5 in. 

Mitzi Bleck 3 56x 5% in. Cafe, 1938, linoleum cut, 5 x 8 in. 
Oshkosit Fox River, 1937, linoleum Sleep, eee linoleum cut, In the Tiain, 1938, wood engraving, 

be San 6 x 5° in. Oise 5)in, 

Heimat, 1938, wood engraving, Mending INE TENS rota Glare 
- ing, 5 x 5 in. 

6x5 in, 
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Robert M. Johnson Swimmers, 1938, linoleum cut, Catherine Rice 

Up Kilbourn Avenue, 1937, linoleum Be Across the Lagoon, 1937, wood 

cut, 6% x 5 in. . engraving, 6 x 5 in. 

Frederick Logan Pueblo Indian, 1938, wood engrav- 

Roderick Johnson Alleyway, 1937, linoleum cut, ing, 5 46x 5 in. 

: 4x5 in. 

eee foes ood cnet Sinclairville, 1937, linoleum cut, Betsy Ritz 

4 , 4x5 in. : 

Gertrude Kundman Nari: Store agit of Way, 1298, aoe ey sna 
linoleum cut, 45/6 x 57/s in. i i 1938 . 4 . 

Cats, 1937, linoleum cut, 6 x 5 in. Nene a 
Elizabeth McCain aoe 

Lowell Bt. Tee Playing Ball, 1938, linoleum cut, Tom Rost 

Coal Sree 1937, wood engraving, Se Tain: Packing Fish, 1937 sunoleam cut 

Milwaukee Harbor, 1937, wood M. McCain 2a 
: 1 We 

a ae ee The Sower, 1937, linoleum cut, Alfred Sessler 

5x 7 in. 4x5 in. At Work, 1937, wood engraving, 

Grand Marais Harbor, 1938, wood D Mill 4x 6in. 

engraving, 4 '°/6 x 61/6 in. Onna NE Old Lumber, 1938, linoleum cut, 
Squall, 1938, wood engraving, Apple Sale, 1937, linoleum cut, 5'4x 4% in. q g g: PP 
6'*%x 8 in. 5 3/6x 5 in. 

Holy Hill, 1938, wood engraving, Aaron Shansky 

la May Lec x te Bie no C 1938 d Shacks, 1938, wood engraving, 

Marlow’s Bath, 1937, linoleum cut, ‘8 CO Es sooo 412x5 in. 
exe engraving, 5 x 4 in. 

Spring, 1938, linoleum cut, Robertivon' Neumann Gerrit Sinclair 

oe ys Figure, 1937, linoleum cut, 
Angelika’s Pets, 1937, wood engrav- pet 

Schomer Lichtner ing, 6 x 5 in. 5 , 
. ; Jones Island, 1937, wood engraving, 

. . Circus Siesta, 1937, wood engrav- 1 g 
Untitled, 1937, linoleum cut, ine 6 x 45/64 6'/8 x 6 in. 

36x 5 in. an i Me “ Goss d Macon Street, 1938, linoleum cut, 

Untitled, 1937, linoleum cut, aes ae : ae 5 x 6 in. 
4x5 in. estes ie es ik 4 North Ave. Market, 1938, linoleum 

Farmer, 1938, linoleum cut, Samer aires me o> Gut,)> x 6n: 
6x Aen. engraving, 5'/2 x 7 in. 

ee 1938, linoleum cut, Winifred Phillips Helmut Summ 

Rest, 1938, linoleum cut, Covelly, England, 1937, linoleum one ee aed eet 
55x 5¥in. cut, 6 x 5 in. & ; 

F ; Coastal Shadows, 1938, wood 
Algoma’s Harbor, 1938, linoleum Gi ae ea 

Clarice George Logan cut, 6/8 x 5 in. 8 = : 

ie 1937, wood engraving, Barton Pocercld Alexander Tillotson 

Sunday Afternoon, 1937, linoleum McKinley Shacks, 1937, linoleum eS 1997; linoleumicut; 

Cue eee Span Quiet Stable 1937, wood engrav- 
Riverside Park, 1938, wood engrav- Park Deer, 1938, linoleum cut, ine, Aix 5 = , 8 

: ite : ; 3 
Uategyatas Sati oo Landscape, 1938, wood engraving, 

5 x 6'4in. 
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Howard Thomas Barbara Warren Harold Wescott 

Monday In Wick Haven, 1937, Colored Girl, 1938, wood engrav- Cover image, 1937, 81/2 x 11 in. 

linoleum cut, 6 x 5 in. ing, 6 x 5 in. Pigs, 1937, wood engraving, 

Navoo Hollow, 1938, wood engrav- 6%x 5% in. 

ing,6 x 7'Zin. Donald L. Weismann Flood Waters, 1938, wood engrav- 
Brahma vs. Leghorn, 1938, wood ’ ing, 64x 5 in. 

engraving, 6 x 7 1/2 in. si i Buches nue on Lake Shore, 1938, linoleum cut, 
wood engraving, 4 x 5 in. ; : 

Morning, Mattana, Ontario, 1937 ee : 
Elsa Ulbricht g ame ue i Stabled, 1938, linoleum cut, 

wood engraving, 4 x 5 in. 6 x 45/6 in 
Country Church, 1937, linoleum Back of Tenth St.—Sheboygan, 1938, ; . 
cut, 7 x 5 in. wood engraving, 6 x 8 in. 

Riding Academy, 1937, wood 

engraving, 4 x 5 in. 

Down by the Tiacks, 1938, wood 

engraving, 5 x 7 in. 
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